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The last photo of Sherwood and Eleanor
Lucia, February 28, 1941.

——

In Memoriam

ELEANOR COPENHAVER ANDERSON
1896 - 1985

Nearly forty-five years after Sherwood Anderson’s death on
March 8, 1941, Eleanor Copenhaver Anderson, his wife of
nearly eight years that were productive and contented for both
of them, has joined him on the hill overlooking Marion, Virginia,
where Anderson’s monument proclaims confidently for both of
them that “Life Not Death is the Great Adventure.”

Eleanor was proud that she was, as she liked to say, a
mountain Virginian, an Elizabethan, but she was much more.
She was born in Marion, Virginia, on June 15, 1896 to distin-
guished parents, Bascom E. Copenhaver, Superintendent of
Schools in Smythe County, and Laura Scherer Copenhaver,
author, English teacher, and founder of an organization for
marketing the handicrafts of mountain women. She graduated
from the University of Richmond in 1917, received a certificate
in social work from Bryn Mawr in 1920, and an M.A. from
Columbia in 1933.

As part of the work for a course at Columbia, Eleanor had,
while at home in Marion, interviewed Sherwood Anderson in
late 1931. The interview focuses on Anderson’s Poor White, his
novel dealing with the industrialization of an Ohio town. The
topic was of particular interest to Eleanor; she had, since 1920,
worked for the National Board of the YWCA, with much of her
time spent in social work among young women in mill towns in
the South.

Anderson had, since his move to Virginia in 1925 and his
purchase of Marion’s two weekly papers in 1927, become
friendly with Eleanor’s parents, particularly her mother; the
attraction between Anderson in his fifties and Eleanor, twenty
years younger, continued to grow. They were married on July
6, 1933.



The marriage was fulfilling for both, and their careers were
mutually enriching; Andrson discovered the mill girls with
whom Eleanor worked and who were to provide the magnificent
portraits in Perhaps Women, Beyond Desire, and Kit Brandon;
Anderson often traveled with her and, Eleanor recalled, some-
times wrote her reports for her.

From 1937 to 1947 Eleanor was head of the Industrial
Program of the YWCA, culminating her long service to the
causes that promised social and economic reform, and in her
years of what were, for her, retirement she recalled her role in
the causes of the past: marching in support of Sacco and
Vanzetti, speaking on New York street corners for FDR in 1932,
supporting, with Sherwood, the causes of the 1930s. She retired
from the YWCA in 1961.

Eleanor’s second career had been that of maintaining the
literary legacy of ber late husband. Since his death in 1941, she
not only collected and cared for the thousands of letters,
manuscripts, and other materials that she graciously presented
to the Newberry Library in 1947, but she welcomed dozens of
Anderson scholars and aficionados, giving generously of her
time, encouragement, and support. She was a member of the
Society since its beginning in 1971. Those of us who were
fortunate to know her will miss her greatly. Eleanor was a
gracious lady and a great woman. Like Sherwood, we are richer
for having known her. She died on September 12, 1985, in
Marion, and this volume is dedicated to her memory.

Davip D. ANDERSON
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HJALMAR HOLAND, THE KENSINGTON
RUNESTONE, MYTH, AND HISTORY

RoserT D. NarvESON

What do Eskimo kayaks that once hung in a cathedral in Oslo
have to do with a stone carved with Nordic runes found on a
hilltop in rural Minnesota? The ability to suggest a plausible
answer to such a question marks the historian as rhetorician. The
art of the rhetorician begins where certainty leaves off; and not
much in history is certain. To the drama of history is frequently
added the drama of conflicting versions of history, the latter
often at least as interesting as the former. Such was the case in
the controversy over the Kensington runestone, denounced by
academic scholars as a hoax, but championed by Hjalmar R.
Holand as authentic.

Holand labored for fifty years against nearly unanimous
skepticism from the scholarly establishment. Like his contem-
porary Ole Rolvaag, Holand was animated by a desire both to
celebrate his Norse heritage and to move himself and his fellow
countrymen to emulate the hardy resourceful, and enterprising
Norse spirit. Like Rolvaag, he steeped himself in stories of the
Norse immigrant pioneers who settled the American plains, as
well as in the Icelandic sagas that preserved tales of Norse
settlement and exploration before Columbus. In the spirit of
the sagas, Holand tells a story that celebrates heroic adventure.
'But whereas Rolvaag, whatever his use of actual incident, wrote
avowed fiction, Holand insisted that he was reconstructing
historical truth. He played what Peter Elbow calls “the believing
game,” and tried always to find evidence and argument in favor
of his theories. Historians and linguistic scholars, trained in
skepticism, accepting only what must be rather than what might

9



10 MIDAMERICA XII

be, demand a more rigorous kind of proof. They have not been
kind to Holand. They have not, however, been able to
demonstrate convincingly that Holand was wrong. While
common sense resists one’s accepting his story as historical truth,
it remains an intriguing possibility, and unless convincing proof
of a hoax comes along, Holand’s work, existing between the
clearly historical and the clearly mythical, will have its influence.

Who was Hjalmar R. Holand? In his autobiography, My
First Eighty Years, we learn that he was born in Holand,
Norway (near Oslo), on October 20, 1872, came to Chicago at
age eleven, and a few years later moved to Wisconsin. He
earned B.A. and M.A. degrees, the latter at the University of
Wisconsin, intending a literary career. For some years he made
his livelihood as a traveling salesman of books and maps, all the
while collecting literary material and writing articles. In 1908
his “rather large” (Wierenga ii) history of Norwegian settlements
in America was published in Norway. Thereafter he wrote,
besides his publications on the Kensington stone, a number of
other books on Norse immigration and pioneer history. Mean-
while, on his Door County (Wisconsin) acreage, he pioneered
the raising of apples, at which he prospered, using his earnings
to support his literary work. He also earned money by lecturing,
and in 1950 { at age seventy-eight!) held a Guggenheim Founda-
tion Fellowship. His last book appeared when he was ninety
years old. He died on August 8, 1963.

One of his recent defenders, Robert A. Hall Jr., a respected
linguist (though of Romance rather than Scandinavian lan-
guages), describes Holand as having been an obsessed man (The
Kensington Stone is Genuine). Holand had become interested
in the controversy concerning the Kensington runestone while
interviewing Scandinavian pioneers for his immigrant history.
That a fourteenth century runestone should turn up in a field of
a Swedish immigrant settler in Minnesota in 1898 strikes one as
so suspicious that the first assumption must be of a hoax. Evena
casual acquaintance with the history of scientific, literary, and
historical hoaxes in America and elsewhere makes such an
assumption inevitable. As Holand readily conceded, “the claim
[that] Norse explorers penetrated to the very center of the North
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American continent one hundred and thirty years before Colum-
bus sighted San Salvador . . . will be met with the greatest
skepticism” (Holand, Westward vi). Moreover, linguists and
runologists of this country and, even more influentially, of
Scandinavia had from their first examinations in 1899 stressed
the strangeness of the runes and the language, and rejected the
stone as a patent modern forgery. If Holand had begun his
investigation with a study of the text, perhaps he too would have
rejected the stone out of hand. But Holand believed he could
trust the word of the Swedish farmer who claimed to have
uncovered it. He therefore began with the assumption that it
was genuine, and saw his task as squaring the runes on the stone
with what could be known of fourteenth century runic writing
and squaring its message with what knowledge could be recon-
structed of Norse expeditions at the time.-

Holand had a full measure of Norwegian determination.
According to the text on the stone, it was carved by members of
expedition on an //opdagelsefard// (journey of discovery) in
the year 1362; and Holand himself undertook an //opdagelse-
fard// of his own, through geology, archaeolagy, dendrology,
history, linguistics, and runology, in pursuit of those putative
explorers. Beginning his journey in 1907, he acquired possession
of the stone and gradually elaborated a wide-ranging theory
according to which the stone would have to be genuine. In five
separate books (The Kensington Stone, Westward from Vinland,
America, 1355-1364: A New Chapter in Pre-Columbian History,
Explorations in America before Columbus, and A Pre-Columbian
Crusade to America) between the years 1932 and 1962, he went
over the essential grounds, setting the story in a new perspective
each time and adding new grounds based on new discoveries
and revised theories. The reader who follows his reports
through these books must be impressed both by his industry as
an investigator and by his commitment to his cause. He was
evidently undismayed and undeterred by opposition. He de-
voted fifty years of his life to convincing a willing public and a
skeptical scholarly audience of his claims. Whatever the merits
of his work as historical investigation and reconstruction, he
conducted his campaign with a literary and rhetorical skill that
has earned him a minor place among writers of the Midwest.
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Though Holand's point of departure was the Kensington
stone, the story as it evolved ranged from Norway to North
Dakota, touching upon Iceland, Greenland, “Vinland” (which
Holand locates in Rhode Island), and Hudson Bay. The
essential outline of Holand’s story was clear already in the table
of contents of his second of five volumes, and it reached near
classic form in the final one:

I. The inhabitants of a Greenland settlement, reportedly
having abandoned their Christian faith, mysteriously dis-
appear.

