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PREFACE

The appearance of MidAmerica VI marks the ninth year of
the Society’s existence, and it marks, too, several important ad-
vances in the Society’s growth: the accelerated evolution of the
Center for the Study of Midwestern Literature and Culture; the
success of the first of a series of symposia on “The Cultural Herit-
age of the Midwest”; the growing membership; and the increase
in scholarly and creative activity suggested by the greater num-
ber of essays and the longer bibliography in this volume, Current
efforts to increase the numbers of life and institutional members
of the Society will, if successful, provide a financial foundation
strong enough to support continued growth.

During the coming year the Society will pass another mile-
stone with the retirement of Russel B. Nye, founding member of
the Society, author of such seminal works as Midwestern Progres-
sive Politics and The Unembarrassed Muse, Distinguished Profes-
sor of English at Michigan State University, and recipient of the
MidAmerica Award for 1978. The dedication of this volume to
him is testimony to his past contributions to the Society and to
scholarship, and it anticipates his continued contributions in
the future.

Davip D. ANDERSON

November, 1978
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GRASS/GRASSROOTS —
AMERICAN METAPHOR/AMERICAN CLICHE

Enaa S, THORNTON AND PAULINE ADAMS

When you begin, begin at the beginning,
Begin with magic, begin with the sun,
Begin with the grass. (Helen Wolfert, “The Grass”)

The recent bicentennial era stimulated interest in our national
experience. This is simultaneously real and superficial, authentic
and mischievous, The words, phrases, maxims that we have
latched onto as true reflections of our national experience are
the same buoys that the cynical manipulators of our society have
latched onto as the expedient means to their ends. Out of the
myriad examples of this phenomenon of the union of sincerity
and cynicism, the term grassroots stands out. In any presidential
election year many speakers celebrate the quadrennial appeal
through its use. Through grassroots, the cynical politician calls
up a folk wisdom; he embraces masses of people; he hopes to
attract the majority. The expensive public opinion pollsters he
consults are prima facie evidence of his concern. Once the elec-
tion is over, the grassroots are forgotten for the next four years.
But not by the people. The politician’s appeal stems from his
intuitive belief that there really is an American grassroots and
in that he is right.

I

The term grassroots is so basic to our national ideology (“the
consent of the governed”), to our popular culture, and to our
treasury of literary symbols that it is startling to discover that
the first record of its use appears to be as late as 1876 in the
description of a new gold strike. “Gold is found almost every-
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8 MIDAMERICA VI
where, in the bars, in the gravel and sand of the beds, evin Il;l
the ‘grass roots’.” H. L. Mencken reported“ that Dé. Fra? thé
Vizetelly told him in 1935 that the phrase "to get down to °
grass roots” was in use in Ohio circa 1885 but that there was n
written record to that effect. We do know, however, that Se:nat(')r
Albert . Beveridge in a speech at the Bull Moose Convention t1n
Chicago in 1912 claimed: “This party comes from t.hfa gf’ass rooﬂs.
Tt has grown out of the soil of people’s hard necessities.” Exactly
where and exactly when the term was ﬁr.st used may be a l.na(fi:tfr
of speculation, but it is clear that its various meanings started to
gain currency in the last quarter of the mneteent%l cex}tury }1111
the Midwest. And that should not come as a surprise given the
American adventure of settling the prairie in the post-Bellum

. period. -

Homesteaders, such as Robert Shore' in Minnesota early in
the 1870’s, saw the grass accosting them like.the waves 'Ofdthe
sea. Its above-ground growth was tall, seemingly unlimite asf
it rolled to the far horizons apparently unmarked. by tree or
bush. And when the homesteader, his horse, and his plow \;flerefz
tested against the sod, the stubborn resistance and .the dep.td ]?j
the roots flung up an awesome challenge. A botanist, Davll) .

Costello, marveled at these roots. “The roots of grasses are ft Eou;

and their branches may be so abundant that a square yar f0

soil four inches deep may contain roots tha’t would. sh:et(':h ];)r
twenty miles if all were placed end to end.” In Gzr:mts in the

Earth, Ole Rolvaag’s fictional homesteader Per Haf;sa, in COITll’.'{l-Oi’l
with all his real-life counterparts, discovered that “The sod, which
had been slumbering there undisturbed for countless ages, hWas
tough of fibre and would not give up its ho.ld on earth v-v1t 0};1t
a struggle . Tt almost had to be tumed by main streng'th, piece ﬁr
piece; it was a dark brownish colour on the uné'lt?rmd.e——a 1'1(1:1 ,
black mould that gave promise of wonderful fertll.lty; it actually
gleamed and glistened under the rays of the morning sun, whe}:]r.e
the plow had-carved and polished its uptumed face, II'.J. t 1;
description lies much of what grassroots meant to the origina
settler of the prairies. The grass grew tall and lavish; the ro_ots
fulfilled a rooting function, strongly fixing the plant and dra:wmg
water and nutrients from the soil. The roots were deep, mtef-
twined, and resistant to dislodgement. More than one season’s
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cultivation was required to rout their hold; if the cultivation
was even briefly neglected, the grassroots would return—though
never becoming as strong as they had originally been. True, the
breaking of the virgin sod, in the incessant series of pioneer diffi-
culties, engaged only a relatively brief span of time. But an
original pioneer farmer never forgot the meaning of grassroots.
{Ironically, in dust bowl.times, he or his descendants had a bitter
oceasion to review the implications of this extengive conquest of
the sod.)

Naturally, in the settler’s muscles and mind, grassroots became
inextricably entwined with his notion of rudimentary principles,
of first things first, of pragmatic choice, and of his own (and
others’) basic worth. This universal experience dealt with the
exigencies of daily life and in the course of these dealings re-
enforced many of the dreams and authenticated many of the
realities of America, :

A century earlier, Thomas Jefferson realized that all of us, in
some part, are products of our environment, Hence, he believed
strongly in the importance of rural life in shaping ‘a nation of
citizens able to participate in the democracy he envisioned as
the ideal for America. Jefferson associated the virtues of “loyalty,
prudence, frugality and indeed common honesty” with rural more
than with urban dwellers. Another major concept from the
Jeffersonian legacy rests upon “the essential dignity of man and
worth of the individual”; it asserts that the government draws
its authority from the consent of the governed. Jefferson, an
astute politician as well as a political philosopher, knew instinc-
tively where the political power was, where indeed it must be,
in the nation. He would have embraced the metaphor grassroots
to express the philosophical foundations and practical reality he
was helping to build. In truth, Jefterson did not create a political
and social legacy, but rather Le set down in words the grassroot
beliefs of his compatriots. As he himself wrote almost half a
century later about the Declaration of Independence: “Neither
aiming at originality of principle or sentiment, nor yet copied
from any particular and previous writing, it was intended to be

~ an expression of the American mind.” Perhaps that is why, more

than a century after, Robert Frost would write:
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But never mind, the Welshman got it planted
Where it will trouble us a th?usai}d years.
Each age will have to reconsider it.

Because of the American experiential milieu, tl'le phrasciai gli;asse-)
roots became a philosophical shorthagd ct:)nnotlng the nd a\hgiS
between man and nature, man and his nelghbors,hmanlan L bis
government. Just as “gevery American knows w at tu; ferm
[democracy] means—at least he knows what he means :v ;:,mms
employs it,” so, every American knows what the tielrm g a1 o0
means—at least, he knows what he means when he employs It

Consider some of these meanings:

It is intrinsic to democratic principles. and _Rro?essesf. -

It symbolizes a spirit of local community initiative, oI mnde
pendence, of home rule. _ tiat

It implies the specific, the concrete, the immediate.

t speaks of anti-elitism. .
it zfean expression of people’s honest beliefs that develop

from their own experience. ‘ _
1t is associated with the rural scene and its attendant virtues

0 r d
of inmocence, hard work, practicality, prudence, an

Lonesty. _ . ]
Recently };ts anti-big-city connotation has been disappear

ing, leaving only anti-boss connotations. So p‘?litiCiaIIl(S
seei< support “from the grass roots and the sidewalks
of the nation.™ - ' '
It is synonymous with democracy: no tribunal or leader is

above or beyond the people.

neration for democracy.

is more, it is a source of rege .
o , thing good and virtuous

In sum, grassroots is associated with every
in American life.

Paradoxically, yet predictably, once grassroots had b.ect??e :ml
almost universal symbol, its use often reﬂe?ted only incic t;{n Elo
regard for substance, The po]itical' campa.ug‘ner \;lra: ]cillllléc; o
seize upon this nebulous but meaningful idiom t. ; s out
collective consciousness. So when Senator Beven' ge Si:u .
party came from the grassroots, he struck a responsive {: or tzlc;
Americans’ harp of memory and experienc?.”As Mr, Dooley n(;) ;
about this earthy appeal, “Ye can waltz to it.” Senator Beveridges
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contribution to political rhetoric entered the standard guidebook
for political communication,

The Farmer-Labor Party used grassroots as.its catchword in
1920. In June of 1935, the Republicans organized a Grass Roots

. Conference in Springfield, Illinois, in a vain attempt to discover

the grassroots issues that would unseat Franklin Delano Roose-
velt in the upcoming election. In September of the same year,
Republican Governor Alf Landon of Kansas spoke out in behalf
of “democracy at the grass roots” and a year later conducted a
“Grass Roots” campaign for the presidency. But the Democrats
were more successful, and in 1949, when V. O. Key looked back
on the Roosevelt administration, he concluded that: “the New
Deal . . . reached down to the grass roots and actually had some
bearing on the course of human events.”

Political appointees as well as politicians themselves invoked
the phrase. David E. Lilienthal, who headed the Tennessee Val-
ley Authority (a creation of the New Deal) in the nineteen-
thirties and forties, spoke enthusiastically of the participation of
the people in multiple TVA projects. He delighted in talking of
the “decentralized grass roots administration,” for example, or
of the “emigration of talent to the grass roots,” or of the fact that
“To see each citizen as a human being is far easier at the grass
roots. That is where more of the functions of . . . government
should be exercised.” Another appointed official, Harold D.
Smith, then Director of the U.S. Budget, affirmed in 1945 that
“there are dynamics at the grass roots. These dynamics should
be harnessed and used for the preservation and extension of
democracy.” ’ )

Without the metaphor (at times, now, a cliché), political
commentators and writers would be hard put to describe the
political drama constantly being enacted on the national scene.
According to Newsweek in November of 1953, the voters of the
Ninth Congressional District of Wisconsin uttered a “grass roots
warning” in electing Lester Johnson, a Democrat, to the House
of Representatives. A March 17, 1955, editorial in the Register-
Guard of Eugene, Oregon, asserted that “every man is a grass
root in the mind of the Foreign Policy Association [whose pro-
gram is] based on the theory that people do count.” On June 23,
1976, Neal Peirce, a colummist for the Gannett News Service,
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opened his article “Grass Roots Democracy” with “Across this
far-flung, multi-splendered Western state [Montana], the citizens
of every county and town are engaged in an exciting Bicentennial
year exercise in grass-roots democracy—deciding afresh the form
and powers of the local governments they choose to live under.”
A New York Times (July 6, 1976) front page article on “The
Star Spangled Banmer” and its unsingability referred to the
“hardly grassroots movement” to replace it by a dilferent national
anthem.

Parenthetically, we cannot refrain from mentioning the recent
use of grassroots in a cartoon by Koren in the New Yorker. The
scene is a modern apartment-house living room overlooking a
typical cityscape. The room is crowded with the sophisticated
avant garde, drinks in hand, buttons (political?) on breast, all of
whom seem remote from the American grassroots we typically
envision. These people, seated on the floor, on couches, or stand-
ing in rows, are delighted by a speaker, who, with arms out-
stretched, says, “You are my grassroots.”

And so it goes.

There are several near-synonymous metaphors for grassroots
to help the speakers of the language of politics. “Stumping” was
practiced before grassroots was used. We all recognize the
“whistle stop campaign” which even today, despite the decaying
state of America’s railroads and the availability of TV, has not
yet become an anachronism. Senator John Sherman of Ohio
spoke of “fence mending” back in 1879. And members of Con-
gress still return intermittently to their home districts to mend
those same fences. The Nixon administration spoke of the “heart-
land,” asked “Will it play in Peoria?” and was comforted by “the
silent majority.”

The philosophical shorthand of grassroots in the political arena
has worked so well that politicians and politician observers have
twned an authentic metaphor that “Ye can waltz to”—a metaphor
stemming from the American experiencé and American convic-
tion—into an American platitude. However, American writers
have been less mischievous in their use of the symbol. To them
grassroots (often grass separately, but with no implication of
dismemberment of root, stem, leaf, lower, seed) became a valid
metaphorical shorthand that retained its freshness,
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IX

Whel:l Americans first think of jt beyond their own back yards
or fa.vonte golf courses, they think of the Midwest, our yr t
prame’lands. After all, wasn't the old time prairie’ “a ijg
m.others quilt of color and form that shifted constant] §s th(;
wind breathed life into the grasses [P] Willa Cather remZmbered
Nebraska when ‘there was so much motion to it; the whol
country seemed, somehow, to be running’,”* This mici—continenta(;
running of the wind in the tall grasses beneath a high sky is
something we may no longer know first hand. Our ma m‘ﬁy t
centra? grassland Is disappearing, There remain few saxi Iezelf:f
the.orlgmal vegetation. Such vast vistag of grass are gofe but
their presence remain in our imagination. Our writers wili not
let ns forget, Before the loss, Emily Dickinson mused:

To make a prairie it takes a clo

One clover, and a bee; ver and one bee,
And revery.

The revery alone will do,

If bees are few.

o Hamlin Garland,. in A Son of the Middle Borde:r, recorded
e unforgetable epic charm” of his journey through the Northern
Towa and Southern Minnesota border region,

Eac.h' mile .took us farther and farther into the unsettled
‘p;r:;;e un.tﬂ t .IWS ciqme to a meadow so wide that its
m 1im touched the sky with i i
man's hanouchec y without revealing a sign of
:‘I"Il‘lle p]zgm was .ccz’vered with grass as tall as ripe wheat . . .

1e Big l?ralrie, we looked about us with awe, so endless
seenr}?l;i this spread of wild oats and blue-joint
- - - ~he majority of this primeval world exalted

: me, If
for t[hl\?[ ﬁr;tﬂt:mJe the poetry of unplowed spaces. o
. - - LMy Iather] was in his element, II i :
less sweep of prairie. . . . ¢ loved this shelter
It burned deep into our memor; is wi
mories, this wide, sunny, wind

cm;ntry. The sky so big, and the horizon Jige S0 ){(,)W an(}ir
$0 1ar away, made this new world of the plain . . . majestic

And F}arland recorded his_ own mixed reactions to the historic
American battle with the prairie sod.
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One day late in May my uncle David . . . drove over with
four horses hitched to a big breaking plow and together
with my father set to work overturning the primeval sward

whereon we were to be “lords of the soil.”
I confess that as I saw the tender plants and shining flowers

bow beneath the remorseless beam, civilization seemed a
sad business, and yet there was something epic, some-
thing large-gestured and splendid in the “breaking” season.
Smooth, glossy, almost unwrinkled, the thick ribbon of jet-
black sod rose upon the share and rolled away from the
mold-board’s glistening curve to tuck itself upside down
into the furrow behind the horse’s heels. . . .

Like Garland, Carl Sandburg, in Abraham Lincoln: The Prairie
Years, also described a journey, not his own but the Lincoln
family’s:

Around them as they crossed the first stretch of the Grand
Prairie was a land and soil different from Indiana or Ken-
tucky. There were long levels, running without slopes up
or hollows down, straight to the horizon; arches and domes
of sky covered it; the sky counted for more, seemed to have
another language and way of talk, farther silences, too,
than east and south where the new settlers had come from.
Grass stood up six or eight feet; men and horses and cattle
were lost to sight in it; so tough were the grass-roots that
timber could not get rootholds in it; the grass seemed to
be saying to the trees, “you shall not cross”; turf and sky
had a new way of saying, “We are here—who are you?”
to the ox-wagon gang hunting a new home.

Conrad Richter “fancied that in the milky mist I could see
the prairie as I had seen it all my life and would never see it
again, with the grass in summer sweeping my stirruped thighs
and prairie chickens scuttling ahead of my pony; . . . and when
the sloughs of the home range greened up in the spring, with
the scent of warming wet earth and swag after swag catching
the emerald fire, with horses shedding and snorting and grunting
as they rolled, and everywhere the friendly indescribable solitude
of that lost sea of grass.”

Ole Rolvaag repeatedly captured the overbearing presence of
the land. He wrote of the “open, endless prairie,” the “endless
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blue-green solitude that had neither heart nor soul,” “the vast
wind-swept void,” the “bluish-green infinity,” “the quiverl'ng:
bluish-green haze, that glowed all around,” “the vastness and
endlessness surrounding them on every hand.”

Walter Prescott Webb quotes Edwin James’ 19th century
account. Though James does not use the word grass, he implies
its omnipresence. :

Those vast plains, in which the eye finds no object to rest
upon, are at first seen with surprise and pleasure; but their
uniformity at length becomes tiresome, . . . The shadows
of [the flying clouds] coursing rapidly over the plain, seemed
to put the whole in motion; and we appeared to ourselves -
as if riding on the unquiet billows of the ocean. The sur-
face [was] rolling, and will certainly bear a comparison to
the waves of an agitated sea. The distant shores and
promontories of woodland . . . rendered the illusion more -
complete.® ‘

Both James and Richter felt the need of an analogy to convey
the essence of the Great Plains and they chose the sea. This
choice must have been authentic, for starting with the records of
the first explorer, Coronado, the plains/sea comparison is echoed
and re-echoed in the literature. Webb observes that quotations
such as James’ could be duplicated by the hundreds. Yet all the
quotes share certain common elements: surprise, pleasure, elation
and the sea analogy. “Joshia Gregg speaks of the ‘grand prairie,
ocean,” of the caravans ‘making port’; he proposed a law based
upon maritime law for the control of the prairie caravan, and
gave the wagons the name of ‘prairie schooners’” ,

Again Ole Rolvaag: “A small caravan was pushing its way
through the tall grass. The track that it left behind was like
fche wake of a boat—except that instead of widening out astern
it closed in again.”

Colonel Richard Irving Dodge, in the 18707, ]ike\;vise noted

the similarity between these two great natural phenomena: the
sea and the plains.

Like an ocean in its vast extent, in its monotony, and in its
danger, it is like an ocean in its romance, in its opportunity
for heroism, and in the fascination it exerts on all those
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who come fairly within its influence. The first experience
of the plains, like the first sail with a “cap” full of wind, is
apt to be sickening. This once overcome, the nerves stiffen,
the senses expand, and man begins to realize the magnifi-
cence of being,

“The plain has moods like the sea. . . ./ The plain grows dark;
like the sea/ It holds no shelter.” So Hamlin Garland poeticized.
And Mari Sandoz, another chronicler of another sector of the
vast Midwest, wrote in Old Jules: “Some settlers saw it as a
great sea caught and held forever in a spell, and were afraid.”

Are these literary evocations factual? What does the naturalist
have to say about prairie grasses? Listen to Millard C. Davis:

That was back in the days when grass was really grass. A
man got his view of the long shadows below from saddle-
back or by climbing bur oak of one of these scattered “oak
openings.” I have never been surrounded by acres of the
eight-foot variety of grass, but having beer in some of
Wisconsin’s highly regarded preserved prairie, I imagine
the experience was kin to that which we used to have as
children running through a neighbor’s corn. After the fum,
we nursed fine sawtooth slits in our skin drawn by cormn
leaves. Corn, incidentally, which later took over much of
the prairie, is a “grass” that probably came from Central
America. It grows rapidly rather than carefully and doesn’t
sink thick roots deep into the soil, as most of our other
prairie plants do. . . .

The upland prairie gradually changed [because of the
Indian custom of repeated burning off of the land], so that
in most ways the first farmer saw what I saw. The grass
shortened. The prairie giants fell before his scythe and
then, under heavy grazing, blinked out like cooling sparks,
Within perhaps a decade the prairie grasses had given way
to exotics like bluegrass, quack grass, orchard grass, clover
and dandelions. . . .

Prairie grasses and their companions sink their roots deep
and put a ot of faith in them. More than ninety percent of
their bulk may be underground. As a matter of fact, during
the first year of growth so much energy goes into rooting
that twelve inches of root may develop for each inch of top.
Like trees, prairie grasses store carbohydrates in the roots

T — e - e S ,
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over the winter, Iis slow transfer out of the leaves, and the
response to cold, bring out the antumn colors, just as in
trees.® '

But lest we mistakenly assign a restricted area, the Midwestern
prairie land, to the grass, let us remember again with Whitman
that “it is a uniform hieroglyphic . . . sprouting alike in broad
zones and narrow zones.” Actually, grasses are not uniform but
diverse and various, adapting to the diverse and various areas
where they grow. Whitman would have known the dune grasses
of Long Island Sound more intimately than the various grasses
of the prairie. John Hay, another naturalist, describes this beach
grass so vital to the definition of our continental land mass.

The beach grass has had much deserved honor heaped upon
it, in the proportion that it is able to live with the tons of
sand that are also heaped upon it. It is perfectly adapted
to being covered over by sand since it sends up stems which
in turn root themselves, and then grows on, letting the old
roots die. As a sand hill builds up, the beach grass is able
to maintain itself in this fashion without being- buried and
to hold down the sand with a network of roots and stalks.
It stabilizes such hills until the point where the wind may
sweep so constantly around them as to expose them and cut
away the sand, leaving the grass in splendid isolation with
Its outer roots hanging in mid-air. So beach grass and sand
have a special collaboration which man does his best to

encourage, especially after he has made rescue work neces-
sary.”

It is possible to distill the above observations into a list of
facts about grass. 1. It is omnipresent. At one time, grass covered
one-quarter of the earth’s land surface. 2. It is flexible and adapt-
able to varying natural elements. Grasses are found in polar
regions with two months or less growing seasons as well as in
warm, humid, tropical climates. Not only does grass adapt to
various climates, it modifies these climates. 3. It is not grass
everywhere the same, but grasses, copious and diverse. In the
United States alone there are at least 1440 varieties, 4. Its variety
offers necessary nourishment to diverse forms of life. We tend
to forget that rye, corn, rice, barley, wheat, oats, clover are all
grasses. 5. It is an integral part of the community of nature.
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. in the grassroot jungles of your own back yard, you encounter
strange and incredible forms of life. . . . In one suburban back
yard Dr. Frank E. Lutz, curator of Entomology at the American
Museum of Natural History, New York City, found more than
1,000 different members of this vast family,”® 6, It is tough, not
fragile. There is slough grass which grew ten feet tall in Illinois
and was known as “rip-gut” because of its saw-edged blades.
Another prairie grass is the Devil's Darning Needle because it
makes darts for the naughty to throw at people’s clothing. 7. Itis
firmly embedded. Many a naturalist has been overwhelmed with
the prodigious root empires of the grass. Durward L. Allen,
ecologist, marvels that “If we were to stake out an acre in one
of these thick stands of western Iowa, skim off a surface layer
four inches thick, and then wash out all the soil, we would leave
a great spongy pile of grass roots weighing four and a half tons!™
Annie Dillard, in Pilgrim at Tinker Creek, is astonished at an
experiment with a single grass plant (winter rye). “They let
it grow in a greenhouse for four months; then they gingerly
spirited away the soil . . . and counted and measured all the
roots and root hairs. In four months the plant had set forth 378
miles of roots—that’s about three miles a day—in 14 million
distinct roots. This is mighty impressive, but when they got
down to the root hairs, I boggle completely, In those same four
months the rye plant created 14 billion root hairs, and these
little strands placed end-to-end just about wouldn’t quit. In a
single cubic inch of soil, the length of the root hairs totaled 6000
miles,” 8, Finally, it is ever-renewing. The more you cut it,
the more it grows. It springs alike from root and seed.

111

These facts of nature have been taken by many of our
writers to make rational or at least comprehensible both the
Iandscape and the humanscape. For example, the poet, Theodore
Roethke, knew that “All natural shapes become symbolical,” The
artist, Andreas Feininger, believes that “in the last analysis,
everything made by human hands and most things conceived by
the human mind have their prototype in nature.”® We are all

aware of the injunctions of Thoreau, Emerson, and Whitman to

—_— -
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discover ourselves in nature. And so the natural facts of grass
led to the literary metaphor. And what are the meanings of that
metaphor, a metaphor now more often grass than grassroots?
A metaphor sometimes implicit as meadows, fields, etc., rather
than explicit. Consider some of these meanings:

Its omnipresence connotes democracy. Its commonplace-
"ness is antithetical to elitism.

Its symbiotic relationship to multiple natural elements con-
notes the unity of all things—human and non-human.

Paradoxically, its myriad varieties connote pluralism and
individualism.

Its diversity and adaptability connote the flexibility de-
manded of humans for survival.

Its toughness connotes no nonsense, down-to-earth pragma-
tism—a tough-minded facing of the facts—a resiliency
of “traditional American values.” Thus:

This is the way things are.
Here is the grass,
So green and coarse, so sweet and delloate
But with some brown rubble in it,
(Thomas Wolfe)

Its fertility (“rank fecundity,” one naturalist quipped)
. connotes hope, optimism, faith in the future—an affirma-
tion of life.

The fact is the sweetest dream that labor knows,
My scythe whispered and left the hay to make.
(Robert Frost)

Its deeprootedness connotes the terra firma of our lives—
that which we always come back to.

Just as grass insinuates itself into the eco-system, so it
insinuates itself into the consciousness. Grass is there
as the air is there. It is both background and foreground.
It is an invisible visible element like air, water, earth,
A. R. Ammons is aware that:

The wind came as a grassy sound
and between its
grassy teeth
spoke words said with grass. . .
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The literary metaphor closely tallies the political metaphor.
This is not unexpected. The metaphor (literary and political
alike) is particularly American because the natural fact and
the symbol which has sprung from it are intrinsic to the process
by which Americans understand the realities of life, Whitman’s
grass embodying all the nuances is so universally recognized,
it has an earthhold on the American imagination. It is fresh,
simple, true. It has “the splendor of the authentic.” (Denise
Levertov) One would suppose that after Whitman, no poet
would dare use grass in fear of cultivating a cliché or trivializing
a truth. To the credit of subsequent writers, though in them we
hear resonances of Whitman or sense his function as guru, they
have not allowed his “leaves™ to wither by abuse or neglect. “The
Grass [that] so little has to do” seeds imaginations over the broad
poetic plains. '

The following are just a scant sample of the myriad of poems
employing, in one way or another, the metaphor. We have here
deliberately chosen, for the most part, to let the poets speak for
themselves, believing with Paul Klee that “art does not reproduce
what we see. It makes us see.” But in so choosing, we have
arbitrarily and ruthlessly omitted poems and poets whose use
of the metaphor is endemic. We realize that to single out any
specific poems to be representative is to be unrepresentative.
Thus, with this caveat in mind, we proceed.

We see the union of the elements in Dickinson’s immersion in
“A Sphere of Simple Green” where she could “dream the Days
away,” and in Donald Hall’s immersion in “The Grass.”

Under grass,

among stones and the downward
probe of trees,
everything builds

or alters itself,

I am led

through a warm descent
with my eyes covered,
to hear the words

of water. I listen, with
roots of

the moist grass.
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In “Composition” May Sarton explores the “spaced and subtly
joined elements” from a more distant perspective,

Here is the pond, here sky, and the long grasses
That lean over the water, a slow ripple .

Under the slightest wandering air that passes

To shift the scene, translating flat to stipple

On still blue water and troubling the green masses.

Three elements are spaced and subtly joined
To rest the restless mind and lift us where
Nothing in us is baffled or constrained,
Who wake and sleep as casual as they are,
And contain earth, and water, and the wind.

Take blue; take green; take the pale gold sand;
Take the slow changing shimmer of the air;
Take a huge sky above a steadfast land;

Take love, the tiger ocean in its lair,

And gentle it like grass under the wind.

In her collection of “Field Poems,” Barbara Drake dedicates
her work to “vacant lots, abandoned fields, and deserted marshes,
and to the lives that flourish in such untended spaces.” The poems
resound with grass. Here is one.

2.

In the golden houses

of summer grass,

the tenthouses

of tall straw grass

tied at the top

with more golden grass
and some green

and hollowed

by backing in slowly
bottoms roundihg a space
in the still rooted

sheaf of grass,

we lived for a summer
on the wild blackberries,
the small and large kinds,
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and made another house
under the bramble patch

of berry vines

and another house

in the morning glory

and houses we didn’t even
stop to live in, just forgot

as soon as we'd finished them,
and houses so perfect

there have been no such houses
since in my life, and ate
apples and three kinds of plums
from the old trees,

were self-sufficient,

and sometimes ate clover
which grew at the edge

of the field and the woods
where we seldom went
because it was dark

and an old woman

was said to have died there
alone. And we were

too young to die,

ever. 1!

In William Stafford’s “From the Gradual Grass” we find the

metaphor extending to different dimensions.

Imagine a voice calling,
“There is a voice now calling,”
or maybe a blasting cry:
“Walls are falling!”

as it makes walls be falling.

Then from the gradual grass,

too serious to be only noise —
whatever it is grass makes,
making words, a voice:
“Destruction is ending; this voice

“Is promising quiet: silence
by lasting forever grows to sound
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endlessly from the world’s end
promising, calling.”
Imagine. That voice is calling.

Robert Duncan affirms that:

Whitman was right. Our names are left

. like leaves of grass,
hkeness and liking, the human greenness
tough as grass that survives cruelest seasons.

Since Whitman, few poets have been so nourished by the
presence and poetry of grass as A. R. Ammons:

The Grass Miracles

The grass miracles have kept me down all autumn
purpose turning on me like an inward division
The grasses heading barbed tufts
airy panicles and purple spikes .
have kept me stalled in the deadends
of branching dream

It is as though I had started up the trunk
and then dispersed like ant trails
along the branches
and out on the twigs
and paused dipping with a golden thought
at the points of the leaves

A black stump hidden

in grass and old melon vines

has reined my hurry

and I have gone up separately
juggling like a bubble flock

in globes of time

I have not been industrious this autumn

It has seemed necessary

to accomplish -everything with a pause
bending to part the grass

to what round fruit

becoming entangled in clusters

tying all the future up

in variations on present miracle.
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Even the following from “Still” illustrates this nourishment:

I said I will find what is lowly
and put the roots of my identity
down there:

each day I'll wake up

and find the lowly nearby,
a handy focus and reminder,

a ready measure of my significance,

-

I said what is more lowly than the grass:
ah, underneath,
a ground-crust of dry-burnt moss:
I looked at it closely
and said this can be my habitat: but
nestling in I
found
below the brown exterior
green mechanisms beyond intellect
awaiting resurrection in rain: so I got up
and ran saying there is nothing lowly in the universe:

In such poetic explorations as these we find the fusion of
experience and expression, of outward reality and creative imagi-
nation. In a word, poetry. The poet’s respect for words as exten-
sions of themselves deepens our respect for experience, words,
poems, and poets. And the metaphor, so used, remains fresh.
From Whitman to Ammons and Drake, in each age of American
poetry, notable writers have found grass such a symbol. And in
the first half of the twentieth century, Carl Sandburg employed
it more than any other writer. In his usage, too, the function is
both intrinsic and extrinsic. Sandburg’s expressions about grass
evolved from his Illinois boyhood experience. He knew “Grass-
roots down under put fingers into dark dirt.” Ile knew, too, that
grass, at work, would, with the passing of years, “cover all” the
piled-high bodies of war.

True, in Carl Sandburg’s Complete Poems and particularly in
“The People, Yes,” the distinction between the metaphor and
cliché become blurred, made so, we suspect, by the poet’s own
design. Sandburg recognized that the grassroots awaits the poli-
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tician. Here, the yearnings of the layman and the yearnings of
the politician meet; here, the reassurance sought by the one to
be heard and by the other to hear the “common truth” inevitably
elicits the ploys of the manipulator. In the process we often meet
ourselves—both as yearners and manipulators. And here the
cliché takes over. Yet, the reader who breaks the sod of Sand-
burg’s verse and apprehends its roots and above-ground growth
nmning from banality to commonplace to sublime may raise in
himself a new understanding of the creed lying under the thatch
of American clichés.

Sandburg knew that in “Poetry and politics, the relation of
poets to society, to democracy, to monarchy, to dictatorships—
we have here a theme whose classic is yet to be written.”? In
his work he blended poetry and politics just as the metaphor
grass/grassroots has been blended by poet and politician alike.
And even, yes, by the people:

The people is a monolith,
a mover, a dirt farmer,
a desperate hoper.

The prize liar comes saying, “I know how, listen to me and
I'll bring you through.”

The guesser comes saying, “The way is long and hard and
maybe what I offer will work out.”

The people choose and the people’s choice more often than
not is one more washout.

Yet the strong man, the priceless one who wants nothing
for himself and has his roots among his people,

Comes often enough for the people to know him and to win
through into gains beyond later losing,

Comes often enough so the people can look back and say,
“We have come far and will go farther yet.”

The people is a trunk of patience, a monolith.

Thus, the apparent tragedy of symbols, grass/grassroots for
example, particularly when they are valid, is that they become
platitudes. But paradoxically, platitudes have a grassroots func-
tion particularly appropriate to the subtle meanings of the idea.
Clichés in their redundancy, we commonly assume, cover a
vacancy of meaning, and they often do. But they may embed
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the cadences of the familiar, providing verbal conduits for the
inarticulate and insecure; they may form a convenient screen
behind which the shy can be mentally and emotionally p1'1-vate
and free; they may gather in ever-widening circles of meanings;
yet they may imprison like a dogma or a thick layer of stone.
‘And to some extent both great and small, all this applies to
grass/grassroots—authentic metaphor/American cliché.

Michigan State University
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THE MIDWESTERN TOWN IN MIDWESTERN
FICTION

Davip D. ANDERSON

The final sketch in Sherwood Anderson’s Winesburg, Ohio is
called “Departure.” Rooted in the reality of the countless young
men and women who left the small towns and farms of the Mid-
west during the last decades of the nineteenth century and the
first of the twentieth to find success, fulfillment, or survival in
the cities, and particularly in Chicago, that sketch quickly moves
beyond reality; it defines in terms both mythical and poetic the
essence of what had brought young George Willard to that
moment in that time of his life, at the same time bringing us to
a meaningful moment in our collective past that Anderson etched
indelibly upon the American consciousness and American litera-
ture in our time.

In the sketch Anderson touched for a moment—and he was
convinced that it could be done only in moments—a collective
dream that each of us brought into the Midwest—and each of
us, in this generation or in the past, ourselves or our forebears,
came into what geographers now conveniently define as the
twelve states that lie between the Appalachians and the Rockies,
the Canadian border and the Ohio Valley and its westward exten-
sion, the area that gives much of its water to the great river system
that makes the Mississippi. Out of the materials of that dream
we in the Midwest constructed a society, a way of life, a greater
dream, and a literature, and we have, in turn, made substantial
contributions to the reality and the myth of the America of which
we and our region are so fundamentally and centrally a part.

The collective dream that each of us shared when we came to
this region is, at least in part, older than the nation, and, as have
many dreams, it has been transmuted in the human mind from

27
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the tangible to the metaphorical, at the same time remaining
intensely personal. Sherwood Anderson captured the essence of
that dream in both its personal and metaphorical dimensions in
“Departure”; dozens of other Midwestern writers of his genera-
tion and ours have done the same in their own works, often, how-
ever, with less success, perhaps because they felt it less deeply
or experienced it less intensely. These other writers, prominent
or not, do, however, make clear its existence, its origins, and its
effects on their people. .

That dream is a paradoxical montage of change and stability,
of permanence and flux, its origins in the age of discovery and
the search for gold that marked the beginning of European
migration to this continent; as the colonies became a nation and
then a continental power it became the movement West and the
ideal of an open society, both intrinsically part of the beginning,
the growth, and the identity of what we now know as the Mid-
west. The statistics of the first half of the last century, the century
that saw the Old Northwest become the Midwest at its midpoint,
define the nature of the geographic dimension of the movement
that made the Midwest and motivated its people; its philosophic
dimension has been most clearly defined in the towns that resulted
from that movement and the works that describe them and deter-
mine their meaning, the works of Sherwood Anderson and his
generation,

By the end of the Civil War the Midwest had become a reality,
the heartland described by Abraham Lincoln in his Annual Mes-
sage to Congress on December 1, 1862. It was a reality that was
largely agricultural, studded by villages in transition, rapidly
becoming towns or cities, or, with the vagaries of settlement and
railroad construction, stagnant, many of them destined to dis-
appear from the map and eventually from the Postal Directory.

The legal foundation of the Midwest was documentary, the
Ordinance of 1787, the Northwest Ordinance that antedates the
American constitution by two years. Providing an instrument for
the rational and orderly transition of wilderness to civilization,
it provided too a clear statement of. the philosophy that made the
transition inevitable, that ultimately resulted in the Midwestern
dream and reality, the paradoxical faith in change and stability
that marks its people even yet. It provided a rational plan for
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transition and a promise that whatever states emerged from the
wilderness would be admitted “on an equal footing with the
original states in all respects whatsoever.” More important it
provided a bill of rights guaranteeing religious freedom éue
process, trial by jury; it rejected primogeniture and entails- it
provided for moderate fines and punishments, and it contail’zed
two clauses expressive of the highest ideals of the eighteenth cen-
tury, both of which were to become major goals of the Midwestern
nineteenth. The first reads, “Religion, morality, and knowledge
being necessary to good government and the happiness of man-
kind, schools and the means of education shall forever be encour-
aged”; the second states that “There shall be neither slavery nor
involuntary servitude in the said territory, otherwise than in

punishment of crimes, whereof the party shall have been duly
convicted.”

The Northwest Ordinance promised, in other words, a2 new
relationship between the individual and his peers and an,equally
new relationship between him and his government. It promised
an open society, plentiful, cheap land, and the opportunity to
rise as far as one’s talents and ability might take him. It promised
too, an orderly, rational society, with the rule and power of Iavx:
to assist him. But it made demands, too: the act of migration
across mountains and down or up rivers demanded a good deal
of hard work by which the dream might become real and happi-
ness achieved. It provided, in other words, the opportunity;
seizing it was for the individual to accomplish. ,

As the West become the Midwest and the nation went to
war aganist itself, the promise had become an article of faith
sending Abraham Lincoln from Springfield to the White House,
Ulysses Grant from the obscurity of Galena to the fortiﬁcation;
of Fort Donelson; William Dean Howells from Columbus to
Boston, each of them in microcosm the working out of the dream,
the proof of its reality, the living example of the path fo success,
and each of them in his own way the embodiment of a reality
becoming myth, an American-myth that is essentially Midwestern
in its origins, inception, and influence upon an emerging nation.

The Midwestern world into which the writers of Sherwood
Anderson’s generation had been born was the world in which
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that myth, together with faith in the Republican Party as the
party of freedom, the sanctity of the agricultural way of life, and
the virtue of life in the towns, was the foundation upon which a
society had been constructed. It was a society that valued the
simple, the practical, the efficient, the ambitious. It was a world,
too, that was to see its foundations shaken, its faith challenged,
before the end of the century. But the dream was still bright,
the goals clear, and the threats had not yet reached the towns as
they—Anderson in Clyde, Ohio, Theodore Dreiser in a series of
Indiana towns, Sinclair Lewis in Sauk Center, Minnesota, and
many others—saw a new dream, new opportunity, beyond the
horizons of the towns that had taught them to see and pursue
the dream.

No Midwestern writer has been closer to the Midwestern town
than Sherwood Anderson, and in Winesburg, Ohio Anderson’s
memory of what George Willard had learned in the town is
clear: Wineshurg was a town in which people lived and died
alone, but it was a town, too, that in microcosm reflected the
values, traditions, and structure of the Midwest of the last decade
of the nineteenth century. It was a town in which virtue—
the traditional virtues of hard work, thrift, conventionality, and
sobriety—was rewarded, often in material terms, but more fre-
quently and importantly in acceptance and, for the young, in
encouragement, in trust, and often in support. Vice, public vice,
defined in the town’s terms, was punished, but that punishment,
for the minor transgressions possible in the small town, was largely
the witliholding of acceptance. But the lack of acceptance meant
the intensification of isolation, and lack of success, and the
emergence of a group—much too small to be called a class—to
whom the dream of success was forever no more than a nightmare.

Significantly, however, that disapproval and isolation was
rarely extended to the children of the misfits. Thus George
Willard, the son of a woman who had been the subject of town
gossip for much of her life, might aspire to love the daughter of
the town banker, a girl who represented goodness and beauty
as well as success in the town. Just as George had functioned as
the voice of the town in his role as reporter for the Winesburg
Eagle, he had also functioned as its ear as the townspeople, many
but not all of them misfits, Anderson’s grotesques, seek him out,
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determined not merely to make themselves understood to him
but to teach him at the same time.

For George the society of the town had been open, and he
might have chosen to remain there, undoubtedly doing well and
perhaps marrying Helen White, Unlike the young men portrayed
by his earlier fellow Midwesterners, especially Hamlin Garland
and Tgnatius Donnelly, he is not driven from the countryside or
the town to the city; he choses to go because the envolving
myth of the town had begun to insist that opportunity and the
promise of success in the world of the late nineteenth century
could be best found and seized in the city.

- As the train leaves Winesburg and George becomes the arche-
typical young Midwesterner, not only following the setting sun
but moving from the town to the city in search of an undefined
success and fulfillment in a society he was convinced was open
for him in Chicago as it had been in Winesburg, the town is
behind him; it had become, in Anderson’s terms, “but a back-
ground on which to paint the dreams of his manhood.”

For George the town had been the microcosm for the nation,
the small arena in which the American myth might most clearly
be seen as it worked out an-individual reality, and at the same
time it was prefatory to its working out in the much larger arena
of the city. Not only, however, did its working out demand
virtues that the town had tested and approved, but it demanded
as its price the eagerness and ability to cut ties and move on,
just as had the earlier manifestation that had brought the Mid-
west and its towns into being a half century before. By the end
of the century the towns for George and his generation had them-
selves become a dream, a myth; like Anderson himself, “Jobby”
Anderson in Clyde, departing from the only town he had known
intimately in 1896, George anticipated no return, no looking back,
as he moved on to the West, to Chicago, where the same virtues
would open larger doors to greater rewards and richer fulfillment.

Anderson had earlier explored the theme of the young man
who had met the test of the town in Windy McPherson’s Son,
published in 1916, and set in a mythical Caxton, Iowa, and
Chicago, and he was to return to it in Tar: A Midwest Childhood
in 1928. In each case the town had grown out of the fertile
countryside and had remained close to it; it had maintained the
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traditional vision of an open society together with the test of

character that determined access to it; and it accepted the vision

of greater opportunity and potential reward in a greater society
beyond it. Each of Anderson’s young men—Sam McPherson,
George Willard, Tar Moorhead—accepted and pursued the values
of the town and the vision of the world beyond the horizon.

Anderson’s young men and their towns have their counter-
parts in much of the fiction of his Midwestern contemporaries, not
only in the well-known and thoroughly studied works of Theodore
Dreiser, whose Sister Carrie remembered Columbia City as she
sought the success of Chicago, and F. Scott Fitzgerald, whose
Great Gatsby denied his origins while accepting its values, but
also in the works of lesser writers too frequently ignored today,
among them, Homer Croy, Booth Tarkington, Brand Whitlock,
and Martin Flavin, all of whom I shall talk about in this paper.

Homer Croy, perhaps the least known of the group, wrote two
novels dealing with the small northern Missouri town of Junction
City, West of the Water Tower, published anonymously in 1923,
and R.F.D. #3 a year later. Although Croy’s novels are set a
generation later than Anderson’s, in both, the town is defined
in much the same terms Anderson had used in Winesburg, Ohio
and Windy McPherson’s Son: its social structure is open and
clear, it deals harshly with those of whatever economic and social
level who fail to meet its standards of virtue and talent; it supports,
encourages, and opens doors for those who meet or surpass its
standards, In the first novel, the better of the two, set just before
World War I, the protagonist is much like George Willard and
Sam McPherson: a young man of quick mind who rises from
obscure origins to make a mark in the town as hardworking and
thrifty. A skilled debater, he is destined for greater things via
the state university, the path to success for young men a genera-
tion later than George Willard. R.F.D. No. 3, Croy’s second
novel, set just after World War I, parallels the first, but the cen-
tral character is a young girl of the same age, talented and beauti-
ful, whose ambition to become a movie actress is supported
enthusiastically by the townspeople.

In both novels, the similarity with the social structure de-
scribed by Sherwood Anderson is striking: the town is only
seventy years removed from its settlement; “old” families have
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lived there little more than a generation; “good” families are those
who have met the test of virtue and ability and prospered; others
have not, but advancement is possible for their children if they
demonstrate the ability to rise above their origins, and they are
encouraged by the townspeople to do so. In the eyes of the
people of the town each of Croy’s young people has the ability,
each has received encouragement and support, and as the novels
open, each, like George Willard and Sam McPherson, is on the
verge of seeking that success in the greater world that lies beyond
Junction City.

But at this point Croy’s young people depart from the pattern
set by Anderson: each of them, like their less successful counter-
parts in Junction City, is flawed; when a major test of character
appears, each fajls; the failure becomes public knowledge; and
the greater success beyond the town is forever precluded. The
young man falls in love with the daughter of the town lawyer,
she becomes pregnant, and, determined to keep it secret, he gives
her his college savings to go away and have the child. But his
savings are not enough, and he robs the office of the town’s com-
mission merchant. The adultery becomes public knowledge; gos-
sip links him with the robbery; and he is arrested and convicted.

The girl’s flaw is not unlike the boy’s. Disappointed at losing
a statewide popularity contest in which she was the town’s candi-
date and which promised a screen test as a prize, she becomes
enamoured of a traveling salesman who also has movie ambitions.
He promises to marry her and take her to Hollywood, and she
leaves with him. In St. Louis he is arrested for car theft, con-
victed, and sent to prison. She is forced to return home, pregnant
and unmarried.

In both novels, the town’s judgement is harsh, not only because
the young people have violated the morés of the town, but because
its judgement and support of them have not been justified. But
in both cases the punishment is not permanent. The young man
is released from jail, and there is nothing for him to do but to
remain in the town. A series of menial jobs, each of which he
loses because of town pressure, finally leads him- to a clerkship
in a hog-breeding association, the officers of which were scattered
about the state and whose manager disliked the town, and hence
the job was secure. After five years of hard, menial, obscure
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work he is asked to speak for the town before the state highway
commnissioners to secure a highway for the town, and his ambition
stirs again: to read law, pass the examinations, and find a place
for himself in the town, and as the novel ends, it appears that
he can.

The young girl is also humbled and redeemed: an older,
wealthy, and widowed farmer, who, it is rumored, had worked
his wife to death and whom the girl had earlier spurned, offers
to marry her and give a name to her child, and she accepts. The
conventions of appearance satised, she is not immune from
gossip, but she becomes “respectable.” At the same time, how-
ever, it is evident that an obscure justice has somehow been
served. '

Both novels explore a particular dimension of town life and
moral value often stereotyped by those who see fiction of this
time and place as representing the author’s “revolt from the
village™: the attitude of the town toward the transgressor.
" Invariably to those critics it has been seen as harsh, intolerant,
and unforgiving, but these novels describe another dimension:
the opportunity for expiation and redemption. The morés are
rigidly demanding, gossip is rife, and punishment is harsh. The
town never forgets, nor does it forgive entirely. But it is also
practical and human; it recognizes that ability may not be
extinguished by vice and that many transgressions do not become
matters of public concern. As indignation and outrage ease and
expiation on the town’s terms, another of the town’s tests, is
carried out, self redemption, the product of humility and accept-
ance, becomes possible, and it, too, becomes a test imposed upon
the individual, a test that he can pass only if he is strong and
courageous enough to do so.

Booth Tarkington’s first novel, The Gentleman From Indiana
(1899), has much in common with Anderson’s and Croy’s vision
of the Midwestern town at the same time that it introduces a
dimension new in fiction but much older in the factual traditions
out of which the town came. Like Anderson’s Winesburg and
Croy’s Junction City, Tarkington’s Carlow is a scant two genera-
tions old, and its only importance lies in its closeness to the
countryside. Set in the last decade of the nineteenth century, like
Winesburg, and about thirty years earlier than Croy’s R.F.D. #3,
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The Gentleman From Indiana nevertheless depicts the society
recognizable in both men’s works: a society in which one is
judged by his fellow townsmen in terms of the town’s standards
of behavior and job performance, and such judgement, for a new-
comer, is withheld until a substantial amount of information, most
of it factual, has been accumulated and discussed by the people
of the town.

As in the other novels, the term “the people” is applied to
those who have presumably already met those standards and
have taken on the responsibility of preserving them and passing
judgement on those who aspire to acceptance in the community.,
“The Gentleman From Indiana” of this novel’s title is, although
born in Indiana, a newcomer to the town and the state, having
been reared and educated in the East. As the novel opens, a
young stranger appears in the town, having purchased, sight-
unseen, the town’s failing weekly paper. Early in the new editor’s
administration he leaves a note on his office door: “Back in
fifteen minutes,” To it the town wag appends the word “Why?”

From this low point, with the newcomer on the verge of being
branded a failure and a fool for having taken over a failing enter-
prise sight unseen, thus fitting the frontier concept of the green-
horn still extant in the town, the new editor quickly demonstrates
his concept of the nature of small-town journalism as it should
be: as an instrument of political reform and as a means of com-
munication and education in the town. His targets are the
entrenched corrupt Congressional delegation and the “White
Caps,” the organized Ku-Klux-Klan-like thugs of nearby Six-Cross
Roads. He adds news and features to the paper, publishes three
times 2 week, and as his political leadership and innovations are
accepted, resulting in increased subscriptions and advertising,
he aspires to make it a daily paper, the first in a small town in
the state. As the novel ends, about seven years after the new
editor had come to town, it is evident that not only has he met
standards and gained its approval and support but that the
town’s growing demand for honest, courageous political leader-
ship will send him to Congress as “The Gentleman From Indiana.”

Although Tarkington’s Midwestern town shares with Ander-
son’s and Croy’s the important characteristics of testing the indi-
vidual and accepting and supporting him when he meets the
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town’s standards, it emphasizes a characteristic that had been
present in The Old West but that tended to disappear as that
area became the Midwest in the years before and during the Civil
War. This is the image of the town as the place in which one
rises, with, as perhaps the highest honor the townspeople can
bestow, the election of the successful one as the District’s repre-
sentative in Congress.

The origins of this portrayal are obvious: as Abraham Lincoln
learned as early as 1831, when he chose to live as a townsman in
New Salem rather than join his father and step-brother in break-
ing the virgin prairie sod, the place in which one might employ
his talents to rise most quickly in an open society was the town,
and Lincoln found his place, his identity, and his reputation in
the towns, in New Salem until 1837 and thence in Springfield,
leaving there only to represent his district in Congress in 1847
and 1848, until his final departure for Washington on February 11,
1861.

Tarkington’s Midwestern town is portrayed in the classic post-
Lincolnian, pre-industrial image that antedates the movement
to the city: success and fulfillment are the result of the movement
Westward, to the arena in which the individual, his merits, his
mettle, and his virtue are tested and judgement rendered by his
peers. Perhaps the nearest to the Jeffersonian concept of the
perfect democratic society of any novelist’s portrayal of the small
town, Tarkington’s small-town society is that in which the
natural aristocrat, whatever his origins or antecedents, can and
will rise, as had Lincoln, and he who is not, cannot do so, regard-
less of birth or wealth.

Interestingly, not only does Tarkington make evident the
belief that talent and virtue can and will be rewarded in the
town, but unlike Anderson and Croy, he insists that the small
Midwestern town is the preserver of the old American virtues
that are all too often overlooked, trampled, or forgotten else-
where, particularly in the East and the city; he says that the
town’s most significant virtues are “fearlessness, hionor, kindness,”
“where people are kind to each other, and where they have the
old-fashioned way of saying ‘Home’ "—all qualities long gone in
a decadent East or a degenerate West contaminated by the values
that lust for wealth and power. In the town of Carlow, where
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virtue is intolerant only of vice, the old verities, the virtues that
brought a nation into being and led a people to move West,
defeat the threat of degeneration, and they continue to be, in
Tarkington’s terms, “simple country people, and they know that
God is good”; they recognize and support virtue when they see
it. Tarkington’s town is unquestionably the clearest sustained
celebration of America as nineteenth century Americans saw it
to be, an America in which the town is the microcosm of a nation
that values the true, the good, and the brave.

Unlike Tarkington’s imaginary Carlow, Brand Whitlock’s
Macochee in J. Hardin ¢ Son is a thinly-disguised version of the
Urbana, Ohio, of Whitlock’s youth, in the seventies and eighties
of the last century. The novel was published in 1923, nine years
after Whitlock put the unfinished manuscript in a drawer in the
American legation in Brussels as German troops began their
invasion of that country, and it represents a return in fiction that
Whitlock was never able to accomplish in fact: a return to the
town of his grandparents and his youth, to the town in which,
he often admitted, his concepts of justice and human_rights had
been formed, long before his own political and literary career
had begun. -

Like the other towns, Whitlock’s Macochee is a scant seventy
years removed from the wilderness, but Whitlock stresses the
semi mythical background that includes Simon Girty, the rene-
gade, and Simon Kenton, the Indian fighter, the eloquent Chief
Logan and the silent Johnny Appleseed, all part of a disorderly
past that made all the more necessary an orderly late nineteenth
century present in the town. Whitlock’s Macochee is the product,
too, of forces scarcely mentioned by Anderson, by Croy, or by
Tarkington: the strong impact of New England Puritan values
carried overland unmitigated from their place of origin until
they were reinforced -in Macochee by the frontier religious
revival doctrine of personal responsibility. Macochee strived,
as Whitlock comments, to be a moral town, and it demanded
morality from those who sought its favor.

But to Macochee and to J. Hardin, one of the two name
characters in the novel, morality was not merely defined in terms
of the virtue, talent, and hard work demanded by the citizens
of Winesburg, of Junction City, and of Carlow of those who
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would rise in an open, essentially democratic society; it was also
defined in terms of absolutist fundamental religion, the standards
of which were measured by a righteous God and enforced by his
equally righteous agents in Macochee, among whom was J.
Hardin. For those whose strength and/or salvation was still in
doubt, including Paul Hardin, the son of the title, the issue was
clear: he was free to choose righteousness or not; if he did so, he
could find the strength within him to carry on in the path of his
father. If he chose vice, whether or not God and his agents
punished him in Macochee, he was forever damned in the here-
after. ‘

Whitlock’s Macochee is neither idealized nor romanticized,
nor is it a town which encourages its young people to seek a
greater success in material terms in the city, the West, or else-
where beyond its boundaries. As Paul observes, “in the perfect
democracy of the small town, the business of one was the con-
cern of all,” and flight, either romantic or practical, as a search
for material gain or for personal fulfillment, was neither encour-
aged nor approved,

As in Tarkington’s Carlow, success is possible in the town,
and Paul rises to a higher social and economic position than his
father, a maker of buggies, had either sought or wanted. Pauls
success, however, is not the result of a high standard of morality,
as his father’s had been in an age when his word and his buggies
were unbreakable; Paul’s success is the result of comformity to
the rules of a new age in the town, an age that valued and
accepted the appearance of virtue rather than the substance
demanded by the earlier generation, those whose faith, like that
of J. Hardin, had made order out of a wilderness, destroyed
slavery, and preserved a nation, all in the name of God’s will.

Significantly, in this examination of the life of a Midwestern
town as its values change from those of a rigid, demanding
generation of realists to those who will accept appearance for
reality, Whitlock gives the town a dimension and a role unlike
those in the other novels. Like Thomas Hardy’s heath country,
Whitlock’s Macochee takes on a life of its own so pervasive that
it is not merely background or setting, as in the other novels, but
it becomes a participant in the drama of change that dominates
the lives of the townspeople as a post-pioneer society with syn-
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thetic pioneer values emerges from a changing economy and
way of life. 7

In this sense, like Sherwood Anderson’s Poor White, Whit-
lock’s J. Hardin &> Son is the biography of a Midwest town in
transition, a town that had passed from its chaotic pioneer origins
to a time of relative order and stability and had then been swept
up in the changes in values and structure inherent in the coming
of industrialisto. For Paul Hardin and Macochee, the discovery
of natural gas and oil made greater wealth and growth inevitable,
but it also precluded forever the orderly, virtuous, and responsible
society J. Hardin and his generation had attempted to construct
in what had been the Black Swamp of Western Ohio.

The most recently published of this group of novels is Martin
Flavin’s Journey in the Dark (1943), the Harper Prize Novel for
1943-44. Not only is it the most recent, but it differs from the
others in other ways: in the period of time covered, from the
1880°s to the 1940%s; in the description and role of the town,
Wyattville, Iowa, during that period; and in the relationships
hetween the town and its people, and particularly between the
town and the novel’s central character, Sam Braden.

The sixty-year span in the life of the town and the novel’s
central character begins in the period in which most of the novels
in this study are set: the last decades of the nineteenth century,
when the town is two generations removed from ijts pioneer
origins and a decade or more before the impact of mechanization
on the life of the town and the nation. In Wyattville, the Missis-
sippi is still the important means of trade and transportation, as
it was for a good many small towns in the Mississippi Valley until
the impact of World War I and the acceleration of industrialism
ended the nineteenth-century way of life, even in the towns.

As the novel opens, the town has become a society, but its
values are still rooted in the frontier past: the founding family,
the Wyatts, are the wealthiest, the most powerful, and most active
examples of Jefferson’s concept of the natural aristocracy; in the
town they established there are no artificial barriers, but a rough,
individualistic, democratic opening of doors; the newest family,
the Bradens, have not yet found themselves on a frontier rapidly
moving on nor do they in Wyattsville, in a town and a time in
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which only another kind of mobility, that within the structure of
the town itself, is available.

Because Jim Braden, father of Sam, could not, like Windy
McPherson, find or make a place for himself in the town, the
town made a place for him, as town marshal in a crimeless com-
munity because, as Flavin comments, “folks could not be let to
starve—or couldn’t in that day in Wyattsville,” and so he received
twenty dollars a month and a house to live in for the rest of his
life. Of his four children, three—a daughter and two sons—
sought to advance in the new post-turn-of-the-century society
beyond the town. The.older son died in a Memphis gambling
house; the daughter spent her life in a mental institution after
failing in show business. Only Sam, the younger son, actually
rose, and, by working hard and living by the rules, he became
independently wealthy, eventually returning to a town essentially
unchanged to own the big house on the square that he had envied
as a child.

For all four of the Braden children—the older daughter re-
mained in the town, first to care for her father and then for her
wealthy, widowed brother—the town, the Wyatts, and their
father provided both impetus and pattern; the older daughter
and the younger son accepted the town’s values and rules, worked
hard, and prospered in spite of their origins and their father, and
Sam, like Sherwood Anderson’s Sam McPherson, went on to a
much greater success beyond the town. The other children re-
jected the town and its values, sought a glittering success, and
went down to ignominious defeat. The values and standards of
the town, it is evident, are in microcosm those of the nation as
it comes of industrial age in the years during and after World
War I, and the apprenticeship served in the town becomes the
foundation for greater success or grimmer failure in the world
beyond it. A

All of these novels deal directly with the Midwestern small
town as it affects and shapes the lives of its people, particularly
its young people. Reference to the town as singular is, I think,
particularly important because the towns in which the novels are
set have far more characteristics in common than elements that
distinguish them from each other. Not only are these characteris-
tics historical and geographic—each of the towns is close to its
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pioneer origins and to the countryside—but more important, they
share common values, common standards of behavior, and com-
mon attitudes. Like Louis Bromfield’s “Big House,” erected in
1940 on the watershed between the Ohio River (and the Gulf)
and Lake Erie (and the Atlantic), these characteristics are East-
ern in origin, from New England and from the Upper South,
and in the Midwest they have, as Russel Nye and Frederick
Jackson Turner before him have pointed out, constructed some-
thing new, of the East, yet apart from it and different. If, as
Keith ¥. McKean suggests in his monograph Cross Cusrrents in
the South, the Southern migrant to the West took with him from
South Carolina and coastal Georgia to the red clay hills and
pine forests of West Georgia, Alabama, and Mississippi the idea
of the patriarchical manor-based society of the East, the migrant
to the Old Northwest carried with him the idea of the town, of
individual and collective responsibility, and of the society open
to those who meet the set standards of virtue and talent.

These ideas, a fusion of New England Puritanism and Upper
South Jeffersonianism, came over the mountains and down—
and up—the rivers, meeting and fusing in the towns, close to the
countryside, that sprang up at regular intervals as settlement
moved West; these were the towns that filtered ideas and manu-
factured goods from the East to the countryside, that sent their
young people West—note, for example, the sequence of town
names that move from East to West along the path of settle-
ment: Lansing, New York, Michigan, Illinois; Clyde, New York,
Ohio, Towa; Marion, Virginia, Ohio, Indiana; Norwalk, Connecti-
cut, Ohio; and then, as the nineteenth century became the
twentieth, began increasingly to send them to cities—Cincinnati,
Cleveland, Indianapolis, and Chicago, which, as Carrie Meeber,
Sam McPherson, George Willard, and Sam Braden believed, was
the greatest of them all.

Because of its nature as focal point for the countryside and
way station in the course of the American dream, whether of
fulfillment in the West or in the City, it was inevitable that the
Midwestern small town became important in the growing litera-
ture of the area as so many of those who moved West, as did
Ambrose Bierce; East, as did William Dean Howells and F. Scott
Fitzgerald; abroad, as did Louis Bromfield and Glenway Wescott;
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or to the City—Chicago—as did Sherwood Anderson, Theodore
Dreiser, Floyd Dell, Ben Hecht, George Cram Cook, Susan Glas-
pell, and dozens of others came from the Midwestern towns
to shape and direct American literature as it came of age in the
most productive era of its history.

Interestingly, in spite of the insistance by a2 number of literary
critics, beginning with Carl VanDoren in 1921, that Midwestern
writers were, in effect, “revolting from the village” in describing
the movement from the towns to the cities of young people, real
or imagimary, during the first two decades of this century, there
is no evidence to support that contention in any of these novels,
nor, in fact, is there much evidence to support that assertion in
any of the other novels or memoirs of the period. Conversely,
there is little evidence of the reverse, of the celebration of the
village or the creation of a new rustic, romantic myth, as Larzer
Ziff suggests.

The Midwestern town, as these novelists make clear, has two
dimensions: as environmental reality and as metaphorical point
of departure for the continued search into a new dimension, a
search that had begun on the Atlantic coast or in western Europe
at some point from three to ten generations ago. The search for
fulfillment, for personal advancement in an open society, saw a
literal search as the movement West beyond the Appalachians
began in the late eighteenth and early nineteenth centuries, and
.as it continued in more diverse directions as the last century
ended. But at the same time, as the nineteenth century was
becoming the twentieth, the search itself began to take on mythic
dimensions, just as more than a century earlier, Jefferson’s Decla-
ration of Independence had suggested not a literal but a meta-
phorical search for happiness.

When George Willard left the station in Winesburg, Ohio,
bound West for Chicago, he was indeed the archetypical young
man from the Midwestern small town, off to the city to seek his
fortune, but at the same time he had become something more:
not only had “the town of Winesburg . . . disappeared and his
life there had become but a background upon which to paint the
dreams of his manhood,” but the town had become for George,
as it had for countless others, the place where he had been
initiated into acceptance of the American dream, of the con-
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viction that in America the individual, no matter how humble
his origins, may advance as far as his ability and virtue may take
him. For George, for countless others, the Lincoln story, nurtured
in the Midwestern towns of their youth, had become the Ameri-
can story, myth and reality had become one, and their fellow
townsmen had shown them the way to success, to fulfillment, to
the newways in the new century. The towns had taught them,
too, that only they could determine the end of that search, its
conclusion in reality or in the metaphor of which reality is a
part. The Midwestern writer of the first half of this century is,
in effect, recording one more manifestation of the age-old human
search, American search, Midwesterm search, for an ill-defined,
vaguely-perceived but convincing ideal, a myth brought to the
towns, nutured there, and disseminated to their young people
just as it was to the young people in the novels, as perhaps it
still is in the towns that Anderson, Croy, Tarkington, Whitlack,
Flavin, and the others fixed for us in time, in space, and in the
continually unfolding myth of America.

“

Michigan State University



THE GENTEEL POETRY OF
WILLIAM DEAN HOWELLS

Bernarp F. ENGEL

William Dean Howells is honored by the literary historian as
the chief spokesman for American realism, for the new mode of
writing that attempted to present the observed facts of experience
in the industrialized, post-Darwinian age. But Howells also re-
tained strong affiliations with the older sentimental idealism that
the historian now labels genteel romanticism. Romantic values
associated with the agrarian tradition no doubt enabled Howells
to perceive and criticize the evils of industrialism. But at the
same time the idealization and its accompanying measure of senti-
ment kept out of his prose the harsher facts of existence in his
time, even as the realistic emphasis on the ordinary in language
and experience kept out of his poetry some of the heightening
needed for strong expression.!

In Howell’s work the cleavage between the idealized and the
realistic is only somewhat sharper than it is in the writing of his
peers. Most of them showed the same inability to abandon the
sentimental idealism which by their day had often dwindled
down to petty moralism. Mark Twain, for example, lampooned
James Fenimore Cooper’s inaccuracies, yet cleaned up his own
picture of smalltown boyhood and steamboat life with the zest
of Aunt Polly abrading Tom Sawyer’s ears. Realism, after all,
grew out of romanticism, and few early realists freed themselves
entirely from it. Their upbringing gave them a fondness for old
values associated with agrarian ways, and they perhaps sensed
that the discipline of realism restricted their picture of life. At
any rate, just as Twain escaped into a mythical innocence,
Howells turned, with less success, from the taut craftsmanship
and careful thinking of his best novels to the writing of verse as
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skillfully conventional, and as softly sentimental, as that of his
eastern contemporaries Edmund Stedman, George Henry Boker,
Bayard Taylor, Richard Henry Stoddard, and Thomas Bailey
Aldrich.

Howells’ most important ventures in idealism were his argu-
ments for Tolstoyan ethics and his dream of a utopian Altruria,
arguments he made in prose. Such work was inspired by his
revulsion at the grimness and the grotesque ethics of industrializ-
ing America. But it also developed from the ethereal idealism
which, as a reading of his poetry shows, persisted in his thinking
even as he spoke vigorously for the realistic and in his prose
condemned what he called devotion to the ideal. Whether this
condemnation of the falsity to experience which he to an extent
reproduced in his own verse was the result of recognition of
error within himself is a question for the psychobiographer.

Though Howells turned early to prose, he was not a poet
manqué, a tender-minded Bohemian starving in the attics of a
hard-hearted world. He simply made the practical decision that
in order to support himself he had to write prose. He kept a
hand in, as we say, at poetry, but he did not waste time or
strength lamenting society’s unwillingness to reward him for it.
One reads such poetry as Howells wrote not to seek out signs of
idled talent but to add to understanding, It is fair to say that,
like the other romantic.idealists, Howells wrote nothing memor-
able in verse. But minor poetry is as worth examining as minor
fiction, To overlook Howells' poetry because it is not first rate
is to falsify comprehension of Howells and of his era.

Howells grew up in a home where the father read poetry
aloud to the family, in a culture that still valued poetry above
fiction. When he began to write he thought of himself as a poet
until the difficulties of achieving publication of his verse and the
success of his essays caused him to turn to prose.® Thereafter
verse remained for him an honorable craft, but he recognized that
the household budget demanded prose. Poetry seems to have
been for him an avenue of escape and indulgence, an avocation
wherein he could relax the discipline he demanded of himself
and others in the novel. Yet it was perhaps too an opening to a
more profound world, to a realm of possibility he could not
confirm by observation and therefore excluded from his prose.
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Howells’ poetic sensibility was that of the sentimental genteel
school whose chief spokesman was Stedman. In 1861, Howells
wrote to Stedman’s mother, Mrs. W. B. Kinney, that “I think
Mr, Stedman the best of our young American poets.”™ That this
was not simply polite flattery of the poet’s mother is demonstrated
by Howells” support for Stedman’s position when that poet and
critic derided Whitman’s work as vulgar, In 1865, Howells’
review of “Drum-Taps” praised, not very convincingly, faint
gleams of talent but said that Whitman’s methods were “unspeak-
ably inartistic™ (an opinion shared by Henry James, who in his
review of the same book found Whitman to have “an essentially
prosaic mind”).® In 1866, Howells assured Stedman that “the
small but enthusiastic admirers of Walt Whitman could not make
him a poet.”® Howells did later come to a not entirely whole-
hearted recognition of Whitman. And he was perceptive enough
to see the artistry in Melville’s poems, as he later welcomed the
writing of Emily Dickinson and recognized the merit of E. A,
Robinson and Robert Frost. But Howells certainly never thought
of himself as a modernist, remaining in his own practice the
pallid romantic. -

Certainly his Midwestern upbringing did nothing to umify
his esthetic temperament. As he wrote, the literary theories and
criticism valued in the Midwest of his boyhood years were those
of New England.” And though he said that New England’s em-
phasis on “the ideal” had kept its writers from succeeding as
realists,® he did not apply this understanding to his own work
in verse. The specifically Midwestern in Howells poetry is rare.
e made occasional use of Midwestern farm and forest and river
settings, and of characters associated with them. But these were
taken from the rural, almost pastoral Midwest of his boyhood,
ot from the industrializing times of his maturity. The relation
of the Midwest to Howells’ realism is complex. Gordon S. Haight
suggests that the American realists were back-trailers, Midwest-
erners who had moved East? But some back-trailers were not
realists. American literary realism had European as well as native
sources, and it was practiced by southern and eastern writers as
well as by former residents of the Midwest. Perhaps the accurate

view is that his upbringing in the then post-pioneer Midwest,
together with his early entry into the work force, disposed
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Howells, like Twain, to practice the realism which James, coming
from markedly different origins, also accepted. A Miciwestern
upbringing, that is, may have been one road to realism., There
were other roads, .
In his verse, at any rate, Howells was thoroughly conservative
His professed models were Heine, Tennyson, and Longfellowl
But the reader will detect that his practice through most of his.
career in fact resembled that of the earlier sentimentalists. Since
his poetry indulges in the practices which he excluded from his
prose, it reminds one of that junk food junkie who, as the 1970s
pop song had it, when out in public dines sparely on wheat
germ and unpolished rice but when at home behind drawn blinds
gulps down platters of gravied beefsteak and bales of Twinkies.
A kinder way to put it is that Howells exemplified the writer
working at the time when the literary was separating from the
popular. His prose became a model for other serious writers
even as his verse followed the practices which would soon be;
relegated to the greeting card, the local poetry society, and the
pop song. ,
Howells’ lyric poetry is generally meant to present a mood, a

momentary feeling of melancholy, pathos, joy, wonder, and sir;ﬁ—
lar uncomplicated emotions. Whether lyric or narrati\;e the aim
is to hold up a feeling, an impression, or an event for st}atic con-
templation, rather than to develop idea or character. His verse
rarely attempts the skepticism, doubt, sarcasm, or irony of the
twentieth century, and it does not try for epic sweep or for
philosophical profundity. The language is the ordinary—too
ordinary—“good English” of the classroom and the editorial desk
with much use of the inversions of syntax and the special dictiozi
characteristic of romantic writing. Even his naratives with Mid-
western settings make little attempt to employ the supposed
vernacular that appeared in some of the writing of John Hay
gnd Bret Harte and the prose humorists. And his verse avoids
.exaggeration” as carefully as his prose, a discipline acceptable
in realism but nearly fatal to poetry. Most of his prose celebrates
a world of ideality, purged of the cantankerous and. ugly and
malicious and dull. Even his occasional poems 'set in the Midwest
or in the Venice that he knew well are intended to arouse senti-
mental responses rather than to develop new awareness. Only
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in his fifties, after setbacks in his career and his personal life,
did he recognize that the blows delivered to romantic idealism
by the forces we sum up as Darwinism and industrialization might
prove fatal.

In addition to dramatic verse and a small number of uncol-
lected magazine pieces, Howells brought out what amounts to
two volumes of poetry, His first three books were in reality one.
His first book appearance was in the second half of the volume
Poems of Two Friends (1860). (The first half of this book was
filled with poems by John J. Piatt, a lifelong friend who would
become one of the best known Midwestern poets of the day, As
of 1860, there was little to choose between them: I suspect a
large measure of hindsight in those who profess to find promise
in Howells’ early verse which they say is lacking in Piatt’s.) Most
of the poems from this first book reappear in Poems (1873). As
was the publishing custom at the time, the works in this book,
in turn, are reprinted almost unchanged except for four additions
in Poems (1886). The 1886 volume therefore represents Howells’
work from youth to middle age (in 1886 he became 49).

Prominent in the volume are several longish narrative poems.
In these, as in his lyrics, Howells’ aim is not to tell of an action
for its own sake, nor to use action to achieve a “statement.” The
goal rather is to enable the reader to enjoy contemplation of an
experience arousing melancholy or pathos or other standard
emotions. In most of these poems Howells used the hexameter
line which had been revived in the middle of the century by

Kingsley and by Longfellow. Hexameter tends to be a bold meter,
one that forces attention upon itself by creating a swinging
rhythm that emphasizes the artifice, the fact that what is con-
veyed is at a remove from ordinary existence. Few users of the
hexameter cow the line as did Whitman, who forced it into so
many variations to match the turn of his thought that it often
seems a mere nod to convention. Howells, like Longfellow, let
the line dominate his expression.

Howells modeled his tales on the domestic narrations of
Longfellow and Tennyson, not on their retellings or imitations
of classics, Three of his narrative poems are set in Ohio. “The
Pilot’s Story,” perhaps the best known of his poems, was first
published in Atlantic Monthly in September, 1860. The approxi-
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mately 120 lines give the setting, a spring evening on a steam-
boat laboring upriver. The pilot carefully watches the channe]
but meanwhile spins his yarn to a group of passengers. He tells
them -how a well dressed white man once brought aboard a
beautiful woman who though white in appearance had enough
Negro blood to be Leld as a slave. The two seem to be in loge
But the man is soon fleeced by the boat's professional monte'
p!ayers, and coldly tells the woman that he has sold her to meet
his losses. Stunned, she shrieks at him—he has broken a promise
to set her free, and he is disregarding their son, who lives in
St. Louis. Section IV is an interlude, probably in,tended to give
time for the story to take hold of its readers, It shows the pilot
pausing in his tale as the steamboat passes a settlers’ boat wﬁere

+ peacocks cry and white-headed children laugh, elements meant

perhaps to add a note of terror and to deepen the sentimental
feeling about the couple’s son. In the last section the ];;ilot says
that though other passengers gathered around the woman Zs
though to protect her, the master seized her. But she broke awa

ran to the stern, and, giving one last proud look at the crowzif,
leapt off the deck. She fell on the paddlewheel, which crushed
her into the water. As he turns the steamboat ’toward a town
the pilot says that he never likes to pass after dark the spot
where the event took place. The narrator ends with the re l(J)rt
that everything in the scene was “serene and calm” but ‘l?the
f)dorf)us breath of the willows / Smote with a mystical sense of
infinite sorrow upon us.” The “odorous breath,” that is, is to smite
the reader with a sense of pathos. Howells avoids tile didactic
‘and the consolatory, two elements that could have been expected
if Longfellow had written the story. The Midwestern Eettin

and the implied nostalgia for the river as it was before it becamg
an industrialized canal give the poem appeal. But it lacks the
dramatic conflict necessary for tragedy; it is, finally, little more
than a report of a happening. Sophisticated moder1’1s of course
are not likely to make the mistake of those country editors who

1t seems, sometimes printed the popular poem in prose para:
graphs. They may, however, make the mistake of reading the
poem as an anti-slavery fract. But the fact that the woman is a
slave is only a necessary ploy for the story (a free woman would
have had other alternatives than surrender or suicide). Howells
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indeed, was pleased that on thte dtay peggeliﬁgﬂgl;ciﬁgnstl ;15;1(1)
known for pro-slavery sentiments StOppet = 1
y ;m.1° Our century finds it difficult t(’), accept the
ff););g:ﬁl;zlglz: ;Elestors read poetry for its “sentiments rather than
 its sociointellectual content. .
- zlslother well known hexameter narra"cive”\ivith an early i\dtlidc-
western setting, “Louis Lebeau’s Convlersmn, is even IPOTI(?I $ aeﬂ,;
The narrator is an American poet in Venice, \;rheu?t ot\: "
served as U.S. consul from 1861 to 1865.. HO\.vel S WIO g pis
sister that the idea came to him after hearing his partlal.l“cs“ fgcn o
an oldtime camp meeting." The narrator 1'eca¥ls 11fs 1s E‘y o
free, wild life in Ohio,” reflecting on the beauties o ; 11e orent
scene and praising the religious faitl'l of 'the peop_le. f 1e0 ((Ja(\ir .
takes place on an evening in a clearing lit by.pyTs 0191% d (2
setting much like the camp meeting scene in tlg vel
The Leatherwood God). The title character in t f} poem 31* 2
«wild river man” who loves the danghter of t_he e 1ortelr. o
father has forbidden Lebeau to court t'he girl u;ﬂess he :;i( :
undergo conversion. Though a non—b.ehever, Lebeau frf)r; s
that he prefers his old reIigion—Cath?llc, one supposzs, fr m bis
French ancestry—to this fflontier1 }’Jehef that has made "m
and women fickle and cruel.
harif he had pursued this criticism of eyangelical faith, ;{?Wiﬁz
might have produced an original poem. But he stayet_ in e
iradition of sentimental religiosity. At the camp meetllnlcg;ed °
sinner after another gurrenders, but Lejbeau remains onI the thgn
of the crowd, the last holdout. Iis frlend.s appealf to 11111, then
several preachers and the exhorter. The pltchme1:1 or lz;le 3' o
bring to him an old woman in whose arms hxs' mo1 zf Th(;
Though her appeal causes him to weep, he remain.s alo t. The
decadent might wish that Howells had ende.d at this pomd, rith
Lebeau as an example of sturdy refusal to give in ‘to cr;)w P s
sure. And in a non-religious context Howells might 1a\{e1 pb :
sented such a figure. But the author who would later pun:{s 1 lild
not condemn the wretched fakf(lalr of Tgef}:‘i{whgzgzi}iogh-ﬁ; d
i itv remain in conflict with raith.
1;2]} lgflgﬁ?%;igs Lebeau by the hand and leads him up front to
kneel with her, he becomes converted.

gy v
—
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The poem is a failure as an account of a dramatic happening.
Lebeau himself says nothing at the moment of crisis, and neither
he nor the narrator supplies any reason for him to give in after
standing firm for so long. Iis conversion happens after Howells
has accumulated a sufficient mass of sentimental appeals. Femi-
nists may note that pleas from well meaning strangers and from
religious leaders, and even the reminders of his love for his
mother, do not crumble Lebeau’s icy resistance, but a touch from
the young woman brings his immediate downfall. Foreknowledge
that later decades would label as the power of sex this triumph
of the empedestaled female over the super-macho male would
have scandalized the Howells who carefully hid away “in dis-
creet comers” the free-spoken letters of Mark Twain.’? In Howells’
eyes, the motive power was the “tender” love of a young woman,
a female figure he made as ethereal as the person of Christ as
portrayed in Reader's Digest. A third narrative with a Mid-
western setting is the short poem “The Bobolinks Are Singing,”
an implausible mood piece related by a speaker who feels that

a house is haunted because a girl who once lived there had
drowned herself nearby.

The best narrative poems, at least to modern taste, engage
some complexity of thought and feeling. Both are set in Venice.
“No Love Lost” is an epistolary poem concerning Americans in
Europe. Philip, a young man, had been reported killed during
the Civil War, but in fact had only been taken prisoner. When
he reappears, he hears from Bertha, his bethrothed, that she has
taken up with another man. When Philip sees Bertha in Venice,
he renounces her. Some of the story is told in letters from Clara,
a young woman who meanwhile has fallen wildly in live with
Philip, and accordingly sees his every action as heroic. The nar-
rator ends with the half humorous remark that “T don’t exactly
see where the heroism commences”—the best line in the poem
both because it is given in natural English and because it sug-
gests that the story is not quite so unusual and wonderful as the
participants believe it to be. The line has the effect of upsetting
expectations slightly, enabling Howells to pose as a bit too
sophisticated to believe entirely in the melodramatic story. The
reader will note that Philip does not make a serious attempt to
regain Bertha's love, presumably because in the nineteenth cen-
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tury the fact that she had involved herself with ano_ther maig
Zle her soiled goods. One wonders what the alternative wou o
Ln;lve been: was Bertha to remain forever celibate even thoug
she understood that Philip was dead? ) - o
The best of the narrative poems is “Pordenone.” T *ie narrpl o
is a modem man who studies the peeling frescos on the wal '
a Venetian building that once was 2 monastery.buthno;iv 1.; :
i i He begins to imagine the fienais-
racks for Austrian soldiers. : -
1s):;lrlice times when the artist Pordenone pamteld theseA:lvalls, p.zlg
i the girl Violenta. amusi
haps modeling some figures on the folenta, ke
ctici in the imagined scene is an old frlar WO
participant m t e B s somtern:
i enone thinks of his
one Biblical event for another. For : o
iti i first rejects the greater ar
rary Titian as a rival, and at |
E{Ofer z;f friendship. This gives Titian an ogéenltng to;‘r;ake a {;);11%
i f the belief that artists are
esthetic and moral statement O belief rtists axé o)
“ i i +h” and that it is “the delight of domg
Pencils God paints with,” an ing
i i k. The narrator then comes
that keeps an artist at his work. mes bac!
happened to the characters.
resent, never to know what pened
tI(I)eﬂsl:yIs) that he would like to know their histories, af}c% obs_e-rve’s
that he is “ill content with the metaphysical phrases, del?E:;I; :
speech. Howells of course must have been rathdejr p]’rcout toment
felt, like Heine, that a direct state
speech but apparently felt, like frect stateher
i if he pretended distaste for 1t.
of views would go down better ' :
is unfair, but inevitable, that the reader will compare Howglls
rocedu;e with Browning’s: the material would ma‘.ke a fine ;a-
fnatic ‘monologue, but Howells' conception of it is too lax for
such craggy, taut presentation. . o
The most unusual of the narratives almost succeeds in ac}:ll}le\.'
ing the charm Howells could never quite produce. T is 12
“Bgo eep: A Pastoral,” a tale set in nevernever land that is s
opegly sentimental and conforming that it almost works as 2

delightful story (or as a sly put on, if the reader is a skeptic). -

The characters are those of nursery rhymes, not the %rotes%;i
or foolish or wicked people such poems often actually ave,h ‘
the ultra-good personages they are .populartlly ];hosfigutcc; tios:al
d may indeed have in versions Improve ¥ i
-](_){;?chologists). Out herding her ihee;()1 (1)ne i;y,ﬂ(]?;{pec\ag a:
oses the . -

“stung” by a snake and, as we have heard, /
dse]rliiz abscf)ut in a directionless way, she finds, of course, a bright

little cabin in the forest which, of course, is inhabited by a
handsome and friendly young hermit who, of course, turns out
to be the son of good old King Cole, who, of course, rejoices to
have his son return to the family castle with a charming young
woman. Bopeep learns that Boyblue, awakened we assume for
the occasion, is tending her sheep, and all, of course, ends in rosy
expectation of happy marriage. One can imagine a Marianne
Moore version of this story with bite to it, or a Tennyson version
with verbal felicity so great that objections to its sentimentality

would be almost overridden. Howells apes Tennyson’s diction,

using “mossy-bearded rock”™ and “ware” (for “aware”™) and

“awearily,” as well as “thee” and “thou” and other anachronisms
intended to locate the story in the times of our funny-talking
ancestors. But the tale has neither bite nor delight. It is common-

place because of Howells” usual flatness of language, as in these
lines from the third stanza: )

Bright silver spangles hath she on her dress,
And of her red-heeled shoes appears the sheen;
And she hath ribbons of such blue or green

As best suits pastoral people’s comeliness.

Among topics and themes of the narratives are love, death,
nostalgia, and the sense of loss which may come with such
changes as maturity and the cycle of seasons. Most of the lyrics
in Poems center on one or another of these matters, generally
assembling clichés of idea and feeling in such inherited forms as
the sonnet, couplets, and a variety of other rhymed patterns. The
poems “Caprice,” “Before the Gate,” “Through the Meadow,” and
“The Sarcastic Fair” all show women who are more clever by
half than their men at perceiving the quality of a love relation-
ship. As in a television comedy, the men are bumbling, fairly
straightforward but bewildered; the women are ingenious and
manipulative. Other love lyrics show a girl crying as her man
rides away, a lover who feels jealousy, and (in “Forlorn”) the
not very convincing despair of a lover who “came too late” to
find his sweetheart, The models are not so much Heine and
Tennyson as earlier English poets of the Elizabethan and Restora-
tion eras—without, of course, the earthy honesty of those ances-
tors. The best of the poems, “Feurbilder,” deals not with young
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love but with a marriage relationship. A couple sit before a fire
with their young daughter. The child sees in the flames a young
woman who loves a man her own age, but then sees her marrying
an older man even as a funeral procession—presumably for the
young man—passes by. The child’s mother pales, but the father
is pleased. The reader assumes that the child’s vision is analogous
to the parents’ marriage. The poem “Clement” is, like “No Love
Lost,” interesting for the student of morality, for here the failure
of love to result in marriage is clemly caused by the fact that
the worman has been married before.

Several poems deal with death. Though this topic is of interest
in every era, Victorian writers—as Leslie Fiedler is always observ-
ing—gave it the attention we now reserve for sex. This was the
period when the redoubtable Mrs. Lydia Sigourney of Connecti-
cut set some sort of record by publishing in The Weeping Willow
70 poems, every doldrumic one of them on death. Her supporters
could have cited as literary authority for her practice the state-
ment of Poe in “The Philosophy of Composition” that “the
death . . . of a beautiful woman is, unquestionably, the most
poetical topic in the world.” In the mid-century the English-
speaking world reveled in the deaths of Little Eva, Little Nell,
and Paul Dombey. A bit later, Twain could by satirizing the
verse of Julia Moore—that Sweet Singer of Michigan—sneak the
topic into Huckleberry Finn. And after Lincoln’s assassination
Walt Whitman could put forth the rhetoric of “O Captain- My
Captain!” and the unconvincing reconciliation with death of
“When Lilacs Last in the Dooryard Bloom'd”—poems which,
along with others, caused Fiedler to assert that Whitman is to be
viewed as the laureate not of democracy or the self or sex, but
of death.™

How did this topic become so dominant in the supposedly
optimistic, self-confident America of the mid-century? The
answers are several, none of them wholly convincing. Our recent
taboo on the topic had not yet developed; the age was much
concerned with what was taken to be the war between science
and religion, hence with the question of immortality; the century
valued the individual, so that his or her ultimate fate was of
great concern. Carl Bode suggests that the high mortality rate—
half of all the deaths in New York City in 1850 were of children

i
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under six—made death a visitor in every home and thus a
familiar."* But surely the deatli rate through much of human
history has been equally high. The most likely explanation is
that Americans were continuing the emphasis on pathos which
they had inherited from writers of the sentimental movement
particularly from the poets of the “Graveyard School.” Pathos is
an emotion welcomed in a confident age when it appears to hold
no threat. If our age rejects overt pathos, it is perhaps because
in our bedeviled uncertainty, or mere weariness, we do not feel
secure with it, The taboo, incidentally, may be disappearing
Both Russell Baker and Sylvia Porter found the topic of deatl;
so prominent in the 1977-78 Broadway theatrical season that they
wrote newspaper columns on the phenomenon.’® And news re-
ports told also of the astounding success of a “death shop” on
Long Island which in the summer of 1978 sold thousands of books
c:etrds, pictures, tapes, and records on death, dying, funeral prac:
tices, and similar topics lately held to be in poor taste. When the
Victorians bothered to defend their practice, they asserted that
the purpose of indulging the morbid feelings was to improve
mt_)l'ality. Every age has its cant—the twentieth ceﬁtury social
critic is saying the same thing when he proclaims that pop treat-
ments of sex are sophisticated, liberating, or scientific. Perhaps
the critic will soon find the same justification for the funeral.
Whatever the reasons, Howells as a man of his time wrote
several poems on death, “Pleasure-Pain”—an early piece some-
times printed in later books under the title “Summer Dead,” and
sometimes given in shortened versions—is in the mood of Heine’s
“Das lyrische intermezzo” sequence but is simpler in both phras-
ing and thought, a domesticated story with bobolinks, a rural
village, and an old man telling a tale to a child. The s:Jurce for

its rhythms and feeling appears to be Longfellow, as in these
lines from the third section:

Through the silent streets of the city,
In the night's unbusy noon,

Up and down in the pallor
Of the languid summer moon,

I wander, and think of the village,
And the house in the maple-gloom,
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And the porch with the honeysuckles
And the sweet-brier all abloom.

The lines lack Longefllow’s felicity, of course. Though “unbusy
noon” is apt for nighttime quiet, lines three and four are fillers;
and “maple-gloom™ and “abloom” are used merely to make a
rhyme,

The poems “Rapture,” “Dead,” “In August,” and three pieces
on the Civil War (“The Battle in the Clouds,” “For One of the
Killed,” “The Two Wives”) all present standard emotions in
standard ways. The poorest of the poems on death is the hastily
written “Elegy on John Butler Howells,” a piece honoring
Howells’ younger brother, who died on April 27, 1864. The poem
is datelined Venice, May 16, 1864, and apparently was dashed
off just after Howells received the letter informing him of the
death. Howells can hardly be criticized for the failure: the list
of good poems in English on the death of an individual is short
indeed.

Poems on the theme of the loss of freshness as one matures
are, like several on the sadness which may come with autumn,
entirely ordinary. Four poems on nostalgia also are trite, espe-
cially the collection of worn notions entitled “The Empty House.”
Little more originality appears in two pieces which allude to the
poet’s old home in Ohio. The speaker of “The Song the Oriole
Sings” hears in New England an oriole that reminds him of Mid-
west boyhood. The speaker of “The Mulberries” is in Venice
where, seeing [ruit for sale on the Rialto bridge, he remembers
berries he ate in Ohio. The best known of the poems of nostalgia,
“The Movers,” dated Ohio 1859, gives a static scene intended, as
usual, to arouse pathos. A young couple with children and dog
pass in their wagon, toiling up the side of a valley and turning
for a last Jook at their log cabin; their memories are held for a
moment before they turn to resume their westward move. Nothing
happens to make the moment dramatic. Howells again has
assembled a poem out of the storehouse of sentimental objects
and motions.

Prolonged immersion in so much traditional sentiment is likely
to make the reader welcome too effusively the poems in Siops of
Various Quills (1895) which show Howells facing up to the
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difficulties confronting the idealist in the last third of the cen-
tury.’® What these 43 poems show, however, is not a new
Howells but the old one thwarted. He is still a romantic idealist,
he still aims to evoke the standard sentiments. But he is aware
that the received values are in trouble. He critcizes not the values
themselves but the human condition which does not live up to
them—and, meanwhile, enjoys the chance to stir the feelings,
especially pathos, by using the criticism as a device for approach-
ing from a new direction such conventional themes as the sadness
of change, the persistence of “Care,” the problems of why we
are born and what happens after death, the esthetic nobility of
disillusion, and the existence of guilt, despair, and cruelty. The
forms remain traditional also, most of the pieces being presented
in couplets or as sonnets, the rest in other conventional rhyme
schemes. Ambrose Bierce, at one extreme, indulged in similar
romantic poses but with considerably more bite; E. A. Robinson,
at another, was more profoundly troubled and thoughtful.
Howells’ typical response was in the last poem in Stops, “What
Shall It Profit?,” asking what “gain” had come from the undoing
of traditional belief: ‘

If T deny the things past finding out;

Or if I orphan my own soul of One

That seemed. a Father, and make void the place

Within me where He dwelt in power and grace, “
What do I gain by that I have undone?

Two poems suggest survival of Emersonian thinking. The ten
couplets which make up “Statistics” conclude that evil and crime
average out about the same from place to place, but men are
on a “spiral” and that “somewhere there is a God.” Another set of
couplets, this one entitled “Time,” is reminiscent of the earnest
moralism of Emerson’s “Days.” Time warns that once it passes
it never returns, implying that one should take advantage of it
while he can. The newest note in Stops is a touch of social
criticism. This, of course, is still based on the morality of romantic
sentimentalism rather than, for example, the practical-minded
recognition of social reality in the Fables of Jean de La Fontaine
or Howells’ own prose speculations on the need for social reform.
In “Twelve P.M.,” the speaker gratefully concludes that to come
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home from a dinner party and become “one’s sheer self again®
is to drop the social facade and confront “the eternal Verity.”
Two poems show a man discovering that his supposedly deserving
fellow men may be deceptive on evil. In “Parable” 2 young man
who follows Christ’'s admonition to give his goods to the poor
discovers that his beneficiaries engage in crime. Like Andrew
Carnegie and other contemporary stewards of wealth, he decides
that hereafter he will keep “for some wise purpose” what Provi-
dence has bestowed on him and will give only to the “Deserving
Poor,” those “not intelligent / Enough to use the gifts of God
aright.” In “Materials of a Story,” a friend tells the narrator how
upon the death of an ex-convict he had helped, the man’s mother
asked for the plate from his coffin and for the flowers—not out
of love for her son, but in order to sell the items to buy liquor.
The narrator does not moralize: he simply goes “on up town,”
accepting the story as one version of the way people are. The
poems with most appeal to present day readers move into strong
criticism of the way the economic system treats some of our
fellow men. “Labor and Capital” suggests that the horse which
draws a freight wagon and the man who drives it are on the same
level: both are slaves of “the Company.” “The King Dines”
is a heavily ironic picture of a poor working man on a cold park
bench, gnawing on the bone his wife has brought him for lunch.
The poem is comparable in feeling to Edwin Markham’s “The
Man with the Hoe,” but is more diffuse.

Like most other Americans, Howells was late in recognizing
the new forces which English and Continental writers had con-
fronted half a century earlier. To his credit, he did in middle age
attempt to deal with them. Yet, if only because there was no
model for him to follow, he did not develop a new mode of poetry
but simply used the old ways to ponder the effect of the new
forces—and, again, employed the new as material to stir the same
sentiments he had earlier sought to produce.

Howells lived on until 1920. Five late poems are interspersed
among the prose sketches in the collection The Daughters of the
Storage (1916). Though during his career he had written five
verse dramas, as well as some 30 other plays, the late poems are
as static as his earlier ones. “Captain Dunlevy’s Last Trip” is a
narrative in hexameters, to be enjoyed partly for its picture of
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good fellows telling yarns on a slow steamboat, partly for its
description of spring, and partly for its thin anecdote of an old
river pilot who suddenly finds his sense of directions reversed.
The pilots are roughs with hearts of gold, descendants no doubt
of the character types Harte had taken over from Dickens. “The
Face at the Window” is a well told ghost story, and “Breakfast
Is My Best Meal” is a slight, humorous contrast of an old man’s
toast and black coftee with the bountiful meals his wife had
given him. “City and Country in the Fall,” contrasting places
of residence, is a genial piece, of interest now only because the
two principal characters talk over the long-distance telephone.
The reader of these four poems might suppose that Howells had
given up concern with the troubles of idealism, preferring in old
age to deal with a world that has neither social nor moral nor
philosophical problems. o

In “Black Cross Farm,” (1904), however, Howells gave one
of his better treatments of the idealist’s problem. The narrator
and his friend go back through the fields to visit an abandoned
farm. Howells writes his usual detailed description of -the natural
scene, and pauses to mourn over the gravestones in the yard and
the thought of the inhabitants who have vanished. The purpose
of the walk is to see a large black cross someone had nailed to
the barn. The friend tells the narrator that no one knows why
the cross was placed there; there is no explanation for it, no
legend about it. The narrator observes that the boards could not
have crossed by chance, and that in that area the farm’s owner
would not have been Catholic; he asks if the maker of the cross
could have intended a secret expiation. The friend’s answer, a
suggestion that appeals to the narrator, is given in lines that in
thought, attitude, and plrasing sound much like Robinson:

Suppose
That some one that had known the average woes
Of human nature, finding that the load
Was overheavy for him on life’s road,
Had wished to leave some token in this Cross,
Of what had been his gain and been his loss,
Of what had been his suffering and of what
Had also been the solace of his lot?
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The narrator decides that he likes uncertainty better than a “more
definite” and thereby “vulgarer” story.

The pace is a bit slow. But in its suggestion of a resigned yet
faintly buoyant idealism as a way of confronting the difficulties
of existence, and in its use of pentameter couplets that are natural
in phrasing and free of special diction, the poem is comparable
to the work of Frost as well as that of Robinson. We have not
answered the questions or solved the problems of the romantics
but, as generations have a way of doing, we have turned aside
from them. If Howells had written more often as he did in
“Black Cross Farm,” he would hold a place in our esteem as one
who made a major attempt to deal with the esthetic problems of
his time. Since he seldom got out of the well-worn, however, we
must view him as a potentially fine poet who only fitfully moved
toward achievement,

Michigan State University
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IMAGE OF WOMANHOOD IN THE
SPOON RIVER PORTRAITS

EVELYN SCHROTH

Following the Civil War, our nation turned to the gospel of
practicality. Machinery, economic competition, and the capi-
talistic system-—all did their part to create a new God—success.
The ideal man of this day was the practical man who devoted
his energies not to the life of personal realization but to the goal
of material or social advancement. Hostile to experience, he made
the pursuit of success his central goal, and life was reft of human
values.

It is this stiffing of the world of realization, this adhering to
narrow morality and practical prudence at the expense of the full
life that Edgar Lee Masters is decrying in his Spoon River
Anthology, and the fact of its village locale is simply the accident
of early conditioning and his first-hand acquaintance with this
setting. Such stiflings as he depicts can take place anywhere—
in the narrow conventionality and “dour Puritanism” of Spoon
River or in the “odious respectability” of the Chicago circles which
his wife and her family represented, but Masters chooses to use
the village setting. Through the village he presents the macro-
cosm, and his aim is not to revolt from the village as many
proclaim, but to revolt from anything that nets waste in one’s
potential, anything that cramps men and women and lets them
settle for less than the ideal and the whole, anything that confines
the understanding heart and the “magnanimous understanding.”™

In his treatment of women, who occupy a typical pre-libera-
tion existence in Spoon River, we can see Masters exemplifying
his theme with a minority group during a particularly significant
era. Women, he finds, are extremely vulnerable to stunted growth
and unfulfilled lives, since they are held in bondage by the mores
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of the day. The tragedy of their plight is more obvious in & small
town, where they are unable to lose self in a larger context and
are constantly exposed to the judgment of narrow minds, bound
by rigid, stultifying codes,

The era from 1840 to World War I which Masters presents
was one which was revolutionizing the sphere of women. Early
nineteenth century society was governed by a double standard
of morals. Woman was a creature to be flattered, cajoled, and
indulged; after marriage she was to be suppressed, guided, and
often pitied. Marriage was not a partnership; it was a pure sex
relationship. Woman was dependent upon masculine approbation
for her very existence. As the century progressed, women organ-
ized and fought for the suffrage; women’s colleges were opened,;
in greater numbers women continued to push into the profes-
sions; women’s clubs were born—opening new fields of activity
and influence for women; but the vote had yet to be attained
when Edgar Lee Masters wrote his Spoon River portraits.

Against this background of oppression and strife, then, and
within the setting of a small rural community, Masters presents
his portraits of women characters speaking from the grave and
interpreting their lives—attestations of the state of nineteenth
century womanhood in America—, and the cry of defeat and
embitterment is loudly sounded, with a few victories interspersed.

Inevitably the Spoon River portraits divide into groupings,
(Louis Untermeyer divides them into poems of plain statement
heightened by matter-of-fact humor, poems with disillusion as
the motive, and poems which lift both statement and disillusion
to a place of exultation? Masters, himself, uses a ‘three-way
grouping: the fools, the drunkards, and the failures; the people
of one-birth minds; and the heroes and “enlightened spirits.”®)
The portraits of women can be grouped into a four-way classifica-
tion, and this grouping can then constitute a framework through
which one can conceive Masters interpretation of the state of
nineteenth century womanhood. We have the fulfilled group,
those who find satisfaction because of uncomplicated natures,
who go contentedly down the straight, socially approved path;
the compromisers, those who sublimate, who settle for “half a
loaf,” who “buy” conventional respectability outside the role of
wife and mother but at personal cost; those who are the beaten,
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either because they violate the conventional code or fail to realize
their own potential; and finally the revolters, those who defy the
conventional code and establish for themselves a new one, the
forerunners of the present emancipated women.

In the fulfilled group we have Lois Spears, born blind, the
happiest of women:

As wife, mother and housekeeper,

Caring for my loved ones,

And making my home

A place of order and bounteous hospitality.*

And Mrs, George Reece, who was “left with the children / To feed
and clothe and school them” and did it with a code of “Act well
your part, here all the honor lies.” Here, too, is the immortalized
Lucinda Matlock who lived together for seventy years with her
husband, raised twelve children, eight of whom they lost, who
asks

What is this I hear of sorrow and weariness,
Anger, discontent and drooping hopes?
Degenerate sons and daughters,

Life is too strong for you—

It takes life to love Life.

Fulfillment for such women, then, as Masters defines it, is
one where a woman not only fills the conventional social role
of wife and mother but also finds satisfaction and personal ful-
fillment therein. Such women are probably an exaltation of
Masters’ pioneer grandmother—a “venerable woman,” he calls
her. It is her virtues that he is extolling in this group—" the
peace, the order, the plenty, the old-fashioned charm” of her
home, where he loved to visit; her magnetic nature with its
laughter and fun and never exhausting cheerfulness and affection;
and her way of life—one of happiness, peacefulness and affection,
representing the pioneer element that founded the land and
exemplified the more durable virtues, And these women of “one-
track minds” Masters seems to suggest need no assist. They have
found happiness and have realized contentment in a conventional
feminine role without any emotional conflicts. But other women
more complex in nature and/or more unfortunate in their lots do
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need the chance to tell their own tales and to evaluate them from
the perspective of distance.

Inside the peripheral groups—those who compromise and
those who are- “beaten”—are those Masters can empathize with
from his early home situation—with its strained marital relation-
ship, and his father’s “trapped” way of live—, from his own at
best “second level” marriage,® from his Chicago sojourn, and

~ from his recollections of village characters. He speaks of the

tragedy of his father’s being caught in the circumstances he was,
among small-minded people: “the life of Petersburg or Lewistown
was his fated lot , . . a misfit in the life he lived among the
people. . . .7?

Masters’ own life in Chicago, he says, gave him vast under-
standing of human nature and of the world. Thus he came to
know the people who ride “the wheel of fortune,” shaped by
fate, some for better and some for worse. These, then, composites
of the people he knew, he presents as real people, and in so
doing he gives us a literary presentation of woman’s lot and of
his own philosophy of love and its role in the human sphere.

Among the compromisers we find pragmatics, women who
escape their indiscretions by convenient marriages, who settle
for safety and shelter and outward respectability. Here is Julie
Miller who at thirty marries a sixty-five-year old man because
she is pregnant, and Russian Sonie, who had been a rouée for
many years, who then met Patrick Hammer on the- boat and
came to Spoon River [to live] here / For twenty years—they
thought that we were married!™® We have here, too, the up-
righteous wives who insist upon the sanctity of their legal marital
roles and rights even when love has disappeared, for says Mrs,
Purkapile,

. . . A promise is a promise

And marriage is marriage,

And out of respect for my own character

I refused to be drawn into a divorce

By the scheme of a husband who had merely grown tired
Of his marital vow and duty.'

Here, too, are the sublimators, those who turn to socially
acceptable service. Emily Sparks, who says, “I, the teacher, the
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old maid, the virgin heart, / Who made them all my children,™*
and Lydia Humphrey, who trudges

Back and forth, back and forth, to and from the church,
With my Bible under my arm

Till T was gray and old;

Unwedded, alone in the world,

Finding brothers and sisters in the congregation,

And children in the church.*®

These women represent those who seek contentment in the life
role that they have of necessity carved for themselves. While
they are not beaten, in the sense that they still live within the
social bounds of respectability, neither are they fulfilled, since
they have denied themselves valid human relationships.

And as a last group, we have the beaten. These include women
who have fallen into the “marriage trap” and have thereby aban-
doned development of their own potential. Here is Margaret
Fuller Stack who “would have been as great as George Eliot,”
but who married the rich druggist, gave birth to eight children
and “had no time to write,” as she warns: “Ilear me, ambitious
souls, / Sex is the curse of lifel”* For such the conventional role
of the first group does not satisty; theirs is not the uncomplicated
nature that can adjust to such confines,

We have those who attain only hollow victories. Amelia
Garrick gloats: “I know that I vanquished your spirit; . . . /T am
really the unconquerable power over your life / That robs it of
complete triumph,”*

Here, too, is the outcast—". . . Daisy Fraser who always
passed / Along the streets through rows of nods and smiles. / And
coughs and words such as” there she goes. Also here are the
martyrs who pay a price that embitters. Constance Hately re-
veals her truth:

You praise my self-sacrifice, Spoon River,

In rearing Irene and Mary. . . .

But I poisoned my benefactions

With constant reminders of their dependence.’”

Others among the beaten are the misfits and the frustrated—
those who expend their emotions inwardly into futile self-pity,
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waste and destruction: Mabel Osborne, who “Withered before
your eyes, Spoon River—Thirsting, thirsting, / Voiceless from
chasteness of soul to ask you for love,”® And Louise Smith, the
jilted, who bemoans,

If T had let my love for him alone

It might have grown into a beautiful sorrow—

Who knows?—filling my life with a healing fragrance,
But I tortured it, I poisoned it,

I blinded its eyes, and it became hatred—"1°

Women then in Spoon River are still bound by a culturally
defined conventionality that permits them to function only in a
male dependent role within the institutionalized roles of wife
and mother, or within some culturally approved occupational role
as teacher or mother substitute, or in some service role connected
with the church or charitable institution. But, Masters is con-
tending, unless one’s nature is attuned to such a role, such con-
finement nets waste of human potential.

If the women break from convention, they most often become
recluses or eccentrics or “fall” victim to the pitfalls of an out-
side world which is defined by man and for which they have not
been prepared, since they have not learned to establish their
own identities, or to rely on themselves as sources of strength, or
to fend realistically with the machinations and manoeuvers of
men who are accustomed to pitting themselves against each other.
And these, Masters is saying, represent thwarted lives, lives of
vacuous existence and despair. "

Had Masters confined his women portraits to these three
groups, he would have emerged as a man stating that women
unable to fit happily into the first mould or unable by native
endowment or by Fortune to find such a niche have the choice
either of compromising and settling for “half a loaf” or of
ending up with disillusionment, frustration, and despair. Not
so—more hope than this is offered by a fourth group, Masters’
“enlightened spirits.” Formed by forces not of their own making,
these natures refuse to be oppressed, and plunge into the unknown
to live life and to wrest from the living if not Paradise a release
from Hell** and freedom to experience life, a struggle which pro-
vides them with broad understanding.
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The fourth group, the revolters, who triumph because they
refuse to be licked by the stultifying efforts of Spoon River,
bespeak Masters’ liberal, free-thinking credo. Masters early
threw out the Bible as revelation. He saw miracles as nonsense.
Because he couldn’t abide the “men of small natures and inveter-
ate prejudice and village ignorance of the good and beautiful™
who controlled the church, he threw aside organized religion.

Having determined not to marry, he sought “varietism™ in his
sexual life until he eventually married a society girl with a
“Golden Aura” who captivated his fancy, that he might allay
unending loneliness—his father advising that he had to marry
someone, that the gir]l was “as good as anyone,” that a “man has
got to have one of them.” Prepared to offer her fidelity, he
found enroute that their “bloods did not mix,” that their dif-
ferences were too great for a harmonious life. Though attractive
and dutiful she lacked magnetism for him, so he sought extra-
marital comfort with the easy rationalization that women rather
expected such light-hearted adulteries and were not threatened
by them so long as their own favored positions were secure,®
and that for him there was nothing wrong in erotic indulgence.
This philosophy is reflected in the portraits of his revolters.

Revolter Marie Bateson concludes:

It is well to abstain from murder and Iust,
To forgive, do good to others, worship God
Without graven images.

But these are external means after all

By which you chiefly do good to yourself.
The inner kernel is freedom.?

And
/Sarah Brown:

Go to the good heart that is my husbhand,
Who broods upon what he calls our guilty love:—
Tell him that my love for you, no less
than my love for him
Wrought out my destiny—that through the flesh
I won spirit, and through the spirit, peace.
There is no marriage in heaven,
But there is love.?®
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Here for Masters, then, are advances as women develop person-
hood and inner freedom to form their own codes to live by.

The World War having destroyed the era out of which Spoon
River was born, The New Spoon River, a sequel to the first book,
represents World War 1 urbanized village life. It, in limited
fashion, does reflect some of the changing attitudes toward
women, as “progress  reaches Spoon River:

Lulu Kay, the stenographer, speaks of

The equal rights of men and women,
And their intimate association [which]
Made Daisy a useless functionary

In the changing life of Spoon River[*

Muys. Gard Waful tells of the different modes of life in three
generations of women:

My grandmother kept house and made the garden,
And spun and cooked and raised ten children.

My mother headed a house that was kept

By servants, and raised three children,

But I knew the art of running a club,

And how to select a receiving committee.?

Lucile Lusk defends premarital sex:

There is nothing makes me sorrier for men

Than their emotions about virginity:

How they prize it, how they rave for its loss,

And revenge its loss.

Lucius Atherton took my virginity.

And wasn’t T as well off for losing as he for winning?
I married another man afterwards,

And lived happily enough.?®

Thelma Ehrgott emancipates herself from the parochialism
of village morality as she says to Spoon River:

Divinity never clothed your customs or rules,
Your laws, now even your creeds!*®

While Clara Viall strikes a cry for the full life:
Tell men and women to repress, to sublimate
Passion to service, life to duty,
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But carve for me a granary afire,
From which a swallow is swiftly flying
to smokeless skies]®®

The earliest rebels are now well established in post-World
War I Spoon River. Masters’ own “way out” has been adopted
by others, as Spoon River tastes post-war “progress.” Here are
manifested spirited defenses of a freer morality, wider social
roles for women, an enlarged perspective.

So we have Masters giving approval to the heroines of group
one and to the enlightened spirits of group four, women who
refuse to be stifled by oppression. A question we may well ask
is which of these two groups does Masters approve? We can
attempt an answer by turning from the Spoon River books to
his own “apologia,” his autobiography, Across Spoon River. Here
he states:

There are levels of truth, lower and higher . . . erotic love
is like wine, and the intoxication of both is similar, attended
with the same exaltation and reaction. That is truth, but
a higher truth is that love is the warmth of wine that flames
through the heart with vital power, and brings no relapse
to self-contempt, to achieving regret.*!

Masters here seems to be concluding that the highest form of
realization is that attained by the first group, love with warmth
and no after regrets. But when such doesn’t come, there is an
alternative with its own rewards. And he cites his own case:

I wrote that a man like myself will go, through dis-illusion-
ment again and again, and then will enter the enchantment
again and again, just as he will be dupe again and again by
wine. It is true, because such a heart will search until it
finds; and then if it never finds it should be philosophized
and filled with magnanimous understanding.?*

Masters himself philosophizes, He turns to Shelley and to
the thought that love launches the self out of oneself and “creates
in the infinite a world for itself alone, how different from this
obscure and fearful den.”®® And such a love, which brings with
it experience, gives him then power and understanding to write.
This, coupled with his sense of responsibility to lead a socially
constructive life, brings us the Spoon River portraits, where
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women from the grave insightfully lay bare their lives and evalu-
ate them. Their judgments are, of course, those of Edgar Lee
Masters, whose pen thus becomes a powerful force in interpreting
for us the lot of women in the nineteenth century America and
in pointing out a forward direction.

Western Illinois University
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THE POPULAR WRITER, PROFESSORS,
AND THE MAKING OF A REPUTATION:
THE CASE OF CARL SANDBURG

Pavr FERrLAZZO

January 6, 1978 marked the centennial. of C.arl Sanflbtlrg"s
birth, an appropriate time to begin a reconsgiera?:on of hs&vmk
and of his position in American letters. I say “begin a reconsidera-
tion” because for a long time not much new has been going on
in Sandburg studies. Since Sandburg’s death in 1967, for exal:nple,
there have been fewer than twenty significant articles pubhsl.led
in the journals about him, and only two bqoks have appealt?d,
a volume of his letters and a biography.! This does not seem like
much when one considers the extent of Sandb-urg s 53 year
writing career—poet, novelist, biograpber, hjStOI'laP,' journalist,
lecture, folksinger, writer of childven’s literature, recipient of two
Pulitzer Prizes and numerous other awards and honorary degrees,
a friend of Presidents, kings, governors, congressmen, Ne\.zv York
entertainers and Hollywood stars, and of nearly every major and
minor literary figure of five decades. _

During his lifetime Sandburg’s face and large frame had been
made part of the American pictorial scene by members of the
mass media, and he has the distinction of be.mg one of our most
photographed writers. Pictures of him exist in varying poses and
for a variety of occasions with a healthy cross section of (.)ther
famous faces of our age—with President Kennedy and President

Johnson; with Supreme Court Justice William O. Dougla§ and
with Richard Nixon when he was Eisenhower’s Vice—PTemdent;
with Andres Segovia and Andre Kostelanetz; with Charlie Cl'lalz-
lin and Frank Lloyd Wright; and with a n.umbefr of Amenca.s
most popular actresses, including Bette Davis, Elizabeth Taylor,
Ingrid Bergman, and Marilyn Monroe.
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Sandburg’s audience was on occasion lerger than any poet
could possibly have dreamed of before the invention of television.
Sandburg talked about Lincoln, sang songs, and read poetry on
some of television’s most popular programs, including the Bell
Telephone Hour, the Ed Sullivan Show, a Gene Kelley Special,
and the Milton Berle TV Show. In addition, Sandburg can still
be seen and heard on at least seven educational films and on some
50 phonograph records. Interviews of him are available on tape,
film, and in print, conducted by such respected figures of the
media as Alistair Cooke, Howard K. Smith, Edward R. Murrow,
and Russell Baker.

Nevertheless, after all of this exposure and popularity, after
having been part of America’s popular consciousness for so long,
and having been identified as one of its great cultural heroes,
Sandburg has all but slipped from the literary memory of many
academics. As a poet he is confined largely to the secondary
schools. A dissertation written in 1970 at Ohio State confirms
the trend: its title, “A Study of Carl Sandburg: A Major Writer
for the Secondary School of Today.”™ Michael Yatron has written
an article for the English Journal deceptively titled, “Carl Sand-
burg: The Poet as Nonconformist,” in which he shows how the
good secondary school teacher might introduce the subject of
poetry to students who have an aversion to it by beginning with
the work of Carl Sandburg.? From Sandburg, Yatron argues, the
teacher can lead his or her pupils on to more complex and more
rewarding poetry,

In the college anthologies of American literature Sandburg
has not done much better. Out of the nearly 1,000 poems he
wrote, he is represented usually by only a half-dozen or so lyrics,
the most popular of which are “Fog,” “Chicago,” “T am the People,
the Mob,” “Cool Tombs,” and “To a Contemporary Bunkshooter,”

As 2 writer of prose, Sandburg has done a little better, although
on the whole it appears a dubjous achievement. His six volume
Pulitzer Prize winning biography of Lincoln has been relegated
to serving as part of the Book-of-the-Month Club membership
drive. If you enroll in a one year trial membership, and promise
to buy four other titles, you may purchase the six volume Lincoln
for $18.50 as opposed to the publisher’s list price of $120. The
other books offered as options in this same membership appeal
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ment. But what is presently interesting and what may be ob-
served is the process by which Sandburg became a minor figure
in the face of his popular support and mass appeal.

It appears that there are af least three major circumstances
which worked against Sandburg’s ability to form a successful
relationship with the scholar-critics. The first was his popularity.
Until very recently academic critics have not known what to do
with a poet who was financially comfortable, famous, and loved
by a wide audience. Such a poet, it was automatically thought,
must not be very good. He must be writing to the lowest level
of the public’s comprehension on subjects that are dull, common,
or insignificant. His own degree of sensitivity and his power to
render human feeling must both be very low. In all of this there
was mingled the academic’s suspicion that the masses really do
not know what is good in literature.

Until the closing years of his life, Sandburg accepted almost

any invitation to speak, to sing songs, or to recite poetry in a
public forum. He was without discrimination in this regard and
would go before a joint session of Congress, or to a University
auditorimm, or on the platfrom of a local Grange Hall with the
same vigor and enthusiasm. Sharing a TV stage with a Gene
Kelley or a Milton Berle, or showing up on the Ed Sullivan Show
between a high wire act and a ventriloquist might seem tasteless,
unbecoming, or ridiculous for a poet in the eyes of an academic,
but not so in the opinion of Carl Sandburg. He did not separate
himself from the people, or consider himself better, smarter, or
different from the common man in the way that a traditional
scholar-critic might expect a poet to feel.

In fact, Sandburg brought himself closer to the common
people and further away from the critics by emphasizing the
immigrant background he shared with many other ethnic Ameri-
cans at a time when it was not fashionable to talk about one’s
roots. Instead of trying to align himself with a pre-established
American tradition and jump into the warm bath of the so-called
American melting pot, he kept alive the uniqueness of his
Swedish heritage. He travelled to Sweden on several occasions,
visited the home region of his family, and accepted an honorary

degree from Uppsala and an award for literary merit from King
Gustav.
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The image of Sandburg as a farmer is another aspect of his
popularity which never quite set right with the urbanized scholar-
critics. His folksy, casual bearing, his pronounced love of the
land and reverence for nature appeared quaint to them, but
unconvincing as a source for wisdom or poetic beauty. It is
interesting in this regard to compare Sandburg with Robert Frost
who also from time to time has had associations with a farm
and has fared on the whole much better with scholars. The dif-
ference is that the farming image for Frost was always some-
thing of a pose, colored with sophisticated irony. Commentaries
about Frost remind us of his unorthodox farming practice of
milking cows at midnight when neighboring farmers were fast
asleep. This freed Frost from the necessity of having to be taken
too seriously as a farmer-poet. Also, there was the sly suggestion
that milking cows at midnight might be slightly superior to
milking them at 5 AM., as did his neighbors who remained
bound to the routine of their animals.

A second major reason for Sandburg’s failure with the scholar-
critics was his social philosophy. Until World War I he had
been a Socialist and much of the revolutionary spirit of Socialism
informs the Chicago Poems. After his break with the Social
Democrats Sandburg continued his interest in Socialist policy
although his ideas began to mellow into a general feeling of faith
and hope in the future of mankind which found its greatest
expression in The People, Yes of 1936. His mellow optimism and
faith in the future became the dominant motifs in his poetry for
the rest of his life. In the view of Oscar Cargill, one of the few
important scholars who supported Sandburg, this mellowing was
a positive good, a sign of moral and intellectual growth, and a
by-product of Sandburgs research and writing on Abraham
Lincoln.? :

However, many critics preferred the early Sandburg to the
later, the discontented Socialist rather than the optimistic singer
of folk wisdom. Kenneth Rexroth voiced this general feeling
when in 1958 he reviewed The Sandburg Range for The Nation.®
He opened the essay with something of a eulogy for Sandburg,
even though Sandburg had an active eight years of life ahead of
him. Rexroth’s point, bitterly made in the course of the review,
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was that for him Sandburg had died in 1925 when he stopped
writing poetry in the vein of Chicago Poems.

Other critics saw this optimistic faith in the people as a failure
to fulfill the authentic social role of the poet. Both Daniel G.
Hoffman and Roy Harvey Pearce regret the fact that Sandburg
ouly registers the sentiments of the people and does nothing to
enhance: or change them.® Behind their criticism is the time-
honored notion that the poet must also be a teacher and a prophet
one who instructs and inspires the people to an appreciation of’
high culture and a desire for feelings that are exquisite and
refined. Also, behind their criticism is the elitist assumption that
j.vhat the people feel, do, or believe is necessarily in need of
lmprovement, an idea antithetical to Sandburg’s most basic
premise,

A third circumstance which worked against the establishment
of Sandburg’s reputation as a major poetic figure was the long
reign over American scholarship of the New Critics. Their stated
principle of illuminating the center of a poem without special
regard to the author or his intention, or to the cultural back-
ground of the work, was perhaps one of the most innovative
developments in the art of criticism during this century. But
with their emphasis upon the tension, irony, imagery, and struc-’
ture of a poem, they effectively excluded from serious considera-
tion the bulk of Sandburg’s poetry, By their standards Sandburg
appeared to write his poems by either intuition or whim, and he
presented few subtleties or ambiguities that needed explication.
As might be expected, the explication record of Sandburg’s poetry
is very small. Since it began publication in 1942, The Explicator
has published a total of five explications of Sandburg’s verse.”

Except for R. P. Blackmur, who criticized Sandburg’s poetry
for being mere reportage, most of the New Critics simply ignored
Sandburg.® John Crowe Ransom, for example, in his 1951 article
evaluating the poets of the first fifty years of the twentieth cen-
tury, lists as major American poets Edwin Arlington Robinson
Robert Frost, and T. 8. Eliot; the minor American poets he lists arf;
Vachel Lindsay, William Carlos Williams, Ezra Pound, Marianne
More, E. E. Cummings, Hart Crane, and Allen Tate.? He made
no mention at all of Sandburg, who just the year before had pub-
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lished his Complete Poems and been given the Pulitzer Prize for
poetry.

The influence of New Criticism has been far-reaching and
pervasive, Literary students, scholars, and critics educated since
the late 1940’ have all been touched to a greater or lesser degree
by the values and opinions of the New Critics regarding culture,
civilization, and literature. It is only in recent times that we begin
to witness a diminishing of the authority of their principles.
Nevertheless, it would seem that the traditional academic opinion
of Sandburg is largely a New Critical opinion which, once crystal-
lized, has been handed down to succeeding waves of baccalau-
reates without re-evaluation.

Outlining these three conditions which seem to have worked
against Sandburg’s reputation as a poet—his popularity, his social
philosophy, and the existence of a powerful school of criticism
that ignored him—is not special pleading for Sandburg. It is one
observer’s attempt at explaining the manner in which a poet,
once popular and honored, may fade in literary history, With
the conclusion of his centennial year it may be hoped that another
evaluation of Sandburg can be made, one that will see his poetic
merits and failures for what they actually are, and will see them
out {rom under the burden of opinion we have inherited.

Michigan State University
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MYTH AND THE MIDWESTERN LANDSCAPE.:
SHERWOOD ANDERSON’S MID-AMERICAN CHANTS

Pamir Greasiey

The dichotomy between nature and civilization has existed
throughout American literature. Cooper’s forests and garrisons
Hawtlllorne’s forests and scaffold, and Twain’s Mississippi Rive;
?11::1; r.lérer‘tl).anlé society exemplify the romantic impulse to con-

X dealized natur i i
o Mize atural landscapes with despoiled man-created
_ This recurrent dichotomy gains new and terrible associations
with th‘e rise of Midwestern industrial cities, America’s westward
expansion oceurs in and through the Middle West. The resultin
Mld-American {ndustrial cities, like Chicago, possess all the faif
1111;%; icIJlfe (foopers garrisons along with many that author never

Despite the cities’ promise of bright lights and excitement
early twentieth century Midwesterners often respond Wit]?:
sho.cked rejection. Several elements combine to foster this re-
action. Even from a distance, turn-of-the-century cities come as
a shock. Skyscrapers begin to thrust into the air disturbing the
hypnotically somnolent horizontal of Midwest,ern landscape
From a closer perspective, the cities are ugly. They are a res oé)se-
to the needs of commerce and industry, not those of bepau
Furthermore, industry, experiencing unprecedented expansiotljlll
beckons rural Midwesterners to the cities and then exploits then;
‘1;uthlessly. As rural people join the ranks of the urban proletariat
robber baron” eapitalism, the industrial milieu, and the Vastness,
of the cities undercut Midwestern identity with the land, the

community, and Christianity. ’
But what are Midwesterners to do? By the early twentieth
century it was clear that America’s future was in the night-

79.
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marish industrial cities. Like many Midwestern writers, Sher-
wood Anderson was horrified by American industrialism, But in
Mid-American Chants Anderson confronted his fears and moved
beyond romantic rejection of the present. Using Mid-American
Jand- and city-scapes as the focus of his vision, he forged an
optimistic myth for twentieth century urban-industrial man.
Anderson’s quest for the future begins with emphasis on
traditional American landscapes themselves. References like, “the
long fields and standing corn . . . the west winds . . . the vast
prairies . . . (and) the black swampy land” abound. Indeed,
whole poems are given over to nostalgic reminiscences of rural
Middle America, as these lines from “Evening Song” illustrate:

Back of Chicago the open fields—were you ever there?
Trains coming toward you out of the West—
Streaks of light on the long gray plainsP—

Back of Chicago the open fields—were you ever there?
Trains going from you into the West—

Clouds of dust on the long gray plains.

Long {rains go West, too. . ..

Anderson joyfully affirms traditional American experience.
He expresses wonder and awe at the immensity, fertility, and
power of the land. Thus, the poet announces himself as one of
the people, saying,

I am of the West, the long West of the sunsets. I am of
the deep fields where the corn grows. The sweat of

apples is in me. I am the beginning of things and the
end of things.

Next, Anderson presents ecstatic Whitmanesque catalogues
proclaiming America’s unique greatness. Ile begins with “Keokuk,
Tennessee, Michigan, Chicago, Kalamazoo—don’t the names in
this place make you fairly drunk? Later, he adds, “I am one
with the old gods—an American from Dakota—from the deep
valley of the Mississippi—from Illinois—from Iowa—from Ohio.”
Sharing Whitman’s enthusiasm at America’s burgeoning numbers
and power, Anderson concludes, . . . Wait! Try to believe, /
Stronger, deeper, sironger . . . over the land—wide—wide—
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over the land. .. ./ Ninety, a thousand, a million, a nation. . . .
See my young strength how it grows.” o

Yet beyond simple love for the land, Anderson—like earlier
authors—uses landscape to affirm certain values. His desire for
fixed values, personal and national identity, and closeness to the
divine order produces an almost pantheistic reverence for the
land and-traditional agrarian pursuits, Thus, long straight rows

" of corn and dark, rich soil take on associations of fertility, perma-

nency, and fulfillment. In this same way, Anderson maintains,
“Out of the land of my fathers, from Huron to Keokuk, beauty
shall come—out of the black ground, out of the deep black
ground.” This beauty, he believes, will go far beyond the physi-
cal. It will attach itself to all aspects of American life.

If the American rural past offers security, identity, and ful-
fillment, the urban-industrial future seems at first to threaten
just the reverse. Both emotions are present as Anderson’s persona
asserts,

I am mature, a man child, in America, in the West, in the
great valley of the Mississippi. My head arises above
the cornfields. I stand up among the new corn.

I am a child, a confused child in a confused world. There
are no clothes made that fit me.

The second half of this quotation expresses his unpreparedness
for the experiences and values of the twentieth century. The
old philosophical garments no longer seem to fit.

The city initially means more than confusion, It is frustration
and degradation, The city means “factories and marts and the
roar of machines—horrible, terrible, ugly and brutal. It crush(es)
.. . things down and down.” The urban-industrial order seems
filthy and spiritually contaminating. Dust and the roar of man-
killing machines symbolize Anderson’s early response to the city.
The persona tells us,

_..1in the streets of my city I stood. My clothes were foul.
Tn the woven cloth that covered my body the dust of
my city had lodged.: The dust of my civilization was in
my soul.
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Anderson initially believes people in the cities are smothered.
They need the beauty, the communion with the land, and the
values fostered by agrarian life.

Increasingly, however, Anderson moves beyond idealization
of the past and rejection of the present. Here, as before, natural
and urban-industrial environments carry the theme. Though the
city still remains threatening, Anderson begins to find some basis
for hope. He starts negatively, with

... there are the broken things—myself and the others. . . .
We are all that, here in the West, here in Chicago. . . .
There’s nothing but shrill screams and a rattle,

But then he adds the assertion of divine plan, saying,

That had to be—it’s a part of the scheme.
Now, faint little voices do Jift up.
Little faint beginnings of things— . . . a life lived in Chi-
cago—in the West—in the whirl of industrial America.
The poet begins to see purpose in the hitherto apparently mean-
ingless brutality. He comes to accept that, “In denser shadows

by the factory walls, /In my old cornfields, broken where the
cattle roam / The shadow of the face of God falls down.”

At this point Anderson is able to integrate images of tradi-
tional American landscapes with those of the twentieth century
city and show the possibilities for positive new values and modes
of living. He finds that even urban-industrial life can become
fulfilling. The negative portrayals of the city—which Anderson
had previously viewed as man’s ironic response to the natural
landscape—give way to an understanding that the city is the
environment of the present and future. Within it man will be
able to work out his destiny,

We're just a lot of muddy things caught up by the stream.
You can’t fool us. Don’t we know ourselves?

Here we are, out here in Chicago. . . . We are like the
sewerage of our town, swept up stream by a kind of
mechanical triumph—that’s what we are.

—

—
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By God, well love each other or die trying, We'll get to
understanding too. In some grim way our own song shall
work through.