II. The King of Norway orders an expedition to find them and
bring them back to the faith.

ITI. Members of the expedition discover a sea by which they
penetrate deep into the heart of the North American
continent, where they divide into two groups.

IV. One group remains with the ships and eventually reports
back to Norway. . ,

V. The other, having traveled a thousand miles inland and lost
half its members in a massacre, allies itself with a tribe of
the native inhabitants and builds a colony that thrives for
four hundred years.

I need hardly point out that this is the outline for an epic tale.
Well told, it must win many readers, who would not be much
concerned about-‘whether it were true. Holand, however,
insisted that his story be accepted as fact, or at least that his
evidence be accepted as authentic. Because the mass of aca-
demic authorities disputed his evidence, more of Holand’s effort
was devoted to making the case for the authenticity of his
evidence than to dramatic rendering of the epic journey he
sought to reconstruct. And exhibit A on which his case depended
was the text engraved on the Kensington Stone, which reads:

8 Goths and 22 Norwegians on exploration-journey from
Vinland through the West We had camp by 2 skerries one
days-journey north from this stone We were and fished
one day After we came home found 10 men red with
blood and dead AVM Save from evil have 10 of {our
party) by the sea to look after our ships 14 days-journey
from this island year 1362 (Holand’s translation, Westward
from Vinland, 101).

i
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Holand felt keenly his position as an outsider to the academic
and literary establishments. An immigrant, an alien to the
American culture, he did not even try to have his first history
{written in Norwegian) of Norwegian immigration to America
published by an American publisher, but instead undertook to
publish. and market it himself. That experience may have
influenced him to publish privately his first book on the rune-
stone as well (though he was now writing in English). He had
reason to be confident of a market among Scandinavian-
Americans. The same interest that moved Holand to study the
subject would also move them to find interest in his reports.
They would be less critical than scholarly readers and more
attracted to his intriguing story. Holand manifestly attempted
to satisfy these readers. As soon became evident, he did so
successfully. His subsequent volumes found commercial pub-
lishers, who recognized the appeal of the topic and the compe-
tence of the writer. Nor has their judgment altered since his
death. Most recently, Dover has adjudged his Westward from
Vinland appealing enough for reprinting and issue among its
paperback reprints, unchanged except that its earlier subtitle has
now been made into its title: Norse Explorations and Dis- -
coveries in America, 982-1362. '

Discussing literary works by Cather, Neihardt, and Rolvaag
that he denominates “plains epics,” Paul Olson makes the point
that these works “are historical in source and feeling, In the case
of our authors, the events recorded—or events very like them—
did happen” (284). Olson suggests that “The presentation of the
past as heroic and as a model for future enterprise by the
storytellers of one’s childhood and youth must exercise a power-
ful influence on the imagination of the writer so inducted into
the great world” (266). That influence was as strong on Holand
as on Rolvaag, Cather, and Neihardt. One sees Holand not only
admiring strong characters and great enterprises; one sees his
admiration of the Norse explorers and settlers; one sees him
taking them for models to emulate in his own endeavors; one
sees him commending their example to his readers.

A sense of cultural identity as Norwegian-Americans mani-
fested itself in the writings of both Ole Rolvaag and Hjalmar
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Holand, who were close contemporaries (Rolvaag was born in
1876, four years later than Holand). Rolvaag’s dedication in
Giants in the Earth reads: “To those of my people who took
part in the great settling, to them and their generations I
dedicate this narrative” (v). Rolvaag’s title is often felt to be
ambiguous. Does it refer to those hostile forces of nature that
are personified in old Norse myths? It does, as Steve Hahn
(“Vision”) persuasively argues. Rolvaag seems to have wished
to strengthen that interpretation in the English version, since
there he guotes in full the verse in Genesis from which the title
comes, whereas in the original Norwegian edition it had been
elided to refer unambiguously to “mighty men which were of
old, men of renown” (Haugen, “Introduction” xxi). By direct
implication, these “mighty men” were the resourceful and
indomitable men and women who, in spite of those hostile
forces, settled the land and peopled the territory. Rolvaag has
the pioneer wife Beret reflect: “That these vast plains, so like
infinity, should ever be peopled and settled, would be a greater
miracle than for dead men to rise up and walk! . ..” (Giants 127).
Yet, when Rolvaag wrote in the 1920s, that peopling and
settling is exactly what had taken place. The generation to

which he belonged looked back in respect and wonder at the
qualities of the people—their own forebears—who had effected
the miracle. Introducing the 1930 version of his Norwegian-
language history of Norse immigration (Den Siste Folkevand-
ring), Holand wrote in a similar vein:

The history of their migrations is a saga of distress and
need, but not one of despair; a saga of toil without
surrender and a saga of struggle without defeat. Their
motivating force was not a lust for power to dominate
others, nor was it the passionate pursuit of personal glory
or revenge. It was, rather, the love they felt for family
and kin, combined with a joy in peaceful pursuits, that
moved and sustained these Norwegian pioneers. (Norwe-
gians in America vi)

Neither Rolvaag nor Holand wrote “jeremiads,” those lamen-
tations over decline in character in the present generation that
Sacvan Bercovitch finds characteristic of much writing by
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descendants of those who settled the Eastern seaboard. The
American jeremiad, Bercovitch writes, exhalted the past above
the present as a way of exhorting an audience to rise to the
challenge of the future. Ido not detect the flavor in the writings
of Rolvaag or Holand. They too pose the implicit challenge to
themselves and their generation to be worthy of their past; but
they do not denounce their own generation for having declined
in greatness. They seem merely to accept that conditions are
different, and while they may look back with some wistfulness
as well as admiration at the past, they do not regret that such
demanding times are gone.

Rolvaag’s chief collaborator in translating Giants in the Earth
from Norwegian to English was Lincoln Colcord, who wrote of
the novel that “when we lay it down, we have gained a new
insight into the founding of America.” Many would say that by
the 1870’s when the action of the novel occurs, America was well
past its founding. Colcord’s claim would not, however, inspire
that cavil in minds such as Rolvaag’s or Holand’s. From the
viewpoint of the Norwegian-American, the pioneer epoch was
the period from mid-nineteenth to early twentieth century and
the locale was the Midwest where the immigrants from Norway
subdued woodlands and prairies.

It was not only their recent past that kindled the admiration
and imaginations of these Norse-Americans. The great migra-
tion from Norway to the American Midwest, that began in the
1840’s and continued through the beginning of this century,
inevitably revived interest in the Norse migration, nine centuries
earlier, from Iceland to Greenland and beyond, as recorded in
the Icelandic sagas, whose earliest written versions date from
the thirteenth and fourteenth centuries. Rolvaag and Holand
belonged to a folk for whom the Icelandic sagas were part of
their cultural baggage. Among Norwegian immigrants and
their descendants, interest in tales of these ancient voyages has
always been high. “[Ole Rynning, in 1837,] was the first of
many to point out parallels between the ancient voyages of
Norwegians to ‘the distant strands of Vinland the Good’ ” and
the coming of modern immigrants (Semmingsen 27). Books
concerning these ancient voyages were reviewed and summar-
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‘ized and debated widely in the immigrant press (Wahlgren
121f£.)