We'll stay down in the muddy depths of our stream—we
will. There can’t any poet come out here and sit on
the shaky rail of our ugly bridges and sing us into
paradise. '

We're finding out—that’s what I want to say. Well get
at our own thing out here or die for it. We're going
down numberless thousands of us, into ugly oblivion.
We know that. -

But say, bards, you keep off our bridges. Keep out of our
dreams, dreamers. We want to give this democracy
thing they talk so hig about a whirl. We want to see if
we are any good out here, we Americans from all over
hell. That’s what we want.

The traditional American rural landscapes and the contem-
porary urban-industrial milien have then become synonymous
with the values, opportunities, and restrictions of past and present.
Systematic presentation of nature and industrial society has
developed and clarified these. These symbolic landscape refer-
ences become even more important because the Chants are a
collection of impressionistic, sometimes surrealistic, topical poems.
They lack a logical statement of theme and even a consistent
unifying, clarifying voice. Each poem records the emotional
intensity at a specific moment without a direct statement of
theme. The totality of these emotional responses is at first a
nightmarish stream of consciousness. Only the consistent recur-
rence and juxtaposition of landscapes make clear Anderson’s
moods, themes, and changes of perspective. Without references
to “oil on their boots” and “the roar of machines,” poems like
“The Beam” would be simply incoherent screams of pain. With
these references, however, the sacrifice of human lives and hopes
to the industrial order becomes clear.

Eighteen men stood by me in my fall—long men—strong
men—see the oil on their boots.
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I was a guest in the house of my people. Through the years
I clung, taking hold of their hands in the darkness. It
rained and the roar of machines was incessant. Into
the house of my people quiet would not come.

Eighteen men stood by me in my fall. Through their breasts
bars were driven. With wailing and with weeping I ran
back and forth. Then I died. Out of the door of the
house of my people I ran. But the eighteen men stood
by me in my fall.

With Sherwood Anderson’s recognition of the importance of
the role of landscape to his message and an understanding that
the city can offer man a viable future, he moves toward the
creation of new song—a new set of values, a spirit, again based
on man’s relation to the land. In the “Foreword” to Mid-American
Chants Anderson maintains that

Song begins with and has its birth in the memory of older
things than we know. . . . In the beaten paths of life, when
many generations of men have walked the streets of a city
or wandered at night in the hills of an old land. . . . But in
our towns and fields there are few memory haunted places.
Here we stand in roaring city streets, on steaming coal
heaps, in the shadow of factories from which come only the
grinding roar of machines. We do not sing but mutter in the
darkness. Our lips are cracked with dust and with the heat
of furnaces. We but mutter and feel our way toward the
promise of song.

Mid-American Chants ultimately asserts the possibility of
song, but here again, the chants start negatively. They ask, “Can
a singer arise and sing in this smoke and grime? Can he keep
his throat clear? Can his courage survive? Soon after, the poet
refers to the urban landscape, exclaiming, “We have to sing . . .
in the darkness.” By the middle of the chants, symbols associated
with the urban-industrial environment show that a commitment
has been made, The city will be man’s new home:

It is day and I stand raw and new by the coal-heaps. I go
into the place of darkness at the beginning of the new
house, ., . . New song is tearing the cords of my throat.
I am become a man covered with dust. I have kissed the
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black hands of new brothers and cannot return to bury
my beloved at the door of the long house.

Later, landscapes again mirror the progress toward Anderson’s
dream of new song. He calls the workers to song, saying,

In denser shadows by the factory walls,
In my old cornfields, broken where the cattle roam,
The shadow of the face of God falls down.

From all of Mid-America a prayer,
To newer, braver gods, to dawns and days,
To truth and cleaner, braver life we come,

Lift up a song,
My sweaty men,
Lift up a song.

Finally, the chants end, reafirming that the industrial environ-
ment will not destroy man. The last poem concludes in a call
to song:

I look far into the future beyond the noise and the clatter,
I will not be crushed by the iron machine.

Sing.

Dare to sing.

Kiss the mouth of song with your lips.

In the morning and in the evening

Trust to the terrible strength of indomitable song.

Landscapes express, then, the poet’s growing willingness to
work out his destiny in the industrial city. His growing faith
in the industrial future is mirrored in the increasing emphasis on
song. Anderson sees the problems, but he moves forward,
knowing the values of the Midwestern past, those of the long
straight rows of corn and the black swampy earth, will guide man
as he moves into a newer world. The old world will bring forth
the new, and the cornfields will become sacred,

... our cornfields, the old dreams and prayers and thoughts
... sweetening our broad land and getting even into our
shops and into the shadows that lurk by our factory
doors. :

It is the time of the opening of doors.
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No talk of what we can do for the old world.

Talk and dream now of what the old world can bring to
us—the true sense of real suffering out of which may
come the sweeter brotherhood.

God, lead us to the fields now. . . .

May our fields become our sacred places.

Yet Sherwood Anderson is not content to simply express the
joy and faith in the American landscape or to invest the land-
scape with meanings and values. Having accomplished these in
Mid-American Chants, he attempts to build support for the values
he favors. Anderson chooses myth as his tool. As such American
landscapes and cities acquire mythic overtones. These descrip-
tions consistently use the language and symbols of Christian and
classical mythology. Christian myth contributes “the flood,”
“fires which do not burn,” “the beginning of things and the end
of things,” and “the upper room (and) . .. down helow the
others . . . waiting—Judas and Peter and John—He was crucified
for them,”

Classical mythology suggests references to “Ulysses,” to
“soldiers emerging from the corn and killing each other in battle,”
and to a “hoarse and terrible singer, half man, half bird, floating
in cold bleak winds. . . , wings burned by the fires of furnaces.”

Anderson heightens the intensity by employing repeated
mythic references to sexuality and to the annual fertility cycle.
Mid-American cornfields become shrines, and the American
growth cycle assumes mythic stature commensurate with the
Eleusian mysteries. Often, Anderson links his fertility myths
in Mid-American Chants with sexuality. For example, in “Spring
Song” comes the declaration,

In the spring I press your body down on wet cold new-
plowed ground. . . .
I would have my sacred way with you.

Thus, Anderson closes the circle. He joins land and air, body
and spirit, life and death in support of his vision of fulfillment.
This combination of mythic appeals lends an air of importance,
inevitability, and divine sanction to Anderson’s program for
America. - The myths encompass the major theologies of western
civilization, the central fertility myth of birth and death, and
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the most primal human urge—sexuality. Together they assert
the possibility for fruitful life in the present and future based on
Mid-American land and the traditional values derived from it.

Thus, Anderson’s Mid-American Chants offers a new myth for
urban-industrial man, building the future on the bedrock of the
Midwestern past. The poems themselves become the Holy Book,
the Song which men will carry with them into the future.

University of Kentucky —Fort Knox



THE FAMILY IN BOOTH TARKINGTON’S
GROWTH TRILOGY

CHARLOTTE LEGATES

Booth Tarkington wrote hig Growth trilo ]
1?]"ihe Magmﬁcent. Ambersons, and The Midlandgei—-gﬁ:ingufgoi
st mo}slt p.roduch.ve‘years, 1914 to 1924. The three novels investi-
Iglsltd?at e mgu.stnahzation of a city modelled on Indianapolis
o na, an .1ts progress from a slow-moving, post-Civil ‘Wmj
Wit 10 a grimy and brisk commercial and industrial center.

sities of the new era without entirely losing sight of the past
The phenomenal popular success of the whole Growth .sa
a-Izl"IOI.'lg readers of- the first quarter of this century has been coie-l
;1 e1al?l)'f undermined by the lack of current critical appreciation
or 'Ijalkmgton. Modern critics often see the trilogy as simplisti
armving at compromises which are not psychologically 'u};;tiﬁuéi
and failing to demonstrate the real drawbacks of Ameri]can ]ii
that tl'le early Sinclair Lewis satirized so acutely. Unfortunatel ;
such ']udgments overlook one of Tarkington’s most subtl e}:i,
effective psychological devices: his use of the family to ef e
character. development and the choice between the olg and gzus
ways of life. Tarkington’s major characters are torn between thW
poles of mother and father, representing old and new, and mu (:
develop f:ldult characters by choosing the father with,o IS
abandoning the mother. e totally
. All three novels in Groufth begin with children—Bibhs Sheri-
an, George Amberson Minafer, and Harlan Oliphant—domj
nated by their mothers, women who are or who want to HI;I-
members of the traditionally accepted upper class of the citye
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Their fathers are shadowy figures throughout the first part of
their lives. It is not until late adolescence or early manhood that
Bibbs, George, and Harlan encounter strong, dominating men.
These men, who emerge as father-figures for the three characters,
promote industrial organization and the growth of the city which
the heroes have up to this point ignored or rejected. For Bibbs
Sheridan this emerging father-figure is his own father, who lhas
previously ignored this son. In the case of George Minafer, the
father-figure is Eugene Morgan, his mother’s former suitor and
his own eventual father-in-law. Harlan Oliphant’s father-figure
is his own brother, whose energy and drive transform a farm into
the city’s first residential suburb.

These three father-figures all promote an industrial growth
which the heroes initially reject but later grow to accept. By
the end of the novels, all three are promoting capitalistic progress.
They all accomplish this change by realizing that the values and
attitudes inherited from their mothers are no longer completely
applicable in the new era, and that their roles as men demand
actions from them of which they had not previously thought
themselves capable. Tarkington convinces the reader of the
necessity of this change by creating situations in which the
heroes cannot form and retain the family ties dictated by their
mothers without involvement in capitalistic progress. Thus Bibbs
accepts a business career to rescue the woman he loves, Mary
Vertrees, from poverty. George, in order to live up to his chivalic
duty towards his penniless aunt, takes a job in an explosives fac-
tory. And Harlan vltimately realizes that he cannot pretend to
be a true brother to Dan if he does not help him avoid financial
i, _ :
Each hero begins his young manhood dominated by feminine-
oriented ideals of the importance of family and cultwral tradi-
tions. Eventually, each faces a crisis by choosing to accept a
masculine, achievement-oriented lifestyle. To demonstrate his
approval, Tarkington rewards each with the woman he has always
loved, and shows that, intellectually, each of the herces retains
something of his old traditions while accepting industrial growth
through his actions. Tarkington is, as many critics have pointed
out, attempting to show the value of retention of an older value
system in the new industrial order; but he demonstrates the pos-
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sibility of this by using a sex-based choice, a test which all of
hiis heroes must and do pass.

The division between the masculine and feminine worlds is
made subtly in The Turmoil (New York, 1914), the first novel
in Tarkington’s trilogy. Bibbs Sheridan, named by his mother
for his mother’s side of the family, is horrified by his father’s fac-
tories, and he becomes so ill when his father forces him to work
in one that he is sent to a sanitorium. On his return home, he
discovers that, even though his two older brothers have made

_successful business careers for themselves in his father’s model,
his father is still determined to have him work his way up in
industry.

Bibbs™ personal inclinations lead him to write, although he
does not seek publication. His father’s attitudes toward literature
are very clear: it is acceptable in women~he is so proud of a
poem that his daughter has stolen from Bibbs and passed off as
her own that he has it printed and framed—but not in a “serious-
minded” young businessman. When Bibbs reveals his writing
ambitions to his father, the reaction is immediate and clear.
“‘Poems and essays’] My Lord, Bibbs, that’s women’s work! . . .
I'm not sayin’ 2 word against poetry. I wouldn’t take ten thousand
dollars right now for that poem of Edith’s; and poetry’s all right
enough in its place—but you leave it to the girls. A man’s got
to do a man’s work in this world” (p. 91). Sheridan feels his
son’s actions as direct reflections on himself and his future;
““That’s my son! . .. That’s my one chance to live.”” Even though
he has virtually ignored Bibbs during the boy’s childhood, and
even though he did not visit or write while Bibbs was in the
sanitorium, he is determined to dominate this son’s destiny too.

During Bibbs’ convalescence, and after the death of his older
brother James in the collapse of a warehouse, he becomes friends
with Mary Vertrees, a neighbor whom all thought was destined
to be James’ wife. Mary, the daughter of impoverished gentility,
initially determines to marry a rich man in order to rescue her
parents, but ultimately refuses Jim because she cannot bring
herself to marry simply for money. The Bibbs-Mary relationship
is a gradual growth fostered by similar interests in music and
literature. Again, Tarkington reinforces the idea of cultural
interests as women’s territory.
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His friendship with Mary enables Bibbs to accept the inevi-
table return to a zinc-cutting machine in one of his father’s
factories. Looking forward to evenings with her, Bibbs is able
to regard the machine with an air of defiance, for it does not
occupy him so much that he cannot think and dream. His physi-
cal recovery continues, to the surprise of the family doctor and
the justification of his father. Thus Bibbs forms, in the central
part of the novel, a truce between his cultural interests and the
business world. Not wanting to be a financial burden, he accepts
the necessity for the latter while not giving up the former. But
this truce is not to last.

After losing both of his other sons, Mr. Sheridan demands that
Bibbs, who has now proved that he can perform a man’s work if
he puts his mind to it, become a partner in the Sheridan enter-
prises. Bibbs resists, fecling that such a career js impossible to
reconcile with his writing, which he has been able to continue
during the months on the machine. Bibbs tries to explain his
own set of values to his father. He is content; “I have healthful
toil—and I can think. In business as important as yours I couldn’t
think anything but business. I don’t—I don’t think making money
is worth while” (p. 256). Bibbs sees serious limitations in the
city’s growth: “what’s the use of its being rich and powerful?
They don’t teach the children any more in the schools because
the city is rich and powerful. They teach them more than they
used to because some people—not rich and powerful people—
have thought the thoughts to teach the children” (p. 256).
Growth has made the city hideous, “Wasn't the whole country
happier and in many ways wiser when it was smaller and cleaner
and quieter and kinder?” (p. 256).

But Bibbs cannot hold onto his ideals. “He was a sleeper
clinging to a dream—a rough hand stretched to shake him and
waken him” (p. 255). He gives in to his father when he discovers
Mary’s poverty, which she had hidden from him, Recognizing
at last that what is most precious to him—Mary—cannot exist
without a strong financial support, he agrees to enter into the full
business relationship with his father, and then asks Mary to
marry him.

A comic misunderstanding delays Bibbs’ and Mary’s inevitable -
wedding. Bibbs is sure Mary cannot love him, and Mary is sure
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Bibbs is only taking pity on her because of her financial situation.
They are finally united as the result of a traffic accident. Mary
sees Bibbs walk in front of a trolley car; his father rescues him
by pushing him out of the way. Mr. Sheridan, who has wanted
to reward Bibbs business efforts by playing Cupid, uses the
occasion to reunite the couple. Thus Bibbs, who has accepted
fully the necessity of a business career, and of the city’s growth,
wins the woman he loves.

In a final vision, Bibbs hears the voice of “Bigness” saying,
“so long as you worship me for my own sake, I will not serve
you. Tt is man who makes me ugly, by his worship of me. If man
would let me serve him, I should be beautiful” (p. 346). Bibbs
sees a vision of a city, “unbelievably white” (p. 347}, which he
will build for the generations of the future Thus a remnant of
cultural idealism helps him accept the unpleasant, though toler-
able, necessities of the present.

In The Turmoil, then, conflicting male and female worlds are
a clear undercurrent to the action. Mr. Sheridan’s worship of
industry, bigness, and growth is supported by his two oldest
sons. Mary is the strongest representative of the female interests
—cultural heritage, interest in music and literature, the reliance
on heritage to give one social standing. Edith and Mrs. Sheridan
try their best to participate in Mary’s definition of the female
sphere, insisting that Mr. Sheridan build a house in an “estab-
lished” neighborhood, filling the house with what they believe to
be valid art objects, and using Edith’s poem to prove that she

is a worthy marriage partner. As a child and adolescent, Bibbs

has taken refuge from the masculine business world in the femi-
nine world of literature. As a young man, he bases his friendship
with Mary on mutual cultural interests, until he discovers that
an equal partnership in these interests is not enough to preserve
them from the financial encroachments of the outside, masculine
world. Thus to preserve Mary and her interests, he must adopt
a role in the masculine world as defined by his father, a world
in which he eventually finds satisfaction if not joy. Ultimately,
Bibbs’ choice as defined by the novel’s plot—his decision to enter
as a partner into his father’s business—is strengthened by his
symbolic choice between the masculine and feminine worlds.

1
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This symbolic choice between masculine and feminine worlds
is also a significant feature of the second novel in the Growth
trilogy, The Magnificent Ambersons (New York, 1918). George
Amberson Minafer’s ties to the feminine world are very strong.
George is named for his mother’s side of the family, and chooses
to identify himself as an Amberson, as his mother, Isabel, does.
At the ball at which he first meets Lucy, his future wife, he does
not bother to introduce her to his father, or even to point out
this insignificant gentleman, who dies conveniently in the middle
of the novel. George’s attitude toward his father is one of extra-
ordinary condescension; when his father’s business fails, George
suggests that he and his mother “build Lim a little stone bank in
the backyard, if he busts up, and he can go and put his pennies
in it every morning. Thatl keep him just as happy as he ever
was” (p. 85). George has adopted his mother’s belief in the
superiority of the Ambersons, and concurs in her opinion that he
can do no wrong. Thus the child who is the terror of the neigh-
borhood, indulged and never disciplined by his mother, becomes
the strong-willed and destructive adolescent, willing-to sacrifice
the feelings of both his mother and himself to keep the Amberson
name free from scandal.

Tarkington uses the split between the masculine and feminine
worlds in his description of Indianapolis and its past. He identifies
the thrifty element of the town which is opposed to the Amber-
sons luxuries as the “sons or grandsons of the ‘early settlers’”
(p- 13). A newspaper article describes “fin-de-siecle gilded
youth,” more decadent even than those of the Roman empire, as
being spoiled by “mndulgent mothers.” These are contrasted to
the hard-working “young men” laboring on farms, Women are
referred to as an “idle Iot” by Isabel, a description with which
George concurs, even though he too is idle.

George meets his first strong masculine influence when Eugene
Morgan, his mother’s old suitor, returns to town as an automobile
manufacturer. George takes an instant dislike to Fugene, not only
because of his odd appearance and his attentions to Isabel, but
also because Eugene’s energy and business sense are a con-
stant reproach fo George. Lucy, Eugene’s daughter, recognizes
George’s lack of ambition as a fault, the first fault any marriage-
able woman has ever seen in George, to his knowledge. George’s



04 MIDAMERICA VI

pride will not let him change just to please Lucy, and the knov.vl-
edge that Lucy does not think him perfect makes the break with
her easier when he decides to abort his mother’s plan to marry
Eugene. .

Eugene, of course, represents the industrial growt.h that is
just beginning to take over the Midwest. Ceorge Is opfanly
hostile, rejecting the automobile industry as not beu.l,d? .p.remsely
the thing a gentleman ought to do” (p. 123) and criticizing cars
in front of Eugene as “a nuisance” which “had no busmfess to be
invented” (p. 138). George's ideal life is one lived on inherited
wealth, not one in which agentleman vulgarly makes money.

But when George, unprepared for a gentlemanly Qrofe:ssmy,
loses his money, he is forced to take a common Ie-zb-orm.g ]ob in
an explosives factory in order to preserve his remaining idealiza-
tion of family ties by supporting his aunt. George does ot con-
vert immediately to values compatible with 'mdL}striahsm. He
still regrets the passage of time and of his family’s }nﬂuen?e from
the city. He is conscious of the industrial po]lutlox% which hEES
turned the city into a grimy pit. But he also recognizes that his
job allows him to begin to regain the self-respect he has Jost at
his mother’s and grandfather’s death, when he realized that 1'10t
only had he behaved wrongly toward his mother in preventing
her happiness through a second marriage, but also that he no
longer has the financial position which has been the backbone of
his arrogant personality.

Thus a conversion to a new attitude toward life begins, and
Tarkington rewards George further, like Bibbs, thrOugh a traffic
accident, George is Tun over by a car. Lucy, readmg of ?he
accident in a newspaper, comes to visit and to- forgive him.
Fugene too uses the accident and the memories it awakens to
review his relationship to Isabel’s son, and to decide to protect
and help him. Thus the old and new traditions of the city are
reunited through the new relationship between Geor’ge an(.i the
Morgans. George will marry Lucy and enter Eugenes busmes§;
but not without the insights gained from his family and his
experiences. Lying in the hospital, George, u‘nliki other pro-
ponents of growth, sees that the new industrialists “would pass,
as the Ambersons had passed, and though some of them might
do better than the Major and leave the letters that spelled a
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name on a hospital or street, it would be only a work and it
would not stay forever. Nothing stays or holds or keeps where
there is growth” (pp. 247-248).

Because he has once been mistaken about his position in the
city and then has had to change, George has a much firmer
grasp on the reality of the city’s life and of his own place in it
than thé new industrialists have. He understands the negative
as well as the positive aspects of change, and the value of tradi-
tion as well as money. Thus George, like Bibbs, changes as an
adult into a person whose actions will be on the side of growth
and continued prosperity, but whose intellectual life is tempered
by the knowledge of a lifestyle different from the one he now lives,
in which tradition, family heritage, and cultufe are important.

The pattern of a young man’s change from a feminine
world of family-and-culture centeredness to masculine business-
centeredness is repeated in the third novel of Tarkington’s trilogy,
The Midlander (New York, 1924). The novel has regularly been
seriously misinterpreted by critics who have seen only one hero
in the novel, Dan Oliphant. While Dan is the most flamboyant
and active character, his story is only half of the novel. In fact,
Tarkington has created a dual-hero novel, in which the tale hangs
on the division in the lives of two brothers, Dan and Harlan
Oliphant. The theme of the desirability yet negative influence
of industrial growth rests primarily with Harlan’s development.

The Oliphant brothers’ background is similar to that of
George Amberson Minafer. Their family is wealthy and domi-
nated by their maternal grandmother, Mrs. Savage. Their father,
a lawyer, is not seriously occupied with his practice. After col-
lege, Harlan joins his father’s firm for a time, but eventually drops
it and lives on the money e has inherited from his grandmother,
who leaves the family fortune to him because she knows that he
will keep it intact.

Dan is the family entrepreneur, from his inventive youth, to
his involvement with the transformation of the Omaby Farm into
a residential subdivision, to his later manufacturing enterprises.
While Harlan spends his adulthood doing nothing, by his own
admission, except organizing a local symphony, Dan makes and
loses vast sums of money. Dan marries a girl from New York
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who despises both him and the Midwest, while Harlan vainly
pursues Martha Shelby, who had hoped to marry Dan.

Dan, then, is the active brother, constantly boosting growth,
progress, and industrial prosperity. Harlan, like Bibbs and George,
remains detached from the city’s growth, a critical spectator of
the increasing noise and smoke, He receives little guidance
from his father, and is instead dominated by his grandmother’s
conservative views on finances—the importance of husbanding
funds and making safe investments. He is throughout his life
interested in books, travel, and music, marshalling spirit only
when lashing out at Dan for “ruining the one decent thing the
city possessed—a splendid dignified old street” (p. 410) or
when criticizing the “flimsy and dreadful bungalows and the
signboards screeching at the trees” (p. 395) of the Ormmaby
Addition.

As the brothers approach middle age, a subtle but definite
change comes over Harlan: he gradually falls under Dan’s influ-
ence. Having listened for years of Dan’s grandiose schemes and
promises, he finally begins to hear to some extent what Dan is
trying to say. The reader does not see in great detail the change
in Harlan. Indeed, it is a flaw of the novel, and the root of the
problems in interpretation of it, that Tarkington does not explore
the process of change in full with the reader. But we do see the
result. Dan assumes the role of leader and father-figure in Harlan’s
life, so that when Dan enters what proves to be his final down-
twn in fortunes, Harlan uses the capital he has hoarded for so

many years to rescue Dan from financial collapse. He recognizes, -

in middle age, that “I've been just nothing; but even if he [Dan]
falls, he’s at least been a branch of the growing tree, though we
don’t know where it's growing to, or why” (p. 478). He recog-
nizes that Dan’s success has personal meaning for him, that he
can’t allow Dan to “fall off” the edge of his precarious financial
position, not just because “Dan’s my brother” (p. 485), but also
because Dan really has achieved something, more than Harlan
has ever dreamed of accomplishing for himself. This achievement
is part of the Oliphant name; and Harlan’s own respect for his
brother, plus his ties to his family heritage, enable him to lend
the money and prevent “the name of Oliphant [being] dragged
through all the miserable notoriety of bankruptey” (p. 485).
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The end of Dan’s life and the recognition of Harlan’s develop-
ment are precipitated by Tarkington’s third “traffic accident.”
Dan has given his son, Henry, a car, which encourages even
further the wild tendencies Henry has exhibited. Dan is forced
to go out in 2 severe storm to find Henry, and as a result catches
the chill that leads to the pneumonia that kills him. Once again,
Tarkington uses an automobile to bring about a major realization
on the part of one of the main characters; it is Harlan’s realization
of Dan’s importance to him, and Dan’s death, that enable him to
change from the passive dilletant to the somewhat more active
bank director that we find at the end of the novel.

Martha respects the change in Harlan, and so marries him
and persuades him to move to Ornaby. Harlan is stll skeptical of
growth and pregress. “It’s all ugly. It’s all hideous” {p. 490)
he exclaims of the city at the end of the novel. But he also com-
prehends Dan’s perception of the beauty of industrial smoke.
Harlan, at the conclusion of the novel, is an active part of the
growth of the city—not an entrepreneur as Dan was, but still a
participant rather than a sideline critic. He will not lose the
cultural and family ties he has nurtured for most of his adult life,
but neither will he return to the dillentantism of his previous
existence. He has entered a new era, like Bibbs and George,
reluctantly but inevitably, with mental reservations which do not
seriously impede action.,

In forcing the three heroes of Growth to reject their prefer-
ences for female-dominated cultural ideals and accept a male-
oriented business life, Tarkington is, of course, following a normal
pattern of our society. The business-oriented male and the home-
and-culture-oriented female are patterns which go beyond our
own time and society. In the archetypal concepts of psychologists
like Jung and Neuman, women are traditionally endowed with
characteristics centering on the preservation of the home and
family. They are spiritual, loving, and nurturing. Men tradi-
tionally have opposite characteristics which are still necessary
to the development of society—they are demanding, rejecting
toward threats to the preservation of growth of society, powerful,
oriented towards reality, and authoritarian. (For a full discus-
sion of this concept, see Sven Armens, Archetypes of the Family
in Literature.) Male children are traditionally reared in the
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loving, nurturing female atmosphere, and expected to participate
in the values of that atmosphere, until puberty, when they must
choose to be men, like their fathers. Whether in primitive puberty
rites or in our own tradition of “getting a job” and “settling down,”
male adolescents are expected to take on the roles of their fathers.

But not all male adolescents succeed in making this transfer of
identity, In Psychological Aspects of the Mother Archetype, Jung
recognizes the existence of a “mother-complex” in adult males
which may have many positive effects. Such men may have a
great capacity for friendship, as Harlan does; they may have
good taste and an aesthetic sense, as both Harlan and Bibbs do.
They may lLave a feeling for history, and cherish the values of
the past, as do all three heroes, especially George. But there are
significant negative effects of such a complex too; in the novels,
these effects are represented in the heroes’ inabilities to form
families of their own.

The three heroes of Growth are deprived of an early oppor-
tunity to recognize the necessity of the choice between the mas-
culine and feminine worlds. All three have fathers who are either
very weak or who ignore them; thus they do not recognize their
fathers’ life patterns as ones they will eventually have to emulate.
Instead, they spend their adolescence and young manhood in a
world dominated by “feminine” interests—preservation of the
family name, a rather dilatory pursuit of literature or music, the
nurturing of close personal ties (Bibbs with Mary, George with
Lucy, Harlan with Martha) in which they bear no permanent
responsibility toward the other person.

All three of the heroes eventually realize that they must alter
their life patterns and actions, because they exhaust the value of
the feminine interests to their lives. Bibbs realizes that, if he
truly values Mary and her interests, he must preserve them finan-
cially in the traditional masculine way. George realizes that his
family obligation toward Fanny demands that he give up his
false sense of pride in his family and go to work in a nongentle-
manly profession. Harlan also confronts a conflict between his
desire to preserve the family fortune in a conservative way and
his desire to preserve the honor and integrity of the family by
helping his brother. All three recognize that they can preserve
the family only by linking themselves to the masculine world of
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business instead of by passive acceptance of a life-style dominated
by dilletantism and inaction. The choice is made much harder
for these heroes than it is for the average male because the realiza-
tion for the necessity of the choice comes so much later in their
lives, after they have lived as mature individuals dominated by
“feminine” actions. And in fact, it is the lateness of the realization
of necessity on which Tarkington hangs all three of his plots. By
delaying a culturally familiar choice to a time at which the heroes
are fully mature and intellectually aware of the nature of the
choice and the personal sacrifices that are involved in it, Tarking-
ton links his heroes to the growth of the nation, which came to
maturity under an agricultural way of life, and which was, at the
turn of the century, forced to re-evaluate its goals and future.
Americans were not fully prepared for a new, industrial life-style
which brought with it evils like pollution as well as benefits of
rising standards of living.

Tarkington, as many critics have pointed out, does see the
acceptance of industrial growth as vital to the future of the
nation. Yet critics have generally failed to realize that his having
his heroes convert to industrial life-styles while preserving some
remnant of the old systems either through memory or through
marrfage is not a simple-minded solution. In linking the choices
the heroes make to traditional concepts of masculinity and femi-
ninity, Tarkington is emphasizing the universality and significance
of the choice, and demonstrating that the acceptance of industrial
growth is in fact a part of the very nature of things, a part of our
tradition which goes beyond a tension between agriculturalism
and industrialism, and reaches to the very roots of our archetypal
beliefs about sex roles. While Tarkington can be criticized for not
allowing his heroes to change gradually, and for failing to prepare
his readers adequately for the change, he cannot justly be criti-
cized for discovering a simplistic solution to problems faced in
the industrialization of the country. In fact, he has explored those
problems in terms of extremely strong archetypal beliefs about the
nature of society and sex roles, beliefs which, in spite of con-
temporary questions and dissent, have not significantly changed
in Western societies.

University of Pennsylvania



TWO MIDWESTERN STORIES BY DON MARQUIS

Jorn E. Harrwas

Don Marquis (1878-1937) was ome of the most .famous
American humorists of the early twentieth century, but his works
are now seldom read and rarely discussed.? Bethaen 1912 a.nd
the year of his death he wrote thirty books—collections of stories,
poems, and essays, along with a few plays and novels—{no‘st of
which are now out of print. If he is remembered at all,. it is ffor
his colupms in the New York Sun and Herald Tribune, in wh1c¥1
Archy and Mehitabel (a cockroach and a cat) figured promi-
nently, or for his one successful play, The Old S-oa.k (192% ). This
year marks the centennial of his birth, but it is not likely to
witness a revival of interest in his work. Too mu(.zh o.f w%lat -he
wrote is topical and shallow, the result of a brief lIIS.pll'atIOIl
rather than extensive reflection and serious craftsmanship.

However, among his works are two short stories which—

along with the best Archy and Mehitabel pieces and 1?81‘1]“:1[)5 a
few poems—have some claim to a continuing rfadershlp: How
Hank Signed the Pledge” and “Country Doctor. f}lthoug?l Mar-
quis disliked much about Walnut, Illinois, and its environs—
where he was born and raised—and he seldom wrote works that
celate to his experience there, these two stories are based on
that area? “How Hank Signed the Pledge” is a humorous ta.le
that was published in The Revolt of the Oyster -(1922), whﬂfa
“Country Doctor” is a serious story that appeared in The Ameri-
can Magazine in 1935. Both were later iIlC]:uded in The Best c?f
Don Marquis (1939). Taken together, they indicate that Marqt.us
has achieved a small but respectable reputation as a Mid-

western author.
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I

In “How Hank Signed the Pledge” the narrator recalls an
episode from his youth, in which Hank Walters (his foster father)
fell into a cistern and was forced to sign a temperance pledge
before being let out. The story is a character study of an ignorant,
temperamental, profane, small-town ne’er-do-well and a satire

on village society in the Midwest at the end of the nineteenth
century.

The characterization of Hank Walters was, to some extent,
inspired by a man who lived in Marquis’s home town when he
was a boy. According to the latter’s autobiography, a certain
“Hank W.” brutally murdered his wife and was sentenced to
life in prison, but he later claimed that he underwent a religious
conversion, and so some of the “good Christian people” of Walnut
managed to get his sentence commuted. He returned to the com-

munity, where Marquis frequently saw him in church, the object
of much attention:

In more mature years M[arquis] has begun-to suspect
that old Hank was a kind of subtle, savage humorist. He
had repented, officially, and he enjoyed making the church
people live up to the letter of their creed; he saw to it that
the Repentant Sinner got all the glory that was coming to
him. Hank liked the whole show. His old murderer’s heart
leaped in hellish glee when he saw how his hypocrisy suc-
ceeded. His children . . . wouldnt have anything to do with
him; but the professed Christians were helpless. They had
to forgive him or acknowledge that they werent really
Christians, Besides the harm he did with the murder, he
went on doing harm as long as he lived, as a focal point for

all the maudlin sentimentality of which these half-baked
little churches are capable.?

However, the fictional Hank’s problem is drink, not bloodshed,
and far from being a hypocritical Christian, his refusal to submit
to the standards of “good Christian people” forms the very center
of “How Hank Signed the Pledge.” In other words, Marquis
used Hank W.’s name and his notoriety as a sinner in creating
the short story character, but he did not attempt to portray the
man more closely. It is also evident from the above autobio-
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graphical passage that the author’s negative view of s.mall-town
church members—which is apparent in the story—is at least
partially related to the circumstances of Hank W. in \Yalnut. .

In the writing of “How Hank Signed the Pledge,” Marquis
was influenced by Twain’s use of an uneducated narrator in
Huckleberry Finn. Indeed, an earlier version of the tale. is ps@?lt
of Marquis’s first book, Danny’s Own Story (1912), which pre-
sents, like Twain’s novel, the serio-comic adventures of a boy who
runs away from home. In fact, Huck’s drunken father also s'tands
behind the figure of Hank Walters, although the latter is far‘
more comic than Pap Finn* Toward the outset, the narrator
describes him in this way:

About the meanest man | ever knew was Hank Walters,
a blacksmith in a little town in Illinois, the meanest 'alnd the
whiskey-drinkingest. And I had a chance to know him well,
for he and his wife Elmira brought me up. Somebody left
me on their doorstep in a basket when I was a baby, and

ook me in and raised me. . . .

the)lr\lzt having any kids of his own to lick, Hank Jambasted
me when he was drunk and whaled me when he was sober,
It was a change from licking his wife, I suppose. A man
like Hank has just naturally got to have something he can
cuss around and boss, so as to keep himself from finding

out he don’t amount to anything . . . althoggh ,_he. must
have known he didn’t, too, way down deep in his inmost
gizzards.®

The narrator recalls that he was six years 0151 when Hank
came home drunk one day, “got to chasing Elmira’s cat, })ecause
he said it was making faces at him” (p. 277), and fell into the
cistern. Oddy enough, this occurred inside the house, for the
cistern was beneath a trap door in the kitchen ﬂoor.' Hank was
in no danger of drowning, for the receptacle contained only a
few feet of water. However, since the narrator had been warned
by Elmira that if he ever fell into the cistern he would be.a
corpse, all that he manages to blurt out when she returns i,
«Fank is a corpse!’ ” (p. 278). This circumstance, together with
the fact that the frightened boy closed the trap door, allows
Elmira and the neighbors to jump to the conclusion that Hank
must have killed himself at work, in the blacksmith shop.
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While someone is sent to investigate, Elmira and her friends
sit down to Jament Hank’s death, and so the latter decides to
listen in from beneath the floor. Each of the women tries to think

up something nice to say about him, but they have a hard time
doing so:

Mis” Rogers, she says: “Before he took to drinking like
a fish, Hank Walters was as likely a lookin” young feller
as ever | see.”

Mis’ White, she says: “Well, Hank he never was a
stingy man, anyhow. Often and often White has told me
about seeing Hank treating the crowd down in Nolan’s
saloon just as come-easy, go-easy as if it.-wasn’t money he’d
ought to have paid his honest debts with.” (p. 286)

And Hank doesn’t appreciate the effort anyway, for as the nar-
rator says, “They sat there that way, telling of what good points
they could think of for ten minutes, and Hank hearing it and
getting madder and madder all the time” (p. 286).

Hank finally reveals that he is in the cistern and that he has
not at all been reformed by the experience. He yells to Elmira,
“‘When I get outn here . . . I'll give you what you won’t forget
in a hurry! I heard you a-forgivin’ me and a-weepin’ over me!
And I won’t be forgive nor weeped over by no onel’” (p. 288).
She then decides to take advantage of the situation in order to
force Hank to sign a temperance pledge and join the church.
Thus, Elmira and her friends ave soon praying for his salvation—
while Hank’s cronies from Nolan’s bar are outside “laughing and
talking and chawing and spitting tobacco, and betting how long
Hank could hold out” (p. 291).

The town’s commiiment to Hank’s reformation increases as
more and more people show up, and a regular revival is started:

They sung revival hymns over Hank. And Hank, he would
just cuss and cuss. Every time he busted out into another
cussing spell they would start another hymn. . . . Two or
three old backsliders in the crowd came right up and
repented all over again. The whole kit-and-biling of them
got the power, good and hard, and sung and shouted till
the joints of the house cracked and it shook and swayed on
its foundations. But Hank, he only cussed. He was obsti-
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nate, Hank was, and his pride and dander had risen up.
(p- 292)

Finally, cold, hungry, tired, and “cussed out,” Hank agrees to
sign the pledge.

gnAs hepdoegs so (still in the cistern), the l?cal preacher s;?d-
denly baptizes him from above. Hank is too ignorant to lrea 1?(:
that the baptism is invalid, and he is exaspera.ted by the t 101.1gi h
that the central principle of his character—his resistance to the
church—has been taken {rom him:

“ owd I always made by brags that I'd never jined
aYglliul:::lh‘an neverywould. You knowed I was proud of
that. You knowed it was my glory to tell it, and that I
set a heap of store by it, in every way. And now you vg
gone and took that away from me! You've gone and jine
me to the church!” (p. 294)

But the story closes with a superb comic irony, for the baptism
has an adverse effect on Hank’s character. As the narrator says,

Hank always thought he had been baptized b.indmg and
regular. And he sorrowed and grieved over it, and got
grouchier and meaner and drunkener. No pledge- nor no
Prohibition could hold Hank. He was a worse man in every
way after that night in the cistern, and took to licking me
harder and harder. (p. 294)

Aside from being a delightful tale about the unregenerzfte
drinker who obstinately stands against the eﬁoris of. an entire
town to reform him, “How Hank Signed the Pledge” satirizes thosg
people who put stock in temperance pledges and ot.her outwar.
indications of decency, such as church mt?mberslnp.' Marql.ns
recognized that such matters often became ImPortant in a M:Ed-
western small town simply because everyone in the community
knew who was or was not a drinker or a church membt‘er. 'Sec’;
against the folly of trying to reform people t}frough this kin
of community pressure is the narrator’s ﬁe@omt, exp.ressed Iint
the beginning of the story: “If meanness is.m a man, it lfsuahy
stays in him, in spite of all the pledges he signs and promises he

makes” (p. 275).
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“Country Doctor” is also a character study, but instead of
presenting the meanest man in a small community, it portrays
the most admirable one. The central figure, Dr. Stewart, is a
physician who is driven by his sense of concern for the people
in his area, and who faces the challenge of the natural world
duwring a'storm to emerge as an individual of heroic proportions.

The character was unquestionably inspired by Marquis’s
father, a physician in Walnut, as Edward Anthony has pointed
out.® (In fact, “Stewart” was Dr, Marquis’s middle name.) More-
over, the setting of the story is a vast swamp along the Green
River, where Dr. Marquis carried on part of his practice. The
author describes the area (which was later drained) and the
people who lived there in his autobiography:

West of the town where M. lived, and with its outposts of
slough and lake not more than a mile or two from the vil-
lage, was a large swamp. It was sixty or seventy miles long
in wet weather, and anywhere from fifteen to eighteen miles
broad. Through the middle of it wound a big creek, or
little river, called Green River, which drained westward
into Rock River, which, in turn, emptied into the Mississippi,
not far away. The swamp was wild at jts heart when M.
was a boy; wolves were still found there about 1890, and,
once or twice, eagles. It was beginning to be crisscrossed
with drainage ditches. . .

In this swamp were the remnants of a peculiar people,
when M. was a lad. They were the descendants of some
westward-trekking tribe of white trash who had stopped
there, and stuck in the mud, from very early days. A back-
ward, ignorant people, they seemed to bear little resem-
blance to the most respectable settlers in the farms and
villages about the borders of the swamp. The swamp itself
was dotted with hillocks, wooded islands, swales, and ridges
and hummocks of higher land. . . 7

It is this region which poses the challenge to Dr. Stewart in
“Country Doctor.” At the outset of the story, the Green River
swamp is described, along with the doctor’s attitude towards it:

It was still raining; the water had been flung turbulently
down out of the sky all day long. And now it was early
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dark, an October dark, and the world outside the Doctor’s
windows was a chaos of cold, wind-driven rain and lowering
gloom and mud, the sticky black mud of northwestern
Illinois which clings and clogs and overwhelms. Dr. Stewart
peered out at the village street . . . and breathed a little
prayer that he would not have a call; especially a call out
to the Swamp.

He shuddered when he thought of what the Swamp
would be like tonight. Green River, which drained the vast
tract westward to Rock River and the Mississippi, would
be up and roaring and tearing at its low clay banks; and
the swamp roads . . . would be roiled and brawling creeks
themselves in places, almost rivers. And here and there
would be a melancholy twinkle of light, flickering through
mists and scrub timber across the bogs and bayous, from
some lonely farmhouse perched on a wooded island.®

The doctor is depicted as a man “now past eighty” who “did
not know what it was to spare himself” (p. 446). And it is made
clear that the elements were his biggest challenge: “He had been
going hard all last winter and spring—battling through prairie
blizzards, battling through flooded spring swamps, to some remote
house of suflering . . .” (p. 446). However, the doctor himself
is now sick, and he is concerned about leaving his people tem-
porarily in the hands of two young and inexperienced physicians:

there were the Rays, and the Tuckers, and the Prices and
the Smiths—sickness in all these families, and what did the
two young doctors, Hastings and Jones, know about them?
Good doctors, no doubt; fine conscientious boys—but boys.
They had never fought through more than half a century
of chill midnights hand to hand with death. And these were
his people that were sick, in the village, on the prairie farms
round about, out in the Swamp—his people, and they
needed him, and what right did he have to be nursing him-

self here at home? (p. 447)

A challenge from the stormy natural world, and from the
heart of the swamp, comes to the doctor’s door in the form of
Jason Tucker, “A mud-splattered man on a mud-splattered horse,”
who was “one of his own Swamp Angels [i.e., patients who lived
in the swamp]” (p. 448). The man comes to ask the doctor’s
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llsf;;::if]D‘{.TtS’:e\erirﬁ Ilc)tiows hed must go, even though he thinks to
\ ably my death’™ (p. 449). Indeed ;
}tllzt}ﬁi I‘nay be ct?ml'ng“down with pneumonia, and mo;e(:\?efeils
 ba an occasional “pain in the cardiac region,” traceabl’ t

a strain on his heart during the previous winter o
e 2:,2 Iioctgr’: I.leart iroblem is later the cause of his death in

P, butit is also metaphorical for his sense

- I3 » Of :
rfl?;'c’ﬁm p.af:enlt he is going to see. He had mot only broughctml\l/(;;i':

Hexer mto the world but, four or five y i “

tically built a new face for hey” yours earlier, had “prac.
' her” (p. 450) after she had
llilocked1 by a horse.® In fact, he had constructed g betteraloollj:ialfn
Of Sle t}an she had had before, which “made a different persof
reas:i-i 1fp.fﬁiISl)—-—an.d ma{c{le her more marriageable. For this
reason, e e't especially “responsible for this baby that was
;ymg to get itself born out there in the Swamp” (p 451). In
zoﬁl(;témMga iI"ucker was a living emblem of his medical skill'and

* his patients, and so her hab

Y, more than th -

less o.thers he had delivered, would be a producetmdf fu'count
devotion to the people of that area, S

After sending Jason Tucker for a prescription, Dr. Stewart

heads for the swamp in h
p in his buggy., Wind and ra; i
about the deterioration of his own condition (p. ;%;;Oznzmi)l?

;Ehitch(_es hlS horse and decides to ride it through the water
dTe Taging river is representative of al] the adverse natural con-‘
t ; i;).ns tilfat“}‘le had hac,l to cope with, and so when he mutters
o ;m;e » by God, I'm going through’” it js < challenge to
anz ;}gl it: ]jmd iclhe St(irm] and the treacherous swamp and the wind

¢ physical elements; th ’
ndomnted s .o S; the challenge of the old man’

He is soon knocked off his hor
se and finds hj “clingi

;clo the 1jootli of a willow tree” (p. 458) to keepsfr:;si]i' ;hsn\geu;gt
way Dy the rushing water, After managi
. 1shi . ging to crawl] h
riverbank, he lies in the mud with a pain in his chest ltllict)ﬁ :hee )
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storm subsides, He then recovers his horse and, leaning on it
ker house.
for support, walks on to the Tuc o .
Irffically, Dr. Hastings is already there, In spite of his brtOESE
leg. They deliver the baby together, and then Dr. Stegar <ot
lap;ses saying only, “ Heart, Hastings” {p- 4?’2). A't t1 S-Pblen;
the wénrd “Leart” not only refers to Dr. Stewart's phy:sma 1;11ot o
but alludes to the quality which he now recogmzesht aeo 1(;
Hastings shares with him; an unflagging concern for the P - fn
who need them. Indeed, the final words, lle says to ely higs
man, “ By God, boy - . . you're a doctor! (p. 463) display
? . ? 0] . * him.
cense of spiritual kinship with . )
5 As Dr. Stewart dies, his mind returns to his recent experience
in the raging river: .
i i stream, with no turther
t the tide carry him on down s n, :
I:ffoi(: at resistance. He had time now, time to let himself

be carried away. Ie was leaving his people in good hands.
‘There was the wail of a baby from the bedroom.

«Another dam little Swamp Angel squawking,” said Old

Doc Stewart, and smiled; and, smiling, went on with the
rushing waters. (p. 463) -

As this suggests, the old doctor finally succumbs t(:b tlizle;1 ;az.l;;i
forces that he has been battling for so many yealis, bu  not unt
he has met all the challenges and left his people 111; "
of someone like himself, a man devoted to their we a}i . .
In this way, “Country I?olctor’.’ pc;rt;i?;s ani;rns-tc:)fr—; iz—csﬁ Ltlh 3;
rural physician as a man of heroic s ature. > fatiler the
hand, Marquis’s attempt to pay trﬂ-)ute -to 1is er,
Z?iheiarhe timqé, Dr. Stelwart’s strugg}lf n;s 1‘11;11]:;:51&2; tE;ilzzrtluE/I
i se of concern for those arounc fim,
lf];icseesn v:ith which all men must ulth:nately cqlclltencé. .;I‘ilseasi:g
may be a little sentimental, but all things consiqfre , 1
constructed narrative that ought to be better known. "
There is, of course, & cert;in irglgnlif ;1:;1 chtﬂilal’g,l :(?;(;Egand
is’ ies, “Tlow i
Oéch):[li]’;?; lijsoil(g)rr”t ;;zrthe’. most successful, .for they portray the
world that he was so anxious to leave be.h.md as a Yotf(lf gag;
On the other hand, it is common f(.)r a lelwestern au hor to be
at his best when interpreting the life of his home area
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he found that place to be restrictive. In any case, for these two
stories alone, Marquis deserves to be recognized as a Midwestern

author who made a small but distinctive contribution to Mid-
western literature.

Western Illinois University

NOTES

l. Early discussions of Marquis include Thomas L. Masson, “Don Marquis,”
Our American Humorists (New York: Dodd, Mead, 1922), pp. 247-80; Carl
Van Doren, “Day in and Day out: Manhattan Wits,” Many Minds (1924, rpt.
Port Washington, N.Y.: Kennikat Press, 1966), pp. 191-94; and Stuart P.
Sherman, “Don Marquis, Poet,” Critical Woodcuts (New York: Scribner’s,
1926), pp. 209-21. Shortly after his death two notable commentaries appeared:
Benjamin De Casseres, Don Marquis [pamphlet] {New York: Beyold Press,
1938), and Christopher Morley, “Don Marquis,” in Letters of Askance (Phila-
delphia; J. B. Lippincott, 1939), pp. 22-42. More recent studies include Chris-
topher Morley, “Don Marquis: An Appreciation,” Tomorrow, 9 (May, 1950),
52-58; E. B. White, “Don Marquis,” The Second Tree from the Corner
{New York: Harper, 1954), pp. 182-89; Hamlin Hill, “Archy and Uncle
Remus: Don Marquiss Debt to Joel Chandler Harris,” The Georgia Review,
15 {1961), 78-87, and Norris W. Yates, “The Many Masks of Don Marquis,”
The American Humorist of the Twentieth Century { Ames, Towa: Towa State
Univ. Press, 1664), pp. 195-218. The only major study of Marquis is Edward
Anthony’s biography, O Rare Don Marguis (Garden City, N.Y.: Doubleday,
1962), No one has discussed Marquis as a Midwestern author.

. There are also two other short stories by Marquis which relate to his Illinois
background: “The Saddest Man,” in The Revolf of the Oyster {Garden City,
N.Y: Doubleday, 1922), pp. 102-32, and “Getting a Start in Life” (formerly |
entitled “Willie Takes a Step,” in The American Magazine, 1985), in Sun Diul
Time (Carden City, N.Y.: Doubleday, 1936), pp. 159-82. He also drew upon
memories of his youth in Walnut for his incomplete and posthumously pub-
lished novel, Sons of the Puritans {Garden City, N.Y.: Doubleday, 1939}.
These three works are not very successful, although one of the characters in

“The Saddest Man” tells a Iong and amusing tale about the undoing of a
backwoods braggart.

. “The Egobiography of Don Marquis,” as quoted in Anthony, p. 29., Antheny

prints large selections from the unfinished autobiography, which otherwise
has never been published.

. Marquis's debt to the character of Pap Finn is evident in that both Pap and

Hank are inveterate drinkers who frequently whip their boys (the narrators).
Moreover, Huck’s comment that Pap would always “whale me when he was
sober” { Adventures of Huckleberry Finn, 2nd ed., ed. Sculley Bradley, et al.
[New York: Norton, 1977], p. 15) is virtually identical to the remark made
by Marquis’s narrator about Hank: he “whaled me when he was sober”
(p. 276).

. “How Hank Signed the Pledge,” in The Best Of Don Marquis (1939; rpt.

Garden City, N.Y.: Doubleday, 1946}, p. 276. All references will be to this
edition of the story, and page numbers will be given in parentheses.
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6. Anthony, p. 168. ‘ ‘
“The Egobiography of Don Marquis,” as quoted in Anthony, p. 32.
8. “Country Doctor,” in The Best of Don Marquis, pp., 444-45.' All ref.erencc:es
. will be to this edition of the story, and page numbers will be given in
parentheses. ’
0. This reference is based on an actual surgical feat performed by the author’s
father. See Anthony, pp. 58-58.
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FITZGERALD'S MIDWEST: “SOM__ETHING GORGEOQUS
. SOMEWHERE” — SOMEWHERE ELSE

Barry Gross

Reviewing The Beautiful and Damned in 1922 Edmund
Wilson informed his readers that, to understand Scott Fitz-
gerald’s work they must realize,

++ . he comes from the Middle West—from St. Paul, Minne-
sota. Fitzgerald is as much of the Middle West of the large
cities and country clubs as Sinclair Lewis is of the Middle
West of the prairies and little towns. What we find in him
is much what we find in the more prosperous strata of these
cities: sensitivity and eagerness for life without a sound base
of culture and taste; a structure of millionaire- residences,
brilliant expensive hotels and exhilerating social activities
built not in the eighteenth century but on the flat Western
land. And it seems to me rather a pity that he has not
written more of the West: it is perhaps the only millieu
that he thoroughly understands. When Fitzgerald ap-
proaches the East, he brings to it the standards of the
wealthy West—the preoccupation with display, the appetite
for visible magnificence and audible jamboree, the vigorous
social atmosphere of amiable flappers and youths compara-
tively untainted as yet by the snobbery of the East.

Wilson concluded with the hope that Fitzgerald would “some day
do for Summit Avenue what Lewis has done for Main Street.”

For once, Wilson was wrong. What Fitzgerald knew of the
West he knew well but what he knew was Timited by the rela-
tively few years he spent there.

He was born in St. Paul in 1896 but the family moved to
Buffalo in 1898 when he was two. They moved again in 1901,
to Syracuse, then back to Buffalo in 1903. They returned to

111



MIDAMERICA VI
112

St. Paul in 1908 when Fitzgerald was twelve. From 1908 to 1911
he attended St. Paul Academy but in 1911 he was sent East to

Newman School and in 1913 he entered Princeton. In 1917 he

enlisted in the army, in 1918 he met Zelda Sayre while he was
stationed at Camp Sheridan in Alabama. . -

He was discharged in February, 1919 and went 1mnfled1ate1y
to New York to make his fortune—or at least a future—in eildver-
tising. At night, in his one-room flat in the Bronx', he tried tz
imitate the popular short stories the Saturday-EUfmmg. Post ]Ii-al
good money for. He amassed eighty-seven rejection slips, selling
only one story in that four-month period, a story he had written
at Princeton and for which he received twenty d?llars. He was
no more successful at advertising. Zelda, growing restless in
Alabama, assessed the situation, and, “on the basis of common
sense,” broke the engagement. Fitzgerald went on a three-day
drunk, packed up, and left New York in July. He was twenty-
three, had no skills, no proven abilities, no future. ‘

He went home—to St. Paul—dusted off The. Rm;nantzc
Egotist which had lain in a dusty drawer since Scribner’s hadé
rejected it the year before, and through a ‘}}ot July and Augus
rewrote it frantically, He was, he said, “in a .desperate race
against time”: the novel was his last chance to win Zelda befoljie
she slipped finally and forever from hi’s grasp. In Septeml?er e
sent This Side of Paradise to Scribner’s; two weeks later it was
accepted. In October he sold his first story to the Saturdclzy
Evening Post, one which had been rejected a few short months
before, and in November he and Zelda were re-engaged.

Aside from those nine months from July 1919, when he wenl'z
lLome in despair, to April 1920, when h(? returned to NZW Yor
in triumph to see This Side of Paradise in t%le ’shop win cles.on
Fifth Avenue and to marry Zelda in St. Patnck§ Cathedral,-lFltiz-
gerald spent only one other adult year in tl}e Midwest. W bile he
was in the army he had written his cousin that he was lone-
some . . . for the old atmosphere—a fever'ish crowd a.t Prmce;on
sitting up until three discussing pragmatism or the immortality
of the soul—for the glitter of New York with a tea dance at
the Plaza or lunch at Sherries,” and, almost as an after-thouggc,
“for the quiet, respectable boredom of St. Paul” It was to t li
quietly respectable St. Paul that Scott brought Zelda in Augus
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1921. As he put it in “My Lost City,” “It was typical of our
precarious position in New York that when our child was to be
born we played safe and went home to St. Paul.” Their daughter
was born in October. By January of ’22 Fitzgerald was restless.
He wrote Edmund Wilson he was_“bored as hell” and vowed +o
come “East for ten days early in March,” In July he again wrote

Wilson, “Life is damn dull.” They went East, permanently, in
the fall of *22. '

In all, then, Fitzgerald spent about seven of his first twenty-
six years in the Midwest—two of them years of infancy and only
two of them adult years. So it is not surprising that when Fitz-
gerald did write about the Midwest he wrote about adolescents,
adolescents of the particular class of country clubs and holiday

dances, popularity, petting, and parties, and adolescents excluded
from that class.

In either case it is a narrow world, as circumscribed as the
carefully detailed opening of “Bernice Bobs Her Hair.” “From
the first tee of the golf course™ we “see the country-club windows
as a yellow expanse over a very black and wavy ocean”—“the
heads of many curious caddies, a few of the more ingenious

chauffeurs, the golf professional’s deaf sister. We then enter the
club and sit on the balcony with

. middle-aged ladies with sharp eyes and icy hearts
behind lorgnettes and large bosoms. The main function of
the balcony was critical . . ., for it is well-known among
ladies over thirty-five that when the younger set dance in
the summer-time it is with the very worst intentions in the
world, and if they were not bombarded with stony eyes,
stray couples will dance weird barbaric interludes in the
corners, and the more popular, more dangerous girls will

sometimes be kissed in the parked limousines of unsuspect-
ing dowagers,

Finally we go on to the dance floor itself to meet

- -« sixteen-year-old Otis Ormonde, who has two more years
at Hill School . . . G. Reese Stoddard, over whose bureau
at home hangs a Harvard law diploma . . . Warren Mac-
Intyre, who casually attended Yale . . . little Madeleine
Hogue, whose hair still feels strange and uncomfortable on
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top of her head . .. Bessic MacRae, who has been the life

of the party a little too long—more than ten years . .

Genevieve Ormonde, who regularly made the rounds of

_parties, and football games at Princeton, Yale,
%Sﬁfiiifsl,o :fl‘zlPCOmell .. . black-eyed Boberta Dilloni WhE
was quite as famous to her own generation as IradeO ?nsgl
or Ty Cobb . . . Marjorie Harvey who was a}rea y jus Og
celebrated for having turned five cartwheels in successy
during the last pump-and-slipper dance at New Haven.

This is all sharply observed, evocative.an.d precis?, a ?ﬂws
Fitzgerald thoroughly understands. But 1t 1s alsc? 11111E111.te a;lld
small, as constricted as the baseball world to which 1tzgsj; d
attributed Ring Lardner’s deficiencies. Ina po,sthum%is tribu
to his friend, Fitzgerald wondered if Lardner’s troubles as .eu}c
artist were not attributable to those adult years Lﬁilr(.iI.lE.:I‘ spen.t
in the world of “a boy’s game, with no more POSSlbﬂll?els 111{1 1t
than a boy could master, a game bounded by walls w 1-c (511 e}i)
out novelty or danger, change or adventure. . . . I-Iowsyex teepoyé
Ring might cut into it his cake had exactly the diameter
Frank Chance’s diamond.” o , .

The Midwest Fitzgerald knew was, similarly, a boy’s \;o;n-
and a boy’s game, without novelty or dzfmger, changeb o:t: a ;r -
ture, a diamond of occasionally glittering surface‘s u 1?111 {ad
carat or two in weight. Perhaps that is v'vhy F1tzgerit 1t
Amory Blaine spend only two years there in the large yha}utz;
biographical This Side of Paradise, a‘merely pleasant iaool’
when Amory struggles to conceal “from ‘the otl,l’er g;y(si 2 sce1r 0
how particularly superior he felt himself to be” and, discov thge
that athletics is “the touchstone of power and p0pu'lani}:1y in ne
Midwest, makes “furions persistent efforts to excel in t edwngin
sports.” He enjoys the two years, enjoys, as }‘13 puts it, ala}})bu;g
himself “to the bourgeoisie” and becoming cor}}fentmna e ,
he tells his mother, he must “go away to s:cllool —.Ef.ist.h 11 ;::c;
after, and only into his first college year, MlEneapollds is ft e pmer
to return to at Christmas, for ab hoI(iid,::ly, for “hundreds of sum

ons. parlor-snaking, getting bored. . .
" PIilpthe thirties, his and the century’s, F.‘itzgerald, in a sene;
of nostalgic stories about 2 boy nan.led Basil Dukedliee, re:;;ri?gr_
to this pre-war world in which the innocence of adolescen
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rors the innocence of a nation, We follow Basil from twelve to
fifteen, the years Fitzgerald spent in St. Paul, through pre-
pubescent hi-jinx and adolescent discoveries. The stories are
charming but they also have a peculiar and unexpected tension
attributable to Basil’s early and constant awareness that however
pleasant and even idyllic this world is, it is only a preparation for
the bigger—the “real”’—world which lies to the East, no more
than an atfractive way station between childhood and adult-
hood. In the very first story Basil, only twelve, already plans to

“go to Yale and be a great athlete.,” In the second story he spends

his time imitating a boy Basil thinks is the “living symbol of the

splendid glamorous world of Yale.” When he finally does go

East to prep school and has his first glimpse of “the long-awaited

heaven of New York,” he is not disappointed:

Broadway was a blazing forest fire as Basil walked slowly
along toward the point of brightest light. He looked up at
the great intersecting planes of radiance with a vague sense
of approval and possession. He would see it a lot now, lay
his restless heart upon the greater restlessness of_a nation.
. . . The conquest of the successive worlds of school, col-
lege, and New York-—that was his true dream that he had
carried from boyhood into adolescence.

New York “arousels] . . . longing[s]” in him for “new experi-
ence[s]” and he concludes that “a foothold on this island [is] more
precious than the whole rambling sweep of the James J. Hill
house at home.” (Hill was St. Paul’s most famous magnate; his
imposing mansion dominated young Fitzgerald’s adolescent imagi-
nation and his reputation as an Empire Builder is admired by
the lower-class fathers of Rudolph Miller in “Absoclution” and
Jimmy Gatz in The Great Gatsby. )

That it was fortunate Fitzgerald did not follow Edmund
Wilson’s advice is made indubitably clear in the only story he
wrote about an adult Midwesterner, the delightful but wholly
trivial “Camel’s Back.,” Though the hero is twenty-eight with a
Harvard law degree, his world is Basil’s and Amory Blaine’s,
a world of costume balls and holiday dances. The setting is
Toledo but, Fitzgerald tells us, we have met Perry Parkhurst
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.. before—in Cleveland, Portland, St. Paul, Indianapolis,

Kansas City, and so forth, Baker Brothers, New York, pause '
in their semi-annual trip through the West to clothe him;

Montmorency and Co. dispatch a_young man post-haste
every three months to see that he has the correct number
of little punctures in his shoes. He has a domestic roadster
now, will have a French roadster if he lives long enough,
and doubtless a Chinese tank if it comes into fashion. He
looks like the advertisement of the young man rubbing his
sunset-colored chest with linament and goes Hast every
other year to his class reunion.

The time is Christmas, the occasion a costume ball at the Howard
Tates who

... are, as every one who lives in Toledo knows, the most
formidable people in town. Mrs, Howard Tate was a
Chicago Todd before she became a Toledq Tate, a'nd the
family generally affect that conscious simph.cfcy which has
begun to be the earmark of American aristocracy. T‘he
Tates have reached the stage where they talk about pigs
and farms and look at you icy-eyed if you are not s}mused.
They have begun to prefer retainers rather tlttan friends as
dinner guests, spend a lot of money in a quiet way, and,
having lost all sense of competition, are In the process of
growing quite dull.

This is the Midwest as seen through the myopia of H. L. Men_cken,
Fitzgeralds intellectual model in the early twenties, a point of
view distant and cold. Fitzgerald saw the adult Middle West
from the jaundiced vantage point of his adopted East, super-
ficially and contemptuously, with the facile eye of the outsu%er
who does not even bother to conceal how particularly superior
he feels himself to be.

Fitzgerald was able to legitimize and humanize his crit.icism
of the Midwest in “The Ice Palace” by choosing as his point of
view a likeable Southern girl who, like Lewis’ Carol Kennicott,
is predisposed to like what she sees. But what Sally Carroll
Happer sees from the train are “solitary farmhouse“s Ce ugly
and bleak and lone in the white waste” and she feels “compassion
for the souls shut in there waiting for spring.” She is equally
distressed by the library in her fiance’s home,

T
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. a large room with a Madonna over the fireplace and
rows upon. rows of books in covers of light gold and dark
gold and shining red. All the chairs had little lace squares
where one’s head should rest. The couch was just comfort-
able, the books looked as if they had been read—some—
and Sally Carrol had an instantaneous vision of the battered
old library at home, with her father’s huge medical books,
and the old oil paintings of her three great-uncles, and the
old couch that had been mended up for forty-nine years
and was still luxurious to dream in. This room struck her
as being neither attractive nor particularly otherwise. It was
simply a room with a lot of fairly expensive things in it
that all looked about fifteen years old.

The comparison is unfair, her fiance warns her, because “this is
a three-generation town. Everybody has a father, and about
half of us have a grandfather. Back of that we don’t go.” But
Sally Carrol’s objections are not social and she is not really a
snob. It is not so much that the library isn’t old; it is that it is
not lived in. It is too neat, too orderly, too structured, too nar-
rowly and self-consciously defined as, and therefore limited to
being, a room. Like the frozen landscape and the Ione farm-
houses, it is lifeless. She means something similar when she
calls her fiance “canine,” canine meaning “a certain conscious
masculinity as opposed to subtlety,” as opposed to feline meaning
“some quality of appreciation.” All the men there seem canine
to Sally Carrol, except one whose “eyes had something in them
that these other eyes lacked”; he turns out to be “a Philadelphian
imported from Harvard to teach French.” What they lack is a
responsiveness, an openness, a flexibility and suppleness. So do
the women: Sally Carrol’s future mother-in-law seems to her “to
typify the town in being instantly hostile to strangers,” her future
sister-in-law seems “the essence of spiritless conventionality, . . .
utterly devoid of personality.” The town strikes her as no dif-
ferent than the countryside, similarly im-, de-personal: “some-
times at night it seemed to her as though no one lived here,”
The Philadelphian from Harvard thinks the people are “freezing
up” and have given in to a “brooding rigidity” because of the
“long winters”; he thinks they are “narrow and cheerless, without
infinite possibilities for great sorrow or joy.”
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The Midwest in “The Ice Palace” is rendered in images of
physical confinement—inside solitary farmhouses and comfort-
able homes, inside great coats and mufllers and mittens, finally
inside the maze of the ice palace itself where Sally Carrol wan-
ders in panicked delirium. Worse, however, are the images of
mental and emotional confinement—unappreciation, xenophobia,
conventionality and impersonality, cheerlessness and spiritless-
ness, narrowness and rigidity. It is this muffled world that Basil
and Amory must leave for the East, the world Fitzgerald could
not continue to write about because, as far as he knew it, it, like
Ring Lardner’s baseball diamond, walled out possibility.

It is the pursuit of possibility that Fitzgerald’s great Mid-
western works—The Greal Gatsby, and the two stories he wrote
in preparation for it, “Absolution” and “Winter Dreams —deal
with. “Absolution,” which Fitzgerald wrote as a “prologue” to
The Great Gatsby but decided that it would give too much
away about Gatsby too soon, is his only Midwest story not set
in the geographical and social locale of Summit Avenue with
its country clubs and holiday dances. Rather, it is set where
Jimmy Gatz grows up, a “lost Swede town” in North Dakota
surrounded by wheat and prairies. Rudolph Miller, like Jimmy

Gatz, thinks he is “too good to be the son of [his] parents”; in
his imagination he becomes someone else, someone who lives
“In great sweeping triumphs.” His conviction that there is
“something ineffably gorgeous somewhere”—somewhere else, not
in this town, not on this prairie—is confirmed by the priest who
absolves him of his sin of pride when he tells him of the wonders
of an amusement park: “They have lights now as big as stars. . . .
I heard of one light they had in Paris or somewhere that was
big as a'star. A lot of people had it—a lot of gay people. They
have all sorts of things now that you never dreamed of.” But
Rudolph has dreamed of them and knows he will have to go in
search of them, of the infinite possibilities not present in his
narrow and prescribed milieu.

Fitzgerald calls such dreams “winter dreams” in the story of
the same name, those dreams dreamed throughout long winters
in solitary farmhouses, dreams of spring when life will return,
dreams of “the richness of life.” Such dreams prompt Dexter
Green “to pass up a business course at the State university . . .
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for the precarious advantage of attending an older and more
famous university in the East.” It is because “his mother’s name
had been Krumplich,” because “she was g Bohemian of the
peasant class and had talked broken English to the end of her
days,” that “he recognize[s] the value to him” of the “particular
reserve peculiar to his university,” Like Gatsby, Dexter personi-
fies “the. richness of life” in a beautiful young girl “who had
already [been] loved” by men who, unlike Dexter, entered “col-
lege . . . from the great prep schools with graceful clothes and
the deep tan of healthy summers.” He feels he is “better than
tl.lese men, . .. newer and stronger, yet [he] acknowledg[es] to
himself that he wishe[s] his children to be like them.”

_ Fitzgerald combined Rudolph Miller and Dexter Green in
]{mmy Gatz. Like Rudolph, Jimmy Gatz “never really accepted
his parents [shiftless and unsuccessful farm people] as his parents
a.t all Like Rudolph, he has another “name ready for a long
time"—Jay Gatsby—and invents “just the sort of [Platonic con-
ception of himself] that a seventeen-year-old boy would be likely
to invent.” Like Rudolph, he envisions “something gorgeous
iomewhere.” His “grotesque and fantastic conceits” conjure up
a universe of ineffable gaudiness,” of a “vast, vulgar, and mere-
tricious beauty” he first sees objectified in Dan Cody’s yacht
1'ep.res,enting “all the beauty and glamour in the world,” then m,
Daisy’s house with its “air of breathless intensity” ::md “ripe
mystery,” and then finally, as Dexter Green did, in the girl her-
self, ali “the youth and mystery that wealth imprisons and pre-
serves.” His pursuit takes him inevitably and progressively East-
ward. When Nick first sees him, Gatsby stands at the tip of
West Egg, “stretch[ing] out his arms toward the dark water”;
Nick “glance[s] seaward”—FEastward, toward Fast Egg and th(;
green light at the end of Daisy’s dock. When Gatsby finally
arives at East Egg—on the day he forces the moment to jts
crisis—he pauses in his pursuit to survey “the green Sound
stagnant in the heat,” and then “follow[s] . . . one small sail” a;
it “crawl[s] slowly toward the fresher sea,” East toward “the
sc‘:ﬂloped ocean and the abounding blessed isles.” Gatsby is that
sail, forever outward, Eastward-bound, Daisy the blessed isle
perpetually just over the horizon. ,
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After Gatsby’s death, Nick thinks Gatsby’s father “might want
to take the body West,” but Mr. Gatz knows better. “Jimmy
always liked it better down East,” he tells Nick, “he rose up to
his position in the East.” The West is where Jimmy dreamed
his winter dreams but they could not possibly be fulfilled there.
He knew that early, whenever it was he wrote his schedule and
resolves on the flyleaf of Hopalong Cassidy. The West of Hopa-
Jong Cassidy may be the background on which those dreams
are formed, but cannot be the place where they are to be pursued
or realized for the West has been won—or lost—the fromtier
closed, as the pioneer debauchee Dan Cody clearly proves. Jimmy
will rise in the East, guided by the pragmatic get-ahead philoso-
phy and spirit of self-improvement of Ben Franklin and Poor
Richard’s Almanac, which his schedule and resolves so evocatively
parody and mirror. _

Nick Carraway comes from another Midwest, the Midwest of
Basil Duke Lee and Perry Parkhurst and Sally Carrol’s fiance,
from a city where his “family have been prominent, well-to-do
people . . . for three generations.” He, too, is sent East to
prep school and then to college, “graduat[ing] from New Haven
in 1915, just a quarter of a century after [his] father.” Then East
again to the Great War, which Nick flippantly refers to as “that
delayed Teutonic migration.”

Though Nick would probably deny the attribution, he is one
of the Lost Generation: the war has done something to him, has
made him “restless™; the Midwest he left, which seemed to him
“the warm center of the world,” now seems “the ragged edge of
the universe.” Once again he “decide[s] to go East.” His family
talk it over as if they were choosing [another] prep school for”
him, though Nick is nearly thirty, and finally agree. In the spring
of 29 Nick comes “East, permanently,” he thinks.

But it is never to be permanent because, unlike Gatsby who
has nothing to lose, Nick does not really want to leave the West
behind. Although “the practical thing [is] to find rooms in the
city,” especially if he is o make a new life for himself, he settles
instead on Long Island because it reminds him of the “country
of wide lawns and friendly trees” he has just left. Although one
reason he has come East is to avoid “being rumored into mar-
riage . . . to a girl out West,” he never “definitely” breaks off that
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“vague understanding . . . signing them: ‘Love, Nick’” because
he d?es not want to forget “how, when that certain girl played
;;.en}’us, a faint mustache of perspiration appeared on her upper
ip.

Moreover, he maintains a Midwest angle of vision. Who but
an unreconstructed—and perhaps unreconstructable—Midwest-
erner would compare the valley of ashes to a “fantastic farm where
ashei grow like wheat into ridges and hills and grotesque gar-
Siﬁ; . a.ndtl Wi(liscrn’sf g}?rage——the “small block of yellow brick
i on the edge of the wa "—to “ i
sitting on he o ngg ofthe ste land"—to “a sort of compact Main

Nick’s Midwestishness is not only a point of view; it is also
a morsﬂity. The narrowness and rigidity we have seen 1;1 “The Ice
Palace™—the carefully structured library Sally Carrol deplores—
_function in Nick as a positive rage for order. Superficially it
impels him to wipe from Chester McKee's “cheek the remains of
the s’pot of dried lather that had worried [Nick] all the after-
noon” at Myrtle Wilson's apartment and to note down the names
of Gatsby’s guests according to point of origin—East Egg, West

Egg, New York—although there seem to be no other dif‘fe,rences
among them. More importantly it impels him to do “the un-
pleasant thing” and sdy good-bye to Jordan Baker before he leaves
because he wants “to leave things in order, and not just trust
that obliging and indifferent sea to sweep [his] refuse away”
and to erase the “obscene word . . . some boy had scrawled

on the steps of Gatsby’s house.” o

. His morality, what he calls his “provincial squeamishness,”
is also a source of judgment. He condemns Daisy’s sophistic;-
tion—"“You make me feel uncivilized,” he tells her, “Can’t you
talk about crops or something?”—Daisy’s insincerity and selfish-
ness. He condemns Tom’s philandering—Nick’s “instinct [is] to
telephone immediately for the police” and to have Daisy “rush
out of the house, child in arms™—Tom’s nibbling at racist ideas
his bn,l’tality and immaturity. He condemns them all as “a rotteri
crowd” who “smashed up things and creatures and then retreated
back into their money or their vast carelessness, or whatever it

was that kept them together, and let other
’ eople cl
mess they had made.” people clean up the
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He also condemns Gatsby, “disapprove[s] of him from begin-

ning to end.” Edmund Wilson was naive 10 think that Mid-
westerners were “untainted as yet by the snobbery of the East”
for Gatsby’s pink suits and wild parties, his incredible car and
“huge, incoherent failure of a house” constitute that “preoccupa-
tion with display,” that “appetite for visual magnificence,” that
absence “of culture and taste” that Wilson deplored and “repre-
sent everything for which [Nick has] an unaffected scorn.” That
is, everything for which he has been taught to have an unaffected
scorn by his father who “snobbishly” told him that “all the people
in this world haven’t had the advantages [he’s] had” and that
“ sense of the fundamental decencies is parcelled out unequally
at birth” Nick comes East believing that the most advantaged
are the most decent yet he is forced to conclude that only
Gatsby, the least advantaged of the bunch, “turned out all right
at the end” and that crude, vulgar, criminal Gatsby is “worth
the whole damn bunch put together.”

Why the turnabout? Because Nick has learned something.
His relatives were right: Nick has come Hast to yet another prep
school and Jay Gatsby is his unwitting tutor. Though he is nearly
thirty and a veteran of the war, Nick has come East, like Basil
Duke Lee and Dexter Green, Rudolph Miller and Jimmy Gatz,
to learn, to find, to discover “the richness of life.” Too “full of
interior rules that act as brakes on [his] desires,” he is per-
petually “within and without, simultaneously enchanted and re-
pelled by the inexhaustible variety of life.” He has grown “solemn
with the feel of those long winters,” those same winters to which
the French teacher in “The Ice Palace” attributes the Mid-
westerners’ “brooding rigidity,” their “narrow[ness] and cheer-
less[ness],” their inability to posit “infinite possibilities,” to feel
“great sorrow or joy.” It is in hopes of being able to take his
foot off the brakes, to let the enchantment overcome the repul-
sion, to explore infinite possibilities and experience great sorrow
and joy that Nick really comes East, and it is Gatsby who points
the way.

Like Gatsby’s other guests Nick comes to the parties “with a
simplicity of heart that [is] its own ticket of admission.” Although
Nick criticizes them for “conduct[ing] themselves according to
the rules of behavior associated with amusement parks,” it is
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precisely for that reason that they—and ultimately Nick—c
Eo the same amusement park the priest tells Rudolph ?fm?’
Absolution” ‘with its “lights . . . as big as stars” and - lot 11;
gay people” and “all sorts of things . . . you never dreanal‘edo of0 ”
BEtt,,more. than the parties, it is Gatsby himself who serve .
N1ck§ objective correlative—his “heightened sensitivity t StI?S
promises Sf life,” his “extraordinary gift for hope,” his “¥o N tie
readiness,” his “capacity for wonder.” When ]o’rdan tellmEIi\ITl' ]c;
about Gats.by"s reckless expense of self in pursuit of DZis N
phrase‘begms ‘to beat in [Nick’s] ear with a sort of heady ex():]i,t -
illmlzn:i; gl’]ir(;\] 'c'n‘l(z only the pursued, the pursuing, the busy ane;i
the | 1_Sen;nni11 glcoulz-nows he is none of these, .and also knows that
He begins to like “the racy, adventurous feel of [New York]
at night, and the satisfaction that the constant flicker of men
and women and machines gives to the restless eye,” his restle
eye. He likes “the dark lanes of the Forties . . . Il'x::ed five d "
with tIProbbing taxicabs” in which “forms leaned together P
a‘nd voices sang, and there was laughter from unheard jokes 'a d
]%gyted. cigarettes outlined unintelligible gestures inside 2 Bl;lﬁ:
‘I‘lkmg is not enough. The priest in “Absolution” tells Rud;)l h to
go and see [my italics] an amusement park,” to “stand aI;ittle
way off from it in a dark place—under dark trees” but an amuse
ment park is not to be seen—it is to be felt, enjoy,ed experienced-
Nick reimains under dark trees, a watcher in the ;hadows 0 .
of t.heE young clerks who loitered in front of windows wa:ithr:e
Tlntll it was time for a solitary restaurant dinner—young clerk%
Elf t,l,le dusk 1t’vasl:ing the most poignant moments of night and
e.” For Nick, New York City “seen [my italics] from the
Queensboro Bridge is always the . . . first wild promise of all
the‘ m,ystery and the beauty in the world,” as Cody’s yacht and
{())ilsys[ hou.sehand Daisy herself are for Gatsby, but it is only
e'r . - . » £« . ?
anymmxgy; tlt:n_?’S] this bridge” that “anything can happen . , .
Tl.lat is infinite possibility, inexhaustible variety, and thus both
gromlse and th'reat, great joy but also great sorrow, enchantment
ut also repulsion. For Nick it is too large a risk to cross over the
bridge, to emerge from the dark places, which is why he “pick[s]
out romantic women from the crowd” but only “imagine/ s]
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[my italics] that in a few minutes [he is] going to enter into their
lives, why he follows “them to their apartments on the corners
of hidden streets” only in his “mind” and why even in his mind
he does not force the moment to its crisis but watches as they
turn and smile “back at [him] before . . . fad[ing] through a door
into warm darkness.” Like the priest in “Absolution” Nick is
afraid to “get up close” where he would “feel the heat and the
sweat and the life.”

Given Nick’s extraordinary reserve and strong distaste for
intimate personal revelation we cannot know for certain why he
is so timid, but he gives us enough hints for us to make a qualified
guess. Although Nick denies that “the wheat and the prairies
and the lost Swede towns” where priests go mad from unrequited
longing, those “bored, sprawling swollen towns beyond the Ohio
with their interminable inquisitions which spared only the chil-
dren and the very old,” constitute his Middle West, he has not
been spared. He follows those women only in his imagination
and even in his imagination only so far, because there, he says,
“no one would ever know or disapprove [my italics].” His back-
ground has rendered him more than “a little solemn”—it has
traumatized him.

Nick concludes that his “has been a story of the West, after
all—Tom and Gatsby, Daisy and Jordan and I, were all west-
erners, and perhaps we possessed some deficiency in common
which made us unadaptable to Eastern life,” but if “Eastern life”
means “infinite possibilities” and “inexhaustible variety” only Nick
is “unadaptable,” deficient. For Nick it is too late: “even when
the East excited [him] most,” even when he was “most keenly
aware of its superiority” to the Midwest, it had for him “a quality
of distortion,” it was “a night scene by El Greco” in which

. .. four solemn men in dress suits are walking along the
sidewalk with a stretcher on which lies a drunken woman
in a white evening dress. . . . Gravely the men turn in at
a house—the wrong house. But no one knows the woman’s
name, and no one cares.

That could never happen in Nick’s Middle West where he has
grown up “in the Carraway house in a city where dwellings are
still called through the decades by a family’s name.” Nick’s need

;
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iior certainty and security is greater than his need to experience
“the richness of life” and inimical to it, “Infinite possibili]fies” ar
too threatening, “inexhaustible variety” too dangerous. As Fitze
gerald did when Scottie was about to be born, Nick ‘plays safe-
and goes home, wanting “the world in uniform and at a sort of
moral attention,” walled, predictable, sure.

That. Midwest, that “warm center,” exists on no map. Nick’s
Middle West, he admits, is “the thrilling returning trains -of [his]
youth [my italics], and the street lamps and slejgh bells in the
frosty dark and the shadows of holly wreaths thrown by lighted
windows on the snow.” His Middle West is ®

- coming back West from prep school and later fi
co]l_ege at Christmas time. Tth;sepwho went fur?li?elr 1;11?;:11
C’Jhlcago would gather in the old dim Union Station at six
oclock of a December evening, with a few Chicago friends
already caught up into their own holiday gayeties, to bid
them_a hasty good-by. [Ie remember[s] the fur c’:oats of
the girls returning from Miss-This or That’s and the chatter
of frozen breath and the hands waving overhead as [they]
f:au-%htt' sight of old acquaintances, and the mﬁtchings )c;f
invitations: ‘Ar i ’ ’
iy Sch?ﬁize?;’e you going to the Ordways’? the Herseys'?

He wants his youth back, the way it was before the war, before
the Midwest became “the ragged edge of the um'ver;e " for
now he is thirty—not quite “the end” journalists mean bu,t cer-
tainly the end of one’s twenties, those years when “infinite pos-
sibilities” might be pursued and realized—and what Nick Eees
ahead is “the portentous, menacing road of a new decade
a decade of loneliness, a thinning list of single men to kn(,)w .a'
thinning briefcase of enthusiasm, thinning hair,” ,
Thoug,;h it is Nick who lectures Gatshy that “you can’t repeat
the past,” in a novel in which everyone wants to repeat the
past—not just Gatsby but Tom who will “drift on forever
f:eeking, a little wistfully, for the dramatic turbulence of somc;
{rrecoverable football game” and Daisy who still dresses in white
in tribute to her “beautiful white gitlhood in Louisville” before
she’d’ “been everywhere and seen everything and done every—‘
thing” and even Meyer Wolfsheim who “brood[s] . . . gloomily”
about “the old Metropole” and the “friends gone now forever”—



126 MIDAMERICA VI
Nick Carraway wants o repeat the past most fervently of all,
specifically that “one strange howr” on the returning trains of his
youth when he was “unutterably aware of [his] identity with this
country,” It is Nick who “beat[s] on . . . against the current” only
to be “borne back ceaselessly into the past” because that is where
he really wants to be.

For Scott Fitzgerald there were two Midwests—the secure
and stable country of Basil Duke Lee and Nick Carraway and
Amory Blaine, the narrow and constricted country of Rudolph
Miller and Dexter Green and Jimmy Gatz. They were both Fitz-
gerald’s because he was a “have” who could be sent East to prep
school and college and also a “have-not” who was affected early
by his father’s financial failures and conditioned early to suffer
the slings and arrows of the outrageous fortune that always made
him the poorest boy at a rich boy’s school. In either case, which-
ever Midwest, it was for him “the country of illusion, of youth,”
where the “winter dreams . . . flourished,” dreams about girls,
about money, about yachts, but always about “the richness of
life,” about “infinite possibilities,” about “inexhaustible variety,”
and, by definition, to be pursued and realized somewhere else.
As such, the Midwest was another country for Fitzgerald, the
past, not a place but a time, and he knew, always, if his charac-
ters did not, that it—and the dreams it nurtured—was always
“behind him, somewhere back there in that vast obscurity where
the dark fields of the republic rolled on under the night.”

Michigan State University

PENMAN FOR THE PEOPLE;:
JUSTICE VOELKER (ROBERT TRAVER)

Jonn C. Heprrr
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Former Michigan Sy
preme Court Justice John )
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In the earth, fell and drag great trees from the vast pinlg
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e Is and fortune with hi
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and in which he hoped to await eternity,

Seﬁ;{ls d;e{;lp. love for the U. P. ig proved by the fact tha't the
ngs ot Iis 10 books are in or originate from that area, There

over 100 years ago, his grandfather, driving a span 'of oxen’
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Yet to conclude that he extolled only the virtues and vices
of what was a frontier culture would be a great mistake. For two
threads dominate the fabric of his work—the significance of tl}e
law and the joy of trout fishing. He expressed t}}ese f:hemes in
six books dealing with jurisprudence and three with his favorite

1t-of-doors sport.
" Only one Il?)ook, Danny and the Boys (1951), fails to fit tl?e
mould. In it he portrays a group of society dﬁr@ou’gs who, in
Hungry Hill, live happily on the fringes f)f civilization and 2
community called Chippewa. The Judge's book parallels, in
many ways, John Steinbeck’s Tortilla Flat (195?5%).

The Justice’s contribution goes beyond writing books. For
14 years he was the Prosecuting Attorney for Marquett"e Sl‘ounty
and in 1956 was appointed by Governor G. Mennen Wllha_ms to
£l an unexpired term on the Supreme Court. In the spring (.)f
1957 he had to run to fill that brief term and, a year la’fer, again
Lun to retain his seat for another eight years. In both instances,
he campaigned like a seasoned politician and won. At the sam;:
time, he helped create the moving picture of his famous nove .'
Finally, between 1967 and 1969, he wrote a weekly column for

roit News. .
fhe ]?yeih::ttime his first novel had climbed to the best seller list
in 1958—remaining among the top 10 for 63 week§—.he ITad also
composed in his three years on the bench 100 opinions in leglal
disputes involving actual people “fighting each other or the
state” sometimes mot only for money or power, but often for

“sure unholy joy of fighting.”
fhe NIEJ wonder irle] v):ras glid to flee north to the land of frozen
tundra. Today, at the age of 74, he’s likel).z to be fOund‘at a
local bar having a beer with old friends or, in season, wadm.g a
trout stream to a secret pool where he'll make one of his notorious
roll casts in hopes of seducing the elusive native brook trout to
strike an artificial fly.

11

The Judge’s desire to write was no whim.- At ‘Ehe age of 1:‘2.,
in 1915, his first deathless prose was a story titled “Lost Alone in
a Swamp All Night with a Bear.” Voelker laughs when ‘he says
that after such a title, all that remained to be added was “Woofl

¥
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Through the years before the jackpot cash-low virtually drowned
him, he had been composing brief essays based on his personal
experiences as a D. A. and citizen.

He became, literally, a Jamesian observer-participant watch-
ing and listening to the human activity of his native bailiwick.
Even as a youngster he had whiled away hours by eavesdropping
at his father’s saloon which, near the beginning of the century,
housed the longest bar in the U. P. From the Finns, Irish, Scandi-
navians, Italians, Cornishmen, French-Canadians, and the Scots,
a mixed bag of miners, woodsmen, trappers, and teamsters, he
drank in yarns and anecdotes.

Along the way, he acquired a tastgfor beer and “Old Cord-
wood,” a mythical bourbon that affects the lives of many of his
characters. This noble man-made dynamite is as indigenous to
the U. P. as three of nature’s most noble creatures: the white-
tailed deer, the ruffed grouse, and the wild brook trout. At the
same time, he was studying the various dialects of these working-
men. They were the people he wanted to know and understand
and whom later he wanted to protect and to write about.

In those early years, the lad was living in a frontier land. If
it lacked the celebrated status of the TV west—Dodge City, stage
coaches, gun fights, posses, and Iynchings—the U. P. was every
bit as tough. He concluded that civilization in the wilderness
was merely skin deep. On the slightest of provacations, naked
emotions erupted into violence,

And as he matured, another fact impressed him. Society’s
“little guys”—the iron workers and the Indians, for example—
seldom got a square deal in the courts, particularly if cases pitted
laboring man or ethnic against the monied interests. The law
almost invariably supported, protected, and ruled in favor of big
business, big industry, big real estate, and banking interests. As
D. A., lawyer, and court justice, he helped reverse an industrial
tide that considered working men as mere chattel, to be discarded
if injured, ignored despite legal contract, and shrugged off if
death resulted from accident or illness, One of his 100 Supreme
Court opinions included the prevailing one in the case that finally

moved automobile corporations to recall annually the many cars
on which they had “absently forgotten, say, a fourth wheel.”
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Laughing Whitefish, one of his novels, also deals with the
theme. An Indian girl successfully sues a mining corporation in
a “rights” struggle centering on the firm’s contract with her dead
father,

Later, as a trained lawyer and a judge, Voelker was thrown
into the maelstrom of human troubles of infinite variety. By that
time, he could not escape the human conditions which from his
childhood had so intrigued him. As he saw it, existence for the
U.P’s little people—and everywhere else for that matter—was
pretty grim. His compassion for their trials and travail led him
to write about them. Iis awareness of how the law could help
induced him to prepare himself to understand its processes.
The combination of these two conceptions are matrices which
shaped his developing life and guided his pen.

I

One of Voelker’s trout fishing tales relates an incident in his
life as Prosecuting Attorney. He loses a jury case against a
poacher caught red-handed with 47 illegally taken brookies. The
reason: the six-man jury included five Paulsons. The defendant’s
name was also Paulson. The humorous anecdote demonstrates
how pervasive the Judge’s concern for the law, even in expressing
the joys of the out-of-doors. That “spillover” into sports occurs
despite the fact that his experiences as prosecutor, lawyer, and
judge are the focus of six of his books.

Three volumes of essays present the Judge’s opinions about
the law. They are liberally endowed with anecdotes and vig-
nettes. Three novels use the narrative form to dramatize the law.
All are written with a missionary zeal that approaches reverence.
As a devoted believer in the rule of law in American culture,
he wants to spread the word. His accounts treat the law realisti-
cally—the clash of plaintiffis and defendants in a social milieu
called the law. :

These six books might be required reading in law schools for
students who hope to join the approximately 462,000 full-fledged
attorneys and judges in the United States.

But Voelker aims as well to contribute to the layman’s under-
standing. In these times, a citizen in a legal-conscious society

Penman for the People
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On the other hand, Troubleshooter and Small Town D. A,
picture the delights and woes from Voelker's first-hand experi-
ences in “Iron Cliffs County,” an area “twice as big as Rhode
Island and almost the size of Delaware.” Together, the 54 essays
in the two books are purgative monologues that confess, explain,
entertain, characterize and pass judgment on a variety of legal
matters.

They originate from Voelker’s “daily collision” with life at
the most elemental level—his confrontations with drunk drivers,
wife beaters, pregnant, unmarried teen agers, adulterers, mur-
derers, sexual perverts, conservation violators, and those involved
in assault and battery. It's an anatomy of the busy office of a
public servant, and likens the prosecutor’s role to that of a young
intern on a Saturday night when he faces the consequences of
naked emotions in the emergency room. If this seems to recapitu-
late newspaper horror stories of human woes, the similarity is
undeniable. But Voelker’s heart is plainly on his sleeve, and
his compassion is a constant spur to readers.

There is the case of James Jorick (Small Town D. A.). In
the Great Depression, the lad, an immigrant’s son, can't go to
college. He is hired by the local bank and is rewarded by felt
chevrons, not greater salary, for his years of service. Despite his
“know how,” he is by-passed for promotion by an act of nepotism.
At 33, still broke, still unwed, he begins to steal and is caught
and sentenced to prison. Voelker deplores the “monstrous
machinery” of the law which must judge a man caught in such
damnable circumstances.

In another case, a 29-year-old lifer—sentenced for armed
robbery—is accused by another inmate of a prison murder. The
defendant tries his own case and discredits his accuser who is in
jail as a child molester. The accuser had pleaded insanity in the
molestation case, The defendant proves that the accuser is really
schizoid. In the touching conclusion, the “hero,” apparently
overwhelmed by the hopelessness of a prison life, ‘commits
suicide. (in Troubleshooter)

One of the Justice’s passions is to reform the penal system by
banishing the appalling waste brought about by iron regimenta-
tion and a work ethic which forces intelligent men to crouch in

™,
.,

T

#w;. Lo

Penman for the People 133

“squalid cages weaving children’s baskets and endless plots to
escape,” as he comments in Small Town D. A.

In “Injustice Mills” in Jealous Mistress, he excoriates courts
in which prejudice against race, creed, and color supersedes jus-
tice. Despite admitted shortcomings of the jury system, Author
Voelker approves of it. He ir\ecognizes the advantages of the rich
as plaintiffs or defendants, deplores public rip-offs by con men,
decries politics in the D. A’s office, and sympathizes with the
overburdened keepers of the public conscience who have to face
juries. On the other hand, he tends to respect most judges.

In his concern for individual rights and his sympathy for the
workingman, Voelker was a liberal and a Democrat, when those
labels were unpopular in Michigan. But he was interested in a
better world through law for the people and had dedicated him-
self to that work. Long before the term became popular, he was
anti-establishment. His essays reflect these values. At times, his
discussions are poignant, incisive, and readable. At others, they
are trivial or mere gimmickry—as when the point of one piece
is a down-zippered D. A. before a jury. In his efforts to reproduce
the dialects of ethnic groups like the Finns and Swedes, he is
not very successful. He seems to lack the ear to reproduce oral
speech patterns. In the March, 1978, issue of the Smithsonian,
Judge Voelker discusses the writer’s pitfalls and difficulties in
rendering dialect, “even the simplest,” into prose.

Yet fortunately, the trivia and poor writing are more than
offset by discerning, readable memoirs, often tinged with the
Judge's quick wit, his sense of humor, and his anecdotal mastery.
Two fine essays include an out-of-doors experience and the down-
fall of a trusted attorney. “My .Pal the Buck” in Troubleshooter
touches on the Faulknerian theme expressed in “The Bear.” A
sensitive young lawyer, after pursuing a buck, finds himself
within gun range and is unwilling to pull the trigger. The piece
is an insightful, felicitous statement of the writer’s love for nature
and respect for living things.

Also in Troubleshooter his story of the 74-year-old revered
attorney who misuses hospital funds is touched with pathos.

At the heart of his essays is Voelker’s desire to hold a mirror
up to the law, the courts, and their cohorts. He wants to discuss
the myriad of legal circumstances and the people involved. In
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this aim, he succeeds admirably. Yet until his first novel appeared
in 1958, the Judge claims the sum total of his readers could have
been accommodated in a “small broom closet”!

In the last analysis, the purview of the law is people, and
it is natural that popular essays dealing with the subject portray
human beings: judges, attorneys, and citizens. Thus, in Voelker’s
analyses of legal ideas he brings to his pages an array of people.
The essays include mere glimpses and mini-portraits of men and -
women, the way they talk and behave under varying conditions
of stress and occasional moments of normal behavior. His human-
izing usually illustrates a point in question because his focus is
idea, not character analysis or development.

Nonetheless, it was merely a matter of time until the Judge
was tempted to turn to fiction—to try to represent people against
a backdrop of the law. In short pieces he had mastered the nar-
rative skill. That encouraged him. So some time before 1956, he
began to pen his first novel. It would be followed by two others.
The three show the trials and tribulations of lawyers—two in the
courtroom, and one in politics.

The books are characterized by some similarities. The heroes
are youthful attorneys—all nice guys. They run afoul of bad
guys or old pros, smooth-talking, experienced lawyers who are
also showmen. A love affair, subdued, moral, and a bit unbeliev-
able, plays a role. All narratives are first person stories. The set-
ting is the U, P. or originates from it.

And each novel demonstrates the author’s dilemma. His legal
background endowed him with an unfathomable well of knowl-
edge, information, and conviction. Time and again, in his legal
work, he had passed judgment, and in doing so he had developed
a propensity to talk, to moralize, to analyze, and to teach.

Ideas certainly are the bases of great novels, but successful
novelists have been able to objectify their personal views of the
human condition and social problems with such skill that the
relationships between idea and characters give the illusion of real
life. The Judge has trouble creating this sort of credibility.

He takes pride in his desire to be an old-fashioned story teller.
As he has said, “None of his characters is alienated or declaims
out of a garbage can or open manholes, or sleeps with his sister

Penman for the People 135

or indulges in similar engaging practices.” These characteristics
to him are the substance of much modern fiction.

But it is not really this concept that hurts his stories. It js
among other things that his narrative urge corflicts Wi.tl’l his
1mpulse to talk through the mouthpiece of a character. Some-
times his spokesman is a besotted but reformed alcoholic attorney
or a sophisticated friend of the hero. But the roles are ploys, and
the endless rhetoric is tedious, Hornstein’s Boy, for exal;lple
opens distressingly: 10 chapters and 80 pages of ceaseless talk,
Readers are hardly encouraged to continue reading. .

Paradoxically, these ideas are belied by his first novel
Anatomy of @ Murder (1958). Tts success bafed critics and
fellow fiction writers. The late James M. Cain, an accomplished
novelist, has confessed he was “rarely so entertained as by this
strange novel.” But he was unable to understand its popularity.
Other bemused commentators criticized its clinical quality, typed
l(i]"ratmcters,hand “writing as limp as a watch by Dali,” B);’ 1958

owever, the novel, handwri -si ’
ol 163,000 e written on 840 legal mzed_ pages, had

Like the Caine Mutiny, An American Tragedy, and other trial-
centered spectacles, the heart of “Anatomy” is a murder trial
The drama of the trial and the details of its origins and its Iong.
preparation for the courtroom procedures attracted thousands of
1'e.ade;rs. The basic story is simple. An army officer’s seductive
wife is assaulted and raped by a local tavern owner, The leu-
tenant shoots, killing him instantly.

Readers are beset by questions. How will the case end? Will
Paul Biegler, the idealist defense attorney, outsmart the State
Prosecutor from Lansing? Will the haloed Judge Weaver—one
of Voelker’s venerated judges—allow certain of the defense’s
evidence? Will the psychiatrists’ testimony destroy Biegler’s
chances for victory? How will the jury respond?

These and other problems become the encyclopaedic details
of the novel. The author slowly and methodically builds the case
carries the story through the courtroom and intensifies thé
built-in drama of a murder trial that has jts own unique fasci-
nation. ‘ -

The defendant is an arrogant, bemedaled army veteran of
W.W. II and Korea, His wife enhances her natural femininity
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with tight sweaters, swinging skirts, and ungirdfd Iil;ips. le:z_

ill—i dious as the officer,

rdered man—Barney Quill—is as o .
;I;lsh lawyer, Parnell McCarthy, a good old guy and a reg)fmi,rd
drunk, helps the young hero to prepare t.he case. And 2}1)11 ;:3
Dance’zr Esq., the old pro, distasteful in his pomp and bom- ast,
encoura’tges the reader to root for the sentimental favorite—

Backwoods Biegler. _

In his early 40’s, Biegler has little love for Client Manion, but -

he defends him with the “irresistible 1:mplulse” 'strategy. 1’{11:
story’s end takes an ironic, but well motlya}ed twist. AIE H}]]?r 155LS
penuine fictional achievement in Voelker’s /plotting. " t se 1Of
credibility for readers who are willing.to wade throuﬁg | pages
tedious talk, awkward dialogue, and a bland love a air. Wil
Laughing Whitefish (1967} is also trial—centeredtilIt is (l,fya
Poe, a 26-year-old legal neophyte, wholaccepts- ﬁehc’?sger'ves
young Indian girl whose name, “Lal%ghl.‘ng Wh}te sh,” deri es
from the name of a river. She seeks justice against an éron (; ©
company which has failed to abide by a .confcract mat e lye]:? s
before with her father, now dead. In the Circuit COurt- ria ,h
loses. In the appeal before the Supreme Court, he triumphs—
i irl. ,
andI: ﬁetilfe t%le finest, most moving moments in all of \lft?eliker ;
fiction, young Poe pleads the case before the sober,' bew 11st'ere 1
justices at Lansing,. The incident generates an am‘azmg el{:P 1(315111
intensity because the novelist captures the precise c%m m; };(i)ts
of prepared ideas and extemporizing by a youngste1ii w oNex 01t bits
both the fervor and the righteousness of an evangelist. od er
of the Judge’s fictional characters is ever 50 sp'ontan.eous an (3[?113
vincing as the cherry-soda-drinking novice in this scen;cj. The
novel, incidentally, derives from a dOCumenteé! case. .(;;3 1
has told of the background of the book anfl his composi 1;1;3
problems in the Clarence M. Burton Memor.ml Lectu-r(i in 1970,
at Oakland County before the Historical Society of Michigan. .
Hornstein's Boy (1962) is a political novel. A,n UplllaleliIPen;;l-
sula attorney is persuaded to run for the lawyer.s Valha a—; 1:;
U. S. Senate. Three characters—Emile Hornsf:em, a ]ew,jl eo
Falconer, a black, and Candidate Walt Whitman ]?rlfsster,_ka
44-year-old attorney—form a political strategy bpard. g‘ e troika
seems to suggest that if the unity of black, white, and Jew can
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be achieved, a better nation will result. The spokesman in the
novel is Emile Hornstein, an intellectual, who prattles endlessly
about a variety of social problems,

- “Homstein” is another anatomy mnovel, a thinly disguised

narrative of Voelker’s political campaigns and experiences. There
are good guys and bad guys, ditty tricks, public speeches and
appearances of the candidates, an anemic love affair, and talk
about communism, race relations, unions, prejudice, love, ideal-
ism, and violence. The opening ten chapters foretell the book’s
rhetorical quality. : :

Justice Voelker’s three novels show readers the operations of
the law and law-men, not gun-toting sheriffs nor lynch mobs,
but youthful heroes unswervingly dedicated to justice by means
of courts of law and a better world through politics. He describes
the drudgery and frustration of the law’s daily routine and prepa-
ration for court trials. The political trial is a period of intense
grind. : ‘ :

Although the Judge has opened the doors to the court-room
and attorney’s office, he has tended to oversimplify human be-
havior. His heroes are pretty much of the same mould. None-
theless, he writes effectively about the way the Jaw functions,
and his fiction, for this reason, is more important than has been
recognized. The law is a societal force, important in its inter-
pretive and restrictive functions in American culture. Few writers
have tried with such conviction and understanding to popularize,
to explicate, and to demonstrate this facet of American life,

As incredible as it seems, his fiction is in the tradition of the
adventure story. The most important question centers on the
ending. What will happen in the court room or on the political
sceneP As a story teller, he is. a master of anecdote and has a
strong scenic sense. He structures his stories with a feel for
developing suspense, and his court scenes have power,

With the final two novels, however, the strong following who
flocked to the “Anatomy” fled back to the woodwork.

. v
Shortly before the dedication of Michigan’s Big Mac Bridge,

the committee in charge received a note from Justice Voelker,
who had been invited to the ceremonies. It read: “Sorry, but
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I must confeéé I've just been named Chairman of the Bomb the

Bridge Committee.” '

Back of this wry humor lay an -ulterior motive. The Bridge
would open the isolated peninsula to an mvasion by swarms from
the infernal regions of lower Michigan and the less fortunate
states like Ohio, Indiana, Illinois, and so on. Voelker loves the
wild beauty of the big forests, the changing moods of the great
lakes, the untidy farms, and the nondescript towns. His country
was the land of solitude without loneliness. In the woods, he
could Jose himself in the “call of an unknown bird, the sharp cry
of a strange animal, or the mystery of a flower.” The coming of
hordes of intruders meant that this Eden would disappear forever.
He has used the term BBC to mark the U. P.’s tumning point.
BBC means Before Beer Cans, a symbol of the debris and destruc-
tion that identify the trashing by the general public since the
Bridge. For Voelker selfishly wanted to maintain the northland’s
status quo. He sought to hold fast to nature’s virginal yesterday
to preserve the native trout. His “long drug addiction to the
dream world” of trout fishing lured him time and again to
secret places to duel with the wily adversary.

Although the law and trout fishing are strange bed-fellows,
they have at least two common demonimators—the ritual of pro-
cedures and the challenge of the unknown. In both, the battle
of wits intensifies dramatic relationships with an unforeseen out-
come. These captured the mind and heart of the Judge.

From his 50 years of trout madness—the craft introduced to
him by his father—he published between 1960 and 1974 a num-
ber of essays. They explain his ideas and recount his trout fishing
experiences. To Voelker, the art and ritual of fly casting is a
joyous and poetic experience, “fish or no fish.” Fundamentally,
the trout fisherman is the master of fakery and sham—and he
needs the full play of his art with the artificial fly to lure strikes
from one of nature’s noblest creatures.

Both reel fishing and spinning he finds tedoius and time-
consuming. Anglers who toss out gobs of worms or plugs chiefly
thrash and splash. Fly fishing, however, requires more than
muscle. Art and finesse aré necessary to roll cast a size 16 Adams
fly (as big as a minute) and lay it “just so” on the surface tension
membranes with the delicacy of a kiss. ' ‘

1
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Fisherman Voelker, incidentally, owns over a thousand dif-
ferent trout flies and a fishing car jammed with gear and an
over-burdened bar. From 1936 on, he has recorded in his journal
the.detaﬂs of who, when, where, and “the score” of his] ever
fishing expedition, To him, the journal is to fishing as the endl 4
volumes of legal cases are to law professionals. .
‘ 'Tl;e-' Anatomy” cash flow freed him to fish, to indulge himself
Im stfl-kmg the trout, and fishing placed a premium on quietude
wmility, and endless patience. These qualities and the Jure Oi;

the unexpected and ; .
" P nd the unknown cqntnbuted to his life-long

His fishing essays a " in thre
ppear in three books: Trout Mad
g igsg), Anatomy of ‘a Fisherman (1968), and Trout M::;fg
).. Some of these compositions were published also in
magazmes.. The l')ooks contain his consummate achievement as
1:; prose writer. His frequently published “Testament of a Fishey-
al?, a 200 word declaration, speaks for all trout sportsmen as
;:eih as“lto ds’Portsmen who love the out-of-doors. The statement
e “lead” e i ]
i ssay in the Anatomy of a Fisherman, a collector’s
. In 1the .late 60’s, Life Magazine Serit Robert W. Kelley, one of
Its protessional photographers, to the glaciated hinterland to do
alplcture story on trout fishing and the Judge. Kelley took 1.400
p 1.0t0graphs;' Life used three. Later the author and photogral;her
;—m a labor of love—chose from among the remaining color pic-
r;l;'jft those ttI;ley liked. The Judge wrote a slender text. The
i asyn i : iti i !
oo, ynthesis of graceful writing and magnificent photog-
| In Trout Magic, his latest book, the title essay combines an
€ e(;orant st-atement of fishing, observations on the out-of-doors
a}:ll the dlsco.very in the forest of cunningly hidden forts which,
t e Judge thm]{st date to pre-Columbian times. In another, he
;?tlrlzes academicians who have pursued “Hemingway’s T,wo-
m:artedtSecret. Téle Judge contends that the famous sports-
n, a true trout i i
man, @ tn ut fisherman, would never have identified the
No male chauvinist pig, he identifies a woman as one of the
very best “top fishermen of any gender” whom he’s ever known
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or fished with, Another of his effective trout adve.ntures is called
“The Intruder.” It leads up to a climax centering arc?und the
Judge’s pique over a canoer’s intrusion at a secret fishing spot.
The narrator is shamed by his selfishness. The essay has the
suspense and situation of a fine short story. o

Although his essays originate from trout ﬁshmg,. in them he
is a latter-day Thoreau—interested in nature, manl.and, and 'the
mystery of existence. His pieces meander among ideas and ém-
pressions with a leisurely pace, augmented ?)y anecdt?te and a
conversational tone. The clichés and affections of 11‘15 earliest
books have disappeared. He has obviously paid attention to the
how of. composition. The result is writing that exudes a mature
wit and the charm of a complete angler, a man v&tho loives' what
he’s writing about—the out-of-doors and his happiness in it,

As readers adventure among his volumes devoted to tr.out
fishing, they will discover that Trout Magic pro]aably best.umﬁfas
the man, the matter, and the method in that intimate relationship
that produces the finest kind of expository. art. ‘ A

The pity is that trout fishing—the nominal subject matterf—
masks an inquisitive mind with interests beyond the craft.
Readers, as a result, are not likely to be numerous.

A%

The few critics to evaluate Voelker's work u'sually discuss
only his fiction and dismiss it with brief, denigr.atlve comments.
Yet the author deserves fuller treatment. His fishing essays
express his joy not only with the sport but with the worl.d of
nature and its mysteries. His non-fiction prose about the la\’v
reveals the mind of a modern jurist who helped shape the law’s
new direction. And his fiction has illustrated aspects of everyday
law and politics. If he has failed to appeal to a w1desprea§d.,aud1-
ence and the critics, he has been true to 111mself—.wn't1ng to
please himself. And he has found happiness in the kinship with
those who read him.

At this kind of analysis, the Judge shrugs his shoulders. He
is satisfied to know this his “clients”—so to speak—may not be
numerous but they are discerning and loyal.

Central Michigan University

EVAN S. CONNELL JR.’S MRS. BRIDGE AND
MR. BRIDGE: A CRITICAL DOCUMENTARY

Ray Lewis Witk

Both scholars and general readers could justifiably think that
Midwestern literature peaked by 1920 with the works of Edgar
Lee Masters, Theodore Dreiser, Sinclair Lewis, Sherwood Ander-
son, and Carl Sandburg . . . and ended in the 1930°s with Studs
Lonigan. So little attention is paid to recent Midwestern writing
that this regional literature seems already “historical,” in contrast
to Southern literature with its vitality and continuity, Perhaps
because Midwestern authors have often abandoned the heartland
as home and subject-matter, the student of recent Midwestern
literature becomes discouraged into seeing the seeming diffusion
of native literary culture, the apparent lack of tradition, and

the usually unloving treatment of the homeplace by successful
MidAmerican authors

a

Yet there have surely been successes in Midwestern literature
since the age of James T: F arrell, works of great native strength
and enduring national value, Among successful Midwestern
authors of recent years who have written brilliantly of their ter-
ritory is Evan S. Connell, Jr., whose Mrs. Bridge and Mr. Bridge
I consider absolute triumphs of satiric realism, The companion
novels Mrs. Bridge (1959) and-Mr. Bridge (1969) dissect in
cameo-like vignettes the respectable life of Kansas City in the
1920’s and 1930's. To write that I was as shocked into recognition
of genius by these two novels as T first was by Winesburg, Ohio
indicates how enthusiastically I encourage study of Evan Con-
nell’s Midwestern fiction.

To further such rewarding study, I have collected 125 con-
temporary reviews of Mrs. Bridge and Mr. Bridge, published in
newspapers and magazines across the United States (and, occa-
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sionally, Canada) from 1958 through 1970. I preser%t here a
digest of these reviews; for the use of all students of Mld\.vestern
Jiterature, I have given the entire collection to The Society for
the Study of Midwestern Literature,

Biographical note:

1.

[

Mrs. Bridge. New York: Viking Press, 1959; 254 pages; $3.75; published

anuary 1959. . '
%’?IISIQRJ‘LLTI):d—New York: Fawcett World Library, 1970; 924 pages; $0.95;
published August 1970. ‘
My, Bridge. New York: Alfred A. Knopf, 106%; 369 pages; $3.95; published

2 April 1969. . .
?’apeﬂ::)und—-New York: Fawcett World Library, 1970; 255 pages; $0.95;

published August 1870.

Mrs. Bridge

“ wo Midwesterners.” Library Journal 1 October 1958. .

“hb:llf;t ];I;idge is ‘a rather wealthy, pleasant, kindly,' and somewhat megfcgﬂ
Kansas City matron’; she lends her name to Fhe t1t}e of 'Evan]iConmi}1 st rst
novel. Mr. Connell {who lives in Kansas C1t‘y, M]SSL:!UII) be, ieves at s
may he found ‘in any city or fair-sized town in America. . .

jew. Booklist 15 December 1938. o .
E‘:ws?:’ies of very short chapters depict in understated, realistic prose the

everyday incidents of marriage. . . . The cumulative effect of these episodic

= = x »
snapshots is a discerning full-length portrait, For a feminine audience.

. Nyren, Dorothy. Review. Library Journal 1 January 1959.

“This must have been a difficult novel to write, lacking height, depth, anc}E
forward progress—as Mrs. Bridge's life' did—but Mr. Co'mle]l h.as beendmcf)s
successful in his dissection of one life of quiet desperatlon' which stan s for
many such lives. Written in “classic prose, illuminated by wit and compassion,
this novel belongs in all fiction collections.”

Fishwick, Lucy F, “A Woman’s Quiet Duel With Life”” Roanoke Times {VA]

11 January 1959. .
“A jpﬂinter as well as a writer, Mr, Connell has worked out.a ‘techmque t.hat
reminds one of impressi()nist—ﬂr better yet, pointxhst—pamhfxg:.. He %wes
us a myriad of small, shimmiering episodes (the book has 117 d1v1s1.ons), rom
which emerges a single picture. . . . Not that we should cc.ms‘xder this =
masterpiece or major work. Think of it instead as a genre painting, true to
its locale, and not meant to_shake, the world. -
W.. C. “A Look at Mind That Led a Good Woman to Fail.” Buffals Evening
ews 17 January 1959. . ]
%YM'r ,Con]nell delves into the feminine mind, probing the tragedy _of the
insig.m‘ﬁcant that can swell to huge proportions, His final sketch depicts the
ultimate depth to which the soul can fall, to cry for help and hear no answfer.
Mr. Connell possesses that unusual faculty for a man, true perception 0f ]a]
woman’s inmost feelings. His often amusing light episodes add up to fu
penetration into the heart of a lady.”
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6. Baxter, Maxine. Review. Cincinnati Enquirer 18 January 1959,

10.

11.

12,

“The book ends on the . . . desperate note of futility, and the reader is left
with a sense of disappointment, Yet Evan Connell shows so much mature
talent in his portrayal of an empty-headed, nice woman that I found myself
actually shocked into admiration.”

Chamberlain, Anne. “An Ironic and Pitying Porirait of a Subwrban Wife.”
New York Herald Tribune Books 18 January 1958.

“Evan Connell, Jr., who made an impressive debut with his collection of short
stories, The Anatomy Lesson, this time achieves a triumph of fronic charac-
terization. In his heroine, who appears at first meeting the acme of
mediocrity, he manages to create an interesting, a pathetically comic, a
tragically lonely figure. . . . This one, yon will understand. This one, you
won't forget.”

Corddry, Mary. “A Women Only Too Familiar,” Baltimore Sun 18 January
1959.

“Her tragedy i¢ her superficial, convention-ridden relationship to life and
to humanity as a whaole. . , . Where lies the blame for the lack of an answer?
In Mr. Bridge, more the provider than the husbhand and father? In American
life and society in general? In her own underdeveloped spirit? It is difficult
to say. But the greatest tragedy of Mrs. Bridge is that she is so recognizable.
To her credit, she cannot fail to inspire in the reader, male or female, admira-
tion for a top quality writer,”

. Snyder, Marjorie B, “Delightful.” Bosion Herald 18 January 1959,

“Here is a delightful story to start the new year off in a pleasant direction.
At a certain age you'll say, 1 remember Mamma’; at another, ‘why I
remember me.” Mr. Connell obviously has gazed at families with clear
eyes that enable him to show us Mrs, Bridge and her three children with
amused affection. . . . If she doesn’t live in your house, she lives next door—
and charms you.”

Troy, George. “ ‘Hello? Hello out There?” Was Anybody Listening?” Provi-
dence Journal 18 January 19359, :

“, . . with dozeens of vivid little episodes, and never drawing a moral in so
many words, Evan Connell builds an extraordinarily fascinating picture of
a futile woman in his new novel, Mrs. Bridge. . . . If one hegins by jeering
at this altogether exasperating female who seems to minsunderstand every-
thing, pity is the emotion that dominates at last—testimony to Author Con-
nell's unusual insights. Mrs, Bridge’s heart is always in the right place, if
muffled in clouds of incomprehension about other hearts, We thank God that
we are not like Mrs. Bridge—and then we stop a moment.”

Review, New York Post 18 January 1959,

“This is a sad little tale heneath its veneer of humor, an empty life, a woman
who winds up like a dead leaf hanging from a tree, But don’t let the gloomy
undertones head you off; Connell gives Mrs, Bridge the wry treatment, and
artistically too. He's a very accomplished writer.”

Review. Washington Post and Times 18 January 1959,

“Mrs. Bridge by Evan Connell, Jr., will be a sharp disappointment to those
who admired his short story ‘The Anatomy Lesson,” published in a collection
under that title several years ago. His first novel uses a technique of dis-
jointed episodes to tell the story of a Kansas City housewife from marriage
through middle age. Her life seems dull to her, and she appears to be
right.”



144

13.

14.

15.

16.

17.

18.

19,

20.
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Hogan, William. “A Bookman’s Notebook.” San Francisco Chronicle 19
1859.
laTIIl;:aa;ymergence of a true literary talent—the shock of recognition, as Edmund
Wilson calls it—oceurs all too infrequently, . . . Mrs, Bridge, by Evan S.
Connell, Jr., carries this shock of recognition. . . . His social satire is never
the raw stuff of Lewiss Gopher Prairie, nor the unvarnished realism of
Dreiser’s work, Connell is an original, We will look this over tomorrow in
more detail, for T think it is the season’s memorable novel.”
“Lonely Mom.” Time 19 January 1959.
“When catastrophe breaks into his heroine’s hot-house existence, the author
flinches nearly as much as she: the event is seen from the outside, and the
reader cannot know if Mrs. Bridge feels any more deeply than the clichés
she utters. He is a gentler observer than Philip Wylie, but Connell’s con-
clusions about U.S. womanhood may not he too different.”
“It’s Possible.” Newsweek 19 January 1959,
« . . Evan Comnell has suggested the full pathos of a loving life. Mrs.
Bridge is a woman of good intentions, but it is perfectly clear that Connell
connecls her in no way with the road to hell, Summing Up; Tender and
detailed portrayal of a completely unexceptional but good and loving woman.”
Review. Los Angeles Mirror & News 19 January 1959.
“The life of 2 wife and mother is told in a series of 117 seemingly unrelated
episodes in a long life, some of them less than 100 words long. But skillful
writing and perception build the picces into a ecchesive and appealing
portrait of a woman, always busily engaged with family and society, who
never quite knew what she was doing nor why she was doing it. Surely you
know someone just like Mrs. Bridge.”
Hogan, William. “A Bookman's Notebook.” San Francisco Chronicle 20
January 1959.
“l cannot categorize either Connell or Mrs, Bridge. But I predict that
this unicue literary mosaic of a Kansas City country club matron to whom
nothing very much happens during her overly protected, poignant adult life,
is a candidate for next year'’s National Book Award. . . ., This is a fine .and
revealing American novel, the best I have read in a long time.” ’
Hanscom, Leslie. “Leslie Hanscom’s Bookshelf.” New York World-Telegram
23 January 1959, .
“The trouble with the lady whose ‘bald soul’ is touchingly exposed in this
funny and frightening novel is, not that she is a lady, but that once you
have called her a lady, there is absolutely nothing left to say. . . . Mis.
Bridge is a hopeless figure but a figure that‘is probably representative of
many American women,”
Baker, Mary Louise. “Distaff-Side Babbitt Is Skillfully Portrayed.” Columbus
Dispatch [OH] 25 January 1959, )
“Tust as it takes an excellent musician to feign poor playing and a Whistler
to produce beauty from muted grays, it takes a skilled writer to accurately
portray a woman of such unutterable dullness as Mrs, Bridge. Perhaps in
succeeding so well, he has only defeated his purpose. Those looking for
adventure or instruction will be disappointed. But for those curious to see
a difficult literary feat well performed, this is a highly rewarding book.”
Butcher, Fanny. “Portrait of Womanhood.” Chicago Tribune 25 January

1959,
“connell tells the story of Mrs, Bridge with understanding, tenderness,
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21.

28,

23,

24,

25.

27.

humor, and great literary skill, in 2 manner which is unusual but somehow
perfectly fitted to that telling. . . . The author’s method of telling the story
is touching, funny, and decply convincing. This is a book in which some-
where nearly any woman would find at least a fleeting image of herself.”
Powney, Hugh F. Review. Lowell Sun [MA] 25 January 1859,

Mr. Connell’s subtle portrait of her and the tragic human waste that she
Tepresents is at once critical and sympathetic. An excellent character study
it will appeal to a good many ladies who are themselves not entirely unh‘ké
Mrs. . Bridge. . . . Thoroughly delightful, the feminine clientele will have
cheerfully pleasant reading experiences as it wryly smiles, guffaws and here
and there sympathizes with Mus, Bridge.”

Fitzgerald, Julia Morris. “Depressing Picture of American Family Life.”
Nashville Banner 25 January 1959,

“There are 117 chapters in this novel, some only a sentence or two in length,
each of them citing one incident in the life of Mis. Bridge whose type,
unfortunately, is all too common in the United States, In themselves the
incidents are not unusual but this method of pinpointing them marks them
as milestones in the disintegration of Mrs. Bridge’s personality, , . . This
chilling picture of American family life and the futility of Mrs. Bridge’s
existence makes most depressing reading.”

Gentry, Curt. “‘A Writer'’s Job Is Not of Total Recall but of Selection.””
San Francisco Chronicle 25 January 1959,

“Bvan 8, Connell, Jr., last week published Mrs. Bridge, a graceful and
provocative first novel which observes that lost’ American type, the upper-
middle class matron. Some background on the aunthor is provided here by
a friend and fellow writer.” [Editorial note]

ll\gt;(g, M. “The Trials of 2 Hapless Housewife.” Washington Star 95 January
“Mr. Connell has told with sardonic sympathy the life story of a2 Midwestern
matron as timid and fearful as any citizen of the Soviet Union. . . . Mus.
Bridge is a kindly, well-dressed lost soul in the jungle of mid-twentieth
century American civilization, Mr. Connell recounts her tials in a series
of brief chapters each containing a moment of truth not faced.”

May, William. “Good First Novel.” Newark News 95 January 1959.

“Evan 8. Comnell's Mrs. Bridge is one of the most interesting first novels
we've read in a long time. It demonstrates the intriguing twists a writer
with style and wit can give to a basically simple idea. . . . My, Bridge is a
superior novel. The grace of the writing and the manner in which the story
is shaped and moulded make it a rewarding reading experience.”

Robb, Mary., “A Capable Chronicle.” Pittsburgh Press 25 January 1959,
“Mrs. Bridge, by Evan 8. Connell;, Jr., is an nnusual presentation of a not
very unusual story, Although it contains little of excitement or climax, and
although the characters are not especially appealing, the chronicle of the
married life of Mrs. Bridge is constantly interesting, . , . It is capably
written, tightly organized and moves swiftly through the events, important
and unimportant “alike, with which it deals.”

Smith, Dorothy Lois. “Appealing,” Portland Journal [OR] 25 January 1959,
“This is an appealing and convincing novel giving 117 phases or episodes
in the life of a warmly human woman of the upper middle class, Through
this technique the reader comes to feel that he really knows the likeable Mrs,
Bridge and to find her relatively unexciting experiences fascinating because
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they are so true-to-life and traditional. . . . There is some sorrow and much
humor in her life.”
Winship, Elizabeth C. “She Is a ‘Nice” Woman.” Boston Globe 25 January
1959. .

“This is a most unusual little book. The story does not have a dramatic plot.
It is rather the small daily events in a woman’s life, and the image of her
character that emerges from them. . . . Mr. Connell writes about a woman
with deep insight. Sometimes her clarity is almost painful.”

Beview. New Orleans Times-Picayune 25 Jannary 1959,

“This is 2 novel in which nothing really extraordinary happens, but the 117
chapters, each an episode, bring out characterization which is strong in
reader-identification.”

Summers, Hollis, “Kansas City Lady.” Sgturday Review 31 January 1959
“The book appears casual, as if one incident, by the way, reminded him .of
ancther possible incident. The little scenes move almost idly with qulnet
humor, Like life, through the unspecified time of changing relationships:
Mrs. Bridge ages, life ceases, The difficulty of such telling lies in’ the danger
of hiccoughing the reader into boredom as actual as Mrs, Bridge's own. But
Mr. Connell is a skilled pointillist. Rarely does he fail to place his dot
of character in the proper place. The novel, for all its fragility, is sturdy.
Although the heroine does not realize her moments’ significances, the reader
does understand—and cares.”

]_u:;rdan, Clif. “Books.” Dartmouth Alumni February 1859. -
“puthor Tovan Connell (The Anatomy Lesson and other stories) has skillfully
dissected Mrs, Bridge into a sort of literary jigsaw puzzle with each of
the more than one hundred pieces or episodes fitting together within the
framework of the novel to form the completed portrait of Mrs. Bridge and
her world., However, as is frequently the case with jigsaw puzzles, the final
result is a trifle disappointing with the completed portrait lacking the
brilliance promised by some of the individual pieces.”

Review. Harper's February 1959. '
“It is the story of a wife and mother in a fashionable suburb of Kansas City,
from the time of her marriage to her death, unfolded in a series of brief
chapters, many of them hardly more than anecdotes. Yet the cumulative
effect of these trivial events is peculiarly impressive, and by the end Mrs.
Bridge has become a character study of considerable subtlety, often humorous
and as the years pass increasingly moving.”

Crowther, Florence, “Stranded Matviarch.” New York Times Book Retiew
1 February 1959,

“Althougli Mrs. Bridge is easy reading—there is often a touch of hun.ﬂqr,
sometimes mild pathos—it is somewhat unconvincing, It’s hard to behfave
that a lady from Kansas City with a house in the best residentjal section,
ame full-time maid, one mink coat and a Lincoln for her very own, should
finish up as timorous and ephemeral as a lunar moth on the outside of a
window.”

Follin, Anne B, “Aimless Housewife Is Depicted As Part of the American
Scene” Chettancoga Times 1 February 1859.

“The crises in her life are so underemphasized by Mr. Connell that they seem
minor, and it is not un#l you lIook back that you realize how exceedingly
well her character has come alive for you in tiny particles of this and that.

n

Evan §S. Connell\ Jr’s Mrs. Bridge and Mr. Bridge 147

35.

36.

37.

38.

36,

40.

4L

Here is no grand tragedy, no heroic choice between good and evil, but one
smiles through sympathetic hurt at the perfect ending.”

Gutwillig, Robert. “Ruthless Selection,” Commonweal 1 February 1959,
“The Bridges are as vivid a family as I have encountered in modemn fiction,
and as individuals they are scarcely less immediate. But they are terribly,
deliberately and predictably limited—for two reasons, First, we have met
the Bridges many, many times before, both in life and in literature. They
are what we like to consider ‘ordinary people leading ordinary lives.” Mr.
Connell does not want to make the ordinary extraordinary; he does not want
to surprise and appall us, he merely wants to make the ordinary interesting
and entertaining, He succeeds, but it isn’t quite enough. Second, his method
admits no irrelevancies or discrepancies, no real narrative or plot, It permits
only the most ruthless selection.”

“Closeup View of Suburban Wife.” Miami Herald 1 February 1959.

“What the author has given us is a terrible picture of the reasonably wealthy
American woman of today. He is the ruthless spectator of the stow decay
that lies at the root of our nationa] life, exemplified by a gentle, well-meaning
woman of the upper classes. It is a book that will hit any American woman
over 40 with a secret dread.” '

Maslin, Marsh., “The Browser.” San Francisco Chronicle 3 February 1959,
“If any Mrs. Bridge should happen to read Evan Connell's Mrs. Bridge, she
is not likely to recognize herself in the novel, although she may become
aware of a vague familiarity with the lady. . . . She is still a small gray
moth fluttering feebly on a pin in the hands of her anthor.”

“Briefs,” Lynn Hem [MA] 4 February 1959. -

“In 117 brief episodes, he presents a candid ‘photographic’ album of the
prosaic life of a simple-minded, good-hearted woman who is never able to
come to grips with life because she is surrounded and protected by conven-
tions and platitudes that do not permit her to think and feel for herself,
Written in compassion, yet with the edge of irony, it is a tragicomic expres-
sion of the grey, neuiral lives of many women dominated by their families
and friends in a culture which is often but erroneously termed a matriarchy.”
Poore, Charles. “Books of The Times.” New York Times 7 February 1959.
“Mzrs. Bridge, by Evan S, Connell, Jr,, is a searching and memorable portrait
of a lost lady. The time and setting may remind you of Booth Tarkington’s
midland-America. But neither the style nor the point of view is Tarking-
tonian.”

Betts, Doris. “You'll Find Yourself Among the Characters.” Raleigh News &
Observer 8 February 1959.