While it is not unexpected that Americans of Norse back-
ground should think of themselves as inheritors of the old Norse
tradition depicted in the sagas, Einar Haugen points out that the
interest has not been confined to these circles:

It is apparent that the Norse discovery has played impor-
tant role in the affections and imaginations of the American
people. Norwegian-Americans have appropriated Leif
Ericson from the Icelanders as a kind of national saint, a
symbol of group assertion. But even among old-stock
Americans these early Viking explorers have been enve-
loped in an intensely romantic haze. Scandinavians and
Americans alike whose enthusiasm has been unhampered
by a critical sense have seen vast perspectives of forgotten
Norse colonies in the American wilderness, a regular
Norse empire stretching form Massachusetts to Minne-
sota. They have more or less unconsciously wanted to
magnify the importance of the Norse discoveries. (158)

In stressing “enthusiasm . . . unhampered by a critical sense,”

Haugen the scholar distances himself from those uncritical

enthusiasts who lovingly embrace the old sagas. Yet that

distance disappears when Haugen dedicates his translation and

interpretation of the Vinland sagas “TO THE BRAVE NORSE-
MEN OF OUR DAY WHO SAIL THE COURSE OF LEIF
AND ERIC FOR THE FREEDOM OF THEIR NATIVE
SOIL” (Voyages iii). What one notices in Rolvaag, Holand, and
Haugen, and could doubtless find repeated in dozens of sources,
is pride in their heritage and a desire to be worthy successors of
their forebears.

Given this long-standing propensity among his countrymen,
it does not ‘surprise us that Holand wrote about modern Norse
pioneers and medieval Norse explorers of “Vinland the Good”
in much the same language, celebrating similar heroic virtues
and noble motives. No reader can doubt that he expected his
Norse-American readers to find his vision as attractive and
inspirational as he himself did. He won admiration and sympa-
thy even from many who remained unconvinced of his argu-
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ments. Haugen shows himself to be one of these. Commenting
on the controversy over the Kensington runestone, he writes:

Mr. Holand has presented some very plausible arguments
in its favor; he has shown that it is not lightly to be
distnissed. His notable talent of persuasion and his charm
of manner have won him a great following, to whom this
is a sacred stone. (156)

What he does not mention, but takes for granted, is Holand’s
patience, good temper, and perseverance in the face of scholarly
rejection. The analogy between the adventurous historical
voyaging of Holand through hostile scholarly waters into un-
explored territories, and the early Norsemen who crossed the
stormy North Atlantic to discover Vinland, is not one that
readers of both Holand and the sagas are likely to overlook.
Modern Scandinavians may regret, as Haugen says, that the
Norse efforts resulted in no empire comparable to those of the
Spanish, French, and English in later centuries; they nevertheless
feel a kinship with those who preceded them across the Atlantic,
and find inspiration in the qualities of character that made their
exploits possible. Will they not also admire the exploits and
qualities of character of Holand the historical scholar?

In both Den Siste Folkevandring and Westward frem Vin-
land, Holand accepted legend as fact when it suited his purposes.
Convinced of his explanation of the evidence, he considered
other interpretations only in order to explain them away. The
honored stance of the reputable historian is to assume that
legend is untrustworthy unless there is evidence to prove
otherwise. Holand was not inclined to do that. He intended the
reader to accept, as he himself did, that the events he narrated
really happened. He also intended to narrate a near-mythic tale
which has an essentially aesthetic and rhetorical appeal. His
interests, and the interests he assumed his principal readers
would have, reflected the complex allegiances of an immigrant
whose cultural heritage remained a potent influence on his
character and outlook. To the tradition of the Icelandic sagas,
Holand, like Rolvaag, adds Christian themes appropriate to the
setting: a band of men characterized by energy, courage, and
strong resolve, undertake a mission that results in discovery and
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eventual colonizing of a new land. Adopting the stance of the
epic author, Holand was not the aloof, objective, distanced
historian, dispassionately seeking explanatory laws or patterns.
He told of “an undertaking prompted, not by greed of gold, but
born of brotherly love and the hope of saving human souls™
(Westward iii).

" In the couse of celebrating what he regarded as the heroic
Norse character, he was also, I have the impression, enacting it.
His resolve to persevere in the face of scepticism and scholarly
scorn must often have been stiffened by thought of his exemplary
ancestors.

Exactly herein lies a problem. Hall (70) pointed out that
Holand had to keep in view his double audience of ordinary
readers and critical scholars. The runestone skeptics were
critical of those ordinary readers. They noted, as I have been
doing, the ethnic pride, so strong among Scandinavian-Ameri-
cans; but because, as their roles required, they played the
doubting game rather than the believing game, they regarded
‘the pride as a source of willful blindness of which both Holand
and his readers were guilty. There is little wonder that academic
historians such as Samuel Eliot Morrison dismissed Holand’s
work as wishful thinking and special pleading (quoted in
Chapman 111). Historians have a number of objections to
Holand’s procedures. Some of these are described by Hall:

In the presentation of his material, Holand tends to
romanticize and over-dramatize. He does not enable the
reader to distinguish immediately between attested fact
(e.g. the royal order to Paul Knutson) and his further
hypotheses based thereon (e.g. the connection of the
stone’s //opdagelsefard// with the Knutson expedition).
Holand does not use the caution which I, for example,
would be inclined to use in distinguishing between what
we are sure about, what is probable, and what is plausible.
(69-70) ‘

Hall dicusses other criticisms of Holand:

1. He is an amateur, deficient in scholarly care, integrity,
and method (68).
2. He relies on sworn affidavits, as if they somehow had

scholarly force (72).
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3. His continual debate over a fifty year period, amount-
ing to an obsession, has biased him (73).

Having examined these criticisms from a scholarly perspective,
Hall concludes in each case that there is less to the objection than

 meets the eye.

‘Had I the space, Holand’s offenses were easily illustrated.
They are everywhere in his writings. Yet many readers, after
following the jousts between Holand and his critics, shared the
sentiments of Cyrus Gordon, whose interpretation of these
quarrels was as follows:

Obviously such a disturber of the pax academica is not
welcome on the campus as a faculty member, and he did
not have a career in the university system. But for half a
century he stood up against the professional runologists
and slugged it out point by point, . . . {Quoted in Hall 69).

The ad hominem argument can clearly cut both ways! Ad
hominem arguments, of course, do not change the mind of a
reader whose opinion has already been formed by an evaluation
of evidence. Runologists do not appear to believe that Holand’s
“slugging” has won him many of the disputed points, and the
runologist R. L. Page, reviewing Hall's book in Speculum (1983),
savages Hall's explanation of the disputed runes.

Haugen’s remark in 1941 remains valid today: “Whether one
regards [the runestone] as spurious or genuine, its undeniable
presence in Alexandria, Minnesota, is very hard to explain. If it
is a hoax, it has not yet been unmasked; if it is a voice from the
past, its title to speak is still in doubt” (157). Hall summarizes
the opposing cases and concludes: “It seems to me, on the basis
of the evidence presented by both sides and also of that now
available in the great corpora of mediaval runic inscriptions. . .
[that] with perhaps 98% likelihood, . . . the inscription of the
Kensington Stone is to be considered genuine” (92). Considering
the dubious tale one must swallow in order to accept the stone as
genuine, one is surprised to discover that its defenders still find
persuasive obstacles in the way of rejecting it as fake. Holand’s
research tried to show that the language more easily conforms to
what is known now of 14th century usage than to what was
known in the 19th century. How could a forger have made up
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such a language? Who might this forger have been? Sources
that he might have copied have not been found, though many
have been proposed which Holand shows to be inadequate to
the purpose. Many of the runes, on the other hand,—38 percent
of them, according to Page in his review of Hall’'s book (751)—
are “anomalies.” If these are authentic runes, how come so
many of them occur in no other runic document?

The reader ends up faced with two improbabilities, one that
the stone could be authentic, the other that it could be a forgery.
Except to a few scholars and to the Alexandria tourism industry,
and perhaps not even to the latter, very little is at stake on the
issue of the stone’s authenticity. No practical consequences
ensue in either case: What does it matter to readers of his books
(aside from those battening their Nordic pride and those de-
fending the official scholarly consensus) whether Holand is right
or wrong, so long as he pleads his cause eloquently and in an
attractive manner? And that I believe he does. The artinsucha
matter is to appear to have very little art beyond logic and
clarity. He must appear not to be making his evidence up.
Where conclusive evidence is not available, he must search out
the most persuasive arguments. Holand is pretty persuasive.
But he has something else going for him. Holand asks his
readers to contemplate heroic and tragic adventure undertaken

for lofty motives. His opponents denounce a petty prank.

Even a reader whose skepticism has the upper hand most of the
time may nevertheless entertain a secret, academically disrepu-
table, hope that Holand is right—especially if that reader
happens to be an American of Scandinavian ancestry. Irecog-
nize that this is not a sound modern historian’s perspective; it is,
however, an allowable literary one. Many a novel masquerades
as history. Myth is a powerful prop to values in a culture.
Sometimes, perhaps, influenced by such considerations, we are
willing to suspend disbelief and simply enjoy the attempted
reconstruction of lost events, especially when it is the product of
a vigorous and imaginative effort to show why these obscure
events may be real.

University of Nebraska

[
—
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CHARLES M. RUSSELL: LITERARY HUMORIST

James C. AusTiN

The best of the old Western tale tellers, according to
distinguished authorities, was Charles Marion Russell (1864-
1926), the cowboy artist. He could let go a yarn that would put
Will Rogers into awed silence.! Many of his stories are in print,
though they are evidently pale in comparison to his original oral
telling. Still, they are contributions to American culture.

I propose to show how Russell, through deceptively complex
artistry, transformed folklore into literature. I will do this by
analyzing (1) the background—folklore, biography, and edit-
ing—that went into bringing Russell’s stories to the printed page,
and (2) the internal structure of a representative story as it
reflects this background.

My method is outlined on the accompanying chart.? The
original folk tale reaches me, the reader, only through a series of
narrators. Not only is it handed from one telier to another until
it reaches the printed page, but the process is repeated in the
story itself. The framework, the structure, of the story is almost
a mirror image of the external context. It is more than a twice-
told tale; it is a kind of reconstruction of the process of the
transmission of folk tales.

On the chart, the left-hand column lists the narrators, real,
mythical, or fictitious. For every narrator there is an audience,
real, mythical, or fictiious. When people talk, they talk to
someone. The listeners (audience) are listed in the right-hand
column. I, the real reader, am getting the story from someone
who told it to someone, etc., etc., until it was put into print, and
I, being someone who purchased the printed version, have the
-privilege of reading it.
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POINT OF VIEW
IN CHARLES M. RUSSELL’S
“WHEN MIX WENT TO SCHOOL”

NABRATOR AUDIENCE
1. Folk tradition {1880s)

|

2. Real author: Russell (1864-1926) Real reaéer: Austin (1983)

| f

3. Editors (1921, 1927) Class of purchasers

| f

4. Implied author: CMR (1921) ——, Tmplied reader (1921--}

1

3. Narrator: Rawhide Rawlins (1880s-1921)

1

2. Narrator: Charlie Mix (1880s)

!

Ll. Character: Teacher (ca. 1870)

{ Folk audience (1880s--} -

I
External context .

CMR and cronies

Rawhide Rawlins and cronies

I1
Internal structure

Charlie Mix and classmates

I. External Context

The folk tradition was the source of Russel’s tales. That is,
they were stories told orally during the 1880s, the great days of
the cowboy and the open range, and were repeated whenever
the boys got together on into the 1920s. Russell described the
tellers and the audience in his Foreword to Rawhide Rawlins
Stories. ‘

When I came to Montana, which then was a territory with
no railroads, reading matter of any kind was scarce.
Where there’s nothing to read, men must talk, so when
they were gathered at ranches or stage stations, they
‘amused themselves with tales of their own or others’
adventures. Many became good storytellers.?

When Charles M. Russell “came to Montana” in 1880, he had
just turned sixteen. Rebelling against the genteel culture of St.
Louis, Missouri, he never went back except as a visitor. He died
in Great Falls, Montana, in 1926. He experienced life as a
sheepherder, a trapper, a horse wrangler and night herder, and
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for some months as an adoptive Blood Indian. He married in
1896 and, with his wife’s prodding, settled down to the exploita-
tion of his talents as illustrator, sculptor, and painter.*

Meanwhile, he developed, half-consciously, a remarkable
verbal talent. He posed as an illiterate, despite the fact that he
came from a cultured family and attended—briefly and grudg-
ingly—schools in New Jersey and St. Louis. He usually refused
to spell in anything but his own phonetic or anti-phonetic way.
But when he turned his oral folk experience to the printed page,
he proved to be a writer, not of great wisdom, but of tolerance,
perception, and humor, who had the opportunity and intelligence
to record the passing of the free-range era in words as well as
pictures. He was a great letter writer, and his letters, usually
illustrated, have been collected and published. He also wrote
local-color sketches and introductions and even some comic-
sentimental verse.

Russell was conscious of the difference between the art of
telling a story and the art of literature—between the oral
raconteur with his live audience and the writer with his remote
print-oriented reader. Mark Twain made a point of the differ-
ence between the two forms in his own lecturing and writing.
The written version lacks, “for instance, fictitious hesitances for
the right word, fictitious unconscious pauses, fictitious uncon-
scious side remarks, fictitious unconscious embarrassments,
fictitious unconscious emphases placed upon the wrong word
with a deep intention back of it.” Russell’s task, like Twain’s,
was to bridge the gulf between the folk teller and the remote
reader. Russell once used the term “paper talk” in self-
disparaging reference to his writing, and the expression was
used as the title to a posthumous collection of his letters.

Now, before the “paper talk” got to a printed version, it went
through the hands of editors, publishers, copy-editors, type-
setters, and proofreaders—and probably of Russell's wife,
Nancy. Most of the tales that reached print were collected in
Trails Plowed Under (Garden City, New York: Doubleday
1927), published the year after Russell's death. All but eight of
these had been previously published in Rawhide Rawlins Stories
(Great Falls: Montana Newspaper Association, 1925). The
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three books featured illustrations by Russell. In fact, the stories
were treated as background for the pictures.

Russell’s publishers eliminated the crudities of punctuation
and spelling that flourished in his private letters, but they
retained the indications of dialect pronunciation and grammar.
The readers for whom the stories were published were more
genteel and literate—not to say priggish—than Russell’s cronies.
The Doubleday edition, published in New York, was even more
elegant in punctuation, format, and choice of illustrations, than

.the earlier Great Falls editions. Publishers and editors categorize

their audiences, whether I, as reader, like it or not. And I must
submit to this categorization—however reservedly.

A fourth collection of Russel’s stories illustrates the effect of
editors and friends on the end results of an author’s work.
Twenty-two years after Russell's death, a limited edition of
some of his oral stories as retold by friends and acquaintances
was published as Rawhide Rawlins Rides Again: or Behind the
Swinging Doors (Pasadena, California: Trail’s End Publishing
Co., 1948). Much more free in references to the outhouse and
the whore house, these stories represent a phase of Russell’s
story telling that is neglected in the more genteel publications.
But, although they are retold by such professional writers as
Irvin S. Cobb and Will James, they lack the vitality of Russell’s
style. As readers of the 1980s, we are unimpressed by the
bawdiness and let down by the anecdotal slickness. Russell was
a better writer than that, regardless of his editorial restraints.

We come now to the character in this string of narrators. Let
us call him CMR as writer—the figure that Russell with his
background plus his editors would like us to envisage: the
implied author, the idealized author, the public image. In “A
Few Words about Myself.” written in 1926 as an introduction to
the forthcoming Trails Plowed Under, CMR' characterized
himself:

Life has never been too serious with me—I lived to play
and I'm playing yet. Laughs and good judgment have
saved me many a black eye, but I don’t laugh at other’s
tears. I was a wild young man, but age has made me
gentle.
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Thus the genial author to his gentle reader. Throughout his
printed works, CMR’s words about himself were few and
self-effacing.