“This novel is like a live organism; it returns in like measure whatever the
individual reader invests in it. It would be possible for theé Good House-
keeping set to read and even treasure these little chapters on womanhood,
motherhood, and bridge club sisterhood; but hardly without wincing and
wondering. Mrs, Bridge has even more to offer the sensitive reader, He will
find real human beings here, . . . Mrs. Bridge is recommended not only with-
out reservations, but with the full gamut of enthusiasm, Do read it.”
Caperton, Helena Lefroy. “Amusement . . . And Tears.” Louisville Courler
Journal 8 February 1959,
“That the near-crises of Mrs, Bridge’s life are not unimportant to the reader
is proof of Evan Connell's sensitivity and insight, Here is amusing and
delightful reading. Any woman whose children have flown from the nest will
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have a smile tinged with bitterness recognizing the book’s many truths, and
will laugh with genuine amusement yet will feel the sting of tears, the Iump
in the throat and, throughout, a pang of recognition and sympathy.”

Hutton, Mary. “Mrs. Bridge Has Problems.” Denver Post 8 February 1959.
“This is 2 gentle story of a gentlewoman who has lived her life with her
gloves on and has missed all its texture. The quiet humor and the easy
identification with its characters makes Mrs. Bridge a book well worth read-
ing and remembering.”

Keese, Parton C. “Brilliant in A minor Key.” Worcester Telegram 8 Feb-
ruary 1959,

“Written brilliantly in a minor key is this novel by Evan Connell, . . . Mr.
Connell’s craftsmanship can be likened to a life-sized jigsaw puzzle. He has
cut up Mrs. Bridge into a hundred chapters, each one a single, isolated
incident in her life. Individually, each view affords a remarkable insight,
tragic and hilarious, into Mrs. Bridge’s character. Altogether, the pages meld
into a delightful reading experience and one of the most artful I have come
across in years. It would not be surprising if Mrs, Bridge found itself the
‘sleeper’ book of the year. It is that good.”

VanFleet, Virginia. “Story of Frustration Told in Brief, Meaty Chapters,”
Fort Worth Star 8 February 1959.

“The frustrations of parenthood give depth to a unique novel about a woman
who is the antithesis of unique. . . . But the author has managed to convey
that, despite her complete lack of understanding of her children, there is a
flash of some deeper, stronger guality in her soul, which more adverse
circumstances might have strengthened.”

Review., Oklahoma City Oklahoman 8 February 1959.

“In spite of the irony and delicate satire implicit in the author’s picture,
he enlists a good deal of reader sympathy for the carcfully protected and
protective Mrs, Bridge.”

Scott, Margaret. “A Very Neat Piece of Work.” Toronte Telegram 11 Feb-
ruary 1959,

“Mrs. Bridge is a very neat piece of work. It is expertly written, the style
is economical and the 116 [sic] chapters each of which is a single episode
in her life, build up a very complete picture of Mrs. Bridge. As I finished
its last chilling chapter, 1 felt the wind whistle around me, too, as ! wondered
if in the end I should prove to have been any smarter than she.”

Morse, Jane C. “Family Life.” Hartford Courant 22 Fehruary 1959.

“This is an interesting and successful way to tell a story about one of the
many Mrs. Bridges in America today whose lives are full of these brief
snippets of busy family life. Often it is fun to see oneself as others do. Mr.
Connell has provided the perfect opportunity.”

Review. Catholic World March 1959,

“This is a startling performance, one of brilliant wit and, despite a surface
coldness of satire, a sympathetic one. Mr, Connell’s characters are not
notably depraved or wicked or even ungenerous, but they are small. They
seem bent upon making spiritual midgets of themselves, or perhaps it is the
thin air they breathe that makes them so small, so disappointing to them-
selves. . . . In spite of the superb technigque many readers may find this a
chilling book, but for others that very astringency will be part of its indi-
viduality and impact.”
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Review. Diplomat March 1959,

“Qut of the many episodes, commonplace and incredulous, that make up a
woman’s life, Evan S, Connell, Jr., has woven the shattering story of Mrs.
Bridge. . . . Mrs. Bridge is a familiar fisure made extraordinary by the
author’s technique and penetrating insight.”

Armbrust, Marfamme 8. ““ . . of Quiet Desperation.”” Omaha World-Herald
1 March 1959.

“What is so common and perhaps dull as a typical middle class American
woman to whom nothing very exciting happens in an entire lifetime? Prob-
ably nothing, and yet Mr. Connell has drawn in Mrs. Bridge a figure so
realistic that one becomes deeply interested in and sympathetic with her
various problems.”

Daniel, Frank. “‘Mrys. Bridge’ Promises Rewards For Reader.”
Journal ¢ Constitution 8 March 1959,

“Her life is all small scale, and her creator matches it with a narrative of
small episodes, forming a portrait no less complete, no less powerful, for
being a mosaic. This style, indeed, lends itself to emphasize the theme Mr.
Connell presents with great charm and dignity, The period is from the
late 19th century to World War II, the material poignant Americana beauti-
fully handled.”

Quincy, Jan. “Quiet Glimpses Into Wife’s Life.” Tulsa World 8 March 1859,
“Holding up a mirror to the upper middle class married American female is
the task Evan §. Connell has set himself in Mrs. Bridge. . . . Perhaps this
pleasant novel will jolt some complacent wife and mother into questioning
her own importance.” ’

Notice, Fort Worth Star 8§ March 1959,

“Evan Connell’s Mrs. Bridge, a recent publication of Viking Press, has been
selected by the New York Bookseller's Association as the top novel of the
winter season, Mrs. Bridge has raced through three printings, and a fourth
is being planned.”

Lunn, Janet. “American Woman Deseribed As Frightened, Confused.” Toronto
Daily Star 14 March 1959.

“. .. Mrs. Bridge, by Evan 8. Connell, Jr., is sometimes pitying, sometimes
tender, but always tolerant and understanding. Connell sees the Amerfcan
woman as a groping, confused creature whose only real support in life is
the set of rules given her early in this century by an unimaginative, middle-
class family.”

Atlanta

Haymaker, Marion B. “Books at the Library.” Provinceiown Advocate
19 March 1959.

“The reason for this novel's climb to such fictional suceess is the astonishing
manner in which Evan S. Connell, Jr., presents his plet. . . . So weep and
laugh together, if you are the sort that always must have a lace trimmed
handkerchief to take from the folds when you go to a matinee.”

“Soundless Scream.” Good Housekeeping 268 March 1859,

Mrs. Bridge is “a brilliant portrait of that most difficult of all characters
to grasp, the average American woman. , . . It sounds bitter, but it isn’t,
Mr. Connell, by understating the story of his heroine, makes his point better—
that a life of garden clubs, teas, gentle self-improvement, minor frustrations,
and muted tragedies can be moving and fascinating and poignantly sig-
nificant,”
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McNiff, Mary Stack. Review, America 28 March 1959,
“In his oddly lifelike presentation of the fragments that comprise these notes
for a portrait, Mr. Connell has written with clear-eyed sympathy and a
talent for making a variety of characters come to life with his much-in-little
method, His book has that rare but blessed quality of leaving a goodly
share to the reader’s imagination—and there will be wide variations of inter-
pretation in the completed portrait of Mrs. Bridge.”
Notice. Kansas City Star 18 April 1959,
“Mrs. Bridge, on the national best seller lists for eleven weeks, has gone into
its fifth printing by Viking Press. This guiet novel of a frustrated Kansas
City lady by Evan S. Connell, Jr., sold over 500 copies in the single week
ending April 8, according to Publishers’ Weekly magazine.”
Preslar, Charles, “Powerful Novel of Great Vitality.” Greensbore Daily News
10 May 1959.
“The plot is an old one. But Connell pounds life into it to the extent it
never was more vital. He accomplishes the feat through mood, a style which
heralds him as a most promising author, and authenticity and sincerity -of
limitless guantity and quality.”
Review. America 16 May 1959.
«  the tone in Mrs, Bridge is not dismal. Through countless little vignettes
which stick with the reader, Mr. Connell writes with much sympathy and
with a compression that stirs the imagination. This is worlds apart from
the “tell all’ school of fiction.”
Review. Honolulu Star-Bulletin 18 June 1959,
“In this, his first novel, the author has taken a seemingly unproductive
character and managed to invest it with complexity.”
Review. Ladies Home Journal September 1959. i
“It is sometimes very funny, But half hidden beneath the all-too-familiar
household scenes lies a bitter indictment of superficiality and of false values
that are only too common among us all. Actually in its unemphasized way
it is a shocker.”
Review, Cleveland News 2 December 1959,
“A hauntingly witsful story about a wife-mother-widow who goes through
all the proper motions of life yet seems curiously untouched by the emotions
of people around her, In the end she is lost in loneliness,”
Letter. San Francisco Chronicle 30 May 1960.
“T would not have minded seeing Mrs, Bridge take it over Goodbye, Columbus
for the National Bock Award, though Philip Roth is a brilliant writer; either
one would leave no argument, But it is discouraging to see what amounts
to nonfiction getting fiction awards.”
Review. Grand Rapids Press 10 February 1963.
“One of the best novels of 1959, or any postwar year, is available in Mrs.
Bridge by Evan Connell. He tells the funny-sad story of a suburban matron
in a series of short scenes written with sympathy, irony and much under-

standing.”

Mr. Bridge

Review, Virginia Kirkus Reviews Febroary 1969,
“Mr, Connell ke Mr. Bridge is a literalist but there are saddening, softening
moments which redeem the latter from the prossie bind of his predictability.
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Onde again the. particular appeal of the book is Mr. Connell’s ability to
elevate these circumscribed commonplaces. so that they will speak to a
great many people in a fashion which is reminiscent and reassuring,”

- Curley, Dorothy, Review. Library Journal 1 April 1989,

T(llle tone is very quiet, almost a monotone, but the detailing is exquisite
a? the total faﬂect.very impressive. While Mr. Connell writes as a critic
of the unexamined life, he alse writes with sympathy and compassion.”

. Review. Phoenix Gazette 9 April 1969,

Mr, -Bridge is a man who can be read two ways. He can be scorned as a
self-righteous squarg, and made fun of. Or he can be admired for adhering

to his ethi i i i i
o expeen:ic:d ?:\:hen I“.the prl-ce begins to be the things for which all his efforts

. Menn, Thorpe. Réview. Kansas City Star 13 April 1969,

“Connell is an‘entertaining literary artist for mature readers . . . and in
Mr. Bridge gives us a companion novel to Mrs. Bridge as a work'of literary
high art in a wholly original form. . . . In their lives Conuell presents for
bosterity a picture of how inadequate for civilization it has been for many
people to be affluent Americans of the mid-20th century.,”

. Phillips, Jane B, “No Life, No Love.” Chattanooga Times 18 April 1969,

“The tragedy. of this man and his kind is that he somehow knew that there
was an emptm.ess in his life; he vaguely yearned for fulfillment, but firmly
and sternly resisted all opportunities for it. . . . This is a very skillful por-

trayal of a pathetic cardboard figure of a man, who~sad to say—lives all
around us.”

. Notice. Honolulu Star-Bulletin 13 April 1969,

“A sensitive dissection of American midwestern m
AR an of the 1930, by #
distinguished author of Mrs. Bridge.” s, by the

. Hogan, William. “Evan Connell's Mr. Super-WASP.” San Francisco Chronicle

14 April 1969.

“Cf)nnell's new novel, Mr. Bridge, completes a double portrait. It is a devas-
tating comment on a recognizable American type. Walter Bridge is not the
cartoon that Sinclair Lewis’s George F. Babhbits was; Babbitt, essentially,
was a buffoon, as standard as his electrie cigar lighter of 1922.’ Mr. Bridgé
is a frightening anachronism, a good husband and provider, yet an enormously
selfish fellow . . . For me’'Mr. Bridge lacks the surprise and spontaneity of

"Mrs. Bridge. . . . Yet Connell has performed a classic job of surgery on this

marvelous cliché of the uptight American”

. Washburn, Beatrice. “Series of Episodes Covers a Family.” Miomi Herald

14 April 1969,

“The popular novel Mrs. Bridge, by the same author, appeared 10 years ago
apd (_iealt with the upper middle class housewife and her futile efforts to
kill t{.me and achieve a meaningful life. The present book has nothing to
do with it and the title concerns another character, a successful executive, a
1V{TASP (white Anglo-Saxon Protestant), living in Kansas City with ilis
wile and three children. Itis, in a sense, the same background as Dedsworth
but Mr, Comnell is no Sinclair Lewis.” |

. Earl, Pauline J. “Fiction.” Best Sellers 15 April 1069.

“Mr, Connell has a sharp, satirical way with the language. He is right to
the point and develops his ‘hero’ masterfully. The reader has no doubt as
to ‘what the author is trying to say to his audience. The hook is a series of
episodes, one built on top of the other, rather than the typical storytelling
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format of the novel. Though generally this is not my favorite method of
finding what an author has to say, I must admit it is most effective in this
volume. Mr, Bridge is a readable book and should provide much thought
for a reader to digest. I enjoyed it.”
Bensky, Lawrence M. “Meet Evan Connell, Friend of Mr, and Mrs. Bridge.”
New York Times Book Review 20 April 1969,
According to Connell, “What’s really intriguing about him is that he’s going
through experiences which many people go throngh—losing his children to
their own lives, for example. . . . It seems there will always be some sort of
confiict between generations, some sort of rebellion by children against the
hypocrisy of their parents. But it wasn’t my intention to draw morals, All
I was getting at was that this experience happened to one man, Mr, Bridge.”
Published also: Kansas City Star 20 April 1968.

Davenport, Guy. “The dilemmas of a solid citizen of Kansas City, who had
everything and nothing.” New York Times Book Review 20 April 1969,
“Mr. Connell has rewritten his own novel because there was more to tell
Mrs. Bridge was essentially a comedy of manners masking extensive critical
surgery of life as it is conducted with success and decency in Kansas City.
Mr. Bridge is equally comic and satiric, but is more openly interested in
the tragedy of success, For all their satire and dark implications, however,
the novels of the Bridge family remain in the memory as hiumphs of faultless
realism. Mr. Connell’s art is one of restraint and perfect mimicry, His
characterizations are admirably short, his style is brevity itself. Alongside
all this enameled charm, we soon discover, there is a slyness of implication
that is more puckish than serious, Rarely has a satirist damned his subject
with such good humor. His good nature is not about to fail Mr. Connell,
for he loves the Bridges as much as we do.”

Eisen, Jacqueline. “Mr. Bridge, Pompous, Pathetic.”
Observer 20 April 1969, ) _
“Evan Connell has drawn a perfect, if unbearable, portrait of Mr. Bridge.
... It is to Mr. Connell’s credit that he can make the reader feel anything
but sheer disgust for this creature he has created. At the end, we do realize
we feel sorry for Mr. Bridge for having missed so much of life.”

Hayes, Elizabeth. Review. Savannah News 20 April 1969.

“The Connell style is going to stand unmatched for it is brilliant that a
novel could be created from the life of an unromantic, rigid, authoritative
husband and father, who himself abides by the strictest of Victorian prin-
ciples. Through Mr. Bridge, a classic figure of modern Americanism has
been created.”

R., K. “Back to the 30’s.” New Haven Register 20 April 1969.

“Although the jacket copy for this novel hints that we will discover, at the
end, the inner Mr. Bridge in all his agony, the author seems to dwell, rather,
on the apparent calm of those years when the United States, like an ostrich,
had its head buried in the send, and the reader is happy enough to follow
along and enjoy it. Although he discovers, at the end, that while he has
known happiness, and satisfaction, Mr. Bridge has never known joy, this comes
as no great surprise to the reader nor does it seem like much of a hardship.”
Notice. Erie Times 20 April 1969.

“Mr. Bridge is a sort of upper class Babbitt, a WASP, a good husband and
provider, . . .”

Raleign Neows &

N |
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16. Beview. Grand Junction Sentinel [CO] 20 April 1969.
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21.

He is, perhaps, as good a portrait of the 1930s as we'll have at this level
and (;onnell has done a remarkable job of making his short, pointed vignettes
f)f.thls unexciting life into a novel with -breadth and depﬂ;. Mr. Bridge will
irritate, but he will also warm the heart sometimes, Because he is very much
ia{n American of his time, he cannot he dismissed.” e

arn = o8 > 2 kL
o f,c (ie}tl;%nx%.rﬂ ll\éléé-Bndge Recalls a Peaceful Era. Lafayette Midweek
“. . .t is a portrait of muany of our fathers. Hard workin ] ive,
good and reliable Dad who insisted on good manners; whoéioi?cllsilrl};a}g;’ils
enough to be insured for their welfare if anything happened to him: generous
tg those deserving and loyal, It was a peaceful era with no stark ,confronta-
tions to mar the orderliness of daily living. Connell is authentic, too.”
;_.;}X]:);:?Inilgggpt, Christopher, “Books of The Times.” New York Times
“ .. for all the sadness and humor of the book, there is something vaguely
unsatisfactory about Mr. Connells tour de force. The movement of My
Bridge—the development that keeps us reading—is that of gradually reveah’né
an essentially static sitwation. . . . This is no great fault in the book; vou
are still likely to find it quietly devastating, But it does lack the c:antral
symbolic disease that afllicted the hero of Leo Tolstoy’s “The Death of Ivan
Hlyich, a not dissimilar story. In Mr. Bridge, what might have been a
major social portrait turns out to be a satirical miniature. One’s response
never transcends wry amusement and an occasional strangled cry.”
‘Ifflartinetﬁ, Ronald. “The Bookshelf.” Wall Street Journal 25 April 1969

.. Co.nne]l’s portrait of Mr. Bridge is less convincing—and far .IESS
sg./mpathetm—than the one he had drawn of his wife. In fact Connell endows
hlS‘SUb]'ECt with so few saving graces . . . that the por’trait borders on
?ancature. Ironically, the case against Mr, Bridge might have been brought
into better focus if his own defense were not presented so flimsily. , . . It is
perhaps unfair to constantly measure Mr. Bridge against the Splendid. acl;ieve-
ment of Connell’s earlier novel. It does not capture the quality of its
g;ii?:eéj.z:.h i:f”then, in the past decade there have heen very few other
‘S‘chott, Webster. “Last Half of a Superh American Saga.” Life 25 April 1969
Evan 5, Connell has our number. He has penetrated the monotony barrie1:
of.suburban Kansas City—and Minneapolis or Evanston—to lay open the
quietly desperate, secret life of Midwestern noninvolvement. He began this
act of purification several years ago with Mrs. Bridge, a best-selling novel
about a ‘Kansas City housewife and mother disenfranchised from purpose
:cmd femininity. With Mr, Bridge, Connell completes his saga of sweet
joylessness and blunted sensibility, of marriage, family and middle age on
the ég'lains of Prcftes.tantism. Together the Bridge novels achieve an under-
;ii{-::atlzi -gf provincial upper-middle-class U.S. life beyond anything in our
Gilliam, Stanley. “Companion for “Mrs, Bridge. ”
1969,

“Mr. Bridge is the picture book WASP . + « unaware of any hypocrisy, self-
sz:xtis.ﬁed (with only oceasional bouts of self-doubt) of every religious’ con-
.vmtlon and in every ethnic group. And that is what makes this such satisfy-
ing yet disturbing reading,. hecause everyone will see a little of himself in

Sacramento Bee 27 April
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Walter Bridge—sort of like looking in the mirror after a close shave with
a new blade and taking satisfaction in a job well done but wondering what-
ever happened to that young fellow who was there as recently {so it seecms
but really is not) just the last time you looked.”

22. Sandberg, Peter L. “He Who Had It All” Saturday Review 3 May 1969.

“The vignettes in My, Bridge are readable, often insightful, sometimes bril-
liant; but they lack the consistent precision and dazzle of the earlier work.
The story itself has less of a cumulative effect. What is more, something
has gone awry with the characters. . . . The humor and compassion that
infused Connell's first book are evidenced here in fits and starts, The wine
has soured, not much, but enough to make 2 difference. Taken alone, Mr.
Bridge is not a bad book, in spite of its defects. But is is not as good a
novel as the one with which it will inevitably be compared.”

23. Edwards, Isabel. “American Gothic: A Masterpiece.” Minneapolis Tribune

4 May 1969,
“The technique is comparable to the way Andrew Wyeth has of precisely

detailing his paintings throughout, so that the whole of some homely scene—
a sun-lit loft, perhaps—reverberates with a mysterious, even mythie, intensity.
Both novelist and painter manage to make us aware of how significant and
worthy of interest the mundane truly is. In each case, the technique is not
facile trickery, but a convincing expression of the artist’s view of life. All in
all, Evan Connell's Mr. Bridge is a truly outstanding novel. Any mature
reader will enjoy it. For students of American society or of American prose,
it is a must.” .
24, Ginzel, Nancy X, “A Man With No Joy.” San Antonio Express 4 May 1969.
“Connell knowingly creates a character so human that he constantly hits the
nerves of self-recognition in his readers. Mr. Bridge, a Midwesterner in
the "30s, is so many people we know today, He is not a bad person, really.
He is well-meaning. But he is so cold, rigid, orderly and afraid that he is
incapable of living life to the fullest—or outside his patterns, If Mr. Bridge
read this excellent novel he would be extremely hothered as he recognized
himself. But he would fnally convince himself that the trouble-making
author had misjudged him and was not worth wasting a thought on. And
he would smugly proceed with his life.”

95, Serviss, George, “K.C. Family.” Garden Grove News [CA] 4 May 1969.

« . life holds many shocks that jar Mr. Bridge to his heels. Some of them
are humorous, some dramatic, some pragmatic, but none of them dull, except
as life itself is sometimes dull. This is a book that is fun to read. Those
who know Mr. Comnell’s Mrs. Bridge, published in 1959, have some idea of
what to expect.” .
26, “Sequel Surpasses the Original” San Rafael Independent Journal 10 May
1969. . :
“Connell builds, usuzlly with formidable effect, in brief, fragmentary little
episodes, that mirrored exactly the trivial bits and pieces that made up
Mr. Bridge’s day, and the reader may find, as this one did, that there are
places where this approach seems contrived in Mr. Bridge's larger world.
. Mr. Bridge seems destined to haunt the American consciousness as
persistently as Mrs, Bridge has done.”
27. Stalder, Marjorie Bright. “Books.” Hemet News [CA] 10 May 1968.
“This exceptional novel is written in a series of vignettes. Some are only
a half page. Others are a few pages. But for the most part each is an
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32.

;1:)(:15;':@ c;‘nsight, m?t. indictment of the Bridges. The author probes their
hemd ined personalities mercilessly but with remarkable empathy, Though
actua(ﬁeys ?;): cortlldone 1;01' even have total compassion for their f1:ai1ﬁes }gle
P, e}f hem all. So does the reader even though pity rears, its
ignomit dus ea'd more than occasionally. Long ago, the late Sinclair Lewi
ac:e];i g It)c')H:::l:sse(it. the innermost ids of Midwesterners But despite hiz
abilities, Lewis missed the mark. Perh ‘ i
};30 show It{he empathy Evan Connell employs.” eihaps he was too incensed
arnes, Harper. “With a Long Lens i -
fﬂst_DiSpatCh NSy g on a Kansas City Suburh.” St. Lowuis
n]:r‘:;, rrlrnore1 thaln its predtacessor, My, Bridge is a masterful etching of the
haow es?f hone iness an.d icy propriety of much of life in upper middle-class
e ica. e work, _wh:ch is set in the 1920s and 1830s but is in no se;l
l‘gre e_vant fo-r today, is reminiscent of Sinclair Lewis, However, Mr. Bridse
;V qle;:enR:é?tmo‘fz c(osmlzfls;ion and less scorn than Main Street’ or iéabbitf .
alker, rt., ood House . . , In ; i >
Houston Chronicle 11 May 1969, " n Anglo-Sexon Neighborhood.
“Connell has done what few wri
ters would dare. He takes the
- * - . ) * S ¢
zlsed Im his aw.ard-wmmng novel Mrs, Bridge, in which h:méslili?)?:;ers
c 1;‘np et;:e t]%ortra.lt of a wife and mother that might be considered repres .
0utvef (;h e lelsu‘re f:lass American woman, Now 10 years later he caren-
WEi:)lber g rc;;i:l:f so‘l(lrlc‘lhmti]zjen’ Mr. Bridge, a classic figure in American Iif:ee’s’
s n, e Dissectio idge.” ‘ ;
D e o ion of Walter Bridge.” Cleveland Plain
O%‘jl:gﬁlji tz;, xngl (l)lf s-ociologica]—-not psychological—realism. With remarkable
nell gives us an accurate picture of a certain ki ;
y * nd of Ame
?Sn;I ﬁf;in:,;s ;; to 'maée Omilown judgments about him and his society Trlﬁz
ny in Connell’s tone, but nothing of satire Whi '
. £ -+ a0 1 C
:]V?ﬁs- reveal the t:srnble complacency in such simplicity anc; eits()l;"il:flelll
’ i {n(glness to sacrifice ‘hlgher values to middle class respectability hae
deig-un $ us, m?t _always 1r0f1icaily, that simple pleasures and small com’forts
unﬁlsiﬁ?]re:\hstlca]lyt ﬂo;s:b]e in America, especially in the heartland up
ast moment before the S i he «
et ’ ¢ Second World War, right up to the edge

Tarr, Tommy, “‘Mr. Bridge' itf

A . . ge’ Is Sensitive No i ”

F(mge Aoors 18 v o vel of Middle Class.” Baton

t;l‘h_gla e‘ger present quesﬁo.n is whether the middle-class businessman arbi-

Aany_’ ecomes a law-abiding, self-motivated, self-styled segment of th
merican social structure, that is to say a mean, prejudiced, stuffed h'i

fﬁmtatxﬁcal Pll-otzstant Anglo-American whose life is void of all’ drama osthgr
an the melo-dramatic, because of a i )

: s peculiar set of emotion: i
nillenta.l 1:md ];eredltary factors unique to him or is this indeedlct)ﬁ;],ﬁ::l‘i];o:)];
all existence? Are we all fated for a livin
control over our direction in the maze?” § pursatory where wo h
Kiely, Robert. “He makes th ic.” Fsth
o s e e banal exotic.” Christion Science Monitor
“In writing so very well about a mi

middle-class American family i
iortac?le frame 1house just outside of Kansas City in the 1930’211]5;;2 éof:r)l?li
as done an almost exotic thing. When you think

s of all th
and fatuous exposés that have been erected around the realliyc}leap o
that it takes almost a miracle of artistry and self- ¢

ave no

! you realize
restraint to treat the subject
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and still avoid them. Evan Connell’s gift is not of a blunt or head-on sort.
His is not the technique of the ice-breaker, the myth-debunker, the prophet
or the jconoclast. He darts agilely from perception to perception Iike a
man engaged in a breathtaking literary slalom. His range is not vast, but
his ability to balance wit and sympathy is nearly faultless,”

83. Mullen, Shaun D, “Books in the News.” Wilmington News [DL] 22 May

1969.
“The place and time are Kansas City in the mid-1930s, the world of Roosevelt
and Hitler. But Evan Connell's Mr. Bridge, like his Mrs. Bridge of a
decade ago, is actually without time or geographic boundaries. With a good
bit of satire and irony, Connell has presented Mr. Bridge as a pathetic
figure, his virtue and righteousness overwhelming, his happiness artificial.
The satire is that in his utterly meaningful moments, Mr. Bridge is self-
defeating. The irony is that today he is everywhere.”

34, Stella, Charles. “Stufly Hero Fails to Seem Real.” Cleveland Press 23 May

1969,
“In Mr. Bridge Evan S, Connell, Jr., has gone Sinclair Lewis one better, or
worse, in creating an impossible stuffy, cliché-ridden, hard-hearted, small-
minded midwestern lawyer in the 1930°s. The novel is a failure precisely
because no one could possibly be as joyless, cloddish and stereotyped as
Walter Bridge, Apparently the author intended a satire, but it is so one-
sided and venomous as to be unbelievable.” :

35. Wallace, Robert. Review. Book-of-the-Month Club News June 1969,
“Perhaps because Mr. Bridge can only repeat the larger story of the family
as we konow it from Mrs. Bridge, it seems less brilliant, less startling. But it
is a sensitive novel, moving, funny, deeply nostaglic, at once ironic and
compassionate as it searches among the parts of a man’s life. And, despite
being about a time thirty years ago, it tells a good deal about the way we
live now.”

86. BReview. Booklist Tune 1969.

“An incisive, pitiless examination of the man inside the stereotype.”

37. “Book of the Day.” Boston Globe 12 June 1969.

“I am convinced that I knew Mr. Bridge. In fact, I once worked for him.
For, have no doubt about it, Mr. Bridge exists. The solid citizen of the

. ’30’s, he knows for a certainty that there is only one proper way to live—
his way, and that his standards are the true standards.”

88. “Main Street Remembered.” Time 20 June 1969,

“Connell perceives the humor in Bridge's predicament, which is probably
necessary: a good man is hard to stand. But his restrained tone of voice
and inhumanly cool, cruel irony convey the impression of barely repressed
personal rancor, such as a son might feel in trying to discuss his father.
Perhaps this, and the fact that it is set in the 1930s, is what makes Mr.
Bridge more than an objective caricature of the uptight Mr. Bridge so often
under attack today. What emerges is a muted image of an American type
as pure, enduring and applicable as George F. Babbitt ever was.”

39, Scrutin, Judson. “Exploring the WASP's Nest.” Baltimore Sun 22 June 1969,
“White Anglo-Saxon Protestants have been the. villains in much of con-
temporary thought. While much of this criticism is certainly justified, often
the figures which emerge are obvious mouthpieces for their authors or are
such transparent caricatures that they are hardly recognized as the human
beings. . . . Walter Bridge, Connell’s protagonist, restores a full and flawed
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humanity to an archety i
pal American, In understand; i
4 Ztgnld g lll;ain ingredient of the American alloy e M- Bridge we under-
) el, Bob. “In ‘Mr. Bridge,” A Solid Citizen's i it.”
Obecromy 23 Tonc e B o olid Citizen's Detailed Portrait. National
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€ L ell's brilliant forays into i
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’IIJ'EngS ‘moments of rare feeling from this material time and again
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joins the small band of Amerie i
. an novelists whos i
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41, ‘l‘ieview. Portland Oregonian 27 June 1969,
e‘l\:‘l::lny l:;a]adf;s will Ii:dmire Mr, Bridge as an upright man of good conscience
while they will recognize the hlind i i
; 10 20t contury fate s B Indness of that conscience with respect
. Oates, Joyce Carol, i itan.”
s ¥ vol. “Mr, Bridge—the last Puritan. Detroit News 29 Tune
i t(slz?;:;ll l%el:;eizittir{ba s.maIl maﬁterpiece, its structure exactly matched with
. vel "beging” nowhere and ends ‘nowhere’; read
to conventional plots will be disanno; s constant. onmed
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F;cn.;hz:iri ﬂcfee].u:gllffor 11:;5 older daughter, or his vague, unsatisfed longinglr:
erent lite. Mr. Bridge’s longi in inared :
o s oy life. ) ge's longings must remain inarticulate, for he
43, ‘I‘{eview. Virginia Quarterly Review Summer 1968,
i‘\s an oId.-faslnoned analysis of character Mr, Connell's new book is a
gaeye;sa:st ;’:helfs from tg; highly scented potpourris commonly offered thes:z
VES. . . . Writing on this level about o conspi
4 it spicuous a dull
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: ; -rate specimen of its parti "
44, Eevievst. Rochester Times-Union [NY] 1 July 19691 petienlar genre.
Thlsd is a cthﬁcult style to write but Connell handles it well and we get
a cre 'Ib]e picture of a middle-class mid-western family, This o ill i
us a little, too.” ‘ - e will sting
45. Lambert, Marian “Society WASPs Gj
A . s Given P
Sy o urposeful Exposure,
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]iisl utgdzistljilélfate ;1 h‘;zlvni:g IIJJretelllthing character. And he sets out to portray
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i t
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successful and a respected member of his community, the end result might .

come out neatly labeled Mr. Bridge.”

47. Morton, Tim. “Mr. Bridge, Who Has Never Known Joy.” Norfolk Pilot
13 July 1969.
“So many headliners on the literary marquee published books this spring
that Evan S. Connell, Jr.’s My, Bridge may be left off summers reading
lists, I recommend that this oversight be corrected immediately. Not only
is this one of the best novels of the year, but if I am not mistaken the
central character in this remarkable study promises to become a classic
representation of a sizeable portion of middle class America in-the first
half of the 20th century.”

48. Couzens, Jean. “From the Bookshelf.” Colfax Weekly Record {CA] 17 July
1969.
“Now Connell has written. Mr, Bridge—again, unexceptional, unremarkable
and yet memorable for the sturdy way he faces a life he doesn't quite
understand, . . . So here is the averapge person—neither hero nor villain,
but a little of each. Today’s parents, fighting inflation, worried by the
nationwide unrest, bewildered by rebellious children, will easily identify with
this parent who, even thirty years ago, was trying to hang onto the com-
fortable world he worked so hard to make.”

49, Review. Berkeley Gazetie 22 July 1969.
“Describing the period between the wars, Comnell's book captures the
insularity that accounts for the permanent spiritual drought that plagues
the mid-west, not much different now than it was in Willa Cather’s time.
. . . Connell creates a convincing picture of the emotionally constipated man
with a terse, herky-jerky style that slowly opens up but never enough to
reveal a completely free man, Although somewhat over controlled and a
bit contrived in effect, the book is an excellent study in middle-American
middle-class mentality.”

50. Cock, Lloyd A. “American dream in the 40’s—youth in revolt.” Mason
County Journal [Shelton, WA] 14 August 1969.
“Here are, in sum, two true ito life characters, as true to their times as
anyone in Main Street or in Babbitt. They are persons, one might say,
who have everything, They are living out a part of the American Dream,
. . . I feel that Mr. Connell should go for extra innings in his hit series.
There should be at least one more book which would tell us what happened
to these troubled youngsters, these potential revolutionaries.” :

51. Loyanich, Peter-Paul, Jr. “A Remarkable Portrait” Cincinnati Enquirer
14 September 1969. :
“It may be that Connell is too severe in his characterization, too biting,
to dehumanizing; nevertheless a vivid, tragic figure comes to life in these
pages, possibly a minor classic. Many scenes are abrupt, yet rich in per-
ception, . . . One can read this novel on several levels; as the portrait of a
sociological archetype, as an example of an excellent craftiness, or a mere
piece of fiction. However one wishes to interpret this narrative, reading it
is a rewarding experience.”

52. Erno, Richard B. “Remember ‘Mrs, Bridge'—here’s her husband.” Phoenix
Republic 25 September 1969. :
“The newest Connell hook, Mr, Bridge, is hoth a success and a failure. It
succeeds in making its own way despite the comparison it invites with the
earlier Mrs. Bridge, But it cannot be a true success, for to succeed truly,

Evan §. Connell Jrs Mrs. Bridge and Mr. Bridge 159

53.

54,

55.

56.

57.

58.

59.

60.

it would have to be better than its predecessor, and it is not better. It is
not at all as good. . . . As a picture of a typical 1930’s middle class mid-
westerner, Mr. Bridge is a success. It may lack those qualities of feeling
am;l love which made Mre. Bridge a novel of lasting value. But it captures
a time and a type with an accuracy and a skill far superior to that possessed
by the fashionable novelists of our time.”
'%‘g;gll,, John. “A man who can’t cross over.” Catholic World 1 November
“Mr. Connell has created an unusnally unappealing protagonist, 2 man who
cultivates his own boredom and emptiness with an unrelenting earnestness
The result is dry, almost arid. This might be justified by an extraordinar);
sense of time and place, but Mr. Connell is scant with such details. Some
of the social conditions emphasized by the novel seem to reflect the present
more than the past. . . . The vigorous sense of evil which animates the
fiction of a true realist like Sinclair Lewis is missing from Mr. Bridge, and
the result is the sentimentality of inaccuracy.” |
§0ﬁce. Kansas City Star 30 November 1989,
This ‘other view’ of the Bridges belongs on all listings—a widely acclaimed
novel of life in Kansas City’s upper middle class,”
Notice, New York Times Book Review T December 1965,
“This companion piece to the superb Mrs: Bridge (1959) is a portrait of a
:solid citizen of Kansas City and a quietly harrowing American success story.”
‘Book About Lawyer Reviewed.” Elko Daily Free Press [NV] 10 Decem-
ber 1969, '
“There are probably not many successful men past the age of 60 who will
not see a little of themselves in the person of Mr. Bridge, . . . Too dis-
turbing to be dull, the book is actually so beautifully written, that it is
truly engrossing.” ’
Review. Asioria Astorian [OR] 12 February 1970,
“Using the technique of a short, Compe]h!.ng episode to intensify what has
come before, Connell shows Mr, Bridge in his various roles until the human
bei.ng behind the facade is dramatically revealed.”
f‘;l;?éblf-{uu::yelllgr;(.), Novel about same folks.” Catholic Universe Bulletin
“While there is no seat-end suspense about the novel, there is a serious
casualness about it. The narrative is clean and simple; perhaps you have
never read a novel like it. Call it anecdotal or episodic. . . . For Mom and
Dad especially; but anyone who likes the work of a craftsman writer will
enjoy it.”
Review. St. Albans Messenger [VT] 6 June 1970.
“Once again the particular appeal of the book is Mrs, [sic] Connell’s
ability to elevate these circumscribed circumstances so that they will spaak
to a great many people in a fashion which is reminiscent and thus reassuring.”
Review. Book World T December 1970.
“A novel composed of brief chapters, each a revealing glimpse, about a
puritanical upper-middle-class Middle Westerner; a pendant to Mrs. Bridge
Connell's earlier novel about his protagonist’s wife.” ’

Mlinois State University
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APPLEMAN, PHIL1P. THE DESCENT OF MAN; HOW EVOLUTION CAME TO INDIANA{ GUPPIES. KNO¥ YOUR
HUMANS, E(POETRY) KENTUCKY POETRY REVIEW, 13 1977. 13-15,

APPLEMAN: PHILIPs TO THE GARBAGE CGLLECTORS IN BLCCHMINGTONs INDEANA; OCTOBER 15a (PGETRY )THE
INOIANA EXPERIENCE: AN ANTHOLUGY, ED+ ARNOGLD LAZARUS. BLODMINGTONZ INDIANA
UNIVERSITY PRESS. 1977. -

ARGRAYESs HUGH OLIVERs THE WOODED FIGURESs {POETRY)WHISPERS OF THE UNCHALMEQ HEART: EDe J+
BUTTACI AND 5a Ls GERSTLEZ. SADOLE BRODK: Hada? NEW WORLOS UNLINITEDs 1977,

ARNOLD s LLOYD R SEE HEMINGWAY. ERANEST.

ARPIN» GARY @ SEE EERRYNAN. JOHNa

ASHLEY, NOVA TRIMBLE, AFTER SALE OF THE ESTATE, {POETRY) KAMSAS QUARTERLY, § SUMMER 1977. 49.

ASHLEY: NOVA TRIMOLE. SONNET TO A TEENAGE DAUGHTERs {POETRYJ) PEN WOMANs 53 (NOVEMAER 1977)a

-
ASHLEY. HQYVA TRIMELE, *HOW DO [ LOVE THEE®™? (POETRY) LAD?ES‘ HOME JOURNAL . %4 DECEHBER L977s

AUERs ERICs SPLINTERS OF LIGHT. {POETRY} UNIVERSITY CENTER., MICHIGANI GREEN RIVER PRESS. 1977,

AYERILLe THOMAS FOX+ FATHER'S WALTZs {SHCRT STORY]) CUTBANK, 8 (SPRING 1977}, 59=5T.

BAKERNAN:; JANE 5 SEE PORTERy GENE STRATTONa

BALDWINs ORVAL Fo I1 SEE OTTOs OLIVE HARRIET.

BALES: EUGEME He THE INSIDE GF THINGS. {SHORT STORIES) KANSAS QUARTERLY. 9 (WINTER 1977),.
97-1811.

BALLANTINEs ELIZABETH SEE MANFREGs FREDERICKS

BARTEEes OUARRELL Hs A OILEMMA. (PDETRY) GN THE LINEs 7 (27 NOVEMBER 15T7)» 18a

GARTEEs DARRELL Hs COMPUTER JANEs (POETRY} VIEW MAGAZINE. (TRE POST—CRESCENT+ APPLETGN.
BISCONSIND» 29 MAY 1977« 14.

BARTEE« PARRELL He THE BLUE ARROWe (SHORT STORY] KANSAS CUARTERLYs 9 (WINTER 1977)s 352-53s

BATTAGLIA BETTEW PALACE OF ICEa (POETRY) PHILADELPHIA: DORRANCES 19774

BAUMANNs MICHAEL L 5S5EE TRAVEN, Hes A PERSUNAL PSEUDONYHR FOR AN INTELLECTUAL ASSDCLATICHNS

BAXTERs CHARLES. OEPRIVATION. (POETRY} POETRY NORTHWEST: 18 (SUMMER 1977}. 38-3%

BELL, MARVINa STARS WHICH SEE, STARS wHICH OO NOT SES. (POETRY) NEW YDRK: ATHENEUMs 1977.

C(BELLOW, SAUL). BELLOW'S CLOWNS AND CONTEMPLATIVESe 8Y GALLAGHER, KICHAEL PAUL. (CRITICISH)
MONTH APRIL 1977, 131=34a

(BELLOMs SAUL) » SRUEGHEL AND AUGIE MARLHe BY MEYERSs JEFFREYs {BIDGRAPHY} AMERICAN LITERATUREs
49 (MARCH 19771, 113~19.

(BELLDWs SAULYs COMMON NEEDSs CCOMMON PRECCCUPATIONS: AN INTERVIEW wITH SAUL BELLOW. BY BRANSs
J0s CAUTOBIOGRAPHY) SOUTHWEST REVIEWs 62 (WINTER 137714 1-19.

(BELLOW. SAWL) e HUMBOLDT THE FIRST. 8Y NHAULT» MARIANNE. (BIOGRAPHY) AMERICAN NQTES AND
GUERIES» 15 (FEBRUARY 1977). 88-89,

{BHELLDW, SAUL)a SAUL BELLOW AND THE NDBEL PRIZE, BY BRADBURYs WALCOLM. (BIGGRAPHY} JGURNAL OF
AMERICAN STUDIES. 11 APRIL 1577« 3.

(HELELO¥s SAUL)= SALUL BELLOWS HIS WDRKS AND M15 CRITICS. 8Y NAULT.» MARIANNE. (S10GRAPHY) .
{CRITICISH) NEw YODRX: GARLAND. 1977,

BENNETYs JOHN My BONE WAX] MEAT AND METAL{ SHIT BLDOD; BANG; TITS. (POETRY) OR. 4 (1977).

BENNETTs JOHN M. CLOCK JUNK; 0ODO; NICK*S PIECE; KILLER BUG RUN. {POETRY) FAMOUS: DECEMBER
1977,

HBENNETTs JOHN Ms CREEP FEEDR{ EAT BONES; UNIT CHOP, {PRQETRY} CAHARET VOLTAIRE, L (1977).

BENNETT, JOHN My CRON LOAF, {(PUETRY} POEMA CONVIDAUD. 2 {JULY 1977),

BENNETYT, JOHN We OEAD BOX; EXPLODING 80X+ {PCETRY) ZAHIRs 10 (§977)a

BENNETTs JOHN Me GENTAL PIECE. (POETRY} THE WITTENBERG REVIEW. 1 {1977).

BENNETT, JOHN M. DESPERATE MOMENT 23 UNTITLED PHOTOe (POETRY) VILE. 3 (1977)a

BENNETTs JOHN Me HANGING PACKER= (POETRY) THE TRANSIENT. & (197714

BENMETT» JOHN Me HEADACHE; MEAT PLANE. {PCETRY) SCMBAST. | (SUMMER 1977).

EENNETTy JOHN M. ] SAW MOTELS{ SEAMLESS FALL. (POETRY) FIREWEED, 2 (SUNMER 1977).

BENMETT, JOHN M. INTESTINOS FURRAs (PDETRY) MULTIPOSTAIS. 1 (1977},

BENNETTy JOHN Me MAGGOT JUICE] DRa WADSs {PDETRY) GGAGG NEWSLITTER: 1 (1%77).

BENNETT: JOHN Ma MEAT WATLCH, (PCETRY) COLUMBUS. OHZ FIREWIOD PRESSay 1977

BENNETTs JOHN Ma MEAT VENT; COFF FACE; FLOATING MEATF UNIT FACE: STREET JERKS: K FACE.
(PDETRY)} ASSEMBLINGs 7 (19771

BENNETT: JOHN Ms MOTHER MEZAT. {PODETRY} FRIENDS MAGAZINE, 203 (1977},
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BENMETTs JOHN Me MOTe MAN; DOG CHEWING RUBBER SKULL3 MIRROR HAND] FLUSHED FACES. (POETRY)
BLANK TAPE. 1 {1977).

BENNET Ty JOMKN l:- NICK Lae NIPS DREAHSa (POETRY) 491 MAGAZINE: 11 {JULY 1977}e

BENNETTs JOHN He NIPS IN A DAY MR NIPS N MOURNINGs C(POETRY) LOST AND FOUND TIMES. 4
FEBRUARY 1S77) R

BEM;TT. JOHN M. ND‘CENTER: PHONE GOING DOFF; MOUYH AND DOLLARS| SPONGE MIRRGAS 32 SWASTIKAS
BOME WAX; CROW DOTS; FIRK INCHESS JAM NUT. (POETRY) SKULLPOLISH, i (19771 A

BENNETT: JOHH M. NCOTHING TO FOLLOW 1-ai BONUS 1=5: SECRET RUBBERS: SWARMING ELADES: SHOPRING
LENTER 1-10, (POETRY) STAR—WED PAPER., & (19771

BENNETT» JOHN M« RUEQA DEL TIEMPOe. (POETRY) LIGHTWORKS: T (SU::?R 19771

BENNETTs JOHN Mo SEWER. {POETRY) CABARET VOLFAIREs 2 {FALL 19 -

BENNETT: JOBN M. STIFF RADAITS DN FTHE CLIFF; MAGGOTSa (PFOETRY) POPULAR [LLUSIONS: 3 [DECEMBER
1977)

METT» JOHN M. TIME AND MATTER MANDALA« (POETRY) A GAVEVA. 7 (1977«

:E:NETT: JOHN Me TIME®S DIPSTICK 77 TIME®S UTENSILS: WAKING. (PCETRY) THE FAULT., 1L (APRIL
1977) .

ENNETTs JOHN Ms TIME*S DIPSTICK 2« [POETRY) CAMBIU. 3 (1977)s

BENNEY ¥+ JOHM My TIME ENDINGe (POETRY) FIREWEED: 2 {¥INTER 1677)s

BENNETTs JGHN M. WAOS HEADy PTs 2. (POETRY} DR: 8 (1977}

BENNETYs JOHN Me WHETE SHIRTS iN CLOSET 1. (POETRY) NRGy 4 (1977}

BENMETT: JONN M+ CCNTROL; PENK MIRROR] CUTOFF. (POETRY} DORs 3 119771

BERGGRENy PAULA S SEE CHOPINa KATE.

RNs ENIO SEE GENERAL.

BBERR;’HAN- JCHNe HERRY!S FATE AND OTHER POEMS, 1967~1972% (POETRY) NEW YORK: FARRARs STRAUS
ANC GERQUX, LITT.

{BERRYHANy JUHN)« THE PRETRY OF JOHN BERRYMANe BY ARPINs GARY G« (POETRYS PORT WASHIHKGTON.
s Yo ! KENNIKAT PRESS, 1977.

(GERRYMAHs JOMN}s THE RETREAT FROM ROMANTICISM. SY BROMWICH, DAVIDe [CRITICISM} TIKES .

LITERARY SUPPLEMENT B8 JULY 1977. B31-32
(BERAYMANI« JOHN BERRYMANI AN ENTRODUCTION TO THE POETRY. B8Y COMARRGEs JOEL. (FOETRY) KEW
YORK: COLUMBIA UNIVERSITY PRESS: 19774
BLECMs LILLIAN D SEE CATHER, WiLLAe .
aLys I;CBERT. THIS SUDY IS MADE OF CAMPHOR AND GOPHERWOQD. (POETRY} NEW YDRKI HARPER AND ROWs
1977,
H D 12 (1977)s 119.
BOIARSKI+ PHIL. LAMDSCAPS. (POETRY} CALIFORNIA OQUARTERLY, NOS L1 AN .
BOIARSKL » PHILs CFESPRING{ PLAYING WITH MATCHES. {(POETRY) GREENHOUSE. i (SUNMGR 1977). &=7+
BOIARSKIs PHILe THE HILARLOUS BEATINGs {PCETRY) PARLS REVIEW, NOs 69 (SPRING 19770 35
BOIARSKis PHILs wOCO POEM; TREE PRAYERS. (POETRY} HAND BOOK. 1 [19771. 1524 ‘
BORDEN. WILLIAMs AT THE GUPHER BARs {POETRY)} THE LOUISVILLE REVIEWs NOe 2 (SPRING i97T)a
BORDEN. WILLIAM. NCTES FOR A NODAK RAGAs {SHORT STORIES) DAKGTA ARTS QUARTERLY. 1 (SUMMER
97T
. 7T
DEN+ WILLIAM« THEODOQROSs AHs THEQDORDS (PDETAY) FREE PASSAGE. NOs 4 {FALL 19
:g:DEN: WILL1A#. THE DEAQ LIE IN AQUARIUMS. (POETRY) THE LOUISVILLE REVIEWs NO« I (FALL 1977).
RJAILYs VANCE $EE GENERAL.
??lgumnl.;r, VANCE )« CONVERSATIONS WITH WRITERSZ VANCE BOURJAILYs JAMES OICKEYs WILLIAM PRICE
FOXe {AUTOBIOGRAPHY) DETROIT: GALE RESEARCH: 1877,
BOYLE. To CORAGHESSANs DE RERUM NATURA. ESHORT STORIES) QUEST—77: MARCH-APRIL 1977.
BOYLEs T CORAGHESSAN. CROSSINGS» (SHORT S$TORIES} NORTH AMERICAN REVIEW, 262 (SUMMER 1977)e
45,
T. CORAGHESSAN. A WOMEN®S RESTAURANT. (SHORT STCRIES) PENTHOUSE, (Hay 1977).
:3:‘:5: Te CORAGHESSANe WE ARE NORSEMEN. {SHORT STORIES) HARPER'S, 255 [SEPTEMBER 1977314 76=78.
BOYLEs Te CORAGHESSAN, GREEM HELL. (SHORT STOREES} TRANSATLANTIC REVIEW: (SUMAER 19771.
BOYLE« Ts+ CORAGHESSANs GRNIVHOLOGY+ (SHORT STORIES) CARGLINA GUARTERLYs: (FALL 1977}.
BOYLEs Ta CORAGHESSANe DESCENT OF MANa [SMORT STORIES) PARIS REVIEWs NO4 69 {SPRING 19771a
16-28.
BAADBURY ., MALCCLM SEE HELLOW» SAUL.
BRANSs JO SEE BELLOWs S5AULs
BROMWICH, DAVIC SEE BERRYHAN, JOMN.
(BRUDKS-'GIENDCLYN}. UPPATE DN PART CNE3 AN INTERVIEW WiTH GWENDOLYH BROCKSe AY HULL. GLORIA
T+ AND GALLAGHER:, POSEY. (AUTOBICGGRAPHY) CLA JOURNAL, 21 L(SEPTEMAER 1977}, 19-40.
ARCOKS: TERRY. THE SWORD OF SHANNARA. (NOVELS} NEW YORKI RANDOM HOUSE. 1977
BRUGCCOLI. MATTHEW J SEZ FITZGERALD. Fu SCOTT.
BUCCO. MARTIN SEE CREISER, THEOODRE.
BUDD, LOUIS J SEE CLEMENSs SANUEL L.
AUNGEs NANCY L SEE WHITHAN: WALT.
SUNGE, NANCY SEE ANDERSONs SHERWODD
BUMKEs JOAN SEE GEMERALe
(EuRUéﬂ‘E' ROBERT JONES)s A NEW LODK AT SDME “BAD BOYS™. 8Y JORDAN: PHILIE O (CRITICISHW)
BUOKS AT [0WA. NOs 26 {APRIL 1977}, 159-3%,
BURNSs STUART L SEE HEMINGWAY. ERNESTs .
suRRm‘vs. EOWIN GLADDING. ISLAND WOMANi ON THE ROAD Td BAILEY'5i LIFE ON THE MISSISSIPPL.
{POETAY)} ASCENTs 2 {SPRING 1977)s 24-27,
BURRDWSs EOMIN cn_u:t;ma. THG GAME PRESERVE (POETRY) BLUE UNICORN, 1 (OCTOBER 19771 284
BURRDWS: EOWIN GLADDINGs THE JUNGFRAU HOTEL. (POETRY) ANM ARBOR REVIEW. NO. 27 {NOVEMBER
197710 48e
BUSHs SARGENT JR SEE CLEMENS. SAMUEL L. }
ausu:\. GARY C. FROGS« TURTLES, AMD A WHISTLE. {(PGETRY} COE REVIEW. (SUMMER 1977}
BUSHA: GARY L« FUSEBOXES. (POETRY) POETRY VIEWs AUGUST 1977
AUSHA, GARY Cs MEW TEETH FOR OLD. (POETRY} GREEN'S MAGAZINE, 6 (1977}.
BUSHAs GARY C. NOTES FROM AN ANTI-ANARCHIST, {POETRY) POETRY VIEWs MAY 1977.
GUSHAs GARY Cs PICKLES. {PDETRY) POETRY VIEW: LDECEMUER 19771.
BUSHA: GARY Ca POTATOESI BILLIGNS. (POSTAY) NONE OF THE ABOYE. 1977.
BUSHAs GARY Ca RIDING THE ELEVATORe (SHORT STHRIES) NONE OF THE ABOVE. HMAY. 1977,
BUSHAs GARY €. SINCE GHE DID NOT ENCURE. (POETRY) RIVER BOTTOM POEM POSTCAAOD SERIESy 1977«
BUSHAy GARY C. SUCH ARE THESE BEGINNINGS. (POETRY) SPOON RIVER QUARTERLY. 2 {1977}.
BUSHA: GARY €» THE DEAST OF NEROS: (SHORT STORIES) NORTHWOCOS JOURNAL . 1377,
BUSHAs GARY Ce THE PROVIOEWGE OF MILKMOGD PODS. (POETRY) SEVEN STARS POSTRY. 3 MO+ 32y [19773.
AUSHAs GAAY Cs THRCUGH A MARINER'S TELESCOPE. {POETRY) SEVEN STARS POETRY. 3 NOs 34s 1977
BUSHAs GARY . TREES IN A TEACUP, INC, (SHMORT STORIES) mp.\c:;’x [ SPETEMBER 19774
AUSHAs GARY Ce TRUCKS. (SHORT STORIES) MODUS OPERANGE. B (19771.
ausm.. GARY c: WALTING FOR 200 CARS ON THE NDRTHWESTERN CANADIAN. (POETRY) POETRY VIEW.
SEPTEMBER. 1677,
BUSHA. GARY c: WFEN SHE REALIZED SHE WOULD NEVER LAST THROUGH EVENINGs (POETRY) QUE HUCNGr AK.
2. 1977,
BLSHAs GARY C. WIRESs (POETRY} KUDZU. 3 {SEPTEMBER. 1977].
BUTCHER: GRACE. AS 1 THINK AB0OUT IT. (POETAY) POETAY NOWs 3 (19771, 17.
BUTCHERs GRACE. BEFGRE k GO OUT ON THE ROAD. (POETAY) FIREWEEDa 2 {SPRING 1977). 21.

Annual Bibliography of Midwestern Literature: 1977

CANTONI, LOUIS Ja ALMOST NINETYe [POETRY) POET, 18 (DECEM3ER 1977)s 11a -

CANTONT, LOUIS Je AUTUHN. (POETRY) NEWSLETTER OF THE NATIONAL ASSOCIATICON OF THE PHYSICALLY
HANDICAPPEDs 7 (FALL L977}s 1Ta

CANTCHI+ LOUIS Jo EAGLES; PREHISTORY. (PCETRY) DRIFTMCOD EASTs 5 {SUMNER 1977). #3a

CANTONI. LOUKS Je FEASTw (POETRY) NEWSLETTER OF THE NATIONAL ASSODCIATION OF THE PMYSICALLY
HANDICAPPEDs B (WINMTER 1977}s 7.

CANIONI» LOUIS Je FLAME. (POETRY) POETs 1B CAUGUST 1977)s 9e

CANYONE, LOUIS Jes FRULITION: LAMENT. (POETRY) DRIFTWOODD EASTe S (WINTER 1977), 37

CANTONI, LOUVIS Jo MERGING IMAGESs (POETRY} BARDIC ECHOESs 18 (JANUARY 19771, 22.

CANTONI, LOUIS Jo REMINISCENCE= (POETRY) MODERN INAGESs WINTER. SPRINGs SUMMER 1977 1l.

CANTONIs LOUIS J, ROSE WINOOW. (POETRY) PENINSULA PDETS. 33 ISPRING 1977). 14,

CANTOQNI, LOUIS J. THE LONG VIEWs {FOETRY} POETs 18 (FEBRUARY 19771s 14.

CAMIUNERI.. ROSERTe BLUE LEAF IN AUGUST (SHORT STORIES) GEORGIA REVIEW, 31 (NINTER 197T).
815828, .

CANZONERIs RUSBERY. THE OLD MANs [SHORT STORIES) OHIO JOURNALs 3 (SPRING 1977}, 7=§2.

CARLISLE, Es FRED SEE EISELEY, LORENe

{CARLSCN) . LOWRY @IMBERLY AND OTHERS: RECOLLECTIONS OF A BEERDRINKERe HY UNLANDs RUDDLPH.,
{AUTOBTOGRAPHY ) PRAIRIE SCHODNER, 51 (SPRIRG 1977}, 17-50.

CARPENTER+ RONALD H SEE TURNERs FREDERICK JACKSON.

CARR: PATs THE xOMEN IN THE WIRRDR. (SHORT STORIES) IOWA CITY: I0WA UNIVERSITY PRESS. 1977

CARRIERy WARREN: SAVE YOUR SUGAR FOR THE COLD KORNINGe (POETRY} LAURINBURGs NeCZ ST, ANDREWS
PRESSs 1977.

CARSONs HERBERT L. ANGCIENT GANES; SPARTAN WARRIOR: VICYORY VASE. (POETRY)] ENCORE. CAPRIL
19770, Ae

CARSONs HERBERT La BATTLE SCENEs (FOETRY) BARDIC ECHOES, JANUARY 1977, 23.

CARSONs HERBERT L. SELEME'S HORSEe (POETRY} HATIONAL POETRY ANTHOLEGYs 19774 18.

CARSONs HERBERT L. TRIPLE~BODIED DIETY: HEREUS. [POETAY] ERAs SEPTEMBER 1977.

CARSUN, HEREERT L. THE WALLS OF TROY. {POETRY} BARDIC ECHOESe. APRIL 1977, 45,

CASTILLO. AHA+ OTRO CANTOs {PDETRY) CHICAGD: ALTERNATIVE PUBLICATIONS: 1977.

CASTILLO ANAs 1975; NAPA. CALIFa; $OY MEXICANAS DUR TONGUE WAS NAHUATL. CPOETRY) REVISTA
CHICANO-RIQUEKA. 4 {1977).

CASTRDs MICHAELs AXEMAN IN THE WOOADS IN WINTER: LIZARD POEMS: THE SEASONS: AN
AUTOBIGSRAPHICAL PUEMa tPOETRY ). (AUTOBIDGRAPHY) RIVER S5T¥Xa 1 {1977ha

CASTROy NICHAELs CRACKS. (POETRY) 3T. LOUVISS CAUW.CRON PRESS. 1977

CASTROs MICHAEL. I AM==NOT MINE. (POETRY) FIREWEED. 1977, :

CASTROs MICHAEL. RED ON THE WHEEL} GULL LAKE. (POETRY) WATERRARKS: 1 (1977}.

CASTROs MICHAELs SCLO FLIGHT; THE OTHER STDEs {(POETRY). AURATIONs 1 (1977)s

[CATHER: WILLA)e IK TIME AND PLACE; SOME ORIGINS OF AMERICAN FICTION. BY WATKINSs FLOYD Ce
(FICTION) ATHENS: UNIVERSITY OF GEORGIA PRESS. 1977

[CATHERs WiLLAJa CN DARING TO LUDK BACK WITH WHARTON ANO CATHER. BY BLOOK. LILLIAN D,
(CRITICISN} NOWEL: A FORUM GN FICTION, 10 {WINTER 19771+ 167-78,

(CATHER: ®ILLAJs ThE IMAGE OF THE ROCK ANC THE FAMILY IN THE NDVELS OF WILLA CATHER. BY
SHELTONs FRANK M. (NGVELS) MARKHAM REVIEW: 6 (FALL 1976)s 9=1d.a

(CATHERs WILLAJe WILLA CATHER AND THE INDIAN HERITAGEs BY SYOUCKs DAVIDs {CRITICISM)
TWENTIETH CENTLRY LITERATURE: 22 [DECEMBER 197&), 433-43« -

CHAPP+ PETRCNELLA He PROMISE. (POETAY) AMERICAN PCET» [MINTER 19771 17.

CHAPP. PETRONELLA. SEEDSs (PCETRY) MAJOR POETS: WD+ 30 {1977)s

CHERMOFF s NAXINEs A VEGETABLE EMERGENCYs (POEYRY) VENICE. CA+7 BEYOND BAROQUE FOUNDATION
19%7.

CHERNOFF, MAXINE. FOR DAILY USEe {POETRY) PARTISAN REVIENs 44 (1977)s 560,

CHERNOFFy HAXINSs FREQ ASTAIRES HIS PASTIME. {PCETRY} CHELSEAs 36 (1977} AS.

CHERNOFF + HAXIMEs RUNNING THE GAUNTLET: THE SITTINGas (PODETRY) STORY QUARTERLYs S5=6 (1977)s
106=108.

CHERNOFF s MWAXENEs SIFTING MY PUREST AFFECTIONS. (POETRY) IN THE LIGHT. NO« 4 1977}

CHEARY: KELLY: A HCOK. (POETRY) NEW LETYTERS, 44 {OCTOSER 1577} 21-92.

CHERRY s KELLY. CREATION. {SHORT STORIES? STORY QUARTERLY, NO» 5=6 (APRIL 1977}

LHERRY « KELLY s ITHACAG INTERSTATEs {POETRY) REMINGTON REVIEW, 5 [NOVEMBER 1977} 42-a3.

CHERRY: KELLY. AELATIVETY: A PDINT OF VIEW: POEMS< {POETRY) BATON ROUGES LOUVISIANA STATE
UNIVERSITY PRESSs 1977, I

CHERRY+ KELLY. WHERE FIRE WENT. (POETRY) PARNASSUS: POETRY N REVIEW. 5 {SPRING-SUNMER 1977}«
14, .

LCHESNUTT, CHARLES Wu)s CHARLES ¥« CHESNUTT: A REFERENCE GUIDEe BY ELLISON. CURTIS Wa
(BIBLIOGRAPHY) BGSTON: Gy Ke HALLs 1977.

(CHOPINe KATE) + =A LOSY SO ™: WORK WITHOUT HDPE IN THE AWAKENINGa 8Y BERGGRENs PAULA Sa
{CRITICISM) REGIONALISN AND THE FEMALE IMAGINATION, 3 {SPRING 1977)s 1-Ts

(CHOPIN: KATE) s KATE CHOPIN'S MUSIC BY TOTHs EMILYs (CRITICISM) REGIONALLISM AND THE FEMALE
IHAGINATION: 3 {SPRING 1977)s 28-20.

CHRISTINA: MARIE. HIBERNATION. (POETRY} CIRCUS MAXINUS, 2 (JUNE 1977).

CHRISTINA, MARIE. IOENTITY. (POGTRY) CURTAIN CALL: THE MAGAZINE DF 5T. LOUIS ARTSs 5 (MARCH
1977).

CHRISTINAs MARIE. PCRTRAITSs (POETRY] HAREOR SPRINGSs MICHIGAND SNOW QML PRESS: 1977.

CHRISTINAy MARIE. SHOW BOWL. {PDETRY) CURTAIN CALLS THE KAGAZINE OF ST LOUVIS ARTS, S
(FEBRUARY 1977}

CHRISTINA» MARIEe THE CICADA. (POETRY) CURTAIM CALL: THE MAGAZINE OF 5T LOUIS ARTS: &
{AUGUST 1977},

CHRISTINAs HARIE. THE SAMURAI OF OREANS. (POETRY) WATERMARK. MO+ 2 (SPRING 1977).

CIYINO. DAVIDa A CURSE. (POETAY) COLORADO-NORTH REVIEW, 14 (FALL 1S77)s 28a

CITINOs CAVIDs APACHE MEN: THE LAUREL. (POETRY)} DESCANT. 21 (SPRING 19771 24.