Self-effacing as he may be, it is this implied author who must
make the crucial contact with his reader. The success or failure
of any piece of writing—indeed, of any act of communication—
depends on the relationship set up between the implied author
and his chosen reader. That relationship may be one of teacher
to student, of preacher to sinner, of salesman to customer, of con
man to sucker, or even of confessor to priest. In Russell’s case, it
might be characterzed as that of a casual entertainer to a remote
but sympathetic audience.

And it is at this point, too, that the reader must put himself
into the relationship. At least temporarily, he must be willing to
be entertained, cajoled, sermonized, or conned. IHe must not
only accept but participate in the role of the ideal reader—the
sympathetic reader that the implied author is reaching out to.
Thus, I, lounging in my suburban Midwestern study, knowing
that I paid my money for this fine copy of Trails Plowed Under,
must reach out to the author and understand.

II. Internal Structure

Next, we come to the analysis of the text—to show how it
reflects the string of authors or “narrators” who composed it. To
make the text real, I have chosen a story that I think is
representative of Russell’s literary craft, “When Mix Went to
School.” It was published in; Rawhide Rawlins Stories in 1921
and reprinted in Trails Plowed Under in 1926.° The two
paragraphs set up the narrative chain. Paragraph 1:

“School days, school days, dear old Golden Rule
days--that’s the song I've heer’d em sing,” says Rawhide
Rawlins, “an’ it may be all right now, but there was nothin’
dear about school days when I got my learnin’. As near as
I can remember them he-schoolmarms we had was made
of the same material as a bronco-buster. Anyway the one
I went to in Missouri had every kid whip-broke. He'd call
a name an’ pick up a hickory, an’ the owner of the name
would come tremblin’ to the desk.”
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The first thing we note is the use of quotation marks,
followed by the words “says Rawhide Rawlins.” Presumably
we have somebody introducing the narrator, Rawlins, and pre-
sumably this is CMR. These are the only words he says in the
whole story, but they are enough to make us feel him lurking in
the background. We also note that they are in the present
tense—the so-called “historical present”—intended to give the
illusion that “you are there.” It is a conventional device in folk
narration and suggests the first-hand down-home grammar of
the tale. The reader is being pleasantly shifted from CMR, the
writer, to the fictitious narrator, Rawhide Rawlins.

The speaker in the quotation marks is Rawhide Rawlins. He
speaks mostly in the past tense in this introductory paragraph.
Here is a case of a deliberate shifting of responsibility. The real
author says to the implied author that a further disguise is
needed: We have to put a paper figure up here, so that we and
our friends and our collaborators will not be directly responsible
for the crudities of expression and impression that we call forth
in our rendition of folk humor. The Rawhide Rawlins of the
original Raewhide Rawlins Stories is not merely a pseudonym,
nor is he a full-fledged character presented by the author or
implied author. He is never described in any of the three
volumes of stories. He takes part in some of the stories, but
mainly as an observer; and more often he is only the narrator of
a tale of someone else, as in the present instance. He serves as
the mouthpiece of the real author but he is not to be taken as the
real author, for he exhibits prejudices that the real author does

not share.

¢

Rawlins is never individualized. Rather he is a type—an
archetype, we could even say—of the Western story teller of the
1880s. We are given no description of the setting in which he
tells the story, but we assume that he is telling it at the ranch or
stage station or behind the swinging doors of the Western
saloon. CMR is among the listeners, now sharing his experience
with his implied ideal reader. We have a unique reference in
Paragraph 1 to a Missouri childhood, but we cannot assume that
this is Charles M. Russell revealing autobiographical facts. Many
cowboys of the Northwest came from Missouri and the Midwest,
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as well as from Texas, New York, Canada, and California. None
were born in Montana. Yet it is the Montana “dialect” that
characterizes Rawhide Rawlins. It is a dialect different from
that of the Oklahoman Will Rogers, for example. It is not the
pronunciation (“I've heer'd 'em sing”) nor the grammar (“when I
got my learnin’”) but the figures of speech (“then he-school-
marms we had was made of the same material as a bronco-
buster”). In fact, it is the figures of speech that make up almost

the whole artistic value of the Rawhide Rawlins—Charles

Russell—stories.

The first paragraph of “When Mix Went to School” introduces
the reader to Rawhide Rawlins. In the second paragraph,
Rawlins introduces Charlie Mix and smoothly shifts us from the
past tense back to the historical present.

“Charlie Mix—maybe some of you knowed him—that
used to run the stage station at Stanford, tells me about his
school days, an’ it sure sounds natural. As near as I can
remember, he’s foaled back in the hills in New York state.
There’s a bunch of long, ganglin’ kids in this neck of the
woods that’s muostly the offspring of old-time lumber
jacks that’s drifted down in the country, an nobody has to
tell you that this breed will fight a buzz-saw an’ give it
three turns to start.”

The tale is supposedly a true relation. “Charlie Mix” may be the
real name, or the range name, of someone Russell knew. Russell
did use real names occasionally, but more often he followed the
Western tradition of av01d1ng or dlsgulsmg the name. He began
the story “Night Herd,” for example: “This yarn, a friend of
mine tells—I ain’t givin® his name ’cause he’s married, and
married men don’t like history too near home.” At any rate, we
are told just enough about Mix to give him a certain credibility
as a Western character, to place his original telling of the story
somewhere around the 1880s, and to place the setting of the
story itself in upstate New York in, say, 1870. But these details
are questionable and are designed to distance us—the ideal
implied readers—from first-hand experience of the story. This
distancing is enhanced by two other artifices. First, we are
already prepared to disbelieve by the hyperbolic style of
Rawhide Rawlins. Second, we are not allowed to hear Mix in

1
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his own words until the very last sentence of the story.

The first two paragraphs of “When Mix Went to School” are
only the frame and scene setting, yet they comprise about a
quarter of the tale. Mix’s story is short and simple. The

roughneck students in Mix’s one-room schoolhouse run out of

town every schoolmaster that can be hired. Finally, their
fathers get together and hire a prize-fighter from New York
City. This prize-fighter, though nameless, is the center of the
action. He is the only person in the string of narrators and
characters involved in the story to receive any direct description
or characterization.

“This gent’s head is smaller than’s usual in humans.
There don’t seem to be much space above his eyes, an’ his
smile, which is meant to be pleasant, is scary. There’s a
low place where his nose ought to be, an’ he could look
through a keyhole with both eyes at once. His neck’s
enough larger than his head so that he could back out of
his shirt without unbuttoning his collar. From here down
he’s built all ways for scrappin’, an’ when he’s standm at
rest his front feet hang about even with his knees .

The prize-fighter turned teacher knows how to handle the
situation. As the boys advance on him, he knocks them out one
by one. He is a kind of updated answer to Washington Irving’s
Ichabod Crane and Edward Eggleston’s Hoosier schoolmas-
ter—certainly. a part of the American folk tradition. The story
ends with Rawhide Rawlins, the prize-fighter-teacher, and
Charlie Mix with his fellow students all talking at once—in the
most complicated tangle of double and single quote marks that
Doubleday & Company could, with all their meticulousness, not
quite deal with:

“When he gets through bringin’ his scholars back to
life, teacher tells the boys to get their song books an’ line
up.

“‘Now,’ says he, ‘turn to page 40 an’ we will sing that
beautiful little song:

“Every Monday mornin’ we are glad to go to school,
For we love our lovin’ teacher an’ obey his kindly rule.

““He makes us sing that every mornin’,” says Mix, "an’
we was sure broke gentle.”™

Mix’s words, the last sentence of the story and the only words



30 MIDAMERICA XiI

directly quoted from him, round out the connection between
“School days, school days,” and the “he-schoolmarms” as “bronco-
busters” of the first paragraph. Further, they cap the tall-tale
savagery with laconic understatement.

It turns out, then, that the naive cowboy artist, Charles
Russell, brandished a smart literary artistry. Hiding behind an
amazing array of masks, he nevertheless persuades us to love
him and to laugh with him, without necessarily condoning the
vulgarity and violence that he talks about. There is a pleasant
romantic distance, in time and space and sentiment, given to the
vulgarities. Further, the tall-tale exaggeration of Rawhide Raw-
lins’s style lets us know, from the beginning, that we are not to
take this seriously.

Yet, with all the distancing, in time and space and sentiment,
there is still an immediacy to those aspects of the story that
Russell wants us to feel. Though we are looking through
binoculars, we are there. We can see and hear the prize-fighter-
teacher, the schoolroom, the big punch-out, and the singing
session. We get this through the description, but it is 2 minimal
kind of descrip-tion which selects a few details and exaggerates
them. It is caricature rather than photographic realism. Also,
the use of direct speech from Mix and from the teacher is
selective but effective. And throughout the story the present
tense not only gives immediacy but holds the chonologic and
narrative complexities in control.

I am ready and eager to admit that Charlie Russell would
have laughed off this pedantic analysis. After all, wasn't the
best teacher a subhuman bare-knuckles boxer? Iam pretty sure
that Russell was only half conscious of his natural craftsmanship
in bringing the folk tale to the printed page—and beyond. Butl
am trying to understand—in more than the sentimental way of
many of Russell's admirers—how such natural craftsmanship
works.?

Southern Illinois University
Edwardsville
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NOTES

1. See, for example, Will Rogers’s Introduction to Charles M. Russell, Trails Ploted
Under {Garden City, New York: Doubleday, 1927). See also “Why and Wherefore”
in Russell's Rawhide Rawlins Rides Again (Pasadena, California: Trail’s End, 1948).

2. I acknowledge indebtedness to Seymour Chatman and other structuralist and
communications theorists. But otherwise, neither the pleasure nor the blame is
vanyone’s but mine.

3. Charles M. Russell, Rawhide Rawlins Stories (Great Falls, Montana: Montana
Newspaper Association, 1921).

4. A thorough bibliography of Russell’s art and writing is Karl Yost and Frederic G.
Reunner, A Bibliography of the Published Works of Charles M. Russell {Lincoln,
Nebraska: University of Nebraska Press, 1971).

5. Mark Twain, “Platform Readings,” in Bernard DeVoto, ed., Mark Tiwwain in Eruption
(New York: Grosset & Dunlap, 1940), p.-224.

6. Russell, Trails Plowed Under, pp. 65-67.

7. Strictly speaking, there should be a closing single-quote-mark to follow the opening
one at “‘turn to page 40 . . .” But should it be following “an’ we will sing that
beautiful little song”; or should there be opening and closing single-quotes around
the verses of the song? Doubleday cleverly uses italics to make us overlook this
deficiency and to capture the ambiguity of the oral tale. Certainly my quibble is
trivial, but it points up the subtle complication of Russell’s multiple point of view.

8. Igratefully acknowledge the goading of Lyle 8. Woodcock, of St. Louis, Missouri—
a Russell collector—who got me going on a subject that has been in the back of my
mind since I was ten years old in Great Falls, Montana, in 1933.



RICH MAN, POOR MAN:
JANET AYER FAIRBANK'S “SUFFRAGE NOVEL”

MaRry JEAN DEMARR

To a reader of the 1980s, Janet Ayer Fairbank’s Rich Man, '

Poor Man (1936) may seem curiously both current and dated. Its
depiction of the struggles for women’s suffrage reminds one,
often painfully, of the battle for ratification of the Equal Rights
Amendment, and its treatment of pacifism during the period
immediately preceding and during the First World War reveals
uncomfortable parallels with the social unrest of the Vietnam
War period and even, perhaps, the current debate over American
policy in Central America. Yet the social, political, and eco-
nomic backgrounds before which Fairbank’s characters move
are so different from ours as to seem almost unrecognizable in
some ways. This creates a curious ambivalence in a contempo-
rary reader and suggests some artistic problems presented to a
social novelist working with materials with which she was
intimately connected, even though the world she described had
already begun to pass away.

Fairbank (1878-1951) was born into a prominent Chicago
family and had a notable career as a volunteer worker for many
of the liberal causes of her day. Among her major involvements
relevant to Rich Man, Poor Man were woman’s suffrage and
Democratic Party politics. Additionally, during World War I,
she was active on the Woman's National Liberty Loan Commit-
tee as well as on the [linois Committee of the Woman’s Division
of the Council for National Defense. These causes may seem to
comport oddly with her novel, which generally treats woman’s
suffrage sympathetically, but which also assumes the Progressive
wing of the Republican Party as the true home of political
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liberalism and which reveals sympathy toward pacifism. Doubt-
less because of Fairbank’s involvement in the campaign for
women’s suffrage and her general sympathetic treatment of
Barbara Jackson Smith, the novel’s suffragist character, Rich
Man, Poor Man has frequently been described as a “suffrage
novel,” a label that is at once too broad and too narrow.

The novel begins on June 14, 1912, as the Republican
Convention is about to start, and ends in the spring of 1929, with
its banker-protagonist looking confidently but a bit wearily
toward a future in which he sees only ease and no challenges.
Using as her center a couple active in liberal political and social
causes, Fairbank parallels their personal growth or development
and the changes in their relationship with the course of the
causes in which they concern themselves.

Actually the third in a trilogy {the earlier novels are The
Cortlandts of Washington Square [1922] and The Smiths [1925]),
this novel stands alone quite well; its major connection with the
earlier novels is through the character of Ann Byrne Smith,
protagonist of the earlier novels but a relatively minor character
in the later book (she is the grandmother of the protagonist of
Rich Man, Poor Man, benevolent and empathetic, but on the
fringes of the action). Also tying the three novels together,
however, is the theme of feminism—or, at least, of the relation-
ship of men and women in marriage.

" As our novel opens, Hendricks Smith, the protagonist, has
just come home to Chicago from Harvard, eager to observe the
Republican Convention and to work for Teddy Roosevelt, who
he is certain will prevail. His Stand-Patter father is horrified; a
banker, he considers T. R. a traitor to his class and a danger to
the economic system. His fulminations against T. R. sound
remarkably similar to those of later conservatives against Frank-
lin Delano Roosevelt {and we are reminded that Fairbank was a
Democrat writing in the early years of the Depression) and
more recently against the Kennedys. Mr. Smith wishes Hendricks
to come into the bank with him, but Hendricks refuses and
becomes a journalist. The splitting of the family thus parallels
the splitting of the Republican Party as a result of Roosevelt’s
candidacy.
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Very different from Hendricks in background, Barbara is a
Kansas librarian when they meet during one of Hendricks’
fundraising trips for the Progressives. Deeply involved in the
suffrage campaign and in liberal Republican politics, she has
already achieved a reputation as a fiery and effective political
speaker. Her close-cropped hair (in 1912, long before flappers
were bobbing their hair as a sign of rebellion) symbolizes her
sturdy independence as well, perhaps, as her lack of conventional
femininity and the sexual coldness which she later reveals in
marriage. She lives with and apparently supports her aged
grandfather, and she has clearly made a special place for herself
in Elida, Kansas. That she works is not a matter of choice, but
she values her ability to contribute to her community and
emphasizes the fact that women like her are not unusual in
Kansas. Her appeal to Hendricks seems, from the beginning,
curiously ambiguous—perhaps paralleling his own feelings of
ambivalance about his family and class. Barbara appeals to him

"both because of the political ideals which they share and
because of the very independence in thought and action which
makes her so strikingly different from the women he knows in
Chicago or Boston. .