CITINOs DAYIDs ART HMUSEUM: THE LAST POEMs (POETRY) HIRAM PGETRY REVIEWs NO. 22 (FALL=WINTER
19773, 12.

CITINDs DAVID. CHALLENGING SITUATION 80« 33 THE ROLLING SKuil. {POETRY) REC CEDAR REVIEN, 11
{1977y, 36. .

CITINO« DAVIDs CLEVELAND LOVE SONGS EN CENTER FIELDs {POETRY) DARK TOWERs & {19771+ 69, 86w

CITINO: DAVID. CLOUDS. (FOETRY) FIREWEEG: 2 (SPRING 1977)s 9s

CITIND+ DAVIDs CUTTING DOWN A TREE. (PCETRY) LOONe 8 {SPRING 1977} 14.

CITINOe DAVIDa FIRST CUTTINGs {POETRY} THOREAU JOURNAL QUARTERLY: 9 (OCTOHER 19TF)s 34

CITIND: DAYIDs FOUR POENMS. {POETRY) THREE SISTERS. 6 (1977)» 124

C€ITINOs DAVID. HAZEL; THE LAWS OF HOSPITALITY. {POETRY} POET ANO CRITIC, 10 {1977). 20=21e

CITINGs DAVIDs. HE WAS BORN} VOYAGES. (POETRY) HISKEY ISLAND QUARTERLY. 1 (FALL 1977)+ G» 52+

CITINGs DAVIDs IMAGINE BEING BURIED, (POETRY) CONFRONTATION, NOa 15 {FALL 1$77-NINTER 1978}«
e

CITINO» DAVID. LAKE ISAHEL, EARLY MORNINGi BALLAD OF THE SOILe (POETRY) COLCRADC-NORTH REVIEW.
13 (WINTER 1%77}a 20-21.

CITINUS DAYID: OHIC AUTUMN. (POETRY) CUMBERLANOS. 14 (FALL 1977)s Bs

CITINGs DAV1D. FCEM DFFERED AS PAYMENT FOR ONE BARBECUE SPARERIB DINNER WITH SECRET SAUCE AT
THE NEW RIEGEL CTAFE, NEW RIEGEL: OHICs (POETRY) LAUREL AEVIENs 1| {SUMMER 19771: 6.

CITINOs OAVID. ROCK PAINTING: BUSHIDDs {POETRY). AURA LITERARY ARTS REVIEWs 3 (PALL 1977}
13-1 4.

163
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CITINGs DAV10. SOW. {POETRY) GREEN'S MAGAZINEs 5 (SPRING 1977} 70+

CITINOs DAYID: SPIRAL, (POETRY) SEOUDIAZ STANFDRD'S LITERARY MAGAZINEs 22 (WINTER 1977}« 324

CITINDs DAVID. SPRING FROST~~ANMIVERSARY; THE MAGICIAN} WARNINGS; EVENING PRAYERs (POETRY)
THE WINDLESS CRCHARDs NO. 29 (SUMMER 1977}s 27-29.

CITINO. CAVID. THE BEQE THE DRUM. {POETRY)} WIKRD—LITERARY JOURNALe T {19771+ S-5a

CITINO, DAVID. THE CONTESTANT. (POETRY) POETS IN THE GALLERY: A CHAPBOUK OF COLUMBUS POEMS.
COLUMBUS! GOLUMBUS GALLERY OF FIMI ARTS: 1977.

CITIND, DAYIDs THE DEATH OF MUNGO PARK. (PDETRY] SDUTHERN POETRY REVIEWs LT (FALE 1977), 38.

CITINOs DAVMIDs THE FIGHTING OF THE FRIENGS. (POETRY) BUCKLE: A POETARY JOURNAL. 1 (FALL 1977).

CITINO» DAVID. THE FLIGHT BACK. [POETRY) EPOS, 27 {1977)s 29

CITINGs DAVIO. THE GARDEN. {PDETAY} ROAD-HOUSEs 4 (SPRING 19771, 30.

CI1TINDa DAVIDs THE HOUSE; THE GANE: DANCE OF CEATHe (PDETRY) KUDZU. L (NOVEMBER-DECEMDER
1977].

CITINO. DAVID. THE PROCESSs {POETRY) PIGIRON, HOe 3 {19771 93a

CITIND. DAVID. THE SCREAM: THE FORELIGN ASTHMATICs IN THIS COUNTRY FOR A SHORT YTIME ONLYs
SPEAKS THROUGH HIS INTERPRETER. (PCETRY) AURA LITERARY ARTS REVIEW, & (SPRING 19771,
24.25.

CITINO. DAVIO, THE SONG; THE FANTASY OF LCNG BEFORE SINs (POETRY} ¥IMAGESs 4 {1977). 12.

CITINO. DAVIDe YIGIL; RULN; HEW CLOTHSS; THE SITUATION. (POETRYJ PHOEBE, T {NOVEMSER 1977},
1817,

CITINO. DAVIG. WHEN HE DHIES THATs I[POETRY) HORTH COUNTRYs SPRING 1977 5l.

[GLEMEKS, SAMUEL Lele HUCK FINN AFTER HUCK FINK. BY SIMPSON. CLAUDE He JRa (CRITICISH)
AMERICAN HUMOR: ESSAYS PRESENTED TO JOHK Ce GERBERs EDs O+ Me BRACKs JRs SCOTTSDALE.

. ARTZONA? ARETE PUBLICATIONS: 1§77+ §9=72

(CLEMENSs SAMUEL Ls)s THE SHOWMAN AS HERG LN MARK TWAIN'S FICTIONa BY 8USH, SARGERT JRs
(CRITICISM} AMERICAN HUMOR: ESS5AYS PRESENTED TD JOWN C. GERBERs EDITED Os Me BRACKs
JRe SCOTFSDALEs ARIZONA: ARETE PUBLICATIONSy 19771 79=0B.

(CLEMERS s SANUEL Le)s THE COMIC MARK TWAIN READERs BY NEIDERs CHARLES EDITOR. {FICTION}
GARDEN CITY, NeYs: DOUBLEQAYs 1977s

CCLEMERS, SAMJEL L.)s THE LITERARY REMAINS OF MARK TWAIM. BY XOLB.: HARCLO He JRe (CRITICISH)
VIRGEIMNIA QUARTERLY REVIEW: §3 {S5PRING 19771, 353-62.

(CLEMERS, SAMUEL Le)s "SUCH AS MOTHER USED TD KAKE® OR MA SONG COMPOSED IN A DREAM®! NEW
EVIOENCE FOR A MARK TWAIN ATTRIBUTIONe BY MONTEIROs+ GEORGEs (CRITICISM)s
(BIBLIGGRAPHY ) PAPERS OF THE BIBLIOGRAPHICAE SOCIETY OF AMERICA. 71
(OCTORBER-DECEMBER 1977)+ S512-14.

LCLEMENS, SAMUEL La)e MARK TWAIN THE TOURIST: THE FORM OF THE [NNOCENTS ABRCAD. BY MICHELSON,
BRUCE. (CRITICISM) AMERICAN LITERATUREs 49 [(NOVEMBER 1977). 385-98.

(CLEMENS, SAMUEL Lele TWO NEW JOEL CHANGLER HARRIS REVIENWS OF MARK TWAINe BY GRISKAs JOSEPH Ma

JRs [CRITICISM) AMERICAN LIVERATUREs 48 (JANUARY 1977%. 584-05.

{CLENENS, SAMUEL La)s MARK TWAIN DISSECTS AN OVERRATED BODK. BY EPPARDs PHILIP Bs {CRITICISH)
AHERICAK LITERATUREs 49 [NOVEMBER 3977Fs 430-40s

{CLEMERS, SAMUEL Ls}. A LISTING DF AND SELECTION FROK NEMSPAPER AND MAGAZINE INTERVIENS wITH
SAMUEL L. CLEMENSs 1874-1%10a BY BUCDs LOUIS Je (BIBLIOGRAPHY)«{AUTOBYBGRAPHY)

AMERICAN LITERARY REALISMy 1B570-1910+ 10 (WINTER 19770 1-93.

[CLEMENS s SAMUEL Lele "THE LEASK SYUDLED YEARSM AND OTHER YEARS AS WELLT MARK TWAIN IN THE
1670* 5. BY POGELs NANCY. (BIOGRAPHY) SSML NEWSLETTERs 7 SPRINGs 1977, 10=11le

[CLEMENSs SAMUEL L.} ANOTHER LAST WORO DN THE WEEKLY OCCIDENFAL. &Y NOOOYs ERIC Na
{CAITICISM) MARK TWALN JOURNAL: 168 (SUMMER 1977}y 31-13.

{CLEHENSs SAMUEL Lsle MAAK TWAIN 1N THE MOVIES:S A HEDITATION WITH PICTURESe BY SEELYEs JOHN De

(FILK)] NEW YORKI VIKINGs 1977.

(CLEMENSs SAMUEL Lal= MARK TWAIN'S =CARNIVAL OF CRIME™.s BY GIBSON. WILLIAM M, (CRITICISM)
AMER1CAN HUMOR: ESSAYS PRESENTED TO JOHN C» GERBERs EOCs D+ M4 BRACKs JR. SCOTTSDALE.
ARIICGNA: ARETE PUBLICATIUNS: 1977s 73=7Be

(CLEMERS, SAMUEL Le)a A NEW LOOK AT SJIME #8AD BOYS". BY JORDANs PHILIP e CBEIBLIOGRAPHY)
BOOKS AT IOWAs NO« 26 (APRIL 1877}y 19—34s

[CLEMENS, SAMUEL Lsle HARK TWAIN IN THE RED RIVER VALLEY UF THE NOATHs BY KINGHORN, KCRTON O
{CRITICISM) MIKNESOTA HISTORY, 45 (WINTER 1977), 3I21-28.

CLEWELLs DAVID. PRAYER FOR THE NEW YEAR. {POETRY) MILWAUKEE: PENTAGRAM PRESSs (NOVEMBER 19T7).

CLINE» CHARLES. A VISIT TO POE'S GRAVE. {POETRY) NE¥ LAUREL REVIEWs 7 (FALL 1977)s 234

CLINEy CHARLES. FALL MORRING: INAGES] LADY OF MORNINGs (POETRY} MODUS CPERANDI POETRY
ANTHOLOGYs BRODKEYILLE, MOs: MCDUS OPERANDLs 19774 34 5-6e

CLINEs CHARLESs FOR THE GREEN SONG. (PDETRY) POET, 18 (FESRUARY 19971, 4.

CLINEs CHARLES « HEAT WAVE; HOTEL ICE NRACHINE; YELLOW SQUASH. {POETRY} CANADIAN POETS AND
FRIENDS« SROOKEVILLE: MDs3 NOBUS DPERANDI. 1977. 30, 34, 38.

CLINEs CHARLESe HOUSEHOLD WALLSe (POETRY} HOOSIER CHALLEKGERs 9 [SPRING 19771« 49

CLEINE, CHARLES. HOW FAR TO IMMORTALITY. (POETRY] POETs 18 (AUGUST 19773e 37s

CLINE, CHAALES. INDIAN SUHMER DAY. (PDETRY} HOOSIER CHALLENGER, @ (SUMMER 19771. 48

CLINE., CHARLES. LEELANAU*S SCHOODLHASTER; NOVEMBER'S (URSE. (POETRY) WOODDSRUNMERs 7 [SUMHER
19772+ 20-2le

CLINE: CHARLESs NIAGARA FALLS. (POETRY} SOUTWESTERs 5 {FALL 1977)}s 79

CLINE: CHARLES. THE WODDS. {PUETRY) DRIFTWOOD EASTe 5 [SPRING 197714 8.

CLINTON: De THE SAND-MCNALLY POEMS, C(POETRY) KANSAS CITYs MO.: BKMK PRESSs 1977.

CLOSSONs KAY Lo ON OLD 160, {POETRY) THE SHITH. 19 (1977)s 1724

C€LOSSONe KAY Lo THAT GREAT ELECTRICAL HUMe (POETRY) NEWSARTs 1977« #le

CLOSSOKs KAY L. WAITING FOR IT TD BE OVERe (PGETRY) SOUEEZESDXs 2 (FALL-NINTER 1977)s 52.

COMEN. KEITH SEE DREISER, THEODURE.

COHENs KEITHs FEAST. {POETRY) OCTOBER, 4 (WINTER 1977)« &8-5%s

COLBY, JUAN. AUTO-IMMUNE DISEASESs {POETRY} THE HOLLINS CRITIC. 1977.

COLAY. JOAN. BEHEADING THE CHILDREN. (POEYRY} CHICAGU: OMMATION PRESS 1977.

cOoLaY, JOAN. CROCODILE. (POETRY) 1CARUS. 1977

COLBYe JOAN. ELM AND MILLOWs (POETRY) STONE COUNTRYs 1977,

COLBYs JOAN. FOR ROBERT CHO¥NED B8Y ANTLERSI PEALE TREATY: INFLAMMABLE ABODES; ASTERISKE AN
AYIARY OF VIRGINS; UMBRELLAS; MESSAGE FRCH TRANSYLVANIA. (POETRY) IMAGES. 1977.

COLSY, JOANs INSCAPEs [POETRY} PANACHE, 1977.

CGLBY. JOAN. INTERLUDE: A HOT DAY ENDING IN THUNDER. {POETRY)} GREAT RIVER REVIEW, 1977

COLBYs JOAN. KISSING GOURAMI; FAMILY; BAD SEASONs (POETRY) VOYEURs 1977.

COLBY: JOAN: LAST SUPPER; HAND. (PDETRY} EAST RIVER REVIEN., 19774

COLBY: JOAN. MUSEUMa [POETRY} THE CAPE ROCKs 1977,

COLEYs JOANs PRINCESS OF THE GLASS HILLe {POETRY) ATTENTION PLEASEs 1977.

COLBY. JOANe RABBIT DAWNG ELEMENTARY MATHEMATICSF BALSAM LAKE. (POETRY) SOUSWESTER. 1977,

COLBY.: JOAKs RED LCOGEe {POETRY) NEW RIVER REVIEWs 1977.

COLBY, JOANs RINGSa {PDEYRY) ASCENTs 1977+ .

COLEYs JOAMs SACRAMENTSs I-¥I» {(POETAY)} LOWLANDS REVIEW, 1977.

COLSY. JOAN. STARFISH; WISE OLD MANs AFTER JUNG; REINVENTING THE WILDERNESSs (POETAY) WASHOUT
REVIEW: 1977»

COLBYs JOANe THE DREAH HOUSE: RESPONSIBILITIES. {POETRY) WINE RINGS: 1977

COLAY, JOANs THE PCET TO HER READERs {(POETRY} GRAY SKY REVIEW: 1977.
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COLBY: JOANs THE SUMMER LADYYS TALEs {POETRY) 10.5 {(I«Es+ TEN PRINT FIVE), 1977.

COLBYs JOAN. UNROOFED, (POETRY) CHOWDER REVIEWs 1577.

COLBYy JOANs WAKING BEFORE THE ALARH} DISPARITIESs: (POETRY) ROCKY HOUNTAIN REVIEMs 19774

COLBYs JOANe ¥HEK THE GREAT DEPRESSION HITS; RITUALS: BEHKEADING THE CHILDRENF THE ASSUMPTION

< FALLACY. (POETRY) EN PASSANTs 1977,

OLEs £+ R+ HOLE IR HIS TROUSERS| THIS LATE SNOWFALL: 2 A.Ma {POETRY

NOa 30 {FALL 197714 C—2» C—3s C=7. ? THE WINOLESS DACHARDs

COLEs Es Re LATTER-DAY RITES AT REMEMBRANCE R. -
(GCTOBER 157734 ar QCKr GALESBURG. (POETRY) PSA BULLETINs (NY) . &7

COLE, Ee Re NEY ENGLAND BIGHT: COPING WITH THE MYTH OF -
At lerer, Hok MOTION. (POETRY) WISCONSIN REVIEW, 12

COLEs JAMES: THE QUIET DUNP. {POETRY} KANSAS QUARTERLYs ¢ (WINTER 1577)y 78+

COLEMAK, HORACEs EQUINDX TN ATHENSs {POEYRY) ATHENS. [SUMMER — FALL 19771 24.

CCLEMANs HORATEs EXILED IN AMERICA; HELL BRIGHTZ RAINY DAY LIST; DCTF TO KENT. {POETRY}
ATHENS ALTERNATIVE NEWS: 1 {16 MAY 1977). 2.

COLEMAN: HORACEs FCUR BLACK POETS. (PGETRY} KANSAS CITY: 8KMX PRESS. 1977y S=224

COLEMAK: HORACE. NIGHT CLUBS; TO WALCOLM Xi THE VULTURE AND THE BUZZARD: EARLY. AFTER.
(POETRY} ATHENS ALTERNATIVE NEWS» 1 (30 MAY 1977), 74

COLEMANs HORACE. OCT; RAINY DAY LISTa (POETRY) NIMAGD. 21-22 (1977}, S6s

COLEMAN: HDRACEe STALENATE AT ATTICAS THAT LEFE. THAT LGVEs THAT FIRE; BEING BLACKI ATTICA;
MIGHT FLARE DRCP; TAN SON MNHUT; IN CA MAU; LOG % 19N ¥2E; DUSTOFF; JUKKIES [Si HE
AINT RISEN+ BABY. (PODETRY) SPEM EASY+ SPEAK FREE., EDe Ae Se K» MBERI+ ANC PIETERSE,
Ca NEW YORK: INTERNATIONAL PUBLISHERSs 1977

COLEMAK, HORACE. Y+E FEAA . (POETRY) AMERICAN POETRY REVIEW, 6 {JANUARY—FEDRUARY 19770 224

COLEMAN: HORACEa THERE 1S MUCH NUSIC IN THIS ROOM; POEM FOR A “DiVORGEDW DAUGHTER. [POETRY)
NEW LETTERS: 43 {SPRING 19771y AG~Sls

GCONARRCEs JOEL SEE BERRYMANe

CONODN» MARGARETs TOPQOURAPHICS. (POETRY) HERMOSAs 54Ds2 LAME JOHNNY PRESS. 19774

CONKLE, Do STEVEH AUG 21 PRENOKITION, (POETRY} STUDLES IN POETRYe 2 (197732 144

CONXLE, De STEVENs FEB 9s (POETRY) MISSISSIPPI VALLEY REVIEN. 6 [19T7}e 22,

CGNKLEs Du STEVENs JUNE 21. (POETRY} MHISSISSIPPI REVIEW: & (1977}, 144.

CCNXLE+s De STEVEN. MEHEREs (POETRY) SHUTTLE, NOs 3 C1977), 124

CONKLEs D. STEVEN. NOV 2431 FAN 53 DEC 2. (POETRY) UZZANDa KO. 6—7 {1977). 20-21, 34e

CONTCSKIs VICTOR SEE PIERCY. MARGE .

CONTOSKIs VICTOR SEE SIMIC, CHARLES.

CGNTOSKI« VICTOR SEE ETTERs DAVE.

CENTOSKI. VICTOR SEE ELLIOTT s HARLEY.

CONTOSKIs VICTORs FUGUE IN D MINUR FOR GIRL » TORTURERs AND BROKEN MACHINE « (POETRY} EPDCH.
2T {FALL 1977),.21-29.

CONTOSKI» VICTORs JOURNEY WESTs (POETRY) ARK RIVER REVIEN, 3 {i197T), 26-237.

CONTOSKI. VICTOR. LINDSBORGs KANSASs (POETRY) ABRAXASs NDs 14~15 (1977)s 10

CONTOSKI+ VICTOR. PRAIRIE WIND. (POETRYS SOUTHWESYTs ED KOPPs Ke AND KOPP, J+ ALBUOUERQGUEZ RED
EARTH, 1977 265,

CONTOSKI+ VICTORs SANTA FE TRAIL. [POETRY) PCGETRY NOWs 3 (L9T7)s 25

(CCOKe WILLIAM WALLACE)s WILLTAM WALLACE CUDK: OIME NOVELISTe BY SKJELVERs HABEL CO0PERs
(BI0GRAPHY) ANNALS OF WYUMING: 49 (SPRING L¥77)s 10930

{CUOPER: JAMES FENIMORE). TEMPLETON REVISITED: SCCIAL CRITICISM IN THE PIONEERS AND HOME AS
FOUNDs BY KASSDNy JOY Ss (CRITICISM) STUDIES IN THE NDVELy © {SPRING 1977) e S4nBie

CORDINGy ROBERT. PERSPECTIVES. (POETRY) PRALRIE SCHOOMERs =1 (SUMMER 1977}y 1324

CORPMANs 1ZCRA« LL1GATIODN; SOLSTICE. {PDETRY} SIG MODN.3 (1977,

CORFMANy JZORAS WELLS. {POETRY} MODERN POETRY STUDIES: 8 (AUTUMN 1977).

(CONLESs GARDMERs SRels HARVEY INGHAM AND GARDNER COMLES, Sit THINGS DON'T JUST HAPPEN: EDa
:g;ﬂ: BUNKE. BY MILLS» GEORGE S. {B0UK PUBLISHING) AMESE ICWA STATE UNIVERSITY PRESS.

.

COXy RICHARD W SEE YOUNGs ARTe

CRANEs HART AFTER JOMAH} SUPPLICATION TO THE MUSES ON A TRYING DAY, (POETRY) HART CRANE
NEWSLETTERy 1 {FALL 1977)s 1-3.

(CRANEs HART). ™0 THOU STEELED COGN]ZANCE®: THE BRUODKLYN BRIDGE: LEWIS MUWFORD AND HART CRANE.
BY LEWIS, THOMAS 5. W {CRIVICISM) HART CRANE NEWSLETTERe 1 {FALL 1977)s 17=26a

(CRANE; HARTI+ A NETE ON “THE BRIDGE™. BY 5!‘!A'Cﬂ05$| JOHN Te (CRITICISH} HART CRAME
NERSLETTERa 1 (FALL 19773, 20-33,

[(CRANE» BART)y BRINGING HOKE THE WORDD MAGIC, LIES: AND SILENCE IN MART CRANE, BY SUNCQUIST,
ERIC Js+ (CRITICISM} ELHs 44 {SUKMER 1977). 376-99,

{CRANEs HART}s HART CRANEs ALFRED STIEGLITZ. AND CAMERA PHOTGGRAPHY. BY THOMASy Fs RICHARD.
(ART AND LITERATURE} CENTENNIAL REVIEWs 21 (SUNMER 1977}, 294-310,

{CRANE. HART}a HMART CRANE'S ®THE BRIDGE™I A DESCRIPTION OF ITS LIFEe BY SUGGa RICHARD P,
{BTBL1OGRAPHY) + (BIOGRAPHY) UNIVERSITY: UNIVERSITY OF ALABAMA PRESS, 19764

(CRANEs HART]e POETRY ANG PORTRAITS: REFLECTIONS OF HART CRANE. BY PENBERTONs VIVIANe
(POETAY) + {CRITICISH} HART CRAME KEWSLETTERs 1 (FALL 1977}y G=1le

{CRANEs HART)w SMITHEREENED APART! A CRITIQUE OF HART CRANE. BY HAZOs SANUEL Ju {(CRITICISM)
ATHENS2 OHIO UNIVERSITY PRESS.: 1977.

CRCWLEYs JOHN W SEE HOWELLS. WILLIAN DEAN.

CROWLEYs JOHN o SEE HOWELLS: WILLIAM DEANS

CUL.V?:;?“ARJDR!E LYLEs A GARDEN OF CUCUMBERS. (POETRY} MARAENSBURG» MOw: M]D—AMEZRICA PRESSs

DACEYs PHILIP. HONM 1 £SCAPED FROM THE LABYRINTHy AND OTHER PDEMS. {FOETRYS PITTSBURGH:
CARNEGIE~MELLCN UNIVERSITY PRESS.: 19T7Ta

DACEYs PHILIP. THE THREE GRACES. (POETARY) KANSAS QUARTERLY: 9 {SPRING 1977): 30

DAGENAIS + JDHNe COYDTES. (POETRY) HIRAM POETRY REVIEW, NO, 22 {FALL~WINTER 1977), 14.

DAGENAISs JOHNe THE WINGLESS ORAGONs (SHORT STORIES) DENVER GUARTERLY. 12 [FALL 1977)y 5465,

DALTONs DOROTHYs THE PLANG JAZZ BUUT. (POETRY) KUDZU. NO. 2 (SEPTEMBER 197714

DALTON, DOROTHY. THE SUBSTITUTION: CLASSIC VIEW: THE MAP] THE ENOURING. (POETRY) PCET LORE.
72 {SPAING 1377)s 3=4.

DALTONs OOROTHY, THE STORY IN THREADS. (PCETRY} YANKEE, (NOVEMBER 1977). 269.

DALTOM, DOROTHYs TaD TIME BALMS. (PODETRY) LUNG POND REYIEWs NO. 3 (FEBRUARY 1977} 14,

CALYONs DOROTHY. UNDULATIONs (POETRY) STONE CHOUNTAY, 78 (MINTER 1977-78)s 34,

(DANA, RUDERT) s & CONSYERSATION WITH ROUOERT DANAe BY SPENCERs STEPHEN. {AUTOBIOGRAPHY)
AMERICAN POETRY REVIEW: & (NOVEMBER-DECEMOER 19771+ 14-19,.

DANIELSs THOMAS E SEE FITZUGERALD. Fs SCOTTa

(DARRs ANNJa HER FLIGHT ON THE WINGS OF A HEACLESS CHICKEN. BY HULLIHAN. RCOBERT. (CRITICISM)
DES MOIMNES SUNDAY REGISTERs & FEBRUARY L1977« 1Ay 4Aa

DAUBENMEIRs JUDY SEE ENGLE. PAUL.

DE BOLTs WILLIAM WALTERs BY THE WAYSIDE. (POETRY) DEKTER- MOe2 CANDOR PRESSs 1977a

IPE CAPITEs MICHAEL). CHRIST IN MARZIPAN AND VIRGIN EN CHOCOLATE! THE NOVELS OF HIGHAEL OE
CAPITE. BY PROSEN: ROSE MARY. [(NOVELS} ITALIAN AMERICANAs 3 {SPRING-SUMNER 1977)e

0E VRIESs CARRONe GOVe MILLIKEN DECAEES. {POETRYJ DRAGONFLY: S5 (JANUARY 1G77¥).

DE YRIES, CARROW. PDEMS. (PDETRY) HiGH COO» 2 (AUGUST 19771
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FLYs S (DCTOBER 1977
A1ESs CARROM. POEMSs (POETRY) DRAGON
gs :Rlss: CARRCWa POEMSs {(POETRY} DRAGONFLY: 5 (JULY 1977}a
DE VRIES: CARRON. POEMSe (POETRY) CUTCHs 2 C(AUTUKN 19T77}. -
DE VRIES:s CAAROW. THD POEMS. (POETAY} JANUS AND SCTHs JULYe 1977a
SEE HOWELLSs WILLIAM DEAN. 2

DE::é J::z:.LI-TO-CRUSSING KANSAS N AUGUSTe {PCETRY) KANSAS GUARTERLY:, 9 :i:ﬁ:gﬁ ::?{‘;;: 120,
:EV!NE. ELEANOREs THE LONG HOMECOMINGs (SHORT STORIES) KANSAS QUARTERLYs %

40=44e

+UGD s RICHARDS
:I!I::'E-DG:: g:;:g‘l’?ﬁg LAHE‘;. 1 RETURN TO MY FATHER« [PCETRY) CAROUSEL QUARTERLYs [(SPRING 19771,

i ]
Dﬂ.El‘::: CHRISTINE LAHEY4 MRS+ JAMESON (PARY ONE)s (SHORT STORIES} GARGCOYLE. KO« 7 {1977},
28-30 -
DALEGAs CHRISTINE LAHEYs WRS. JAMESON (PART TWO)e (SHORT STORIES) GARGOVLE. NOe 8 (19771,
=37
nngszf,scr:msnue LAHEY. TO A SALLERINAs (POETRY) WAYNE LITERARY REVIEW: (FALL 197T}s 23s
DONALDSON: SCOTT SEE HENINGNAY, ERNEST.
DONOVAN-SMITH, CLYDE WENDELL~ TCRNADO. (ROETRY) KANSAS QUARTERLY. & ;iaﬂ;v::‘:‘n;zazﬁ;gn
DOOLITYLEs JAMES As A BOGKSTORE BURNS IN I0WA CITY. {POETRY) SOUTHWE! »
19771. 20 _
DOTYs Me Pa RAPUNZEL. ‘IPOETRY) BLACK WARRIOR REVIE!-Q‘::%I,. 1:;:3); 42-43.
;P 0. 36 . .
¥s My Re INFAMY DAPHNE. (POETRY} CHELSEAs NOs 3 n
gg:v: H. Re POEM FOR BERTHA CUDDs HOICE. LOUTSIANAG THE DEATH OF THE MONTHS: AUNT INDLAs

(POETRY} KAYAKs NOs 45 (1977)s a5-47s .
oOTYs Me R+ S50N1DO0S MEGROS. (POETRY) RACCOON: NO« 2 (1977}s 36-3T.

ANN SEE FARRELL, JAMES Te .
gg::;:s;LBgm'. HEYCND THE PAVEMENT.+ (SHORT STORIES) THE FAULT. Nd. 11 (:Pﬂi:l;gf;:;.r:ln;:;e'-
DRAKE, ALBEFRTe FOXGLOVE: THE HUMBOLOT UNDERCUT; MOOMLIGHTING. {POETRY) €oLQ|

S {FALL 197¥). 32-343. : . pRESS
DRAKE, (ALBERT. TILLAHOCK BURN. {SHORT STORIES).{POETAY) FREMONT. CALIFORNIAZ THE FAULT PRESS,
unex;::.rneauonz. THEODDRE DREISER: A SELECTION OF UNCULLECTEgY:RDSE. EDs PIZERy DONALD, '

{FICTION] DETROITI WAYNE STATE UNIVERSITY PRESS» . e
IDRE;::'SE:':‘euuuRm. AN AMERICAN TRAGEDY: EISENSTEIN'S SUBVERSIVE AnAprar;::;YBchuzﬁg. KEITH,
(HOVEL §) ¢ [CAITICISM} THE CLASSIC AMERICAN NOVEL AND THE MOVIESs EDe . Ge

ZKINs Re NEN YORK: FREDERICK UNGAR+ LG77s
laasxs:;. THEODORE)s ADDENDA TO THE OIBLIOGRAPHIES OF STEPHEN CHANEs oiﬁégEg. FREPERICY

FULLER s GARLANDy HERNEs HDWELLS. LORNDCNs AND NGRRISe BY STRONKSs ; ‘JUL;-SEPTEMBER

(BIBLIGGRAPHY ) PAPERS OF THE BIHLIOGRAPHICAL SOCIETY OF AMERICAs 71

19771, 362-68, .
(DREISER.'THEDQGREJ- ANOTHER TWG DREISERS! THE M;T;ﬁ;a‘fg;ﬁ"“:f;:sgv RIGGIC. THOMAS

NCVELS o {FICTION) STUDIES IN THE NOVEL: 9 {SUl 3 »
(DRE:SER- THEODORE). OREISER®S SENTINENTAL HERGINEs AILEENTgI;ITLiza Egl; LIND3ORGs MARY ANNEs
LJANUARY 19 + — 96 .

INCYELS)+ (FICTICN) AMERICAN LITEAATUREs 48 Y y . BY
(DREISER, THEDDORE)s LOOKING ARCUND TO SEE WHO I AM: DREISER'ST;ifizTDRY OF THE SE

FISHERs PHILIP. (NDVELS)»(FICTIGK) ELHs 44 (WINTER 1977)» A EiSER. DY GERBER.
{OREISER, THEODOREl. PLOTS AND CHARACTERS IN THE FlCTIONgg: THEQDD

H S. 1977,

PHILIP Le (CRITICISH} HAMDEKs CONN.? ARCHON BODK : conent
{DRELSER: THEQUGRE)s THE SOCIAL RESPONSIBILITIES OF THE AMERICAN P”:TE':.;;:gH'TTER RO

HENRT AND JOHN SLOAN] FRANK NORRIS AND THEOGDRE DR;:;gER.Igvagiu . .

R 1 + 19-35.
KROVELS }+ (FICTION) CENTENNIAL REVIEW, 21 (WINTE i R
IDRE:SER. TH;DDDRE). THE DIVIDED STREAM OF DREISER ST:?:Efé 8Y RIGGIOy THOWAS Pa (NOVELS}s
FICTION} STUDIES IN THE NOVEL, 9 (SUNNER 1977). -16a I
(DRE;EER- THEQDDRE })» THEODORE DREISER'S |N'rnuouc1'§:u "rg?:ﬁrsgggf; BY SILET. CHARLES
OVELS) e {FICTYION) DREISER NEWSLETTERs, 8 (SPRING . - ] .
sz::m. n-l;.nnnnsp. THE EAST=WEST THEME INK DREISER'S AN AMERICAN fnngfnvl.?::aguccn. MARTIN,

CCRITICISK) +4NOVELS) WESTERN ANERICAN LITERATURE: 12 NDVEMBiI} ID:;DN.’ uN;vsR;ITV PRESS
EBERHART» AICHARD+ COLLECTED POEMS, 1930=1976. (POETRY) NEW YORK:

1976,

ECKHOLT, LARRY SEE VONNEGUTs KURTse ; " or7
EE:HAN--FREDERICK- NIGHTMARE TUMNSHIPe [PDETRY} BU'LIN:I:::E;E:E\-?:; Ni‘fsé'rpv:fs:;s: .
) GREGH .
EDCYs DARLENE MATHIS: COMING TO TERMS. L(PUETRY .
Ennv: LARLENE MATHISe TENDING snrcusi; ::ﬂfgé.mfgzéréﬁa‘2:2:%:3;;'553?53?'3 1o 112
EDDYe DARLENE MATHIS. SKETCHESI SEASD H . ¥
E1DUS. JANICE. MY BEST FRIEND. (SHORT STURIES) THE FALCON. 15 ‘angnézmiénuaes;m.mn.
(ELISELEY+ LOREN)+ LOWRY WINBERLY AND OTHERS: RECOU;ECT:BNS]EI;?-: B17-5o -
{AUTCBIDGRAPHY] PRAIRIE SCHOONER. 51 (SPRING » .
(zlsﬁn.uusetptawm. THE POETIC ACHIEVEMENT OF LDREN EISEI‘;EV- BY CARLISLE, Ea FREDa (CRITICISM). }
=29

TRY} PRAIRIE BCHODNERs 51 (SUMNER 1977}« 111 _

ELDE::UEARI:L. LINES ON CLAY AND WATER; CLAN CHOWDER. (POETRY} KUOZUs NOs 3 C(NOVEMBER-DECEMBFR
277}
ELEE;. CAROL. MOVING THROUGH FOG. (POETRY) WISKEY ISLAND QUARTERLY: 1 (FALL 1977)s B4
ELDERs KARLs CONSCIGUSNESSe (POETRY) BIG MI;IDN- :R;é:;;hll:w"). o

R+ KARL. DYNAMITING OFF SHUREs (POETRY} RIV *

5'.:3;: :ARL: POERS GLOVE: LATE NOVEMAER AFTERNOUNs HAZMAN®S FIELD. {(POETRY} POENs NOs 31

CNQVEMBER 1877} 5759+
ELDER» KARLs PUSHING FLUIDS« {POETRY) THE sunnuuﬁ;_’:)m:vgmrn. 24
ELDERs KARL. RECREATIONS, {(POETRY) RIVERSEDGEs 1 . . _ S
E::g:a: KARLe THE GISTANT WERRY—GD-ROUNDe {POETRY) KUDZUs NO. 3 ;"D:E';?EREZECEMER 1977
ELDER» KARLa THE FINGER. (POETRY) PHANTASMs 2 {NOVEMBER-DECEMBER 1 T s
ELDER, KARL. THE LAYIRG=ON OF THE POEM. (PODETRY} ARK RIVER REVIEW. G TT Ly . ARTERLY.
ELDERs KARL. THE POEM GRDWS OR TO HELP BUILD STRONG LINES DNE WAY. (P

9 {SPRING I9T7): 50+
ELL H 3 (FALL 1977)s 26-28.

EDGEs JIMe EXGTROPE: PDEM. {POETRY) GONE SOFT. - o0-101.
ELLEDGE‘- JIM: TAMERs (POETRY} ROUTH OF THE ORAGONs NOs 11=12 lM;??H .:I:;E 1977Ths U 1
ELLEDGE: JIMa MERENOLF. {POETRY) JOURNAL OF POPULAR FILH. & {19 v -

SEE HEMINGWAY, ERNEST.
?Etll.‘:TnI;.G;::L:r). MARLEY ELLIDTTS POET OF THE DARK COUNTRYs BY CONTOSKI» VICFOR. (CRITICLSH).
{PCETRY) GREAT LAKES REVIEW: & {SUNMER 19773. 35-31.
ELLISONs CURTIS % SEE CHESNUTT, CHARLES We _ .
EL:éR‘I’-’CHAFd.ES- FLASH FLODD . {POETAY) LAS VEGAN MAG:E::SE;VZI;;?P;“L!;AY 19773, 20,
ILVERHAIR [POETRY) THORNAPPLEs 1 . 17,
:t:ig: 2::’;::5:: :tsrms CHAPEL ; JACK-LIN-THE-80X: HUMANITIES BUILDINGe {POETRYJ LAUGHING BEAR,
2-3 (JULY 1977)e S2-544
ELMERT » CHARLESas TRINKING AND SINK{NG STRANGER LOVERS. {POETRY} LAS VEGAN MAGAZINE. 2
(JUNE=JWLY 1977} M.
ELWEAT + CHARLES. S11S. [POETRY) SANDSCRIPT» 4 [APRIL 1977}, 2.
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EMERUNA, LEATRICE %8s EV'RY SHUT EYZ AIN'T SLEEP: EVIRY GODDAYE ALN'*T GON'a (POETRY) BEECHWOODs
OHIO: SHARAQUA PRESS, 1977,

ENGHERGs SUSAM. DRIVING THROUGH THE COUNTRY. (SHORT STORIES) PRAIRIE SCHODNER. 51 [SUMMER
1977T}e 1¥3~82.

ENGEL.» BERNARD F SEE JONES, JAMES,

ENGEL. BERNARD F SEE GENERAL o

ENGELs BERNARD F SEE GENERALa

(ENGLE, PAUL)s A DELICATE AND IMAG INATIVE AGGRESSION. 8Y WILBERS, STEVE. (BICGRAPHY) [OWa
ALUMNE REVIEW. 30 JUNE-JULY 1977,

fENGLEs PAUL}s ASTOUNDING PAUL ENGLE. {BIOGRAPHY} DES MOINES SUNDAY REGISTERs §9 JUNE 1977,

184

[ENGLEy PAUL)e ENGLE YRIBUTE IN CONGRESSIONAL RECORD (BIOGRAPHY) DES NOINES SUNDAY REGISTERs
12 JUNE t97T+ 7C.

LENGLE, PAUL)J IOWA*S PAUL ENGLE A FRACTICAL VESICNARYa®s BY ROHNERs MARK F. {BICGRAPHY})
Idwa CITY PRESS-CITIZENs 2 JULY 1977, 1.

{ENGLE, PAUL)4 PAUL ENGLE: CHAMPION OF HIS KiND. BY GILONER» JUDITH. {BICGRAPHY) THE IOWaw,
SINTER 1977, 34-a1.

EENGLE, PAUL), PAUL ENGLE--PATRFARCH OF IONA WRITERS. BY SHERIDANs JOE. €BIOGRAPHY} TIMES
(QAVENPORT» 1AJa 3 JULY 1977, SA.

(ENGLEs PAUL}. PAUL ENGLE: wORLO FIGURE RETIRESe aY DAUBENMEIRs JUDYs (SIOGRAPHY) CEDAR
RAFIDS GAZETTEs 10 JULY 1977. 10.

CENCLEs PAULY: POETs WRITER'S wORKSHOP FOUNDER RETIRES. B PETERSON, JOHN. (BIDGRAPHY) DAILY
IONAN (IOWA CITY)a 13 JULY 1977, 4.

LENGLE, PAUL]. RETIRE. NDT PAUL ENGLEs {DIOGRARHY) CEOAR RAPIDS GAZETTEs 16 JULY 1877,

EPPARD, PHILIP B SEE CLEMENSs SAMUEL L.

ETTER: DAVE SEE GENERAL.

ETTERs DAVE. GINy (PDETRY) UZZANO, NO. 6m7 (FALL 19771, The

ETTERs DAVE, GOSPELs (POETAY] CINCINNATE POETRY REVIEW, NDe & (FALL~NINTER 1977), 31.

ETTER, DAVE. HOTEL TALL CORN; OMAHA: THE SMELL OF LILACS}; SCARECRON WATCHING A SNOWSTORM.
{POETRY) MIDWEST QUARTERLY: 18 (WINTER 1977}, 200-203.

ETTER: DAVEs REQUTEMs (PDETRY} KANSAS QUARTERLYs 9 (SUNMER 1977)e 13a

ETTERy DAVE. SPRING SNOW} DRUMMERS; wWHY I DON'T GO Ta PARTIES ANYMORE: GREEN-EYED G0Y AFTER
READING WHITHAKN AND SANDEURG; THE MORNING RIDE OF JONI LEFEVRE] AFTER SHOWING GRANT
WOOD'S AMERICAN GOTHIC™ TO My CHILDREN, (PDETRY] FOETAY NOW, 5 (19773, 359-40,

ETTER. DAVE. STAAIMG INTO WINTER. {POETRY1 RACCOON, ND. 2 {NOVEMBER 1977), a3.

ETTERs DAVE. TESSa (POETRY) THE CHOWDER REVIEWs SPECIAL ISSUE. {1977},

ETTER. DAVEs THE WIDOWER TURNS EIGHTY. (POETRY} NORTHERN LIGHTSy [1977}. 368.

FETTERs OAVE}s DAVE ETTER: THE ART OF SIMPLICITY. BY CONTDSKEs VICTORs {CAITICISHY LATE
HARVEST: EDe KILLOREN, ROBERT. KANSAS CITY: BKHK BRESS, 1977y 5S-TGe

EVANSs DAVID ALLANs CAROWELL THE FIREMAN] FRELGHT TRAINS, (POETRY) DAKOTA ARTS QUARTERLY. |
(ALTUMK 1977},

EVANS» DAVID ALLAN. THE KRANZ BROTHERS.] {POETRY) THE CHONDER REVIEW: 8 (19771}

EVANS, DAVID ALLAN. NEXT DAY. [FDETRY] A COLORING BOOK GF PGETRY FOR ADULTS, 2 (1977).

FARRELL: JAMES T, OLIVE AND MARY ANME. [SKORT STORLES) HEW YORK? STONEHILL PUBLISHING COu,
1577«

(FARRELLy JAMES Ta)a RICHARD WRIGHT AND THE CUMMUNIST PAATY=-THE JAMES T. FARRELL FACTGR. @y
STARR. ALVINs {CRITICISM} CLA JOURNAL, 21 (SERTEMBER 19771, 41+50.

(FARRELL s JAMES Tols STUDS LONIGAN AND THE FAILURE DF HISTORY IN HA3S SOCIETY: A STUDY IN
CLAUSTROPHOBIAs BY DOUGLASs ANN. (GRITICISM} AMERICAN QUARTERLY, 29 {NINTER 1977,
487=505.

FAULKNERs HOWARD SEE HAYDEN, ROBERT

(FAULKNER+ VIRGINIA). LOWRY WIMBERLY AND OTHERS: RECOLLECTIONS OF A SEERGRINKERs Y UMLAND,
RUDOLAH, BIOGRAPHY} PRAIRIE SCHOONERy 5L (SPRING 1577}, 17-50,

FELLMANs MICHAEL SEE LOVEJOYs JULTA LOUISA.

FELLOWES, PETER, FABLE: THE PAUPHECYs (POETRY) POEYRY NOWs 3 19771, 424

FELLOWES: AETER, VERMING (POETRY) HAMPDEN-SYDNEY REVIEw. {WINTER 1977).

FISHERs PHILIP SEE DREISER, THEOODRE.

FITE, GILARRT ¢ SEE GARLANDs HANLIN.

IFITZGERALDS Fo SCOTT)s “THE LAST OF THE NOVELISTS™: F. SCOTT FITZIGERALD AND THE LAST TYCOON
9Y¥ BRUCCOL1s MATTHEW J» (CRITICISM) CARBONDALE: SOUTHERN ILLIND1S UNIVERSITY PRESS,
19774

(FITZGEAALD, Fu SCOTT)a THE SEARCH FOR CELEBRATION LN THE SUN ALSO RISES AND THE GREAT GATsAY.
PY GRANTs SRy MARY KATHRYMe (CRITISM) ARIZOWA QUARTERLY. 33 CSUMMER 19T7)y 181-92.

(FITZGERALDs Fo SCOTT)e =THE UNREALITY OF RCALITY™: HETAPHOR IN THE GREAT GATSEYe 8Y PGDIS,
LECNARD A+ (CRITICISM) STYLE, 11 -(WINTER 19771. 56-72.

(FITZGERALDs Fo SCOTT)s TRAGIC INEVITABILITY IN THE GREAT GATSBY. BY MOSES, EDWIN.
CCRITECISM) CLA JOUANAL. 21 (SEPTEMBER 1977}y 51-8§7.

(FITZGEIRALDs ¥« SCOTTIs THE AMERLCAN DREAN: FROM F. $COTT FITZGERALD TC HERBERT GOLD. BY
SEFLEN: ELLEN. (CRITECEISM} MIDAMZRIGA IV 1977, Qao—37.

{FITIGERALD, F. SCOTTI. TOWARD A DEFINITIVE EDLTION OF Fe SCOTT FITZGERALD'S SHORT STORIES,
BY DANIE S» THOMAS Es [SHORT STORIES) PAPERS OF THE BIBLIOGRAPHICAL SOCTETY OF
AMERICA, 71 {JULY-SEPTEMBER 35771, 295=310s

(FITZGERALDs Fu SCOTT). THE DIVINE DICK DIVER. BY MCHRIDE. HARGARETs (NDVELS},(FICTION) NOTES
QN MODERN AMERICAN LITERATURE, 1 (AUTUMN 1977). ITEM 28,

FITZPATRICK: KEVIN. DEAR -———,. [POETRY) STUDGISM ANTHOLOGY. ED. P+ Fa FERICANG. MILLERAE,
CALLFORNIAZ SCARECROW BOOKS: (1577}

FITIPATRICKs KEVINs WHERE YORK IS SCARCE; RELEASES GREAT CURE ICE COMPANY. (POETRY) BUCKLE,
NCs 1 (FALL 1577),

FITZPATRICK, XEVIN- SNEAKING=IN THE STATE FAIRe (POETRY) NORTH COUNTRY ANYIL, NO. 23
{AUGUST~SEPTEMEER 1977 ).

(FLAGGs EONUND)s CHILDE HARDLD IN THE MISSISSIPPI VALLEYZ EDMUND FLAGG'S THE FAR WESTa BY
HALLWASy JOHM E. {CRITICISM] QLD MGRTHWEST. @ (DECEMBER 19771 379-88.

FLANAGANs JOHN T SEE SANDBURGs CARL.

FLANAGANs JOWN T SEE GEMERAL.

FLANAGAN, ROBERT. MAGGOT. [NOVEL) KEW YORK: WARNER DOCKS: (19773s
FLANAGAN: ROBERT4 THREE TIMES THREE, {SHORT STORTES) ITHACAs NEw YORKY ITHACA HOUSEs 1977.

(FORDs FORG MADDOX)s “THE LAST HAPPY TIME“: FORD MADDDX FORD 1N AMERICAs 8Y HUNGIVILLE,
HAURICEs {(CRITICISHM) JOUANAL OF MODERN LITERATUREs & (APRIL 197734 209=271.,

FOXs HUGHs FALL CLEANINGs {POETRY) XANSAS QUARTERLY+ 9 (FALL 1977). 87a

FOX. ADBERY. DESTINY NEWss [NOVEL) CHICAGO: DECEMBER PRESS. |977s

FOXy ROBERT. DOWN UNDER. (POETRY) PIIRTO POEMCARDS: SERIES 3 IFALL 1977).

FUX, ROBERTs FREITO AND THE FAT MAN. (SHORT STORIES) NORTH AMERICAN REVIEW: 262 [SUHNER 1977},
48-49,

FRANCE. RICHARDs THE IMAGE OF ELMO QOYLE. (PLAY) CHICAGO! DRAMATEC PUBe COus 1977}

FRANZy JOHN. THE RETURN DF THE KARMIC MESSENGER. (SHORT STORLES) KANSAS GUARTERLYs 9 {WINTER
1977} 88-93.

(FULLER, HEMAY SLAKE). ADDENDA TO THE BIBLIDGRAPHIES OF STEPHEN CRANE+ DREISERy FREDERICs
FULLER: GARLANEs HERNEs HOWELLS., LONDCN. AND NORRIS. BY STAGNKS. JAMES B4

(BI18LIOGRAPHY ) PAPCRS GF THE BISLIGGRAPHICAL SOCIETY OF ARERICA. 71 (JULY=SEPTEMBER
1977) 4 362-68.
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CAN NOTES AND
E HENRY BLAKE)e HENRY Yo 9H0. BY SILET+ CHARLES L. Pe (CRITICESM) AMERIL
CFULLER: - es L
W aul. mls:ktsﬂii::?UAzN;z?:SK: FU‘L:ER AND HAMLIN GARLAND: A REFERENCE GUIDEs BY SI .
A A N
. C§§|;L:s oo ok BOSTD:- $a :;A'S:L:;N:g-é;: Fa Js RNES+ (POETRY) HICKSYILLE.
) BLACK S§COMEN -
FULLER,y STEPHANY. LOYE—«FRDH
N': St Faen aninerRieT T : CITYs AND COMMUNITY IN AMERICA. BY GOISTs
¥ ONAYe FROM MAINSTREET TO STATE STREET: TouMa . phrlaap S
(GALE;»\:K DI;(DN (CRITICLSHM) PORT MASHINGTONs Me¥el KENNIKA -
GALLAGHERs MICHAEL PAUL SEE BELLDIBL\S'::-.
B KSs GWEND . i
e NS:YASEGE’R;‘%D ;!"5 ALL A MOVIE. (POETRY) CHICAGO: UHHA:::: f:???: B;.
aiAnD A I“-iE USHERS® PARTY. (POETRY) KANSAS QUARTERLY. 9 "IDREISER FREOM‘ER]:C' FuLLEd:
GMANT" J‘Es; }+ ADDENDA TO THE VIVLIOGRAPHIES OF STEPHEN CRAMNE, ISIB:_“]GRA;H*,
Ry HA“-ENNE HOWELLSs LONDOMa AND NORRISe BY STRONKSs JAMES B-E S .
iz s IBLIDERIPHICA.L SOCIETY OF AMERICAs 7L JULY-SEPTEMB zl ER; e TTICISH)
PAPERSI’?K.;:? MN.LIN GARLAND AMD THE FARMER'S FRONTIERa BY FITE. LB
[GARLANDs E - !
Hrte i Wik M SU;N:&:;:T;Ng ::\NLIN GARLAHD: A REFERENCE GUIDE. BY SILET: .
BLAK
Raioyvtd HA"LI:'.(:E:ﬁ:AP}NJ-IIBLIBGRAPHY) BOSTONZ Gm Ka HALLS 1977s
-

iy =3 THE STORY OF NICHIGAN®S TRAVELING
5 WE COULD NOT CWH=3

‘GENE?QL:;I;;LLB:"ER:::’: ?g:ﬁ Ca [BIBLIOGRAPHY} MICHIGAN HISTORYs 61 (SPRING 19771,

LIER -

{SPRING

33_5?' “S0ME OF THOSE YEARS.” BY BERN. ENICa (CRITICISM) NORTH DAKOTA HISTORY, a4
CGENERAL )« ;
Bty WeRES BY WILLIAMSs XKENNY J« ([(BTIOGRAPHY)

HTHE PAST 15 PROLOGUE=—-CHICAGO'S EARLY WRITING.

ICGRAPHY ) »
A BIBLICGRAPHY OF AFRQ-AMERICAN LITERATURE. BY ROSEs VATTEL ET AL (B1BL
(GENERM. )+

PTEMBER £977)s 102-31,
- GRAPHY) CLA JOURNAL: 21 {SE e RsT
‘t‘mn AEZ;CABI‘AE:.:?}:EFORE HIS TIMEe (A RESPONSE TD FLANAGAN'S ?::El:T(;i":ER i;-’;,‘
‘GE"E‘:‘L'éR:CA i:ARDl- BY FLANAGAN: JOHN Te (CRITICSHM) S3SML NEWSCET .
MIDan

A4—5S.

CGENERAL b
MICAMERICA IV 1977), S6-73.

GAZINES. BY
ANNOTATED CHECKLIST OF ARTICLES AND BOCKS ON AMERIZAN LITTLE WA .

a5
(GEN:‘ll;:'. Q:ARLES La Py (BIBLIOGRAPHY)s (LITTLE MAGAZINES) BULLETIH OF BIBLICGRAPHY,
. -
D.

‘ocruEa‘:s:i“:f:L‘Igng:s;;a:;’uDIEs IN MESTERN AMERICANLI;ERATUI;;; i: KELLER+ RICHARD Ds

‘GENE(R:I;,‘:I:’:R‘PH" bl Lé;ﬁg;:u:f‘;E:l:Té::Emr;?;-|B;7:;DV' DDN;LD S= EDs
¥ GF MION s

(GENERAL). ANNUAL BIBLIOGRAPH )
iy ey o e ey :;::;:EL;?IN ;UEYRV. FICTIONs AND FILM. BY POGEL» NANCY Ha

Q. OF THE MIDWEST: iy
EGEN?:’;:';“’:T:FlEgTIDNi-(Fll-"l HERITAGENDF'::':522-“1‘0:‘;:&;;“;3:7;; I;-;LE\'- GLENDAs (HIGGRAPHY)
FRONTIER SWOMANS
{GENERAL }s+ IHAGES GF THE A5 2 CASE ST
LY 8 (APRIL 1577, . csmp
;EifRNI:I :;nnﬁlllgr.cgg:?‘;?: Tl:ﬁ REVOLT FROM THE VILLAGE. BY GROSSs BAARYa (CRIT I
{GEN -

Ains tPOETS)
N:;::f“:i;EI:A;:‘:;::.P:AINS ;NB PRAIRIE POETS. BY KILLORENs ROBERT EDITOR.
{GE - E
a3 B K PRESSs 19T7Te is «sunmER
“‘:E:s :::;;A:s oR :D:- ay MII:'I'CN- JOHN Ra {CRITIC13M) SOUTH DAKOTA REVIEW.
{ GENER. .
Shar. o ROMANCE ANOD REALITYs BY

URY:

(GENERAL }. MIQWESTERN TRAVEL LITERATURE OF THE NII:EI‘E?:';!;-CE:IZQ.

ATy HOGER Ane mlﬂ'—'““‘:";é"‘::;“ﬁ:éﬂ‘cs I‘)F THE INDIVIDUAL VOICE.

RAI MODERN AMERICAN L1TERATURESZ T
‘GENE I(-:aETRI‘l CENTENNIAL REVIEW, 21 (FALL 1977), 333 34.’49“50“ GERALD. CNOVELS}.
lGENE:!N..)o NORWEGIAN IMMIGRANT NGVELS SET IN €HICAGD. BY T .

7T+ ¥a=88. .

‘lm:GR:TgiL:::;“E?:’:AA:;H‘Dg- B; ANOERSONs DAVID D, (BIOGRAPHY} SSML NREWSLETTERs

(GENERALYS

GENERAL}s POETHY T Y F POETRY ML NI TT ¥ {SPR
¥ ETHY IN THE CLASSRAOON. BY ENGEL: BERNARD Fa [POETRY) S5ML NEWSLETTER, {SPRING
4 }

8Y WAGNERs LINDA

KLINKOWITZ.
EN:::::. :EETR'I' IN THE NOVEL: AMERICAN FICTION OF THE LAST EIGHT YEARS, BY
16 -

S-15.
N CISELY, 1 (NOVEMBER 1977)s —
N;:m:s.ké:ﬁ:::’éé:lg:‘::? :npisvam\cu TO FICTION. 8Y ANDERSON, OAVID Ds (CRITICISME
(GE ALY e 3
7 IFALL 1977}. 9-11. PoETS) LD
IGEN:::E‘;ET;:E NI:ETEENTH—CEHTURY MIOWESTERN POETS« BY ENGELs BERNARD Fe
NORTHWEST. 3 {(DECEMBER 1977}, 369 7T8. R DAVEs (FOETRYS NORTHEASTs StRw 3
(GENERAL) . SOME NOTES ON NEX HIDWEST POETRY. AY ETTERs -
Taie GR, Y} NEW
é:‘“)-_';gzi: ll)::g:';": ;ICENTENR!AL HISTORYe &Y HILTON: JOHN Re (BIG-BIBLIGGRAPH
{GENERALY & H
YORKS We We NORTOM+ 1977. R
(GENERAM.}a THE AMERICAN WISTORICAL NﬂV&o.
{NOVELS) WISCONSIN MAGAZINE OF HISTTR“;TURE.
{GENERM, )» THE GCOMIC ELEMENT IN IOWA LIGERBER o o e
HUMDR~—-ES5AYS PRESENTED TO JOHHW Cs GER ] .
7 WY POETR
E. ;:Ef pT”:‘é’is:l:gN:aN;g:N‘?HE AMERICAN MIONESTy 1825-1875. 8Y HATTSON: JERENY.
£ GEH - _ ) -
N“’““:ﬁ; :rﬁél:;?u-c::uzf.w KLINKOWITZs JEROME» {F1CTIODH) URBANA. ILLINOIS: UNIVERST
{GENERAL )
A THE WabToOm PewP . A COLLECTION. BY MILLER» Ja WESLEY.
STER AND PROPAGAND.
IGEN?:LI:.ID.g:ﬁﬂ::I:Iﬁ:Bﬁ:TﬁEA? :(EJSEURCES FGR AMERICAN LITERARY STUDY:7 {AUTUMN 1977),
18l -

A BICENTENNIAL REVIEWe BY STEUBERes WILLIAM Fa

NTER 1976-77)+ 109-15.
e ‘.\’ ANDREWSs CLARENCE As [CRITICISM) AI_!EHICAN
BRACKs JR+SCOTTSDALEs ARIZONAS

158~151a
ND FICTI{ON.
R « YHE PIOKEER wWOMEN IN FACT Al Logitt
(GE"EN;'.I:FICTIDN) HERITAGE OF KANSASI A JOURNAL OF THE GREAT »
3IS-43.
(GENERAL }e THE QUEEN CITY AND A NEW LITERATURE.
. BARRY,
(GEN;:Rf;g?'I";é I:!\‘lgl:l' THAT WASH*T: YHE LEGACIES OF CRITICAL MYOPIA. BY GRCGSS» -
1 VARY 197T}e 4-8a
(CRITICISM) CEA CRITIC, 29 ([JAN
(GENERAL )s THE WRITING OF PLAYS TAUGHT;;ERE. BY BUNKE»
IARY 19771 o . By
ey ﬁ:;::sr:;mznjg:g DISENCHANTHENT IN TWO MIRNEAPOLIS mVEl.:l.:l-ig; THE 1880*S.
‘GEME:;RI:;(;PJ GERALC. {NOVELSE MINHESOTA HISTORYs 46 {SUMMER l:::’.éé (cnl:‘.r;csau oEs MOINES
(GENERAL } ;HERE DUR YOUNG WRITERS ARE HEADED. BY BOURJAILYS -
.

[GENERAL }» WISCONSIN (.TBRARIES: BY KLINKOWITZ+ JEROMEs GGRAPHYY AMERICAN LITERARY
CMEs {B1ELLI0G
MANUSCRIPTS, 20 EDs ED. Jo As ROBBINS. ATHENS: UNIVERSITY OF GEDRGIA PRESSs I977.

ZINE {APPLETONS
(GENERAL)e WISCONSIN®'S SMALL PRESS. BY HALLA. Ra CHRIS. [PRINTING) VIEY MAGA
.

WISCs POST-CREECENT)s & NOVENBER 1977)s 7-9s

OGRYS CROWs {FICTION).
e ancar 10 {SPRING 197Th.

8Y ANDERSGNs DAVID De {CRITICISM) MWIDAMERICA

JO0AHs (DRAMATIC CRITICSM) DES MOIMNES
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GERBER, DANIEL Fo THE KEART IS oNE, {SHORT STORIES) GREY'S SPORTING JOURNAL: (NOVERBER 19772,
6=13.

GERDER, PHMILIP L Sgg. DREISERs THEDOORE,

{GETTY, RUR'RlSl- LOWRY WIHBERLY AND OTHERS: RECOLLECTIONS OF A BEEADRINKER. BY UMLAND,
RUDOLPH . (BIOGRAAPHY) PRAIRIE SCHOONER. 51 SPRING 1977, 17-50,

GIBSONe WILLIAM M SEE CLEMENS: SAMUEYL L.

GILDMER: GARY. LETYERS FRONM YICKSBURG, {POETRY) GREERSBORA. HNeCel UNICORN PRESS, 197 7.

GILOMERs JUDITH SEE ENGLE. PAUL.

GILONERs JUBITH SEE LANGLAND, JOSEPH.

GILGUN. JOHN Fa AUTOBIOGRAPHY, £SHORT SYQRIES) NEW INFINITY REVIEW, (FALL 1377, 8186,

GILGUN: JOMN F. THE GIANT. [SHORT STORIZS) ICARUSS 19771 12-15.

GLASER. ELTON. BUCK AND WING. (SHORT STORIES) BARATARIA. & tFALL 1977),

GLASER: ELTCN. 1IN OHIO0; FLOWERS ARE CROWING THE SLEEPY STEMS OF SWEET PEPPER; wE WALK an ThE
SAND DaAT SUNSET; IN THE TROPICS, RUM; THE SMOKE? NO ONE wWALKS THIS HEACH,. CPUETRY)
BLACKBERRY s 7 {AUTUMN 1977}

GLASERs ELTON. LA GUITARRA GITANAe {POETRY) REVIEW La BOOCHE, 3 (SPRING 19773

GLASERs ELTCN, LATE APRIL 194~ LOUISIANA. (POETRY) GREEMN HOUSE, 1 (SUMMER 19770.

GLASER: ELTCN. LUXE, CALHE ET VOLUPTE. (POETRY] BIG MODNs 3 (SUMMER 1977},

GLASERs ELTONG NIGHT LEYTER, {POETRY) POETRY NORTHMEST s 18 (AUTUMN 19721

GLASER, ELYCN. THE GIFT« (POETAY}) CHICAGD REVIEW, 29 CAUTURN 1977).

GLASER: ELTEN. WHEN LOVE CARRIES USe (POETRY) POETRY: THE HEART OF THE MATTER, EC Al DAIGON,
ET ALs ENGLEWCOD CLIFFS: NJ2 PRENTICE~HALL , 1877,

tGLASPE Ls SUSAN} . SUSAN GLASPELL'S ANALYS1S oF THE NICDLEWESTERN CHARACTERs BY NOEs MARCE Ay
{BIOGRAPHY) BOCKS AT f0WAs NO. 27 NOVEMBER 19774 3=z1,

CGLASPELL, SUSAN}. SUSAN GLASPELL OF DAVENPORT. BY ANDRENS, CLARENCE A AND KCE, MARCIA.
{B10GRAPHY] THE 10w * 25 SUMMER 1977, AE6=51

GODE, CRAIG Mi Twd MOONS. (POETRY) KANSAS QUARTERLY» 9 {WINTER 1977)s 104,

GOIST, PARK OtxoN SEE TARKINGTON, BOOTH,.

GOIST, PARK DI xON EEE LEWIS, BINCLAIR,

GCIST, PARK DIXON SEE GALEs ZDNAs

GOIST, PARK DIXCH £EE ANDERSON, SHEANODG e

(GOLDy HERBERT }a THE AMERICAN DREAM: FROM Feo SCOTT FITZGERALD TQ HERBERT 40LD. ay SERLEN+
ELLEN. {BIOGRAPHY} MIDAMERICA IV 19771 3122-37.

GOLOMAN: LAUREL T SEE HOWELLS, WILLIAM DEAN.

GRANT: SR Maay KATHAYN SEE HEMINGMAY, ERNEST,

GRANT: SH. MARY KATHRYN SEE FITIGERALCs F. SCOTT.

GRAY, EARRELL. ESSAYsS anp OISSCLUTIONS, [ESSAYS) , (SHORT STORIES). (POETRY) MADLSOM: WISCONSING
ABRAXAS PRESS, 1977,

GRAYs PATRICK WORTHa FOUR FGR DEBBIE} HOUSE ABOVE THE SEA] I HAVE THE gnE SULT. {POETRY) POEM.
NGs 30 (1977), 44-36.