Fairbank uses Barbara’s Kansas as a symbol of purity and
innocence. Prohibition of both alcohol and tobacco makes it a
far more wholesome place to live than the sophisticated and
corrupt Chicago which is the novel’s main setting. The conven-
tional tension between East and West is here transferred to the
Midwest, with Kansas carrying the symbolic meanings often
associated with the West and Chicago those usually given to the
East. Adding emphasis to this dichotomy, the oppression of
Kansas’ small farmers and tradesmen by the bankers and
merchants of the East is deeply felt by Barbara, who is suspicious
of all that Hendricks, the Harvard-educated son of a wealthy
banker, represents in his person if not in his ideas. And
Barbara’s liberated appearance and life are evidences of the
greater equality of the sexes there. What we see of Kansas tends
to support both Barbara’s view of it as idyllic and Hendricks’
view of it as provincial and dusty. And similarly, when
Hendricks takes Barbara to Chicago after their sudden marriage,
we see it as supporting both Hendricks’ picture of its vigor and

|
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wealth and Barbara’s notion of the political corruption, endemic
poverty, and oppression of workers which contrast with the
frivolity of the social life of the wealthy class into which she has
uncomfortably married.

Through early portions of the novel, Hendricks and Barbara
are held together by their common political convictions, and
Hendricks defends her against the slurs of all of his relatives
except his grandmother. His dedication to T. R. and the
increasing knowledge of the under-side of Chicago life earned
through his journalistic work keep Hendricks loyal to their
mutual ideals. But even he is upset by the lengths to which her
devotion to suffragism carries her. After the birth of their only
child, a daughter, Barbara is found to suffer from a heart
condition which necesitates bed rest. And yet she spends hours
at the telephone lobbying for the pasage through the Illinois
legislature of the bill which would—and did—give the vote to
the women of Illinois. After passage of the bill, she travels down
to Springfield for the celebration—and is taken seriously ill as a
result. Her headstrong action is seen by everyone in the family,
including Hendricks, as a thoughtless betrayal of her husband’s
and baby daughter’s welfare. But Barbara shows no regret;
when Hendricks, in a special railroad car, comes for her, she
says little more to him than '

“I certainly never thought that Illinois would be the first
State east of the Mississippi to give women the vote! It
will help the national campaign immensely. I can scarcely
wait to get into it.”? .

This dedication, this almost single-hearted devotion to her
cause, is the reason the novel has sometimes been described as a
“suffrage novel.” It would, however, be more accurate to call it
a “progressive novel,” for suffrage is only one (if the most
prominent in the first half of the novel) of the political causes
observed here. Given nearly equal attention in some sections of
the novel is the cause of pacifism. A better definition of the
novel’s central concerns, then, would base its thematic unity on
politically liberal ideas of the day, particularly as reflected in the

history of the Republican Party and foreshadowing (though this
is not overtly indicated) that Party’s loss of its progressive
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impetus as the Stand-Patters, represented by Hendricks™ father,
achieve full control.

Barbara’s intellectual history and the story of her changing
relationship with Hendricks reveal the working out of these
themes. Hendricks, the novel’s protagonist, seems often to
represent the authorial viewpoint, as well as it can be det.er-
mined, and he generally maintains a rather balanced view, being
able to see several sides of issues. Sometimes, he is made
representative also of his generation—especially in his political
differences with his father (Hendricks taking the liberal side and
appearing a radical apostate to his father, as the two -represent
the wings within the Republican Party) but also in his gradual
conversion to support for American entry into World War I an.d
his brutal awakening to its reality in the trench warfare in
France. Barbara serves more clearly as a symbolic character,
important for what she represents and for her influence on othe:r
characters, especially on Hendricks. And what she repl-resen'ts is
principally the devotion to liberal causes and the 1deahs'tlc
certainty that the world can be reformed and made pure which
is also associated with Kansas.

The political difference between Hendricks and Barbara is
illustrated by his less fervent belief in women’s suffrage. To him
it is only one—an important one, but nevertheless only one—of a
complex of progressive causes that he believes in. To her, a
practitioner of “single-issue politics” before that term existed,
suffrage long seems the only cause. When Barbara aligns herself
with the Congressional Union, the more militant branch of the
National Women Suffrage Association, a brief but revealing
exchange with Hendricks ensues:

“There’s only one plank that I am interested in, and

that is woman suffrage.” . . N
“There’s more than one issue in the United States,

Hendricks said slowly.
“Not for me,” Barbara replied, closing her lips with a
new tightness which brought the discussion to a close.
(268)
Thus their early political unanimity is shown for the sham it
always was. Barbara supported T. R. and the Progressives
because she believed that they gave women the best hope for
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suffrage. Hendricks supported them because he believed in the
entire package of liberal causes which T. R. espoused. Addition-
ally, Hendricks was more caught up by the charismatic leader
and had the added impetus of his rebellion against the ideas of
his staid father. Barbara’s political ideas need no analysis—they

- were simply there, as natural to her as breathing and as obvious

as her own ability to fend for herself and care for her aged
grandparent.

Thus when the times, especially the coming of the first world
war and the unsought effects of the splitting of the Republican
Party by the Progressives, force other issues upon them, their
reactions are predictably different. Barbara adds one cause,
that of pacifism, but that cause is always for her inextricably
linked with that of women’s suffrage: like many others, she is
sure that if women, in both the Central and Allied Powers as
well as in the United States, had the vote, then war would never
occur. She becomes a two-issue person, but her fiery devotion
to the cause of women’s suffrage is not lessened, and it always
remains primary to her.

Hendricks’ experience is more complex. He, too, initially
adds the cause of pacifism, but he gradually undergoes the same
intellectual odyssey as millions of his compatriots. Here a
digression may be helpful, to analyze the functions of two other
women characters, for they symbolize various attitudes toward
the war and represent types of womanhood which contrast
significantly with Barbara.

Hendricks™ sister Annette is a young woman, brought up to
be decorative and charming. She falls deeply in love with a
young German nobleman and becomes engaged to him. When
he is called back to Germany at the beginning of the hostilities,
she persuades him to marry her secretly so that they may have
one night together. Karl had been much lionized in Chicago and
after his sudden departure, she finds much sympathy, at first,
but feelings soon change. Annette never reveals the fact of her
marriage, but she continues to defend Karl and his nation against
all criticism. For a time, she seems simply realistic in doing so,
for others doubt the accuracy of the atrocity stories coming out
of Europe. Her defense of her “fiance” is unshaken. But after
he dies heroically, she, too, is affected by the inexorable currents
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of historical events and public opinion; released from the
necessity to defend, she begins to doubt the absolute rightness
of his cause, although she never denies him or her love for him.

Soon after, she again falls deeply in love, this time with a
young French noble, and this time public marriage occurs and
she goes to France with him. Now only the French cause has
any justice in her eyes. Her opinions, we realize, are second-
hand; she takes on the ideas of her man, whatever those opinions
may be, defending them fanatically as her own. Intellectually,
she has no real life. She is representative of an ideal middle-class
Chicago femininity, living through and for her husband. The
fact that she eventually realizes that the French marriage was a
mistake, divorces her husband, and almost immediately re-
marries, this time an Irishman, only reinforces the depiction of
Annette as a charming woman, loving and nurturing, who
knows how to live only through a man. She is an extreme
contrast to Barbara, who is never very passionate sexually and
always absolutely independent and consistent in her political
ideals.

The other woman is Lucy Abbot, a gay young socialite who
people had rather expected would marry Hendricks. After
Hendricks’ marriage to Barbara, she weds a wealthy but middle-
aged man and continues to flirt with Hendricks and any other
man around. Later, in France, when she and Hendricks meet

again, she quite intentionally seduces him. Hendricks recognizes -

her complete self-centeredness, always “determined to have
what she wanted at any cost” (p. 463). Their affair is brief;
initially tormented by guilt about both her and Barbara and
believing her protestations of love for him, he is freed from any
concern for her by his discovery that she had also had an affair
with his younger brother and that her protestations of love to
Pete had been almost identical to those he had heard himself.
Lucy, then, is the purely selfish and sexual woman, living for the
sensation of the moment, loving the admiration of men, and
feeling no compunctions about hurting others. Barbara is like
her only in the intensity of her concentration upon one thing and
the carelessness about other things resulting from that intensity.
Barbara is a much more sympathetic character, because the
focus of her concern is not selfish like Lucy’s, but the contrast
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between these two characters serves both to make Barbara seem
more likable and to point up the potential destructiveness of

such devotion to one thing only as each of these two women
represents.