GRAY. PATRIGX WORTH. THE ROON ABOVE BARBER 'S DRUG. {POETRY) ICARUS. S NOe 1y {1977}, 3,

GRAY: PATRICK WORTH THE LAST ENGLISH SHE SPOKE; TIRES AhD LOVERS. (POETRY) LAKE SUPERIOR
REVIEW: B (1977}, 28-29. .

GRAY: PATRICK WORTH. ADOYE MY HEZAD; BEVOND THE FLIGHTL INE. {POETRY) LITTLE REVIEW, HO 13
{1S77he 16,

GRAYs PATRICK WORTHs HUH « (POETAY) HIRAM POETRY REVIEW: NO. 22 {19771, 21,

GRAY, PATRICK WCRTH. LOSTs {POETRY) CAFETERIA: NO. 9 {1977), as.

GRAY, PAYRICK WORTH. LAUGHTER, (PDETRY) SOUTHERN HUMANITIES REVIEW: 11 (1977}, 20

GRAY: PATRICK WORTH, LEAVING YOUR HOUSE, {POETRY) MR. COGITOs 3 (1977}, 16,

GRAY, PATRICK WORTHe FROM THE DEEPS; NEAR ROE. ARKANSAS, (POETRY} WIND, T NO. 265 (197Ty, 27,

GRAY, PATRICK WORTH. EVEM HER VIRTLES ARE BAD; HEARING LOSS. {PUETRY) COLLEGE ENGLISH.
(1577, G112,

GRAY+ PATRICK WORTH. SISTER. {PDETRY) IMAGES: 3 {19771, g,

GRAY, PATRICK WORTH. WILD GEESE. (POETRY) CHRISTIAN CENTURY. 94 {9 NOVEMBER 1977), 14031,

GRAY, PATRICK WORTH. RAMIREZs {POETARY) CEA CRITI 4+ 39 {1977)a

GRAY, PATRICK WOATH. WATERs (PGETRY) THE FREE LANCE, 18 (19771, 55.

GRAY: PATRICK WORTH. FINAL DRAFT, 1984 PLAN. (POETRY) GREEN RIVER REVIEW, 8 £1977) .

GRAYs PATRICK WORTHs 1 DD NOT KNOw THE Cl1VY¥. (POETRY) CHRISTIAN CENTURY, 94 (9 MAACH 1977},

GRAYs PATRICK WORTHe THE DEATH OF A FARMER. (PDETRY) THE CAPE Rock. 12 19770 19-20,

GRAYs PATRICK WORTHe O ISAPPEARANCE . CPOETRY) CALIFORNIA GUARTERLY, MOS. 11-12 {19773, s7,

GRAYs PATRICK WORTM. VISIT TO an EX-WIFEi I COME HOME LATE AT NiGHT. CPOETRY) LANGFALL, 31
C1S770s 313-)4. . '

GRAY. PATRICK WORTH. A VISION GF My DEATH. {POETAY) TWIGS. 13 (1977), G0—64s

GRAYs PATRICK WORTH. STUDENT CONFERENCES. [POETRY) CARDLINA AUARTERLY+ 24 (1977), T8.

GRAY, PATRICK WORTHe MARION: THEN AND HOMs (POETRY) DENVER GUARTERLY. 12 (19773, a1,

GRAYs PATRICK. BUT YESTERDAY IS NOw. {POETRY) 1CARUS. 5 N0. 24 (1977}, =,

(GREAVESs RICHAAD}. WHY RICHARD GREAVES. 8Y JONES, VICTOR. (CRITICISM) MIDWESTERN M1SCELLANY
V (19773 12,

GREENBERGy ALVIM. CELTA Q. (SHQRT STORIES) ANTIGCH AEVIEW. 35 (19771 Jo-38.

GREENBERG: ALVIN. THE WORLD OF APPLES, (POETRY) PLOUGHSHARESs 3 (19771, 153-66.

GREGORY, Ra Ds MEN AMD ANGELS. [POETRY) KANSAS QUARTERLY.9 (FALL 1977). Bg.,

GRENANGER, H. & SEE WRIGHT. RICHARD.

GRENANDER: Me £ SEE MOTLEY, wILLARO.

SRISKA, JOSEPH M. JR SEE CLEWENS, SAMUEL L.

GROSS, BARRY SEE GENERAL,

GROSSs BARRY SEE GENERAL.

CROSSHAN. MARTIN. KNRELING: FORMS DF SADNESSe (SOETRY) RACOONs 1 (19773 43.

GROSSMAN, MARTIN. MOSTALGLIA. CPOETRY) FIREWEEDs 2 (1977}, 7.

GROSSMAN, MARTIN. NOTES ON LOVE, {FOETRY) RED WEATHER. 1 (1977}, 12.

GROSSMANy MART tN. THE WAY YHE WORLD MELp ENGS THE ARABLE MIND. (POETRY) AGNt REVIEW. NO. 7
{15r7)s 28-29,

GROSSMAN. MARTIN. THE OVEN. (SHORT STORIES) LOWLANDS REVIEM, NDs 4 (1977), 35-36,

GROSSMAN. MARTIN. THE SPACE NEEDLE. (PUETAYY THE DRAGOMFLY: & (19771,

GROSSMAN, MARTIN. THE ARAGLE MImo, LPOETRY) KALAMAZOGr MICHIGANS SKYSRITING-ALUE MOUNTALN
PRESS, 1977,

GROVER, DORYS CROW SEE GENERAL.

GUENTHER. CHARLES. A MATLse: HE TEARS OFFsssi FLESH BY FLESH (BDSQUET). {POETRY) LAPIS LAZULI,
1 {19771, 3, 7.

GUENTHER. CHARLES. FROM MY NOTEBOOK. EPOETRY) BLUE UNICORW, 1 (19771 7-g.

GUENTHER, CHARLES: INSTANT SUNSET, [POETRY) GRYPHONs 3 {JUNE 1977). 2.

GUENTHER. CHARLES. LAOY ANO CAT; CATS, (POETRY) EADS BRIDGE: (FALL 1977}, 25-26a

GUENTHER, CHARLES. MISSOURI wOODS: cimL [MODIGLIANIV. (PDETRY) PUBLICATIONS OF Tre MISSDURT
PHILOLOGICAL ASSOCIATION. 2 (19771. 14, 32,

SUENTHER, CHARLES. RENE CHAR: ELGHT POEMS . (POETRY) WEOSTER REVIEW, 3 {WINTER 977}, 10-16.

GUENTHZR, CHARLES. SESTINA FOR M5 5TONE. {POETAY) SAINT LOUIS LITERARY SUPPLEMENT, 1
{NOVENAER-DECENBER 1977). 10.
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GUENTHER » CHARLES s SEVEN FOEMS FROM HONIQUE LAEGERACH. (PDETRY} ¥EBSTER REVIEW« 3 {SPRING

19771, 50-52a

GUENTHER, CHARLES. THE DIFFICULT POEM: HOW HARC 1T 15 RQR US$ THE MELTING OF YEARS] THE CAGE.
(POETRY} GALLERY SERIES-POETSs 5 {19774 94—06s

GUENTHER» GRARLES. THE WATER BILL. (POETRY} SAINT LOUIS
19772, 23e

GUILFORDs CHUCKe THE VACAT10H. (POETRY) KANSAS QUARTERLYs ¢ {FALL 1977}s 56

GUNKs JAMES s CHILD OF THE SUN. {SHORT STORIGS) ANALDG, 97 {MARCH 19773, T4=98a

GUNN. JANESe IF 1 FORGET THEE. (SHORT STORIES) TRIAXs EDe Re SILVERBERGs 1.05 ANGELES:
PINNACLE BOOKSs 1977«

CUKNy JANES. KAMPUS. (NOVEL} NEW YORK: BANTAN BOOKSs 1977«

HAFERs JACK SEE NORRIS. WRIGHT.

HALL. WALTERs FACTORY ALR: THE GREAT AMERICAN KILLERs (PUETRY) IN THE LIGHT. NGs 3 {NARCH
19770+

WMALL+ WALTERa THE NUSIC THREAT. (POSTRY) REVs ED2#PORTLAND: OREGONZ

HALLAs Ra CHRIS SEE GENERALs

HALLA+ Ra CHRIS. PCEM POEH.

HALLA+ Re CHRIS. SKOWa [POSTRY) YIEW MAGAZINE {APPLETON.
FEBRUARY 1677» 1la

HALLAs Ra CHRISa THE HUTANT KING*S

LITERARY SUPPLEMENT. 1 {APRIL—=MAY

YRASK HOUSE BOOKSs 1977=

{PUETRY)} KUDZU+ NOa 2 {SEPTEMBER 1977}. 10«
WISCONSIN POST CRESCENTHs 13

DEPARTURE: {POETRY) CREAM CITY REVIEW: 3 {NOVEMBER 1877)s
S

HALLAs Ra CHRISs fwn 80Y5 FISHING; NCGRTH TRANSPORTED; AFTER ADYENTURE. {POETRY] NOON AT NIGHT#
NDe. 1 (CECEMBER 18771+ 12-14.

HALL WA+ JOHM E SEB FLAGGy EDMUNDa

HALLWASs JOHN E SEE SANDBURGs CARLe

HARMCKy ROBERT B SEE HEMINGWAY s ERNEST »

HARRISs CHARLES B SEE HEMINGWAYs ERNEST .

HARROLOs WILLIAM E. SELECTED AQEMSs [PDETRY) CINCIKNATIS STONE MARRON PRESS. 1977.

HARROLDs wILLLAM Ea CLEANING WOMAN+ (POETAY) IMPACED AN INTERNATEONAL OUARTERLY aF
CONTEMPORARY PCETRY» 1 (19771 24.

HARROLDs WILLIAM Ea THE JOURNEY+ ¢POETRY} LOUVESVILLE REVIEWs FALL 1977 S

HARROLDa WILLIAM Ea CLUSTERS THE AWAITING YEARS CAN HANDLE+ {POETRY} PARLS REVIEWs NOs 72
{WINTER 1977)» 31-32s

HARTMAN, SUZANNE. IT°S YOUR MDVEs (SHORT STORIES) LAOIES HOME JOURNAL + 92 {NOVEMBER 19770, 224

HARTMAN; SUZANNES SEVERANCE. 1§ SHORT STORIES) CLEVELANO MAGAZINE. (DECEMSER 19773 142e

HARTMAN, SUZANNEs THE MARVELDUS FUSCHIAS CF MARGERY DOBERMANa (SHORY STORIES) WOMARN {LONDON) »
(27 AUGUST 1577}«

HASKELLs DI1ANA SEE ANDERSONs SHERWDOOX

MASSLERs DONALD Ma LUCK. (POETRY] NEW KENT QUARTERLY» 2 {WINTER 1977)s 314

HASSLER:s DORALD Mo SONNET FOR A CHRISTIAN PHOTQGRAPHER WHO QuiT HER JCH. {PQETRY} NOUNTATIN
SUHMER, % (1977)s 24e 306

HASSLER: JONe STAGGERFORD « {NDVEL) NEW YORK: ATHENEUM, 1977«

(HAYDEN: ROBERY}s #TRANSFORMED BY STEEPS OF FLIGHT#: THE POZTAY OF ROGERT HAYDEN. 8Y FAULKNER®
HOWARD+ (CR1TICISH), {POETRY] CLA JOURNAL. 21 (DECEMBER L1977 28291

HAZDs SAMUEL J SEE CRANE, HART»

HEACDCKs MANe CRAINOLINE TO CALICO. {NOVEL) ANES? [DwA STATE UNIVERSITY PRESS+ 1977

HEALEY» CLAIRE SEE wWAKDSKI» CIANE+s

HEBALDs CARDL+ ECHO: FROM LEAF 70 FLOWYERS (POETRY} TEXAS QUARTERLY. 20 (WINTER 19771+ 161-

{HECHT » BENJ)« SHERWOOD ANDERSON. BEN HEGHT+ AND ERIGC DORNe BY WHITE. LEWIS RA¥s (BIOGRAPHYIs
(CRITICLSN) AMERICAN LETERATURE: 49 (MAY 19773a 236-41.

HEFFERNANs MICHAEL s THE L1FE OF THE MIMD. {POETRYY ARK RIVER REVIEW. 3-8 (15717)e 21~

HELLER+ JANET RUTHe CLOUDBURST {PCETRYY NITTY-GRITTY. 1 {SUMMER 1977)» 18a

HELLER + JANET RUTH= AMIDAHF REBEKAHs ¢POETRY) CCAR JOUANAL: 24 (AUTUMN 19771+ 58a

HELLER+ JAMET RUTH. ARIEL CONTEMFLATING AODAM: A LETTER TO SEARCH FROM AN AQMIRERa. (POETRY}

KODUS OPERANDI. 8 {MARCH 1977}a
HELLERs JANET RUTHs LA AENSEROSAT THE WOMAN SCHOLAR {POETRY) LETRAS FEMENINAS. 3 (FALL 19773

-1
SARAH'S PRAYER. {POETRY) THE JEWISH EXPONENTs HNODe 66 (9 DECEMBER 19771« Za

HELLER« JAMNET RUTH»
HELLER s JANET RUTHe AN ELEGY FOR PHIL oGHS= [POETRY} JOURNAL OF POPULAR CULTURE. 18 {SPRING

1997+ 54T .

HELLERs JANET RUTHa SHIRA« LPOETRY) SPOON REVER QUARTERLY, 2 (SPRING 1977)

HELLER + JAMET RUTH. EXPANSIGNs {POETRY) wOMEK: A JOURKAL OF LIBERATIONs S {SPRING 19771 230

HELLERs JANET RUTHe SEAMSE SPRING IN CHICAGO: HAIKU FGR NANCYs (POETRY) POETs AUTUMN 1977s

HELLER» JANET RUTH. FOR ALLON AT STIHCHAY TORAHe (FCETRY} THE JENWISH EXPONENT» HO. 62 {29 Juny
19771, 2.

HELLER s JANET RUTHa GLEAMING: ELISHA (POETRY) THE JEWISH SPECTATORs 42 (WINTER 1977)s 114

HELMES, SCOTT. <OLOR TVE BOXSCORE. [POETRY) LAUGHING BEARs N« & {1977)s 19+ 634

HELMES. SCOTT. POEM. (POETRY } INTERSTATE: @ {SPRING 19771+ 90

HELMESs SCOTTs POEH. (POETRY) JOURNAL OF ART» PERFORMANCE AND MANUFACTURE, HAY 1977 COVERa

HELMES, SCOTTe PCEMa {POETRY} EAR: 3 {19770«

HELMES , SCOTTs SEVER POEMS s (POETRY) ASSEMBLINGs 7 (FALL 197T)a

{ HEMINEWAY+ ERNESTIw ADDENDA FO HANMEHAN® 5 HEMINGWAYI BOKS ON TRIALs BY MONTEIAD, GEORGEs
(CRITICISM} PAPERS OF THE &16L IOGRAPHICAL S50CIETY OF AMERICA. 71 (0CTOBER=DECEMBER
16T77)s S18-515.

{HEMINGWAY » ERNEST s BY FORCE OF wiLL: THE LIFE AND ART CF ERNEST HEMING¥AYe BY DONALDSON
SCOTTas {B1CGRAFHY) Ne¥al wIKINGs 19774

(HENINGNAYa ERNEST)e ERNESTY HEMINGWAY: A REFERENCE GUIDE. BY WAGNER»
CBIDGRAPHY ) BOSTON:I GusKe HALL: 1978«

(HEMINGWAY » ERNEST}as HEMINGWAY HIGH ON THE wILD. BY ARNOLDs LLOYD Re {BEIOGRAPHY) Na Yol
GRESSET ANDO DUNLAPS 1977 .

{HEMINGWAY s ERNEST }» HEMINGWAY*S mHILLS LIKE WHITE ELEPHANTS" » BY ELLIOTTs GARY De
(GRITICISH) E£XPLICATOR+ 35 [SUMMER 1977). 22-23.

(HEMINGWAY s ERNESTFe HEMINGWAY*S UNCANNY BEGINNINGSs
REVLEWs 31 {SUMMER 1977)a 476-501.

[HEMINGHAY+ ERNEST e HEMINGWAY THE PAINTERs BY KAZINs ALFREDa (ART AND LITEARATURE) NEW
REPUALIC. 176 (19 MARCH 19771, 21-28.

[HEMTNGWAY s ERNEST)s SCRAMBLING THE UNSERAMBLEABLER THE HICK ADAMS STORIES» BY BURNSs STUART
L. (CRITICISM) ARIZONMA GUARTERLY s 33 (SUMMER E977)4 133-a0s

LHEMINGWAY ERMEST}s THE SEARCH FOR CELEBRATEIDN 1N THE SUN ALSD RISES AND VHE GREAT GATSAY.
BY GRANT: SR MARY KATHRYN. (CRITICISM) ARLZONA QUARTERLY s 33 (SUMMER 1977} 181~92a

(HEMINGWAY » ERNEST)s THE FISHERMANYS CODE IN THE SUN ALSO RISES. BY HARRES: CHARLES 8.
LCRITICISM) NCIES ON MDOERN AMERICAN LITERATUREs 1 (SUMMER 197Ts ITEM 18.

{HEMINGWAYs ERMEST). UNDERST ANDLNG ERNEST HEMINGWAY3 A STUDY AND RESEARCH GUIDE. BY HARMON.
ROEERT Ba {CRITICISM} METUCHENs HaJeZ SCARECROW PRESS. 19¥7.

{HENDERSONs NYLE}s POET RIDES 10wWA RANGE WwETH COLORADOD IN HIS SCULa BY STERK. RON+
(BIOGRAPHY) CECAR RAPIDS GAZETTEs 12 (JUNE 19770+ 604

HENSCN . CAVID. AN IND ISTINGUISHABLE MJMBER OF OTHER SCREAMSE
MCLEAN COUTY POETRY REYIEWs "HEN AT WORDS"” 155UE+ 1977+

LINDA BELSHEIMER.

a8y wrATTs DAVID Me {BIGGRAPHY} GEORGIA

woRDS POISED TO DIVEs (POEYRY)
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HENSONs DAVIO, BEDTALK] BLA
Ck EA
Pt i * GLE AND IWDIAN JQ. {POEYRY) MCLEAN COUNTY POETAY REVIEW,
HENSONg DAV Gl
B e ot OVl S e L 10, 0
HENSDN, DAVID. OLD STUD'S oR MAD 1IN FUNERAL PARLOR LOT. (POETRY) THE SHITHa (J; { o
o Davin, AxrTremey EAKFAST (EASY OVERJ}e {POETRY} VEGA,» (NIVEMBER 1977 NUARY 1977
HENSON. OAVIO. RIPENING INSIQEEY:EE: .f;aﬁ'::efrg?l SEVEN STARS ROSTRY. ko= 27, ,;917.
Henaon: Bavion tom arone h . AMISOAT: 12 [1877)«
OETRYt THIRD EvE« 5P
HENSON» DA - R SEven Srans
(Hsagn‘:x. ;xugggl:': :iA::Ng:AYHEY PART+ (POETRY) SEVEN STARS‘PDE‘I’RY-- NO. 32s 1977
D b AL ARy F;E:ai;‘i:“tls: OF ROBERT HERRICK'S CONTRIBUTIONS TO TI‘"E CHICAGO
B
HEY“;:?o—Ig‘g. 10 GEPRING. 1oTrie 191_2;0 I1BL10GRAPHY ] AMERICAN LITERARY REALISMe
JIM )
ngm;, FR;N:E'!TE:CT:E:Q gza:?-N(PDEIRV) ANNH ARBORs MECHIGANT BEAR CLAW PRESS. 1977
HIGH: ELLESA CLAY. CUK;UI’ERS 2NDI2:IEP'::|: (PE’ETR" o teAr amiiaTie (PRETRYS 1977;' o
"l"éFEERUAW 19771 15 BB ARS: UNTITLED (CAT HABITATl+ (POETRY) THINKER. 1
L S+ GHESTER
GENER,\TIUN.' oBvT:EEc.OuE-::PAL thPLEx ANO INTERRACI AL GCONFLICT IN CHESTER HIMES+ THE THIRD
HINDy STEVEN. CALLISIONG A&REQHE:‘; CC:ITICISM) CLA JOURNALs 21 (DECEMBER 1377} 275—51“
ot HUNTENGs A GUIDEs (POETRY) FOCUS—MIDMESTy NOs T4 “.;771-
HINDy STEVEN.
HIND.. syEvEN’. :E:éc[silfsmﬂgﬁ;N(:gzég!l THEHITAGE OF KANSAS, 10 (SPRING 1977)s D4-35.
Tomres ae A i THE PDET'S WIFE. (POETRY) KANSAS QUARTEALYs 9 {SUMMER
HINQ: STEVENs SAM*S NEPHEW HI
UNT INGs {POETRY) ARK
HINDJOSAs ROLANDO. ESTA WA g S
oo STAMPAS DEL VALLE: 20 ED+ {POETRY) BERKELEY: Chsi T
HINOJOSAs ROLANCO. GENER
el - ACEONES ¥ SEMBLANZAS. [POETRY) BERKELEYs CAsz
HINGJOSAs ROLANDCs RETRATOS P,
ARA EL ABUELC:
Ixn:‘ARACﬂL' 4 (NOVEMBER 1977): 6. * e
H + JEFFs Q[ALOGUE,s (POETRY) ARK
:gffgn' CANIEL R SEE ANDERSON, SHERH:ID;TR FEVIENs 374 L19771e 43
N:
“QLLU: :NZEEI::- tf::‘éﬂd:‘ﬂs. {POETRY} WEST ERANCH. IA: TOOTHPASTE PRESSe 1977
. TIMURE: PDD BDOK.
HOLLOs ANSELM. SDJOURNER MICROCOS! as tone
£ MS: NEW AN
aiiPet BLUE WING PRESS. 19770 > SELECTED PDENS 1959~1977. (POETRY) BERKELEY s
:g:l;:f:z‘hE:R]EORlCH w SEE HERRLICK, RCBERT.
RSTE o SRS PSR ke (P DI ST e LT 0
ppi INIST ARD MUCKRAXER, 8
‘“n-a‘g.liiz::‘:Egsﬁl: A:ERICAN LITERATURE. 12 {SUMMER 1977). 9;-!:9:.“”DEE' DELBERT £
e e I « THE wESTS OF HOWELLS AND CRANE. BY DEANy JAMES Le (T
CHON Lo W ELE TAR DE:NI:EM;:EE;M:B7O-19101 10 (SUNNER 1577)s 254~bbe : RTrCLS;
. De HOWELLS*® 1899 MIDW
. EST LECT
‘uoués:g. :TEE:‘:HES‘::;N :;;:RCEYIREILISM- 1870-1910« 10 (SFRI:gEl;g?’?: ?:sng:LHTER' RABERT-
. L N LIFE: 1883-1920% . By
P on 0% AN ANNOTATED
‘HO'E':L;. .tiE:!::P:;:Ni:TSEI;:EigAFgg :::ﬂ:i;::‘lLITERARY STUDYs T (SP:'::gm;;g;; ;B;;—.E;tz. RORRRT
8 OGRAPHIES OF S R
FULLER. GARLANS, HERME. HOWELL S, LONDCN. AND NDRRIS. E'TE;SE:KETAT:E;E:REISER- PREERIC:

{BIBLIOGRAPHY } PAPERS OF THE B
1BL.
18773+ 362_68. IOGRAPHICAL SOCIETY OF AMERICA. 71 (JULY-SPETEMBER

TO.
SJUSTA PUBLICATIGNS

JUSTA PUALICATIONS

JOSE YIELMAy EL MUERTO3 LOS FUNDADORES. (POETRY)

(HOWELLS« WILL .
LS. 'EDD;:: Egzgzé":aacsatﬁgr ::l;: CAN'T BE QUITE DEFINITELY SPOKEN®I SEXUALITY IN
THEIR wECDING . A« (CRITICISM) STUDIES IN THE NOVEL. @ {SPRING
(HOWELLS. WILLIAK DEAN). FROM PA
- SSICH TO IMPASSED
HAWTHORNE; HODWELLSs AND AARTH. 8Y VANDEREIL$
‘KQ.:E‘EL' 8 (WINTER 1976}, 419-29. *
LSs WILLIAM CEAN}a A DIFFERENT V
- 1EW OF ¥ :
MAGAZINE READERS. BY GOLODMAN: LAUREL T, RETICISH) NEw BN
- (DECEMBER 1977)s 563-85. .
OWELLSe WILLIAM DEAN)e =A CONPL
ETER VERITY": THE END
L. WILLIAN DZAN). mA coup ING OF We Ds HOWELLS" A FOREGONE
CONCLUS + JOHN We (CAITICISH) ENGLISH LANGUAGE NOTES. 14 {HARCH 1977).
tHOWELLS s WILLIAM CEAN)= A
" HOUSE DIVIDED; A NEN READIN
chiom CCRITICISM) CLA JOURNAL. 20 [JUNE 19774 459-;‘:. G OF THE BOSTENLANS. AV MANIKOFF. SARRY.
IEII:L?:!R:‘:'.I-‘Eig:)DE::;;CAN ENTEROCEANIC EPISODE: THE LADY OF THE
AN LITERATURE. 39 ([MAY T
(HOWELLSs WILLIAM OEAN]. HARR vmes e srel
. JAGE IN HOWELLS'S
‘"u'l-ﬂl-:zsnn‘"iﬂe‘ B LA, aT Ty Botagar NOVELS. BY STEINs ALLEN F. (NOVELS? AMER]JCAN
wWILI
LS i ';5‘:.352::'5'13353'1'3 naiz'reu: THE UNION OF THEME AKD STRUCTURE IN THE SHADOW O
4 DREA « (CRITICISH} AMERICAN LITERATUREs 49 [MARCH 1977} "
(HONEL1Se WILLIAM DEAN)s THE OE
AN CELEBRATES HIS AIRTHDAY:
Eren A AY: TWOD NEW
T N A (POETRY} PAPERS OF THE SIBLIOGRAPHICAL SOCIETY OF A oayTohS POENS. BY RURPRY.
g ;u.v SEPTEMBER 19771, 368-69. MERICAS 71
HES, LAMGSTON}s LANGSTON HUGHE: AN T
3 3 NTRODUCTION TO Ti
‘HUGL:;ZT:‘E'DDJN-¥:"; COLUMBIA UNIVERSITY PRESS» 1976. He FosTAYs
. - QUEST FOR BEING.
: ORaCN PRESS. 1977 8Y L1BERTHSCN. DANIEL.
{HJGO
(;u:;g;u:nﬂ::;mc’;u:gmnazgs:_wnéﬁle..\nuN: AN TNTERVIEW wITH RICHARD HUGD.
W, &2 -
HULL, GLORIA Fo SRE BROOKSs GWENDOLYN {SPRING 1S7TI- 1917413+
HULLIMAN, ROBERT SEE DARRs ANNs
HUNGIVILLE, MAURICE SEE FORD, FORD MADDOX.
?:J:;;A:ARY A SEE HOWELLSs WILLIAM CEANs
+ HARVEYD}s HARVEY INGHAM AND GARDN
ER CONLES. 5Ra:
AN, HARM . i THINGS DON'T 3
b S . i e (e RIS e Jomd S R e
THeRAN. ALYCE. LULU. {SHORT S - RIES) EVENTs & {19771 18-25
. TORIES) SPECTRUM. 20 (F *
INGRAHs ALYCE. TH " tekn e TEws
INGRAM, ALYCE. TH: :::S;Ec?u q_céve. {SHORT STORIES) EUREKA REVIEWs N0 2 (SPRING 19771y 1
NG ALYCE. THE monsTEA IPLEe (SHORT STORIES) SMALL POND: 14 {WINTER 1977} 3335 v 1.
T et e wonom ._(SHDRY STDRIES) SMALL PCNDy 14 {WINTER 1977}, 14—;5 -
INGRAM, ALTCE. TH “RZH fg#:n;uéf::gar STORIES} PENNY GREAGEUL. (SPRING 1977)s 8-
pos bl IVE+ {SHOAT STORIES) THE NEW RENALSSANCE: NOs 9 {FESRUARY
JACDB, JOHN. KNEE. {PDETAY)
ALAMO: CAs: HCLMGANGE PRE:
JAUSS: DAVIDs KAFKAYS PRAYER. (POETRY) MOUNTAIN SS:NER'ST;T;T-I;.

THE STRUCTURE OF A DARK ROMA|
NTIC THEME IN
KERMIT, {(CRITICISM} STUGIES IN THE

WILLIAM DEAN HOMELLS A
{CRITICISM) NEwW ENGLAND QUARTERLY, 50 ho s

ARCQSTOOKa AY CROWLEYs JOHN

BY JEMIE: ONNUCHEKWA,
(POETRY }s {BIOGRAPHY) NEW YORKI

BY GILLON, DAVID.
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5.
e :;HNEAPULIS: YANILLA PRESSe 1977+ 224

DAY1D. o + {PDETRY) A COLORING 800K OF PDETRY FOR A * e Je—Ms FISHER.
V1 PLONINGs { ] DULTSs ED .
.

JAUSS: DAVID. SESTINAL MASSAGING POEMe (POETRY A + NOa 3 (FEBRUARY 1977)s 60-81.

o ST A POE {POE ) DAKWODD L]
AUS! CAVIDs THE GHOST DANCEs. (POETRY) WATERS: THE JOURNAL OF THE ARTS. 2 (FALL 1977} 38-39.
4 S

JAUSSy DAVIDe
REVIE¥: 1 (1577)a 116s

[} i3
THE SHAMAN TELLS Heow HE CISCOVERED THE SECRET OF ARTe (POETRY) GREAT RIVE

JAUSS, DAVIOe TO HY WIFE IN AUTUMN; WHAT WE XNOY NOW. (POETRY} SOU'WESTERs 5 {FALL 197
.

T6-T7a
NWUCHEKMA SEE HUGHES« LANGSTONe .
Lesaah, WS (o Loty Tradeelh SO o L 10 e e
LOYE LETTER. (POETR + 6
-J'Z::E:' :ﬁgi: t: NEWSs (POETRY) ENCOREs 11 :FEz:U:g;;:PR:; 19773« 18a
; | 2 .
TRY+ {POETRY) POET. 13 (M . 1077
JEf{ig’;:{ A:‘I’z‘iﬂ‘:'LfﬁﬂRY ;EASQN- {POETRY} LAWRENCE: KANSAS: COTTONWGOD AEVIEW: -
Jal .

CHNSONs MICHAEL Le NOCYTURME: THE FOURTH OF JULYe CPOETRY} KANSAS QUARTERLY~ 9 (SUMMER 1977}
J ISONs

GHNSONs MICHAEL Lo DRY SEASDNe (POETRY] LAWRENCE. KANSASI COTTOMWOUD REVIEM, 1977.
-

TT)y 85

= [PDETRYY KANSAS QUARTERLYs 9 (SUMMER 19

JOMRGTENs KELLY- FIRST HUNTs (PUETAYI ARK RIVER REVIEV 34 (1377)s 71e

{JCNESs JAMES) o
(SUMMER 1977),» 6—84

JONES, JOEL M SEE LOCKRICGE. RDSS.

JOKES, WICTOR SEE GREAVES : RICHARD.

JORDAN» PHILIP O SEE PECK, GEORGE Wa NES

JORCANs PHILIP D SEE BURRETTE. ROBERT JO -

JORDAN» PHILIP D SEE CLEMENSs SAMUEL L«

ERs T
YAPS FGR SERGEANT JONESa BY ENGELs BERNARD Fe [(CRITICISM} SSM. NEWSLETTERs

MNP F T M E T POEN; PCETRY C1 L5s CALIFORNIAZ
JUMPER: WILL &, FACM TIME REMEMBERED: SELECTED POENS, (PCE 3 EL OORACO HILLS.
+

FGOTHILLS PRESS. 1977
s E COOPER, JAMES FENEMORE. 1o77h.
::zgg:hjnl.mﬁﬁ DFF=-LODOM ¥EAVINGs [POETRY) NATIONs 224 (19 MARCH
KAUFFMAN» JANET. PENELOPE UNBINDINGe
KAZINs: ALFRED SEE HEMINGWAY. ERREST.

(POETAY) CHICAGD REYIEW, 28 {WINTER 1977)a 120-21.

A . A T ] v A ARY 19773, Ta
KEARNE LAWRENCE+ WEST WIRGINIAe 1915. (POETAY) BELLINGHAM REVIEW. I (JANU. .
.3

KEARNY » LAWRENCE. JOAN'S WOOOCUTe (POETRY) POXSPRINGs NO« & (FALL 1977). g,
KEARNY s LAWRENCE. LITTLE OREAMSe {POETRY) LOUISVILLE REVIEN: ND« 3 (FALL 1977},

B54—-55.

EES, WELDON) . LOWAY WINBERLY AKD OTHERS: RECOLLECYIONS OF A BEERDRINKER. BY UMLAKD« RUDOLPHe
{KEES,

{BIOGRAPHY) PRAIRIE SCHOUNER, S1 (SPRING 1977)s 17-50.
KELLERs RICHARD C SEE GENERAL»s
KEI.L!EI.E. BRUCE SEE VAN VECHTEN, CARLS
KENNY, MAURICE.
KtDNE;—leLLS- JENHIFER S3EE WEATHERS: WINSTOM.

7Ta
NORYH POEMS OF WOME. {POETAY) MARVIN, S.04° BLUE CLOUD QUARTERLYs 19

G A A i TIME; THE TRE! POETRY} CONCEPT, NOe 18 PRING 197T)
ILGOREs JAMES Ce LONESDMHE 5 Ese H ] 18 ats -
K .

Ta
SENTINEL RECORDs 28 AUGUST 19T
- 1T*S THUNDERING AGAIN. (POETRY]
::t::z' j:’:g :- I:DT TOC MUCH To CARRYa {POETRY} CORNFIELD REVIEWs 2 1877.

3
KILLORENs ROPERT EOITOR SEE GEMERAL s .
XINGHORN: KORTON D SEE CLEMEMSa: SAMUEL La

T OF Ti TRY: Ti TRUTI F 1T PUOET RK RIVER REVIEW,
KLEINs MARLIS. HOLE 1IN THE HEART O HE CTUNTRY; THE TRUTH OF 1T« (POETRY) Al
. -

66567 . s,
KLEI::‘H:;?’:T':’I; THE INTRUDER. (PUETRY) ARK RIVER REVIEW, 3-4 {1977):+ 2
KLINKDWITZ+ JERDKE ED SEE VONNEGUT: KURTe
KLINKOWITZS JEROME SEE GENERAL «

KLINKONITZy JEROME SEE GENERAL »
KLINKOSITZs JEROME SEE GENERAL e
KLINKQRITZ, JEROME SEE Y¥ANNEGUTe KURT.

T P PR HE S1 {SUMMER 1977).
KLOEFKCRNy WILLIAMs WHY THE STONE REMAINS SILENT. (PGETRY) AIRIE SCHCONER.

412413,

3 We F=4 (1977)s G0-52.
3 PROCKe (POETRY) ARK RIVER REVIE
‘LUEF‘S::. ::t‘;.:::: tngngiu:ull:; ALL TI"(E WAY AROUND HEIS PAPER ROUTE WITHOUT S5TOPPING
<1, CEFK ]

G 197Ths 68-T72,
KNIG:‘:IE?;)ERTS;;é‘-uEEflgﬂgg'f:l’lﬂséléipilgDL:ﬂlN- (FOEYRY ) AMERICAN PDETRY REVIEW: &
(NEIVEMBER-DECEMBER 1977)a
KNOLL, ROBERT E SEE MORRISs WRIGHT»
KOLBy HAROLD He JA SEE CLEMENSs SAMUEL La
KOPPERs EOWARD Ae JR SEE VONNEGUT», KURT.
KRAUS, JOE W SEE WHITEs WILLTAH ALLENe
KWIATy JOSEPH J SEE DREISERs THEUGDORE

L AMBs HELEN KE ITHLEY. THE HORM OF YEARS. (POETRY) MANHATTAH: KAMNSAS: AG PRESS, {1977}.
.

= OC PRESS. 1977.
GLEE3 SONG. [POETRY) CHICAGOZ ADI: -
Py A:;- TH: HONE POEMS . [POETRY) NEW YDRKE FRONTWARD Bﬂe':s;‘n;:: Euumﬂv ANVIL,
tA::E' :ER-‘ALD FOR YOU» WATCHIHG FOR THUNDER-LLOUDSe (POETR'
A * .

{JUNE=JULY 1977)s 33a
LANGE: GERALD. THE MOUSE ON YRWIN STREETs (PCEYTRY) LAKE SUPERIOR REVIEW. 7 (WINIER
. - s

HOa. 22

19T6—IT).

L ANG| GERALD, THE NEW RLDw (POETRY) CCNCRETE POETRY. EO+ WILLIAM FOX. RENOI CHURCH FINE
E E WORL! (PQE ] C
Al ] .

UNTIVERSITY OF NEVADAs 19774 2 "
LANE;RTzEg:II:LDER;;IE MOMEN ON THE BUS. {POETRY} POETRY NONs 3 (21977)s 1 -
. .

ANGE» T TT F TING M G TN T ST F TALOMS
LANGEs GERALDs VULTURES A HE FUMERAL . DISSECTI EANING I HE DESIGN O H

TING T TRIL| FOR POETRYs {PLETRY) MANRQOT. NOa (SPRING-SUMMER 1977 98
SPECTING THE ETS CE {ALE b} 11 1 Je
IN

it UDITHe {ARTS
[LANGLANDs JOSEPHI+ ITOWANS IN THE ARTSI JOSEPH LAN:I;AN;; BY GILDNERs JUDITHe
A ER 19773, a-3B+
URE) ANNALS OF IOWA+ 43 {WINT 3 o1t
I.AQU:ITERA:;L F’EISERI STENE POEMS, (POETRY) LOS ANGELES: CRESCENT. -
.
RSEMe EL1ZABETHa.
t:ﬂgEN: FLIZABETHKs I[N THE FLAT LANDS OF WISCONSING
1 119771, 5.

ARD

Ge
REAM CITY REVIEN, 3 {FALL 1977),
Py et (POETR'P:lsz ARE A MIRAGE. {POETRY} ENERGY REYIEW.

Youz ME PROBLEMS ARE MORE CIFFICULT TO SOLVE THAN OTHERSS PLAKE
LARSENs ELIZABETHs 1 CALLED i SGHE E H

GECMETRY. [POETAY) THIRD COAST ARCHIVES, (WINTER 1977)a
LAR ELIZABETH- MATT, 223307 )
sf::ETRl') THIRD COAST ARCHIVES: {SPRING 1977}
JOHN € SEE GENERAL « . 1977
t:’:g;:: DOUGLAS, TROLLINGe {(PDETRY) HDSTDN: L'[T'I'II:E- ::.g::: 1q77:
LANDERs DRUGLAS. TROLLIMG. (POETRY) BOSTON: Ll':'l.’ﬁ -3 A 17
LAWDER« DOUGLASs THWELYE POENS. (POETAY} CENTERING.
TR THE InDIAN e OOMINGTONZ
t:;:;&s:n:-sl‘fsgnl:nﬂc TH'E INDIANA EXPERIENCE: AN ANTHOLOGY. (PUETRYI BL
LE u:lg':';snsj"n“::?;u;wz;e CLINTON STREET ORIDGE AS METAPHOR. (POETRY) DEFIANCE,
+ Ju Re -
DEFIANCE COLLEGE POETRY CENTER. 1977.

NOTHING EVER HAPPENS WORTH TALKING ABOUT IN BROCKFIELD.

INDIARA

QOHID:

Annual Bz‘bliogmﬁwhy of Midwestern Literature: 1977

(LB SUEUR, MERIDELY. A "LIFETINE RADICAL™, SHE®S SEEN IT ALLa
CECAR RAPIDS CAZETTE: 1 MAY 1977 204
LEEs LAURL s, THURSDAY'S, USUALLY. (POETRY) KANSAS QUARTERLY, @
LECLERs PHILIP. A FISING. (POSTRY) BITS B {JULY 1977). oo
LEGLERs PHILIPa. AURAT SEARCHING FOR OLD COINSi MEMORIAL DAY WEEKEHD, 197%. (PDETAY) CRAZY
HORSE« NOu 17 SUMNER 1977), 2327,
LESLER. PHELIPW CHRISTMAS FEAST. (PCETRY) YANKEE, CECEMBER 1977, 2144
LEGLERs PHILIP. T TALK TO WYSELFa {POETRY) SCUTHWESY REVIEwW, {SPRING 1977}, 11%a
LEGLERs PHILIP WISHES FOR KAREN; VIEW FRCM PREGUE ISLE AT SUNSET POINT: HOw YO KEEP WARM;
MIRAGE o (POETRY} MIDWEST QUARTERLY » 19 {AUTUMN 19770 59-63,,
LELTZIs RUBERT ¢ SEE HOWELL S, WILLIAM DEAN«
LENSEs EDWARD. A LIBRARLIAN'S DEATH; SLIDING DO¥H; WINTER N
EMPRESS, CPUOETRY) gHIO JOURNAL » 4 {AUTUMN 19771, B-9,.
LENSE, ED'IM-'SNANEK‘H; THE OHID SafL. {POETRY) ROAD APPLE REVIEW, {WINTER-SPRING 19770
LENSEs EDWARD, THE INDIANAPOLIS S0Qs (POETRY) POETS IN THE GALLERYX A CHAPAODK CF cOLuNsus
POEMS. 1977, 13,
LENSE. EDWARD. WARING UP; FOR MY GRANDFATHERS (POETRY} COMBINAT IONS?
1 CuINTER ESTT“THY, 2,
LENSEs EDOWARD. WHEN I ANSWER THz PHORE. (POETRY) DARK TOMER, & (1977}, S0
{LEWIS, SINCLAIRYs FROM MAIKR STREET To STATE STREET: TOWN. CITYs AND CONMUNLITY IN AMERICA, BY
GOISTs PARK DI XONy (CRITICISH) PORT WASHINGTONG NaYal KENNIKAT PRESS, 1977,
fLEWIS, SINCLAIR}a IN TIKE AND pLACE: SO0ME ORIGINS OF AMERICAN FICTION. BY WATKINS: FLOYD C.
{FICTION) I(CRITICISH)‘ATHENS= VHIVERSITY OF GEORGLA PRESSs 1977,
LENLS: THGOMas Ss W SEE CRANE. HART o
LIBERTHSON. DANIEL SEE HUGHES TED»
LIBERTHSON» CANIEL SEE ROETHKE, THEODGRE,
LAEBERMAN, LAURENCE. JORENI THE VOLCANIC FALLS. {POETRY}) HUDSDN REVIEW. A0 IWINTER 19771,
48%-500,
LIEBERMAN LAVRERCES LOVE: THE BARBER. {PCETRY) GOO0D COMPANY:
J+ AHNN AREOR: NOON ROCK 1977y 55.
L LEBERMAN 4 LAUREKCE. SHIMDDAZ THE LAVA SHORES. (POETRY) YALE REVIEWs &7 {WINTER 1977-783 ,
24749,
LIMe PAUL STEPHENs CONPERSGNAS:
FRENCH» 19774
LIMs PAUL STEPHEN. POINTS OF CEPARTUREZ A PLAY IN DNE ACT. {pLAY
ANERICAN PERSPECTIVE, 5 IS5UMMER 1977) e 2T=29,
LINDEORG: NARY ANNE SEE OREISER 4 THEODORE .
LISKs THOMAS, PILLARs {POETRY) KANSAS QUARTERLY. 9 CFALL 1977), 9u12,
{LOCKRIDGE ROSS5)e THE PRESENCE OF PAST TN THE HEARYLANG? RAINTREE COUNTY REVISITED,. BY MOMNES ¢
JOEL M, LCRITICISH) MIDAMERICA IV, 11977}y 112-321, -
LOSSEs ARLYLE MANSFIELD HUMMINGBIRD GUEST, {PUETAY} AMERICAN CAGE~-|
19971, 26,
LOSSE. ARLYLE MANSFIELD, COVERED HRIDGE- (POETRY)

POETRY TODAY: (SUMMER 19771s 104
LOSSEs ARLYLE MANSFIELD. IN KREHORY OF A €ITY TREE. (POETRY) THIRD CDAST ARCHIVES, (SUMMER
197T)a

{LOVESOY. JuLIa LOVISAlas JULIA LOuisa LOVEJOY GOES WEST. BY FELLMAN: MICHAEL. (BIDGRAPHY )
WESTERN HUHANITIES REVIEWs 21 (SUHMER 1977) s 227-82,
LUKEN+ PAUL= A GIFT, (POETRY} PARNASSUS, SPRING 1977.
LUKENs PAULs NICE AND CHILDRENs [POGETRY} COE REVIEW: NQs & (19¥7).
MADGETT: NACHI LONG. MONDAY NORNING &LUES) {POETRY) BLACK STAR. 4 {0LTOBER-NOVERBER 1977 )y 3.
MADGETTs MAOME LONGs NOMEN; PUINT OF VISW; EXITS ANp ENTRANCES, (POETRY) FIRST wORLDy 1
{WINTER 1977}, 5a,
MADGETTs MADMI LCNG. FENCES! KIN] NEW DAY, (PDETRY) sourH AND WEST. 14
MANFRED. FREDERICK s GREEN EARTH, (NOVEL} MNEW YDRK: CROWNs 1977,
CMANFRED, FREDERICK)« RIDERS OF JUDGMENT = AN EXERC ISE IN ONTOLOGICAL CRITICISMa BY WESTBRODK.
NAXs (CRITICISM) ¥ESTERN AMERICAN LITERATUREs 12 {MAY 19770, a1-31,
(MAKFRED , FREDERICK)+ A SUN NOT ALL IN DOON APPROVE OF —=FANED" AUTHOR FRD
FAMED® AUTHOR FRED MANFRED. BY BALLANTINE »
ELIZABETH. {NOVELS) QOES MOINES REGISTER. 25 AUGUST 1977, 1p,
{HANFRED FREDERICK}e INTERVIEW {N1ITH} FREDERICK MANFRED
FICTION: 9 (1976), 15-1%. 61,
MANFREDs FREYA. LEYTER FROM CALIFORNIAS {POETRY) HARD PRESSED, JULY 1977,
MANFRED. FREYA, HARGARETYS MOTHER. {POETRY) ANIMA. 3 {SPRING 1977}, a9,
MANFREDs FREYA. NIGHT NOISES AT THE COUNTRY ASYLUM; YOU CAN GeT KEN AT THE GEMNERAL STORE.
{POETRY) BEYOND BARDQUEs & [DECEMSER 1977)s 34-37.
MANFRED., FREYA. THE SHADONS 1 WATCH: WOMAN OF THE WARS.
1977}
MANFREDs FREYA. THE LONELINESS OF MRS. LOS ANGELES. (POETRY) COLORING BOOX. 3 iy 1977). 37,
MANFRED. FREYA. UNIBENTIFIED FLYING OBJECT. (PDETRY) STONE COUNTRY. (JUNE 1877 ).
MANFREDs FREYA . YELLOW SQUASH WOMAN. (POETRY) BERKELEY. CALIFORNIA® THORP SPRINGS PRESS. 1977.
MAKIROFF+ BARRY SEE HOWELL 53 WILLIAM DEAN. -
MAPLE. JOHMNs THE MaN WITH THE FLASHLIGHT ; REDENPTICON, {POETRY) ARK RIVER REVIEW. 3
E=Te
MARCUS: MORDECAL. FETURN FROM THE CESERT+ (POETAY) BOWLING GREEN.
MARSHALL + TERESA. RELEASE. (PNETRY ) GAZEBO. {SPRING 1977}s 154
MARSHALL » TERESA, THE CLEANLNG WOMEN'S WORKOAYs {POETAY) ARK RIVER REVIEW. 3-4 {L977). 24,
MARTINe GLOREAs DEFEAT OF DISCOURAGEMENT AND DROQUGHT. (POETAY) LYRICAL 10WAy 32 {1977}s 37,
MARTIN GLORIA, DEVICES OF POETIC DAWNSs {POETRY) PARNASSUS. {SPRING 19773}, 34,
MARTIK. GLORIA, HONEYHOOM HEAYEN: Snow OF SEVENTY-SEVEN, {POETRY) BROCHURE OF PQEMS, 33
{1977}y 25, 39. B
MARTIN, CLORIA. LONELY PEOPLE. (PCETRY) NEW EARTH REVIEW, 2 {AUGUST 19773, 5,
MARTING GLORIA. RUT-RO¥S AND RAINSOWS. (POEYRY} MIDWEST CHAPARRAL. 1 (MIDWINTER 19773, 124
MARTIN. GLORIA. TRACING AMTRAKe (PQETRY) CAMADIAN PGETS AND FRIENDS ANTHGLOGY. BROOKEF1ELDy
HMARYLAND: MODUSE GPERANDI . 1977, 70.
C(MASTERS: EDGAR LEE}. THE HARNONY OF DEEPER MUSTICF POSTHUMD!
ROBINSONs FRANK Ko EDa IPDETRVJ-[CR!TICISMJ AUSTIN:
MATTISOK. JEREMY SER GENERAL »
MCERIDE, DAVID SEE WRIGHT, RICHARDX
MCHRIDE, MARGARET SEE FITZGERALD« ¥, SCOTT,
MCBRIDE: REBECCA SEE WRIGHT» RICHARD.
MCCLEERYs HANCY, A LONG VIEW AS YOU DRIVE ARQUND LINCOLN. HEBRASKA+ (POETRY) LINCOLN EVEHING
JOURNAL « 22 JANUARY 1977.
MCCOKBS, JUDITH, HIT 15. {POETRY} MODERK POETRY STUDIES. & LAUTUMN 19773, 139.

MCCOMBS: JUDITH. IN THE ABSENCE OF HUMANS » {FOETRY) END OF THE WORLD SPESHUL ANTHOLOGY. ED.
BIiL BISSEYT. VANCOUVER, Ba4Caz BLEWOINTHENT PRESS, 1977, 112,
HCCOMBS. JUDITH. INHERITANCE { PHOTOGRAPH TAKEN AT MY FATHER'S HOUSE.

REWIEWs 11 (MAY 19773, 60-562,

BY ZIELINSKIy MARYs {BIOGRAPHY)

(SUMNER 1977}, 48a

IGHTSE THE HIGH PRIESTESS: THE

A JOURNAL DF PHOTOGRAPHY .

PUETS AT MICHIGAN, EDs ROCKWELL »
A RECREATIGN IN Two ACTSw {PLAYY, EDRAMAY NEW YDRK: SAMUEL

Je{DRAMA)} BRIDGE: AN AST AN

BIRD MAGAZINE, tAUGUST

(FALL 1977). 22-23,

8Y MILTON: JOHN R. { AUTOBIOGRAPHY )

[POETRY} GREAT RIVER REVIEW, 1 (APRIL

-4 (1977,

OHTO: NEWEDE PRESS, 1977,

W3 POENS OF EDGAR LEE MASTERS. By
UNEVERSITY OF TEXASs 1976,

{POETRY) RED CEDAR

173
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Tha 32=33
HCCOMBS, JUGITH. L[KRSOMNLIA IN THE 8TH MONTHe. (POETRY) RU:\:S-M.BS:'S‘PR:N?H::;ER-1977.'u‘q.
COMBS, JUDITHs THE ANNOTATED AGONY POEHs (POETRY] ORIGIN. EEN'R[VER IIEALE A LI
:gw"gs. JUDITHs THE HEAYY ONE TRAVELLING ALONEs {PCETRY) GR
.
197rye 220223,
i A GUIDE TO
UTCHEONR JOHN T.) j{READs OPI1El.
s b e HOOVER PRESTDENTIAL LIDRARY. BY SWIGGLR.
AND [N THE HERBERT H
i::s—BIELIEGR»\pmi 10wa CITY: UNIVERSITY COF I0wa :ég::iﬂii;sé:;:;:" R
HCDONALD» JAMES MICHAELs FEERUARY OATS FOR KATE Le (P
PRESS. 1977.
LEa
CONALDs JAMES RICHAEL. SERVICEAB ! o
:EDDNALD: JAHES MICHAELS NO HANDS CLAPPING: POEMSe VOLUME ]
. H 3 NADIRE
HCDDz:f:S.Ji:;; MICHKAELs NEONOCTURN] POLISHED CORNERS OF THE TEMPLE; HOAS1Sw; .
.
{POETRY} EXTERMAL JOURNALs ND. 29 {DECEMBER 191.“;01.15' HOLY CC¥  PRESS. 1977
GRATHs THDMASs LETTERS TO TOMASITO« (POETRAY) MINKEA b H P vl L
:EGRA‘”“: 1 A Toe KANSAS LANBSCAD CARRBELI;V][L:OQ'?;\'.NDH 3 (1977 1256
LANDSCAPE. {POET r s
MCL‘:g:::. :::i::‘ :NKI:E @NngLEHENT- (POETRY) CHOWDER REVIEW. "STAIRWAY TOQ THE STARS
MCLA . -
IUARY 23-25,
ISSUE.H::E‘:::.EARL- THE OXFORDs WISCORSIN. WINTER CARNIVAL AN: F1SHEREE JAN! 2 .
"c““;:::: AN Wntt- e RE;IE:;’ ;?:2:::)'::;:; :;E;}ICAN REVIEWs 262 (SPRING
CAN STAMPS, HO
HCMILLENs WILLIAN EARLa. AMERI
1977} 652-6Sa
MECHEM s JAHESs SHUT UP4 ¥YDU GRACKLESs
MEYERSs JEFFREY SEF BHELLOW. SAUL.
MICHELSONy BRUCE SEE CLEMENSs SAMUEL L.
HILLERs Je WESLEY 3EE GENERAL
MILLER, PAUL Ws EC SEC WHITLOCK: BRAND, u
MILLER: STEPHEN Ms LUNGH COUNTER; PLANTATIGHN.
14. 26. - o
HILL;:FR;::P:?E:?:: OC‘;CIBER. {POETRY ) ROLLING STONEs MO« 250 (20 DCTOBER L977). -
»
HILLS« GEORGE 5 SEE COWLES, GA:?;R- Sfe
S+ GECRGE 5 SEE INGHAM, HA - . .
:‘.‘l::ts: LLOYD Le BURIAL OF A MALE CHAUVINISTS ﬂ.g-::N.
e et AT ION “’ECE:‘:EQ lﬁ::sl’!EﬁﬂF Al:l ILLUSIONS SHE SLAPPEC HE AMPERSAND AND.
H {1 i
MILLS+ LLOYD L, MECITATIONI OF 5 :
- WINTER 1977} 15
{POETRY } GALL IMAUFRYs NOS= 8=9 a
HILLSIDLLQ\‘D Le THE WELL-ADJUSTED. (POETRY) IMAGES, &4 (FALL 1977),
MILTCNy JOHN R SEE GENERAL » -
MILTCN, JOHN R SEE GEKRERAL.
N EE MANFRED» FREDERICKs
Lo Joi 5. worlon: eeron CAT STORIES) DAKOTA ARTS GUARTERLY. I (AUTUMN 197734 Jaces.
LAST MAME. [SHORT STD R boa BLACE.
"ILTI;:' j(?:: :: ::E LOVING HANK; AUGUST 15 ABSTYRACT IN THE NDR?H;N':l;Hiu::liﬂ:fs Q
M‘LT(PI.:ETR\‘) SOUTHREST? A CONTEMPORARY ANTHOLOGY+ ECe KOPPs Kes
: i (197T)a
T oo Tee EamTh GuEEIENS E {PUETRY} ANN ARBOR REVIE¥. NO. 27
TH SWEETENS WHAT 1T TOUCHES. wioTER
"::CZE:::;AJS;(:;SIHf :‘n\ﬁnt‘s BEGIMNENGs {POETRY) AKERICAN POETRY LEAGUE MAGAZINEs {WIN
MIXs
1 Tke 1Ts
MIX-I::EI:II EVANS e REJOICE. (PDETRY)} THE CHURCH SCHODLs [APRIL 1977})s
iy H YEARS OF
HOLe KAY ¥AN SEE MOTLEYs WILL OF RENAISSANCE} THE FIRST TEN
- 1IET MONROE AND THE POETRY R pags
'MBN:g:;RsAE‘::ﬂ:Za}:‘zc IILLIAHSc ELLENs (POETRY¥) e {CRITICLSM) URBANAZ UNIVERSITY
.
H 1977,
T:IG-LI":DO:S zsﬁ:s::l;ﬂlgf?éssm’s AND REVIEWS 1972=T6s (ESSAYS) MILWAUKEE: PENTAGRAM PRESSs -
MON . N '
MUNTEI:‘O- GEQRGE SEE CLEMENS: SAMJEL La
MONTEIRQ,s GEORGE SEE HEMINGWAYs ERNEST
NOQDYs ERIC N SEE CLEMENS.IGS.::UE:lIE;h\RD
R . . —
MEQRE-E Gz::‘;“ Fs’;:::\'sﬁw. UeSeAe (PDETRY) 1OWA CITYI UNIVERSITY OFTIgH:ngEE::; -1:3.'
"n:i: ‘EnlARl;n GRAKNY SPEAKS s {POETRY)] LAKE SUPERIOR REVIEW. 7_(!;:REREHE.' n
:3R1R: EDWARD, RITLAL FOR WAKING. {(PDETRY) THE UNIVERSITY OF WIKND i
[SPRING™SUMMER 1977)s 18a _ ..
MURRELL. DAVID. LAST REVEILLE: (NOVEL] NEW YORKZ ;- (f;;g?: ;:-‘1‘
MORRIS, CAROL. TWELVE POEMS5Ss {POETRY) CENTERINGa VIEMS AND RESPONSES. HY KNOLL.
HUNRI; WRIGHT)+ CONVERSATIONS WITH WRIGHT MORRIS: CRITICAL OF NEDRASLE PRESS. TovT:
i The SEYTING AND THEWE TN WAIGHT WORAIS+S CEREMONY TN LONE TREE. BY MARER: JACK.
IN w T
ORR1 WRIGHTIs SETTING AND THEME =
™ (f—g;'fIC‘SHI HERITAGE OF KANSAS, 10 (SUMMER L1977}, 10—20.
MORTCN, BEATRICE K $EE SIANDOZ; n:;;f
GERALD - - 200
:ggzg: E?';’: rssigu:;:zn DREII:GHT 11s [POETRY) KAI:?:3EO:Gi'fﬁ:;\’;"gc;Sg:ui:"l.:;:;: o GRENANDER.
RO} CRIMINAL RESPOMSIBILITY IN A A
‘FBI:EY; h::::Tl::]SMI-(NDVELSJ AMERICAN LITERATURE. 49 (MAY ].977;;525’1”32;51'\'. F—
v. ILLIARD)s THE WILLIARD MOTLEY PAPERS AT NDRTHERN ILLIN . o TEnARY Sy
|“uﬂ(-:§‘.5'5 AND MCL.» KAY VANa [BlO-BIBLIGGRAPHY) RESOURCES FOR AMERICAN
AL * - -
T (SPRING 1977}, 3—26a THEQOGRE
MELLE e Lrsen - DRasInGs By O N R DHIO REVIEWs (FALL 1577}. 18.
«» DR, NGS BY CHILDREN. {POETRY} NEST. 18
::Etti:. II-.:SSlEE‘I._- :C;‘i 13TH BIRTHDAY; NOT DNLY THE ESKIMOS, (PUETRY] POETRY NORTHWEST . '
13
o e T v b) IDWDER REVIEwWy (FALL-WINTER 1977}, I5a
DS FROM ALL OVER. (POETRY] CH
HUELII::ﬂR' ::::2- :ﬁ:‘gaRSEESSIUE CASEs (POETRY) NEW YORKERs 53 (;‘r 3:‘;:?&;":‘2:2;1":2;5‘ o
:ESI-J.EQ' LISEL. YOICES FROM THE FOAEST. (PCETRY) LA CRDSSE. WISCO H
. .
MURPHY y BRENDA SEE HOWELLYS5, WILLIAM DEAMs
NAULT+ MARIANNE SEE AELLO¥. SAUL.
NALLT+ MARIANNE SEE BELLU\I; zk:;éus SANVEL L .
L » - . “ )
N:}:i:.DTCH::;:sG E::“I"ezﬂzi AND COINCIDEMCESe [AUTOBIOGRAPHY) COLUMBIAI UNIVERSITY OF .,
NI * -
3 DGRAPHY
51:::5?' ;3;; Gale JUMN G. NETHARDT: A LRITICAL BIOGRAPHY. BY ALY+ LUCILE F. (BIDGR )
. A‘HN;IC RSl NIJ.:HU“‘:;;IEE; ﬁgsi:n‘::;éﬂuv. {POETRY) CHICAGD: UNIVERSITY oOF
KEMEROV; HOWARDa THE COCLECTED pol
CHICAGO PRESS5s 1977«
NCEs MARCIA SEE GLASPELLe SUSANS
NCEs MARCIA SEE GLASPELLs SUSANX

OF THE UNITED
SOURCES OF THE RECENT HISTORY

pad THE STATE HISTORICAL SOCIETY CF

YD COMPa

T1ME TRARE

s Se 197Ts
LIS, MICHIGAN: YIME TRADE PRES
A ey ' (POETRY) BALTIMORE: TaALERIA

(SHERT STORIES) ARK RIVER REVIEW: 3-4 (1977)s 8-%.

{POETRY] MARILYNZ A MAGAZINE OF NEW POETRY: 4

TO A COMMERCIAL SCHOLARS (POETRY}
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NOVAKs MICHAEL . WELLS LET HIM QUTs (POETRY} ARK RIVER
NOVAK: ROBERT. COMHENT ON FOUR HAIKU, {PDETRY) B
NOVERRs DOUGLAS A SEE GENERAL.
O®CANNOR, MICHAEL PATRICKs THE OACHIDS
16 {1977), S&6=5B,
OKANTAHS NWATABU SANYIKA. BREECH BIATHe {(POETRY} JUJU. (SPRING 19773 az,
OKANTAHs MWATAEL SANYIKA. AFTER THE FACYe (POETRY) NEw KENT JUARTERLY. 2
OSTER: HARRY. A GAALAND OF IONA SONGS. {LYRICS) IOWA CITY: MEADOW PRESS, 1677,
{0Tra. oLive HARRIET). A MURMON BRIDE [N THE GREAT MIGRAYIGN, BY BALDWIN: ORVAL Fs Ila
(BTOGRAPHY } NEBRASKA HISTORY. 58 {SPRING 19771, 5360,
PACEKs MYA KERN, SEA FROFILE. (PCETRY) NEN EARTH REVIEW. {FALL 1977},
PACERNICK . GARY, CROSSINGS DESIRE. (POETRY) EAST RIVER REVIEW, 5 (19773,
PACERNICK: GARY. DESPAIR. (POETRY) SEEMS, ND. 8 (1977}, 7.
PACEANICK, GARYs LABOR DAY. (POETRY} TRAVELLING AMERICA WITH TODAYSgH POETS,. £0. KHERDEAN, Ko
NEW YORKIMACMILLAN, 1977, 22=-23,
PACERNICK, GARY, NY MOTHER'S VDIGES GRANDFATHER'S CONPLAINT; JOURNEYs (POETAY) MIXED VOICES.
1 (FaLl 1977y, 28=31,
PACERNICK, GARY. & MAD. [PDETRY) StONE COUNTRYs 77 [FEBRUARY 1977), 17
PACERNECK, GARYe WANDERERS. {POETRY) CHARITON REVIEWs 3 (SPRING 19771 13,
PADDOCK: JOE AMD PADDDCK. NANCY EDITORSe PUETS OF SOUTHWESTERN MINNESOTA, {POETAY) SOUTHWEST
MIMNESOTA ARTS AND HUMANITIES cOUNCIL,, 1977
PADDOCK: HANCY EDITORS sEE PADDOCK, JOE
PADY, EONALD S5+ ED SEE GENERAL.
PAGEy S+ GENEVA, PCTAYO BUGS IN A JARF THE GUARDED PATHS TO FAME. {POETRY) MoDuS OPERAND 1
POETAY ANTHOLOGY. HROOKEVILLE. MARYLAND: HODUS OPERANDI puB. CO0,., 1977, 22—24,
PAGE: TOMN. FOR NICANOR PARRA, (PCETRY) FOOLKILLERs 5 CWINTER 19773 9,
PARKs MARTHA M SEE ANDEREQN. SHERMOQD,
PARKER + BAABARA L 5EE HOMELLS. WILLIAM DEAH.
PASEKe MVA KERN ORAMA IN THE NIGHT, (POZTRY) DREB1S. NO. 22 TMAY 1977),
PASEKs HYA KERN, ENOUGH, ([PBETRY) COUNTERPOINT & (SPRING 1977),
PASERs MYA KEANe FACTS GF A TREE AND ME. CPOETRY} CURTAIN CALL
CJWLY 1977).
PASEKs NYA KERMa ICE COUNTRYe (POETRY} STa LOULS POETRY CENTER SPEAKS.
PASEK: MYA KERN, LEAVE THEM ALONE; AS I SEE LOW TIDE. {POETRY) GOF SEA A
1977)a
PASEKs MYA KERN, SYEP OUTSIDE YOURSELF. (POETRY) CURTAIN CALL:
IFEBRVARY 1977),
PASEK, MYA KERN THE BEND OF THE HOCHM. {PCETRY) COUNTERPOINT s { AUTUMN 1977 b
{PECKs GEORGE Weda A NEW LDOX AT SOME »BAD BOYS™, BY JORDAN, PHILIP D, (CRITICISM) BOOKS AT
10%As NO. 26 (APRIL 1977}, 19-3g,
PECKENPAUGH, ANGEL A Ju RUSHING. {POETRY) INTROD EIGHT—THE LIAR'S CRAFT
YORK: DOUBLECAY, 1977.
PECKENPAUGH: ANGELA Ja LETTERS FROM LEE*S ARHY.
{SWNMER 1977),
PEMBERTONs VIVIAN SEE CRANEs HART._
PERKINS: DAVID. THE HORIZONs (POETRAY) ARK RIVER REVIEW, 3-a (197714 13,
PERRINE, LAURENCE SEE ROETHKE» THEODORE.
PETERSs MANCY: THAEE THINGS To OO WHEN THE BABY WILL NOT SLEER] A POEN BROUGHT BACK To LIFE.
{PCETRY) PRAIRIE SCHOOMERs 51 (SPRING 1977)s B&=B7.
PETERSCNs JOUN SEE ENGLE. PAW,
{PETERSDN» MARTIN}+ LOWRY wiMBERLY AND OTHERS: RECOLLECTIONS OF A BEERDRINKERs. BY UNLAND o
RUDCLPH. {BIOGRAPHY} PRAIRIE SCHCONER.WS] I1SPRING 1977). 1750,
PETROSKI+ CATHERINES THE TAJ MAHAL. {SHORT STORIES) CESCANT: 21 {SUMMER 19774, 2-8.
PETROSKls CATHERINE. THE PUMF. {SHORT STORIES) CIMARRON REVIEW. MO« 39 {APRIL 19773, G6-1a,
PETROSKI+ CATHERINE. THE DEPOSITION. {SHORT STORIES} UNIVERSITY OF WINDSOR REVIEW, 13
{FALL=WINTER 1577}, AZ=A D,
PETROSKLe CATHERINE. RINGS. {SHORT STORTES) NORTH AMERICAN REVIEW. 212 (SPRIKG 1977), 49-51.
PETROSKI + CATHERINE. 555« (SHORT STORLES) OYEZ REVIEWs NO, § {1977) s 73-81.
PETROSKIs HENRY. A TWIST IN TIME. LPCETRY) FouR QUARTERS: 27 {AUTUMN 19773s 40.
PETROSKI« HENAY. APPOINTHENT S » (POETAY} SHENANDOAH, 28 [SPRING 19771, 3.
PETROSKI 1 HENRYs MY FAMILI ARa (POETRY) MISSISSIPPY YALLEY REVIEW, 7 (FALL 1677)s 61.
PETROSKI+» HENR Y. NEWTON®S LAws, LPOETRY) PAWN REVIEW. 2 {SPRING 1977}, s1.
PETROSKI:+ HENRY. PHILOSORHY OF SCIENMCE] OUR EuCLIp, {POETRY) GREENSBORO AEVIEW, NG, 21
{WINTER 19T8-77), AT-38.
PETROSKLs HENRY, TARING CABBAGES APART. (POETRY} MAINSTREETER: ND, &
PHILLIPS. NICHAEL JOSEPH. ABSTRACT POEMS. {POETRY ) INDIANAPOLLS:
EDITIONS, 1977,
PHILLLI PS. MICHAEL JOSEPHs A GIRL. {POETRY) INDIANAPOLIST MICHAEL JUSEPH PHILLIPS EDITIONS,
1977.

PHILLTPS, NICHAEL JOSEPH. KOVIE STAR PUENMS. {POETRY) INDYANARPOLIS: MICHAEL JOSEPH PHILLIPS
EDITIONS, 1577,

PHILLIPS, MICHAEL JOSEPH. 22 CONCRETE POEMS WRITTEN WHILE AT HARVARD.
HICRAEL JOSEPH PHILLIPS EDITIONS, 1977.

(PIERCY: HARGE). MARGE PIERCY: A YIslow OF THE PEACEABLE KINGDOM, BY CONTOSKLs YICTOR.
{CRITICISM) MODERN POETRY STWIES, a (NINTER 19773, 204-1bHa

PIERMAN, CAR(L J. PASSAGES {POETAY) OTTANA: OHIG: MADEIRA PRESS, 1977.

PIEAMAN, CARDL J. POSSIBILITIES OF LIGHT AND THE FOREST: THE PASSENGER,
SQUARTERLY, 2% (JANUARY 1977y,

PODIS, LEONARD A SEE FITIGERALD, F. SCOTT.

POGEL, HANCY H SEE GENERAL &

POGEL» NANCY SSE CLEMENSs SAMUEL [

[PORTER: GENE STRATTON) = GENE STRATTON PORTER: WHAT PRICE THE LIMBERLOST.
(GITICISN)-(NOVELSD TL0 NORTHNESTs 2 {JuNE 1977)s 173-84.

PAESS: SINDNE JUDA. SAUNA: AFTER A LONG WINTERs {POETRY) GREEN HOUSE: (WINTER 1977). 119-120.

PRESS: SIMONE JUOA. EN ROUTE; DEATH OF a MIN. (POETRY) QUADRILLE, 11 (SPRING 1977)s 1B.

PROSEN, ROSE MARY SEE OE CAPITE. HICHAEL N

PROSEN, ROSE MARY. NINE POEMSe (PGETRY) CALIFOANIA QUARTERLY, NOSa Ll-12

PROSEN, ROSE MARYs O THE RAVAGES: A QUARTET pF POEMSs (POETRY) CLEVEL AND:
1977,

{PURDY s JAKES), JAMES PURDY. BY ADAMS, STEPHEN Da {BI0GRAPHY ) Navagz

RABEs LAVIDs STREANERS . {PLAY) s (DRAHA) NEW YORK: KNOPF, 1977,

RADAVICH, DAVID. HART CRANE: BENEATH AN EMBASSY. {POETRY) HART CRANE NEWSLETTER. 1 (197734 29

RACAVICH. GAVIDs HERE THE LAND LOCKS. (PDETRY) COUNTERPOINTs (AUTUNN EQTT)y 404

RADAVICH, DAVID. HOw, CHASING THE RIPE APPLE. {POETRY) COUNTERPOINT. LSUMMER 1977}, 40.

RACAYI CHse DAVIDS MERVEILLES DU MATIN: LA FAMILLE DU MONDE, {POETRY ) CHIMERES, CAUTOMNE 1977),
S« 27a

RADAVICHe: DAVID. PCEMS TO MARTHA, {PDETRY} HARROWGATE

REVIEW, 3—4 (1977], 43
CNSAI: A QUARTERLY, {HuLy 1977). 19-25,

LETTER FRUN A TRAVELLER, CPOETRY) PR1sSM INTERNATIONAL »
-

CSPRING 19773, 18,

5T« LOULS ARTS MAGAZINE,

(SPRING 1977},
ND SHORE s (WINTER

5T« LOUIS ARTS MAGAZINEy

Ele GARRETTy Gu NEW
(POETRY) VIRGINIA QUARTERLY REVIEW, Ss3

{SUMMER 1977}, S5.
MICHAEL JOSEPH PHILLIPS

(POETRY) IND IANAPOLIS:

(POETRY) CARCLINA

BY BAKERMAMN, JANE Se

{WINTER-SPRING 1077).
ROSE MARY PROSEN,

BARNES AND NOBLE. 1976,

ENGLAND? CURLEM PRESS+ 1977
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SUR LA POESIE DU LOEUR. (POETRY) CHEMERESs {PRINTEHNPS L1977}, 6«

THE THING IN ITSELFs {POETRY) POETRY NOTTINGHAN, 31 (OCTCHBER 1977 }e 10e

RAKOSI« CARLs MY EXPERTENCES 1IN PARNASSUS. (POETRYD SANTA BARDARA: BLACK SPARROW PRESSs 19774

RAMSEY » PAUL: HART CRANE:Z THE LAST DAYS. (POETRY) HART CRANE NEWSLETTERe 1 (FALL 1977} 27

RAY» UAVIDa A SWEDISH PGSTCARDs (POETRY) CDRNELL REVIEW, NG« 1} {1977 )e

RAYs CAV1D. BED AND BREAXFAST ROOMT DN A PHOTOGRAPHs {POETRY) COLORADD QUARTERLY. 26 £1977).

RAY: QAVID. BY THE LIGHTS OF THE BRIDGE. {(POETRY) CHICAGO REVIEW: 28 [WINTER t977) s 165—-16T.

RAY, CAVIO. CHREKHOV'S LADY WITH THE POMERANIAN 00Ge (POETAY) ASCENT, {FALL 157Te

RAYs DAVIDa CLIMBING NTa KOOD. (POETRY) RATIONe 225 (15 GCYOBER 1977} 3T

RAYy DAVID. DRAGGING THE MAIN; THE CARDLINASGE STOPPING 8Y HEGHWAY 80§ AT GRAND CANYON'S EDGE+
{PGETRY} TRAVELING AMERICA WITH TODAY®S POETSs £EDs KHERDIANs Da NEW YORKI MACMILLANS

RADAVICHs DAVIDa
RADAVICHe DAVICS

EVENINGs (PCETRY) RELIGIQUS HUMANISHs 11 C(AUTUMN 1977)4

RAY» DAV1IDs FARMER'S MARKETa. [POETRY) ARK RIVER REVIEW, 3-3 [197T}.

FOR NICHOLAS BORNs GERMAN POET. (POETAY) SUN AND MODN: NOo 4 {FALL 19770

IN THE DELICATESSEN« (POETRY} IRDNWOODs NOs % {SPRING 1977}«

LENES CN ROBERT FRO3T. L{POETRY}) FOETRY NOWs BICENTENN1AL, 1SSUE. (19T71 e

MARRIAGE; THE FARM WIFE. {POETRY) ONTARIO REVIEWs HOe & C(SPRING—SUNMER 1977}a

MEMORY OF WEST TULSA AND LONG BEACHs C(POETRY) ESQUIRE: 88 (NOVEMEER 19771+ 160

MISSOURI WEDDINGs (POETRY} ASCENT, LSPRING 1977)s

MULBERRIESs (POSETRY) CUTBANK. NOs 81 L(SPRING 1977}»

MUNMIES AMD.OVTHERS. (POETRY) NORTH AMERICAN REVIEW; 262 {SPRING 1977)s S84

MY LANDs {PGETRY) PDETRY TEXASs 1 (19770

NEWSe. (POETRY) BDITS, NO= 6+ [JULY 1977 }a

YHE GREATEST PDEM IN THE WORLDe (PNETRY) SCHOLASTIC VOICEs 6% (1& F

RAY+ DAVIDe THE JOGGER: DEMNVER TD KAKNSAS €IT¥« (POETRY) THE SOUND OF A FEN LEAVES
WEEKS. EOs STEFANIKe Es AND Co PERRY. PENNAsI RODK PRESS» 1977s

RAYs DAVID. THE LANDSCAPE:D GIACGMETTItS FIGURESs (POETRY) WEST ERANCHs (FALL 19771

RAYs CAVIDa. WRITING TOQ AlLICE. (POETRY} QUARTERLY KEST» (AUTUNN 19773

RECKLEYs RALPH SEE HIMES. CHESTER.

REESe DANIEL Ge ONE POEM SEZVENTY FOUR; FREA
24—254 :

REILLY:« JOHN M SEE WRIGHTs RICHARD »

REINHART » MADGEa. YLU*VE GUT TO RIDE THE SUBWAY
1977

REMILEMANG DANNY Lo ASYLUM.

UARY 1977}«
A BDOK OF

K POEMs (PDETRY] KANSAS QUARTERLY: 9 {¥INTER 1977 ).

{HOVEL} 5Te PALL. MINNESOTA: BACK RO¥ PRESS.

(POETRY) LOS ANGELES: RED HILL PRESS. 19771«

RICEs CAVID La FOR A MOMENT LGSING TOUCH. (POETRY) PRAIRIE SCHOONER. (FALL 19771» 238.

AICEs DAY1D. OUTSIDE. {PDETRY) BLACK AMERICAN LITERARY FORUMa 2 (SUMMER 1877). TR-71.

RICHARDG . MELANIEs GHOST TOWNF THE WEWG TELLS OF HIS LDVER. (POETRY) CO: CONTEMPORARY
QUARTERLYs 2 (SPRING L977)s &6«

RICHARDSs MELANIEs THE GIFTe CPOEFRY} EPOSs 27 (WINTER 1937)s 37a

RIGGIO. THOMAS P SEE DREISERy THEOQORE.

RIGGIO. THOHAS P SEE DREISER, YHEODORE.

RILEYs GLENDA SEE GENERAL.

ROAERT SONe DONe MISS MARGARET RIDPATH AND THE DISHANTL.ING OF THE UNIVERSE.
PUTNAM*Ss 19774

ROBINSCNs FRANK Ke ED SEE WASTERSs EDGAR LEE.

(ROETHKE. THEODORE)e WTHE EDGE [5 WHAT 1 HAVE™»
HARRYs C(ERITICISM}s(POETRY} LEWISBURG, PAeI BUCKNELL UNIVERSITY PRESSe 1977e

{ROETHKEs THEODORE}s THECDORE ROETHXE®S CAREERZ AN ANNDTATED B1ELI10GRAPHY. AY MOUL .+ KEITH R4
(BIBLIOGRAPHY 1+ (AIOGRAPHY ) o {(POETRY ) BOSTON: Gs Ke HALLZ» 1977«

{ROZTHKE., THEODORE)s THE THEME DF THEDGORE ROETHKE®S “INTERLUDEM. oY PERRINE, LAUAENCE.
(CRITICISN ). (POETRY} NOTES GN MODERN AMERICAN LITERATURE: 1 (SUMMER 1977). ITEW Z3.

(ROETHKE, THEODORE}e THE QUEST FOR SEING. &Y LIBERTHSON, DANTEL. [BTOGRAPHY) (8 IBLIOGRAPHY) He

Yai GOFDON PRESSs 1977

ROHNER. HARK F SEE ENGLEs PAUL.

ROSEs LYNNE CAROL. GHRISTHMAS EVE: SURVIVING THE WINTER: REVELATION. (POSTRY)} GREEN RIVER
REVIEWs B (19771, 4B8-4%

ROSEs LYNNE CARGL. LODXING UR AT THE STARSS
HOUSEKEEPER; TRYING TO SQLVE THE HYSTERYs
180=138+«

ROSEs LYNNE EARDL. STILLBIRTHi THE M

RDSEs LYNHE CARCOL. SUMMER SOLSTICE.

RUSEs LYNNE CAROL. THE VIEW FRGM THE HiLL«
19771+ 32

ROSEs LYNNE CARCOL.

RDSE. LYNNE CAROL. THIS MAN 1 CARRY L8 WY BACK. (POETRY

1977181y 25-27+
ROSEy LYNNE GARQL. WITH LOVE FOR THE SENILE. {POETRY) WOMANSPIRIT. 3 (SUMMER SOLSTICE 1977)+

{NOVEL) NEW YOAK:S

THEQDCRE ROETHKE AND AFTER. EY WILLIAMS s

THE HABLIT OF DOUBT; THE END.OF THE STORYS THE
(POETRY) GREEN RIVER REVIEW: 8 (1977

ARKETPLACEs {POETRY) PRIMAVERA, 3 (19770 A6=d47s
(POETRY) GREEN RIVER REVIEWs. 8 (1977} 119
IPOETRY) HIRAM PDETRY REVIEW. KO, 22 {FALL~WINYER

THE SLDESHOW. (POETRY) HIRAM POETRY REVIEW. NOa 23 {WINTER §977)» 30a
) BELOIT POETRY JOURNALe 28 {WINTER

27«
ROS5Es VATTEL ET AL SEE GENERAL
ROSELIEPs RAVHOND. F1ELD CRICKE KODACRROMES CHRISTHAS EVE. {POETRY) THE SOUND QF A FEW

LEAVESS A BCLK OF WEEKSs EDs STEFANIK. Es AND Cs DERRYs PENKA+* RODK PRESSs 1977«
ROSELIEP, RAYMONCG. STEP QN THE RAENZ HAIKU. (POETRY) DERRYs PENNA.I RODK PRESS» 1977 -
ROSELIEP, RAYMCND. SUN IN HIS BELLY+ {POETRY) WEST LAFAYETTEs INGIANAS HIGH-COO PRESSs 1977
ROSELIER, RAYMONG. WAKE TO THE pELL: A GARLAND OF CHRISTHAS POEMS. I(POETRY} DERRYs PENNA .2

RGCK PRESS: 1377
ROSENBLAM» MARTIN Ja
RGSENBLUMs MARTIN Je DIVISIONS—ONE &
RUSTENs RUTHs JUGGLER: FOLKTALE. (PO

a-12a
ROSTCN. RUTHs POETEY [N THE SCHOOLS: SLLENCE. {POETRY} RESPONSE., NDe 23 {SPRING 19771 91752
ROSYGNs RUTH, THE ROOMs {POETRY} CCLORING B0CK OF POETRY FOR ADWTSe ED. FISHERy Je=May VOLe

3s MINNEAPOLIST VANILLA PRESSs 1677+ 1B
AQWL, WAYNE. BEING NOT THERE. {PCETRY} ARK RIVER REWIEWs 3-4% (1977)s HB~6Fa
ROWLETIERy ROZERT SEE HOWELLS. WEILLIAM DEANs
RUSINs LOUIS Da JR SEC SANDBURGr CARL.
RUST» GARYe STATE FAIR:Z HUTCHINSONs KANSASE

A0=47e
SALSMANs MARCIAs wWINNINGE WRENNING GAY. (POETRY) ARK RIVER REVIEW: 3—4% {19771 4=5u
SAMFORD: Ts Ce GAMESs (PDETRY} DREFTWOOD EAST+ S5 LAUTUHN L977)+ 56«
SAMFORDs Te ©» HARRISON HIGH. {POETRY) DRIFTWOOG EASTs 5 CWIKYER 1977} 54,

SAMFDRECs Te Ca HER HANDS. (POETAY)} CIRCUS MAXIMUS. 2 {SEFTEMBER 1977)s 174

SAMFOROs Ta Cs CN THE MARCH. ¢(POETAY } DRIFTWOOD GAST. 6 {SPRING 19771+ 44

SAMFORDs Ts C» RED AUTUMN, (POETRY) BARDLIC BCHOES., 18 {OCTQHER-DECEMBER 19773+ 95,

{SANCOURGs CARL}. ®FIRE FLOWERS™: AN UNCOLLECTED PCEM BY CARL SANDBURGa BY HALLWAS, JOHN Ee
(POETAY}+ (CRITLICISM) NOTES CH MODERN AMERICAN LITERATURE. 1 {SUMMER 157731 1TEM 16.

AS [ MAGIC. (PDETRY) MILWAYKEES MORGAN PRESS« 1977
(POETRY} MAINE: GREAT RAVEN PRESSs 19774
ETRY} BACOTAH TERRITORY, NOe 14 {SPRING-SUMMER 1977}

1IN KANSAS. (POETRY) ARK RIVER REVIEWs 3—4 £19772+
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{SANDBUAGs CARL}w CARL SANDE
URGs LYRIC PUET
- WICAMERICA IV, (1977)4 89-100¢. * BY FLANAGAN: JORN T (CRETICLSHI,{PORTAT)
NDBURGs CARL)s CARL SANOBURG AS POE
POET——AN
(SANzlzgistRN NISCELLANY ¥ 019773+ 1o31s EVALUATIONs 8Y STERN+ FREDERIGCK Cs (GCRITICISM)
BURGs CARL)e NOF TO FORGET CARL SANDBUR
G . a -
wkég;“"ﬁfnﬁﬂﬂ- 1 TO FORGET CARL SANDEURG e BY RUATNs LOWIS D. JR= {CRITICISM
" « & GRITICAL APPRAISAL OF WARI SANDDZ® *

DOZ1 ARL)s A CAITICAL AP DDZ* ™HISS MORISSAIN MODERN WOWAN ON THE
NESYERN FRONTIER. RTONs BEZATRICE K= (CRITICISH) HERITAGE OF KANSAS, I0 (FALL
[SANDOZe MARL) . LOWRY WINBERLY ANO DL

OTHERS: ROCOLLECTIONS OF A g
;sméif°ﬁfﬁ’.‘".ﬁ:}“§i§os°”°°m' S1 ISPRING 1977)s 17-50. REEAORINKERs 8Y LMLAND: RUDGLPH-
- DZ AND WESTERN 810G
. OF KAHSAS. 10 CFALL 10970, 3eren RAPHYs BY STAUFFER. HELEN« (BIQGRAPKY) HERITAGE
NTQS5« BIENVENIDO Ne THE MAK ¥HO {TH
OUGHT HI
- 05w arEMVENIDa N THE A WD (T EJ LOOKED LIKE ROBERT TAYLOR. (SHORT STORIES) ARK
HAEFERs TEDs CHARLES IVES THROUGH EARI
PHCNES. (POETRY) PO
gg:::g. ::g. :::Nupm.s. (POETRY) CHARITON REVIGW, 3 :m_f";';v;’s'?'é (SEPTENRER 197715 1s
. - UIZ, (POETRY) SAMISDATs NOs 59 (HA ;
SCHAEFER» TEC. SENTENCED TO 120 YEAR " onis ecanrs o3 veans man
S. THE PRISGMER ESCAP :
scm;:gu :ggrsl;.;pnsrnn NEW LETTERS+ 43 (JUNE 197T)s ﬁsis:: VEARS EARLY: YOUR DREAM: THE
» + THE TESTAMENT OF ABAGAIL wWILLIAMS s
SCHAEE SR, TED. THE TESTAMENT OF ASA « (PUETRY) WEDSTER REVIEW, 3 (FALL 1977), 63
EPERs TEO. HE THREE CHEERS LOUNGEs (POETRY) MINI REVIENs 1 CPALL
SCHMIDT, JAKES N. THE OBSIDIAN WiR
- RO
- 10T JAMES N, THE oBsI s BY JAMES NORMAN tPSEUD.}. {NOVEL} POMEROYs OHIO:
HOD
scuua:g:::: ::: jg- :ms:;:u CANDLE. (PGETAY) DISCIPLEs (6 NOVEMBER 1977}, 10
SCHUCNGVER. AKY J6- EARTH COLGRS. (PCTRY) WIGKs 13 LAUToN 199The 1o. o 1977He 30
ov . CAUTUMN $977}e 13,
Soimover: Lo 0 S che e Lyme s T T
TRY) LYRLCa 57 C(SUM
SCHGONDVER AMY JO+ WATERWARDs (POE ‘ Pt
TRY) ENCORE. 240 {SUMMER
ScHaonoy . 19770« 20.
scm:uvzﬁ: ::: jg. :Ef‘gnve. (POETRY) SPODN RIVER QUARTERLYs 2 NSPRING 1977)s 23a
SCHOGNOYER. ANY 0. MATH u:;;;::er:;:HDR;A‘“ETR" CORNFIELD REVIEWs 2 (1977)s 9
. WOMAH: 52 tAPHIL 197 -
Scron 73s 16a
smm:::sﬁ: ::: ..Jrg. iﬁ;i‘aw CATHEDRAL. {PUETRY) NEw LAUREL REVIEWs SPRING 1577
SCHOONOVER. AKY JO. PAST g:.aénlmﬁmvs GALAXY OF VERSEs 3 (SPRING-SUMMER 1977}w 66,
SCHUFFs KAREN Eo A STAND T"Enm:ggs. CPQETAY) PENINSULA POETS. 32 (SUNNER 1977)s 24.
e » {POETRY} AMERICAN POSTRY LEAGUE BULLETINy (SPRING 1977,
SCH
SCHUFE - KAREN £ GRY. SPELLs (RGETRY) OELL*5 WERTERS nBZv: NesRing 19770 19
. LL*S LETTERS POET. NSPR
SCHUFF« KAREN E. DUSKY ATTIC. (PCETR : e, T AT
¥} ENCOREy 11 (FALL 1
SCHuFF. KA . . 977}y 29
scnuer . m:?u : ;:A:::NEAN CREEPs (POETAY] BARDIC ECHOESs 18' (JANUARY 197714 8-
SCHWARTZ, HOWARDa \EsssLs.H:ggg:;Tsénég:;g:; E:EDENECWES' fosn 1aran MY 2R
ScHuARTZ, s » NG3 UNIGORN PRESS: 1977
sEa:::IML: :. 5. ::émnv. CELLARS. (POETRY) NORTHEASTs SER. 3 (FALL-WINTER 1377-75)
SEseNTIALL R. E. ""\E::bl:.;c,su‘:gmrs. (POETRY) PDETARY NOWs 3. (1977)s 161 " demis
. Ee « (POETRY} THISTLE, 2 COCTOAE
SEBENTHALLw Re E» ANATOMY OF GECEM . e ILonEN: o
SER] THE OLD i H
WISCONSIN ACADENY REVIEWs 23 NMARGH 197714 ;2?“-5. THE CHILOREN: SALVAGE. (PORTRYH
::fus- JOHN D SEE CLEKENS, SAMUEL La
2o THALIA CHERGNISe IT 15 WELL THAT
YGU CAME. IT IS
SELZST:::Ef) LITERARY REVIEWs 20 NSUMMER 197?)..437-;5. ELL THAT EE FOuiD Yol. (anort
sez. ALIA CHERENIS. PEACE. {SHORT STORIES) ASCENTs 2 {SPRING 1977}
EN, ELLEN SEE FITZGERALG, Fa SCOTT » Eemas.
?RLEN' ELLEN SEE GDLO+ HERBERTS
EVERY+ BRUCE. FROM LEWIS AND CLARX STOP
- RY+ ERUCE. FRON LEWIS FOR THE NIGHT IN KISSOUWLAs HONTANA. (POETRAY) YAKIMA:
VERY » SRUCE. JACKRABBIT, NORTH DA
KOTAs (POETRY 2
::::Rn:. e:uce. JEAN IRENE. {POETRY) WIND, nmna; ::E;E?fx. TENAS? CHANED RAWZIN PRESS: 1577
SEVERY, BRUCEe JONN VASCO IS DEADs (POETRY) CHAWED RAWZINs NO. 3-8 (1977
s““:. :;gg:. :.m:ns. {PDETRY) ROAD-HCWSEs NOs & (1977} ’
. + LOCKING FOR LOCKLIMS K
Y. on LIM} NARTHA JANE CANARY. (POETRY) FREE PASSAGE. NOs 2 (WINTER
SEN
s“s::: ;z;&: g:;gﬂ‘;:cﬂzu THE HOUSEs {PUETRY) TEXAS PORTFOLIO. {FALL 19771e
SEVERY, BRUCE. 5T. MARY nL :nmé :ﬂg ; A::gvnztpnzss. nouse. monE i1ty o & (19T
SHAWCRDSSr JOHN T SEE CRANE HARTe } RORO-HEUSEs NO- 8 {19TT)-
SHELTONs FRANK W SEE CATHER, wILLAe
gusamau. JOE SEE ENGLEs PAUL.
IEGEL s ROBERT. BULL: THEM; HOG HEAVENG ; ,
FL. RODEAT. SULL: THEMi N7 TV DOCUMENTARYF KNAVE OF HEARTS. {PCETRY) POETRYs 130
SIKESs SHIRLEY« THE COUNTRY OF MIS
YCUTH. (5HO
Sixes, SHIRLEY. THE COUNTRY OF WIS YOUTH. RT STORIES) ARK RIVER REVIEW, =4 {19TT}s 72-78.
SILET, CHARLES L. P SEE FULLERs HENRY BLAKE
SILET: CHARLES Le P SEE FULLERs HENRY BLAKE.
SILETs CHARLES L+ P SEE GENERALs
SILET. CHARLES L. P SEE DREISER, THEODCR!
Ew
(SIMIC, SHARLES). CHARLES SIMICS LANGU
1 AGE AT THE .
{CRITICISM) CHICASD REVIEWs 28 (SPRING wrn.sﬁgfsg HIEARTs Y CONTQSKEs VIETOR:
STMPSONs CLAUDE Ma JR SEE CLEMENS: SAMUEL Le .
:::s:. ;NI;:;Nf::RISE- (POETRY) ARK RIVER REVIEWs 3-4 (1977)s 53,
1 - + WHO LOVED HIM M
Ko Ps PAINTER OSTLY NELLe {SHORYT STORIES) KANSAS GUARTERLYs ¥ (SUMHER
SKJELVER. MABEL, OOPER SEE COOK. NI
LLIAM WALLAGEs
SKLAR., MORTY EDITORs THE ACTUALIST A
NTHOLOGY: 14 I0WA PDET
sxu\n”z:;::, :ou CITY: THE SPIRIT THAT NOVES US PRESS l;?if’“”“‘ TO THE ACTUALTST NOUEHENT-
Re a THE NIGHT WE STOGD UP FOR QUA R :
- mn:“'rmtn.ons'ls b7 e sTooo o 1GHTS: HOEHS 1969-1975. (POETAY) MEST BAANCH.
TTEN» ARYEY Mo GROWING UP CN BAI
TENr HARVEY Me LD HILL CHEEK. {BIOGRAPHY] AMES: IOWA STATE UNIVERSITY
{SHItHs DALE}. LOWRY WIMBERLY AND OTHE
RS: RECOLLECTION
(BIOCRAPHY) PRALRIE SCHODNERs 51 (SPRING mn:.lrrfsgf A DEETBRENEER. Qv UALAND. RupoLPie

.SHITH. RAVe CULTIVATING] HUCK FINNG ANNIVERSARY SUNHG FOR Mi A COATe (POETRY) WISCONSIN

ACAGEMY REVIEWs 23 (SEPTENBER 1977
da 164
SMITH, RAY
snITH: R:r: :g‘-u: ll::::?s:ﬁg: THE YELLOW LAHP. (POETRY) UZZANDs MO+ 6—7 (FALL 1977}y 13-15
e THE YEAR« {POETRY) THE SOUND OF A FEw LEAVES: A BUOk OF 5
K» Ea AND €. DERRYs PENNAs: RDOK PRESS, 1977. ) OF wEEKSs EO.
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SMITHe RAYs SULL WERKING: APHRODITE RISING ON A NOTIOH FROM JUNG DNE STONE LIFE. ¢POETRY)
‘UZZAND. NOe 4 (WINTER 19770

SHITH. RAYs JEFFERS AT TOR. (POETRY} SOUTHERN HUMANITIES REVIEWs 11 (SUMMER 19772, 290s

SMITHs RAYs MORNING WATER, (POETRY) BONSAL. 2 {JANUARY 1977)s 12«

SOLYNs PAULs AFTERS WAITING. (POETRY) BLACKBERRYs & (SPRING —SUHMER 197T}s G 29

SOLYH, PAUL. CHASIKG DRAGONS+ {POETRY] NORTHEAST. SERIES 3 (FALL-WINTER 1977-78)« 22+

SOLYNs PAUL . CRYPTCGRAMZ REARRANGLNG THE ALPHABEYT; POEMe {POETRY) ASSEMBLINGs 7 (1977}

SOLYNe PAUL. 1 REMEMBER KENT s (POETRY] NEW LETTERSs 43 (SUMMER 19774y 657
POETRY REVIEW. NO.« 4

S0L¥Ns PAULa IN THE MIDNESTI THE STONE BELT« {POETRY] CINCINNATI
{FALL-WINTER 1577}s 26-27s .

SOLYNs FAUL. RING AROUND THE SUNe (POETRY) HISCELLANY: 12 (WINTER 19771» 4%

SOLYNs PAUL. SUAFACE TRANSLATION. (POETRY) INTERNMATIDNAL POETRY REVIEW. 3 LSPRING 1977}s 127s

SOLYH. PARL. THE HISTORY OF BREVITYs {PCETRY) BLOCMINGTOM» INDIAMA: RAINTREE PRESSs 1977

SOLYHe PAUL. WHY I poOM?T LIKE FIREWORKS. (POETAY) REMINGTON REVIESs 5 {NOVEMBER 1977}s 28.

SPENDERy STEPHEN SEE DANA s RUBERT.

SPIRES e ELIZABETH. FLASHBAGCKs [POEYRY) COLLEGE ENGLISH. 38 {JANUARY 197T}e 513s

SPIRESs ELIZABETHe GEISHA. { POETRY) AMERIGCAN POETRY REVIEW. & {MAY=JUNE 19771, 3ATs

SPIRES+ ELIZABETHe WE INTERRUPT THIS PROGRAM TO BRING YOU + {POETRY! AMERICAN REVIEW, 26
N 19773 &

SQUIRESs RADCLIFFEe & MAACH ON WASHINGTON. (POETRY 1 WASHINGTON ANO THE POET. EDe ROSENBERGERS
Ra L+ CHARLOTTESVILLE:Z UNIVERSITY PRESS OF VIRGINIAs 1977» 38-39.

SQUIRESs RADCLIFFE. THE CONE OF HERHES. (PGETRY) VANDERBILT POSTRY REVIEW. Z {SPRING 19771

{PQETRY) KALAHAT REVIEN, 44 (1977)s 139

SOUIRES: RADCL [FFEs BURKING THE BOUKSe
IN KANSASs (FOETRY) ARX RIVER REVIEW. 3—% (1gI7e

STAGH, CARL s+ INCONSPICUOUS. BY CHOICES
28-29.

4TAFFORDs WILLIAM. ROADSIDE MARKERS FOR WEST OF pDDGE. (POETRY) ARK RIVER REVIEN: 3-4 (L97T)e
LAX]

STAMBLER: PETER L. ¢OMPGSITION. {POETRY) CIMARRON REV1EW» NOs 38 (JANUARY 1977} 24.

STAMELERs PETER L. CONTRIVANCES. {PCETRY) SYRACUSE GUIDEs NO« 26 (OCTOBER 1977)s 13

STAMBLER: PETER Le ORe KLEINe (PDETRY) SYRACUSE GMIDEs NOs 27 {NOVENMBER 19771 18«

STAMBLERs PETER La ELISE, THE HEWSORNs (POETRY) SYRACUSE GUIDE. ND. 25 {SEPTEMBER 1977} 15

SYAMBLERs PETER Lo HOUSEKEERING. ¢POETRY) SYRACUSE GUIDE. KO 21 (MAY 1977} 15«

STAMBLER. PETER Le HALF-CQOWARDICES« (PODETRY) SYRACUSE GUIDEs HNOs 17 (JANUARY 1977}y 2%

STAMPLERs PETER La NURSERY. (POETRY} ROAD APPLE REVIEW. {WINTER-SPRIKG 19770s G

STAMSLER: PETER L. ROBEARTIS JOURNAL: JEALCUSY IR THE 1¢E PAGGODA= (POETRY) SYRAGCUSE GUIDEs. NO+
24 (AUGUST 1977} 15+

STAMBLERs PETER L. ¥O MADAME STEINER: CONSOLATION&
1977)s 18

STARRs ALVIN SEE FARRELL. JAMES Ta

STARRs ALVIN SEE WRIGHT. RICHAAD.

STAUFFER, HELEN SEE SANDDZ+ MARI »

STEIN+ ALLEN F SEE HORELLSs WILLIAM DEAN.

STERKs RON SEE HENGERSOR. NYLE.

STERM+ FREDERILK € SEE SANDBDURGs CARLa

STEUDER, WILLIAM £ SEE GENERAL »

STTLMELL » KATHLEEN. THE PLAINS STA
ASSOCIATION. 1577.

STONEs JUDY SEE TRAVEN: Baev A PERSCNAL PSEUDUNYM FOR AN INTELLECTUAL ASSOCTIATIGN.

STOUCK . DAYID SEE ANDERSON» SHERWCOD -

STOUCKs DAVID S5EE CATHERe WILLAS

STRGNKSe JAMES B.SEE FULLERs HENARY BLAKE.

STROHKSy JAMES B SEE DREISERs THEUDORE«

STRONKS: JAMES B SEE GARLAND» HAMLINe

STRONKSs JAMES 8 SEE HOWELLS: SILLIAM DEAN.

SUDERMANs ELMER Fe F1RST YEAR ON THE CHEROKEE STRIPa (POETRY) HERITAGE OF KANSASs 18 (1977)s
3S.

5UGGe RICHARD P SEE GRANEs HARTa

SUMMER S» HOLLISs OINDSAURS (POETRY) ATHENS.

SUNDAUIST. ERIC J SEE CRANEs HART«

SWIGGER. 80YD COHP SEE MCCUTCHEOM. JOHN Te33{READs CPIEe

TARACKOW: MICHAEL. FIRST LIGHTy (PDETRY) MILWAUKEE: PENTAGRAM PRESSs CAUGUST 19TT7)a

TARACHGW s MICHAEL s MAVESs (POETRY) DENNIS: MASSaZ SALT-WDRKS PRESSs 19774

{TARKINGTGNs BOOTH}a FROM MAIN STREET TO STATE STREET: TOWNe CITYa AMD COKMUNITY IN AHERICAs
BY GGISTs PARK DIXON. (CRITICISH} PORT WASHINGTONs Na¥al KENNIKAY PRESSs 1977

TAYLOR. WELFORD DUNAWAY SEE ANDERSGNs SHERWOOGD.

TERKEL» LOUISs TALKING TO WrSELF: A MENDIR OF MY TIMESs BY STUDS TERKEL. [AUTOBIOGRAPHY) NEW
YORKS PANTHEON» 1977

{THEMAS, DORDTHY)« LOWRY o INBERLY AND OTHERSS RECOLLECTIONS OF A BEERDRENKERs BY UMLAND»
RUCDLPHe« (BIOGRAPHY} PRAIRIE SCHOONER» St (SPRING 1977)s 17-50.

THOMASs Fe« RICHARD SEE CRANE s HART »

THOMAS » JIMs+ THE USE OF CONCHETEs (PUETRY) KANSAS QUARTERLY. 9 (WINTER 1977)s 8de

THOMAS v RICHARD Fy DREAN ONE N1GHT§ THE PARTY. {POETRY)} WINDs iALL 1977+

THOMAS s RICHARD Fe FOR ¥OUs (POETRY) CENFERINGs 3 {1977k T

THORSONs GERALO SEE GENERALs.

THORSONs GERALD SEE GENERALa
T{BAS: HEM. HI COOPs {POETRY) PORTLAND: DOREGONI ‘THE GOGCGLY €0s PRESSw 1977

T1885» BEN. LOVE FURNITURE « [PRETRY) KALAMAZUOOs MICHIGANY STAVEPIPE PRESSs 1977.

TOBENs DEBORAH DOBKINS. CONESTOGA. {POETAY) KANSAS QUARTERLYs 9 (FALL 1977)s L18.

TODD» THEDDORAs IN THE CENTER OF WICHITAS SUNDAY [ WAS THE ONLY ONE ¥G CATCH ANYTHING+
(POETRY) ARK RIVER REVIEW. A-a {1977} 1C-11s

TOQGDe THEDDORA « 3 AsMa (POETRY) KANSAS QUARTERLY+ 9 {FALL 197Ths BT+

TOTHs EKILY SEE CHCPINS KATEs

TOTTER: CARODLINE SCLANGE. wDRKI
[FALL 1977)4 194

{TRAVENs B A PERSCNAL PSEUCONYH FOR
PROPHETs BY SAUMANN. MICHAEL L+ L[CRITICISM
23 (WINTER 1577)s 73-85.

(TRAVEKs Be» A PERSDNAL PSEUDONYM FOR AN TNTELL ECTUAL ASSOCIATION) » THE MYSTERY OF Be TRAVEN.
BY STONEs JUDYs (CRITICISM];‘B!OGRIPNV) LOS ALTOS: WILLLIAM KAUFMANM. 1977a

TURNER « ALBERTA, LIO AND SPODNe {POETRY} PITISBURGH: UNIVERSITY OF PITTSBURGH PRESSs 1977

{ TURNER. FREDER]CK JACKEON) . STYLE IN DISCOURSE AS AN INDEX DF FREGERICK JACKSON TURNER' S
HISTQRICAL CREATIVITY: CONCEPTUAL ANTECEDENTS oF THE FRONTIER THESIS 1IN HIS
wAMERIGAM COLONIZATION"a BY CARPENTER» RONALD Ha (CRITICSM) HUNTINGTAN L TBRARY
QUARTERLY s 40 LMAY 1977}« 269-T7.

tJMLAND » RUDOLPH SEE PETERSON: HARTINe

UMLANG» RYDDLPH SEE WIMBERLY. LOYRYa

(POETRY} SYRACUSE GUIDE. NO« 28 LDECEMBER

TE« {POETRY) LYRICAL [OWA. MOHTEZUHA s IQwA: 10WA PCETRY

OHID: ROSETTA PRESSs 1977,

NG MY WAY TO SUNDAYa (SHORT STORIES} LAKE SUPERIOR REVIEW. 8

AN INTELLECTUAL ASSOCIATTION} s B« TRAVENE AEALIST AND
3+ (BIDGRAPHY ) VIRGINIA QUARTERLY REVIEW.
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UMLAND » RUJOLPH SEE THCNAS. DORI
DTHY.
UNLAND y RUDOLPH SEE SMITHs DALE. *
UMLAND » RUDOLPH SEE SANDOZ. MARIS
UMLANG s RUDOLPH SEE KEES,: WELDQN.
:MMND- RUDOLPH .SEE CARLSONa
MLAND :» RUDOLPH SEE FAULKNER: VIRGINI
A
UMLAKD » RUDOLPH SEE GETTY,. NBRRIS-IN !
5::;:0- RUDOLPH SEE EISELEY. LOREN.
s DAVID Ce AUDEN AND LEMO!
pliy EMONADE. {POETRY} SMALL PONQ MAGAZINE OF LITERATURE. 14 (FALL
YA
VA::::: g::;g E: ::::H::RA:S‘:E;JZ'?OETRY' MODUS OPERANDI: 8 (JUNE 1977)a
Py DOZAE THE APACHE. [POETRY) WHISKEY ISLAND QUARTERLY» 1 ([FALL
VAJDA: DAVID.Cs HERACLITUS AT
STEINER*S DINER; ADVANCE!
o T ¥ D FOREST S BAN - H
vasons D:ElgR; cts‘?lgﬂ CLOSET» {POETRY) CAROUSEL GUARTERLY OF xETR\’?“; ::;;TTRETUN s GanE
VAIoh. DaviD c: FLiTD‘ ;[;$§EEH2P"ETRT) MAINSTREETERs (SUNMMER 1977)a :
s 4 » {POETRY) THIRD EYE. FALL 19
H’AJD:: g::xlg g: ?::E::;:-p;:g::::; SITTERROOTy 1& Il;NTEn—SPR‘;:; 1977)
ESe (POETRY) SCRATC
vadt B Hs 2 C1977
(VANA;Eg::é:.C;A;EgE!:J‘E:; l:;;g- IPOETRY) AMERICAN PI:IE‘r’ANI’Hﬂ.DG\": WINTER 1977.
- UNS -
) e CAPRIL 975, ie. IN IOWA. BY KELLNER: BRUCE. {BIOGRAPHY) BOOKS AT ICwAs NOs
AN WINCKEL » NANCEs LETTER TO EL.
AND H
- A e Ton O R IH DENVER; AMCRGAN TRIPYYCH. (POETRY) ARK RIVER REVIEMW,
yan :::{c:::]l:: :::SE- C:RRIEN ROOM, {SHORT STORIES) CROWYS NEST. NO. 3 (1977)
VAN wiNCREL | che: :‘séﬂﬁgg;éﬂﬂﬂg:nlguﬂl SPRINGS. 1 [DECEMBER ID?TJ-.
VAN WINCKEL . Maweo. LETioR o tu - Y} MISSISSIPPI REVIEW,: & {1977)»
- EANOR H
b Pl NOR IN DENVER; AMORGAN TRIPTYCH= (POEYRY) ARK RIVER REVIEW.
¥ARDER MOLEN, ROBEATs IN THE BAR.
{PDET T
VANDE:.qu o AL 197;' b RY ) TRAVELING AMERICA WITH TODAY*S PDETS» EDa KHERDIAN.
YANGER MDLE:: gg:z::: ::::L:;g:z&;fﬂsﬂi’) ORIGINAL SINs 4 (WINTER 1977)+ 13.
v‘mduunnu__ N 27 $15770 aoar. 2 CHARDI SUSAN: UP THE HILL ROAD. {POETRY) WIND-LITERARY
ER MOLE
bbbl “OLE:- :::::;. TCEVERGs (POETRY) SOLE PROPAIEYOR. NO. 3 {WINFYER 19771, 17
e "DLEN: RﬂBER‘r: ;:E]:ﬁl;;clﬁzﬁ‘r:f; GREEN RIVER REVIENs 8 (1977)s 62—63s ‘
proriiiplitinep + {PGETRY) ROCKEY CANDY: EDs ACKERSONs O« SALEMs OREGONZ
VANDER MOLEN, ROBERT.: STRAWSER
e ey 7;-1?. RIES [N THE wHITE BaML; ODILIES. (PDETRY) NEwW LETYERS. 43
Y ANOER MOLEN, ROBERT. 1967 STILL
LIFE
::::ERBILT. KERMIT SEE m-éu.s. IILLIA:‘ I‘):gﬁ:n‘q CUTITON REVIEWs 3 (FALL 1977), 23-23
v:Nz: :‘::’;: I:::‘G;l.:in: :L:is- :JPDETRY’ TEXAS €ITY., TEXAS: POETRY TE XAS, 1977.
itk v a 'nnLo:i.gTB;:‘rgﬁx;Léﬂgfzﬂ:l SAN LULS QBISPOs CALIFDARRIAZ S0LO PRESS. 1977.
R o D The o s+ BY ROBERY TRAVER (PSEUD.)s (ESSAY) ESQUIREs 87
CVONNEGUT» K -
51-m‘;s):'::;;T‘;cl:g;irnzgg:si::;::: ;gt’::iﬂf A:TD:ULOGY- BY KLINKOWITZe JERQMEs {SHORT
(vanr ey A + 26 FALL 1977}s A3-85.
‘ml;lg:::"{g;gﬂmivSE;:"A::g:g::EEg;;iA:L;:GHTE‘!HDUSE‘-FXVE- BY KDPPER., EOWARD Ax JRa
(VONNEGUT UREy 3 {SUMNER 1977} TEM 1
e KL;sz-ir‘:';.vg::ﬁi:r ;: Ar::i;z::P;:,I:;Runucl’xuu TO0 THE LIFE AR; :DRK C;‘KLIRT NONNEGUT W
(YONNESUTs KURThe VONNEGUT VD; Tioee Y CeKHOLT, Lannye. (CHT
S Ta SR
REarotEn 2 aprmn towr, oae SURVIVE CRITICSe BY ECKHOLTs LARRYs (CRITICISM) DES MOINES
WAGNER. LINDA W SEE GENERAL.
WAGNERs LINDA WELSHEIMER SEE HEM
INGWAY s ERNEST, )
WAGNER s MARYFRANCES, ODANDAGED WATERMELO 2
N;
A e ot LONS AND DTFHER RUSTY DUCKS. (POCTRY} WARRENSAURG, HUa:
WAG
-‘“;I;?: ::::?A::gs;"::gzn:'ﬁ):éiar:ng::;l INPACT {SUNNYDALE « CALIFORNTA}s 1 {1977}
- NKIAL REVIEW: 2] (F )
{¥AKOSKl« DIANE}e AN INTERVIEW ¥ v e cLatnt, tauTon
ITH DIANE WAKOSKIe B 1
'Au.:g:ra::::::y rernrone 18 trinsen Tonmry 1_;g.' HEALEYs CLAIREs [AUTDHIQGRAPHY}
+ = HINGO. (PCETRY) SDUTHERN POETARY RE
. VIEW, (FALL 1977
':&:g:: :gMLg- CITY SLICKERe (PDETRY} CUTBANK: NOwe ;SPI\ING 19??:: ;;:
ahee RDNM.MLD: téz:?li:ﬁsi;‘cl:ﬂ:'rzv) MADISON: WISCONSINZI PENDLE HILL PRESS: 1977
P H TGILOR TVa. (POETRY) BELOIT POETRY JOURNALe 27 (SUMMER 1977)s
WALLACEs RONALDe FELINE] FENCE; H
v eaan. H 3 SPRING AGAIN; APRIL. (POETRY) QUARTERLY WESTe NO« 4 [AUTUMN
WALLACEs RONALDs IN THE ARBORETUM
+ {POETRY) NATION» 224 (22
::tt:‘c::- :g::::g- ;: ?AKOTA. {POETAY) RED WEATHER. 1 (FALL 19::;“:‘:" L3780s 93
v ] . HE TETDNS« (POETRY) QUARRY WEST :
WALLACE:, ROMALD. INDIAN SUMMER. (POETRY) Fomon 1stery ae
YANKEEs {QCTOBER 1977}
HALLA 250.
'A::t‘::: :g;b:tg- :hSTALLENG THE BEESe< {PDETRY) MADLSON. HISCDNS;N: CHOWDER CHAPHOOKS. 1977
VALLRCE: RUNM‘D: N;:::g;énét.lTE:‘S’:‘\:f CARE. (POETRY) SOU'NESTER. 5 (SPRING 1977}, 22-2; )
. .
o ] S LAKEj UNDERWEAR. (POETRY} MEW RIVER REVIEW. 2 (1977},
WALLACEs RﬂNAI..Dl- CN LEARNL NG THAT THE M
QST RECURI
.ALL:::UT.;D::DETRT) POET AND CRITIC, 10 {19771 :E:ZSEHAGE IH CONTEMPORARY PCRTRY IS “DARK ™4
» aLDs LN THE RIVIERAs (POETRY} KANSAS GUART!
. ERLY+ 9 (SUMMER 1977 -
':Il:t:tc::: 2::::3: ?ﬁ:NigE:Rg:T:KJDR COUNTYs [POETRY} WISCONSIN TRAILS, (S:RH’H‘.’. ::7'1??: 23
iy CRUNK § BIRDWATCHER. (POETRY} QUARRY WESTe NO« 7 (SPRING 1977).
WALLACEs ROHALDe THE MEDICINE MAN®
o S CONFESSIDN« (POETAY) CHOWOER REVIEW. 9 {FALL-WINTER 1977),
WALLACEs RONALD» TROUTS GRIEF; DROUGHT.
« {POETRY} PRAIRIE sSCH
::::Ex. E:z:ﬂs' 1,‘“‘.2. {PRETRY} WEBSTER REVIEW. 3 (SPRING lgg’;gl':.T:fALL 19771, 278
» - THE RAINs {POETRY) CHRISTIANITY TODAY
WARREN, EUGENE » MY HONES LEARN. (PQETRY) Ly 1ot
B AEFORMED JOURNAL. 27 (MAY
van W HAY 1977
'.agg: :32:5: gg:g“zg:ongf;_K;N :2;:::;:“:. CPDETRY) IN;GE- (SFRING-S:I;H;E 1977)s 42~43.
* HRISTIANITY TQDAY, 2
WARREN» EUGENEs 50M: INTO STORMe {P Tai e sune 1977 e
- DETRY) CHRISTIANITY TODAY
:::g::- ::lé'NE. FIRST AIOE. (POETRY) IEA NEWSs {JANUARY 19?71: (3 Juse 197Th. 4.
'Aﬂs‘lh: IRE::: tig?E:Ex;::::Eg C:;L:TI:EIME INTEREST)« (POETRY} LYRICs {SUMMER 1977).
et oy - Y} POST—CRESCENT MAGAZINE {APPLETON: WISCONSIN}+ (6
WAFSAN: IRENE. LOVE STORY. (POETRY) MOCALL®*Ss 104 (FEARUARY 1977)s 82,

N\



180 MIDAMERICA VI

WARSAW s TRENSs NC SDONER SAID THAN SAID, (POETRY) POST-CRESCENT MAGAZIME (APPLETONs
WISCONSIN}e (2 OCTUBER 1977).

wWARSAWy ERENE. OF THE NATURE DF BIRDS. (PGETRY) PENINSULA POETSs 32 (WINTER 1977)s 8.

WARSAW: TRENEs SEASCH OF MYSTER1ES. (PUETRY) PENINSULA PCETS: 32 {SUMMER 1977): 10.

WARSAWs IRENE. SKIRTING WITH DANGERs [POETRY) AMERICAN JOURNAL OF NURSINGs 77 (JUNE 15771.
1086+

WARSAWs JRENEs WISTFUL THINKINGe {POETRAY) POST~CRESCENRT MAGAZINE {(APPLEYTUN, WISCONSINI. 3
APRIL 15773+

MATERS. MICHAEL. IN MEMORY OF SMOKE. (POETRY) DERRY . PENNA+Z RDOK PRESSs 197Te

WATERS, MICHASLs NCT JUST ANY ORATH: PRESERVES: 1F 1 OIE. (PCETRY) POETRYs 130 (JUNE 1977),
143-45,

WATERS s MICHAEL s THE SCENT OF APPLESs {POETRY) ATHENS. DHIDI C-RDISSANT AND C0ee 1977

WATERS s MICHAEL. THE REHEARSAL. (POETRY) KANSAS QUARTERLY, 2 (FALL 19771s 127

WATKINS: FLOYD £ SEE CATHERy WILLA,

WATKINSs FLOVO € SEE LEWISs SINCLAIR.

{WEATHERSs WINSTON)a THE WRITER IN HIS REGION: AN INTERVIEW WITH WINSTON WESTHERS. BY
KICNEY=¥ELLS, JEMNIFERs (AUTOBIOCRAPHY) KANSAS QUARTERLYs 9 (SPRING 197Tls 1L1-18s

WEBER, MICHAEL. SILENCES. {POEYRY} CHOWOER REVIEWs NO» 8 [SPRING=SUMMER 1977}. 2le

WEGHERs ROBERT £, HOW LIGHTNING SHOT QUT OF THE RAT1S ASS. (SHORT STORIES) AMCIENT €U0 3
(FALL 19774 6-12

WEGNER» ROBERT Es 7O GO DOWN BEING EATEN, (SHORT STORIES) LITERARY REVIEW: 20 (SPRING 19771,
322-43.

WELCHs DON. ON THE ANNIVERSARY OF HIS DEATH IN SOUTH VIETNAM: THE MY¥THe (POETRY) AXLETREE.
{JLUNE 1677).

WELCHs DON. THE HUNT: IN THE SANDHILLSs HORSE DREAMS: WALKING A PIT SOUTH OF GGTHENBURGs
(PCETRY} PRAIRIE SCHOONER, {(SPRING 1977)a

WELCH, DON, THE BUNT: IN THE SANDHILLS] HORSE DREAMS; WALKING A PIT S0UTH OF GOTHENOURG.
{PDETRY} PRAIRIE SCHOUNER. S1 {SPRING 1977}. 12-15.

WELCHy OON, THE MODEL IN THE PERFUME AD, C(POETRY) AXLETREE: (CCTOSER 19771,

WELCH, DON. THE REACHES OF THE PLATYE RIVERs {POETRY) PRALRIE SCHOONER: {MINTER 1977).

WESTRRCOK. MAX SEE WANFRED. FREDERICK.

WESTERFIELD + HARGIS. HOBOING KENTUCKYs (POETRY) TWI1GS. 13 (SPRING 1577)+ 2.

WESTERFIELD s HARGISw HIGHT HAWKS (A PAINTING BY EDWARD HOPPER). {POETRY) PUST-CRESCENT
CAPPLETON. W1SCOMSIN» 15 MAY 1977+

WESTERFIELDs HARGISs RAILSIDE WYSTICs (POETAY) LIVING CHURCHy 175 (25 SEPTEMBER 1977}, 13s

WESTERFIELD» HARGIS. SHORT-LINE RAILROAD HISTORY« (PDETRY} WINDs 7 {1977)s 2t

WESTERFIELD, HARGISa LAY READER. (PDETRY) ABBAI A JOURNAL OF PRAYERs 1 {CHRISTHAS 1977)s 2.

NESTERF1ELDs HARGISs MILWAUREE ROAD INTO NIGHT: SIGNAL TOWERs (POSTRY} TRAINS MAGAZINE, 37
(HAY 197734 7.

WESTERFIELD+ HARGIS. FROM THE BISHOP'S CHAlRe (PODETAY) LIVING CHURCH, 174 {12 JUNE 1977)« 24»

WESBTERFLZLD . HARGIS« FOR SPARRONS OVER CITIES. (POEYRY) LIVING CHURCH., 175 (14 AUGUST 19773,
7a

WHITE. LEWIS RAY SEE HECHTs HEM.

WHITE. RAY LE¥IS SEE ANDERSON, SHERNOOD.

WHITE, RAY LEWIS SEE ANDERSONs SHERWOOD,

WHITE+ RAY LEWIS SEE ANDERSCH: SHERWOOR.

EWHITE. WILLIAM ALLEN). THE PUBLICATION OF WILLIAM ALLEN WHITE*S THE REAL ISSUZ. BY KRAUS.
JOE We ([CRITICISM) XANSAS HISTORICAL OUARTERLYs 43 (SUMMER 1977}, 193-202.

(WHITLOCKs BRAND)e BRAND WHITLOCK'S POPULAR POLLTICAL REALITYs BY ANDERSON.: CAVID Du
{CRITICISNI MIDNESTERN HISCELLANY V (1577). 13-17.

{WHITLOCKy HRAND). SRAND WHITLOCX*S THE BUCKEYES: A STORY QF POLITICS AND ABOLITIONISH IH AN
CHID ToWss 1836-t945. BY MILMER: PAUL w» EDs (CRITICISM} ATHENS: DHIQ UNEVERSITY
PRESSy 1977.

(WHITMANs WALT)» THE MIDWESTERN NDVELZ WALT WHITMAN TRANSPLANTED. BY SUNGE, NANCY La
(CRITICSH) OLD NORTHWEST.Z [(SEPTEMBER 157%). 275-87»

WILBERS: STEVE SEE ENGLE. PAULe

¥ILK, WELYINs AMERICAN JEWISH BIDGRAPHY. (POETRY} MIDSTREAH. 23 (NOGVEMBER 1977)e 56-57,

WILLIAMSs ELLEN SEE MONROE: HARRIET.

WILLIAKSs HARRY SEE ROETHKE. THEGDORE.

WILLIAMS, KENNY J £EE GENERAL.

WILLIAMS: PAUL O. EECHTORD'S FIELD. (POETRY} CHRESTIAN SCLENGE MONITORs () APRIL 1977), 3.

WILLIANSs PAUL O. FINDING THE SUN CHILD, (POETRY) CTHULHU CALLS, 4 LJANUARY 19773, 27,

WILLIAMS: PAUL 0. 1CONDCLAST. (PUETRY! CHALSTIAN SCIENCE MONITOR. (2 JUNE 1977}y 25

WILLIAMSy PAUL O. TALKING WITH THE Owk. (POETRY) CHRISTIAN SCIENCE HONITOR. (15 MARCH 1977).
24+

" WILLIAMSe PAWL O. WOMAN GN THE SHORE. (POETRY) CHRISTIAN SCIENCE HONITORs (2 WAY 1971, 3.

WILSONs GIL SEE ANDERSUN: SHERWDOD.

WILSOM» ROBLEY Jite THE SLEASURES OF MANHOOD. (SHORT STORIES) URBANAS UNIVERSITY OF ILLINOIS
PRESSs 1977.

CWIMBERLYs LOWAY). LOWAY WIMBERLY AND OTHERS! RECOLLECTIONS OF A BEERDRINXER. BY UNLAND,
RUDOLPHs {BIOGRAPHY) PRAIRIE SCHOONERs 51 {SPRING 1977)s 17-50.

WOESSHERs WARREN, LOST #IGHWAYe (PDETARY) TEXAS ¢ITY, TEKAS: POETRY TEXAS PRESSs 1977+

WOINGDE, LARRY. EVEN TIDE. {POETRY] KEW YORK: FARRAR. STRAUS: GIROUX, 1577,

WOLFE+ MARLANNEs THE POEN YOM) ASKED FOR. {POETRY) I[OWA CITYI THE SPIRIT THAT MOVES US, 1977

WRAY, BONs FOR CENTERe LPUETRY} CEWTERs NOs 10+ (19771 a2

WRAY, FOM. FREON FILLED; A HEX OGN THOSE WHO BUILT THE STREETS; POSTHOCERN. (POETRY) FRIMER. 1
CAFRIL 19773, 3T-3%.

WRAY, FON: KATHLEEN AND THE COL-FAIR PCEMSa. (POETRY} INDIANAPOLIS: PRIMER PRESSs 1977.

WRAY, RONs POSHS ENJOYING THEMSELVES: (POETRY) INGIANAPOLES JOURNAL: 3 (PECENSER 1977). 12

WRAY, RONa 20TH CENTURY LYRICS--FASIAN WAS A POP SINGERe {POETRY) BASEBALL, 1 GAVE YOU ALL
TFHE SEST YEARS OF My LIFEZ: ED. KERRANEs s AND GROSSINGERs Ra BERKELEY, CALIFORNIAT
10 PUBLICATICNS, 1977, 3869

WRIGHT ¢+ AUSTIN M. THE MORLEY MYTHOLOGY« (NOVEL) HNEW YORK: HARPER AND ROWs 1977

CWRIGHT+ RICHARDI . CORRECTIONS OF A RICHARD WRIGHT BIBLIOGRAPHY. BY MCBRIDE., REBSCCA AND
NCERIDE, DAVID. (B18:410GRAPHY) CLA JOURNAL. 20 (MARCH 1977), 422-23.

(WRTGHTs RICHARD) » CRIMINAL RESPONSIBILITY IN NATIVE SON AND KNDCK ON ANY CDCRe BY GRENAKDER,
M. Es (CRITICISK). [NOVELS) AMERICAN LITERATURE. 49 {(MAY 1977}, 221-33.

(WRIGHT» RICHARD)s RECHARD WRIGHT'S CURIOUS THRILLERs SAVAGE HOLIDAY, BY REILLYs JOHN Ms
[CRITICISM) CLA JOURRALs 21 {DECEMBER 1977)« 218-23s

{WRIGHTs RICHARD). RICHARD WRIGHTYS AMERICAN HUNGER. BY NOORE, GERIAN STEVE. [CRITICISM) CLA
JOURNAL. 21 (SERTEMBER 1977} $9-39.

(WRIGHT, RICHARD). RICHARD WRIGHT ANO THE COMMUNISY PARTY-~THE JAMES T. FARRELL FACTOR. BY
STARR. ALVIN. (CRITICISH) CLA JOURNAL. 21 (SEPTEMSER 1977), 41-50a

WYATT, OAVID M SEE HEMINGWAY, ERNEST.

WYLDER + DELBERT E SEE HOUGH: EMERSTN.

(YOUNGs ART)e ART YOUNG: CARTOONIST EROM THE MIDDLE BORDERe 8Y COXs RICHARD We [ART AND
LITZERATURE ) WISCONSIN MAGAZINE 0IF HISTORY, 61 [AUTUNN 1977}, 32-58.
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YOUNGs KARL. CRIED AND MEA

YOUNG: KARL . TG DREAM KALA;;”Y‘E-U-(;:OETMJ e
YUOUNGs THOHAS, AFTER DIONYSUS,
YAUNGs THOMAS. FOR A PREVIQUSLY
YOUNGs THOMAS, SIXTEEN SYLLABLE WINK o & & & {POETRY) N

ZACE: WAYNE. POEM 1O HY 50
Ne (POETR!
ZI1ELINSKT, MARY SEE LE SUELI.!' NERID;:-A"ERICAN FORTRY R

ZW

zu:g:: ;:ﬁxRELEGY FOR ANNIE, {PDETRY} CEA CRITIC,

st « ONIONS, [POETRY) KANSAS QUARTERLY, 9
- DRICK. BIRDS TO MHOLD THE SXY, (PDETRY) KaN.

ELEY, CALIFORNIA: TREE B
ETRY) ST. PAUL, MN: TRUCK PRESS, l?gg‘(s- 1577

TRY) GREENM RIVER REVIEW, 8

{1977} -
AGAZINE POSTER SERIES, r:n. 2 [197;):21
EVIEW: & [NDVENEER—DECEHBEF! 1977e 41

39 [HARCH 1977) » 35
{SUMMER 1977), Ba—85,
ISAS QUARTERLY. 9 1{SUHMER 1977}, 72,
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Iowa State Univeraity Idbrary