The similarities and differences of these three women, then,
help to develop major themes of the novel, as the women
themselves influence the protagonist’s development. Like Bar-
bara a pacifist at the beginning of the hostilities in Europe,
Hendricks likes Karl and for a time sympathizes with Annette’s
defense of him and his homeland; but he, along with the general
public, changes in opinion graduaily, leaving Annette alone in
her loyalty to the German cause. Ultimately converted to the
cause of war, he serves in France, participating in some of the
worst of the trench warfare. His affair with Lucy, coming as he
is recuperating from the wounds, both physical and psychic, of
that warfare, teaches him something more about human corrup-
tion. Thus on his return home to Barbara, he is no longer the
idealist that he once was or that she wants him to be.

In depicting the war, Fairbank shifts back and forth between
Barbara’s activities in the United States and Hendricks’ life at
the front. We see Hendricks grappling with life and death,
trying desperately to survive, while Barbara’s continued concern
with votes for women seems in this context trivial and shallow.
Her thoughtless comparison of her three-day jail term with
Hendricks™ battle experience shows clearly how little she under-
stands. In a letter which Hendricks receives after he has come
through a bloody exchange with the Germans, she writes,

“I came down to help [picket the White House], and the
day I went out we were all arrested, and this time held for
trial and convicted. They gave us a choice of paying a
fine or serving three days in fail, and of course we refused
to pay, as we wanted the honor of serving a jail term for
suffrage. It really was thrilling, and I feel now that I can
understand something of what you are undergoing. The
jail was filthy, filled with rats and unfortunate terrible
women who were so utterly indifferent to suffrage that
they actually did not know whether they had the right to
vote or not,” (431)



40 MIDAMERICA XII

Crucial here in trivializing Barbara’s experience is the fact that
we never see it directly; this pasaage from her letter is the fullest
description we are given, and it is placed almost immediately
after a very moving and graphic depiction of Hendricks’ terror
and revulsion in battle.

As presented in the novel, then, Hendricks™ experiences of
war involve true suffering and are for him a maturing experi-
ence. Barbara’s experiences at the same time simply make of
her “a more efficient and a surer person” (521). The contrast
between Hendricks' greater breadth and humanity and Barbara’s
limited but intense vision is thus intensified by their separate
war experiences.

Their reunion after the war only leads them to a final break.
Both are aware of the fragile nature of their marital bond, and
both are determined to try to strengthen it. And yet one brief
conversation brings them closer than they had long been,
reminds us of the gulf between their attitudes, and precipitates
the actual break. They talk, over dinner on Hendricks first
night home, trying to catch up on all that has happened to them
during the separation. As Hendricks tells Barbara of Annette’s
most recent marriage, he says,

“She fell in love, Babs, . . . desperately in love—much
too much to bother about conventions. Don’t you think
there is something splendid in being swept away like
that?”

“Why, no, I don’t,” Barbara said reasonably. “It is
uncontrolled, if you like, but I don’t see where the
splendor comes in.” (524).

As they talk, ironically, her face reveals “the ardor which he
had looked vainly for before” only when she discuses the
campaign for woman’s suffrage (525). Here, in brief, is revealed
the emotional distance between them. Yet Barbara tries to cross
it. Much to his joy, she suggests that they have another child,
seeming to want the child as much from a sense of obligation to
Hendricks, however, as from her own desires. He is deeply
touched by her “sweetness” (527); the depth of his emotion leads
him to wish for absolute honesty with her, and so he confesses
his affair with Lucy. This Barbara cannot accept, and she turns
away from him, leaving them with a sham marriage that endures
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in name only for several more years. Her offer of another child,
ironically, has precipitated the end of their marriage.

Later changes in Barbara are consistent with her intense
concentration on her central cause. The pure and innocent
Kansan, detesting tobacco and alcohol and distrusting such

-~ amusements. of the wealthy as the theater, becomes a Bohemian

inhabitant of Greenwich Village, who both smokes and drinks
(during the Prohibition of which she had thoroughly approved)
and even enters into an adulterous relationship.? But these
changes are actually far less drastic than they seem, for they are
merely superficial glosses over Barbara’s enduring concern for
her causes. The arena has shifted, and the world of ideals and
people living by ideals now seems to Barbara to be in New York
and, after suffrage has been gained, in other causes.

What happens, then, is that Barbara remains a basically static
character while the world around her changes, and her consis-
tency is shown not as a virtue but as a weakness. Even her
commitment to her cause .is made questionable, subtly, in
several ways. After the disagreement which precipitates her
break with Hendricks, we learn later, she had tried to go after
him and had been saved from this surrender only by the fact
that the elevator had already taken him down. The man whom
she later wishes to marry tells Hendricks that his “mistake was to
let her walk out on you. There are times when a woman needs a
clubbing.” He says proudly, “Well, she can’t get away with a
thing with me, and when she got used to it she liked it” (611).
Whether intentionally or not, Fairbank uses here the old stereo-
type the woman who must be mastered, making a mockery of
Barbara’s absolute sense of the equality of the sexes.

The achievement of the vote for women is passed over
almost in silence, surprisingly, as one would have expected this
culmination of years of work and sacrifice to have been a high
point in Barbara’s life. But instead we simply learn that she has
grown increasingly radical. As Barbara and Hendricks are
growing more and more apart but before an open break has
occurred, Barbara takes an apartment in Greenwich Village.
Seeing her new friends, Hendricks is amazed at the apparent
change in her. Although this is not made explicit, it seems likely

that the loss of her old cause has made it easy for her to turn to
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other causes that might seem to replace it. From his viewpoint,
she seems to have changed “to an astonishing extent.”

She was much more combative than she had been before,
and she now considered herself an authority on various
matters about which her husband suspected she knew
very little. (596) ‘

In the novel’s last scene, an epilogue set in the spring of 1929,
happily married to the independent yet feminine woman who
seems to represent this novel’s ideal woman, Hendricks visits
New York and chances upon a May First gathering in Union
Square. Barbara is speaking, with the “clarion note which he
could never forget, and which carried him back to Kansas and
his young manhood” (625). He stops to listen, in a moment
which brings back to him all that was best of her in their early
days together.

Her slim figure had thickened somewhat, and he noticed
with something like shock that now other women were
cutting their hair off, she had let hers grow. She wore it in
an untidy coil on her neck. He did not know what she was
talking about, and did not care, for he knew that nothing
she could say would matter. Phrases in her beautiful,
warm voice came over to him. (626)

The speech seems to consist largely of banal phrases about
democracy, rights of labor, and the dying capitalist system,
although Hendricks never becomes sure of her actual topic. But
that doesn’t matter, and in a beautiful moment—which is
perhaps also the greatest denial of Barbara’s actual under-
standing of the causes to which she has given her life—we are
told that

She finished in a burst of applause, and Hendricks
turned away. He did not want to speak to her, but he was
glad that he had had a glimpse of her in action, for now,
instead of remembering her as she had looked in the
courtroom on the day of their divorce, he could think of
the spiritual beauty in her face when uplifted, as she
always was when speaking, by complete belief in what-
ever cause it was which she was championing. That
wholehearted commitment seemed to him a wonderful
thing, and as he made his way through the dwindling

Rich Man, Poor Man: Jane Ayer Fairbank’s “Suffrage Novel” 43

crowd he found himself envying, as he always had, her
power of consecration. (626)

For Barbara, then, a social, political cause, most principally

that of women'’s suffrage, had always been central to who and

what she was. As it turns out, finally, what was central was not

- the cause itself but the having of a cause. And thus the apparent

radical change in her ideals and way of life is only a superficial
change, for the dedication to an ideal—any liberal or progres-
sive ideal—remains. Being almost totally nonintrospective, she
never realizes this. But even as her dedication to her causes is
ultimately undercut by the novel, Barbara herself is not made
unappealing. Her very consistency and her idealistic longing to
change the world for the better are attractive.

Hendricks does not fare much better, although at first glance
he may seem to. He is now in a fulfilling second marriage and is
successful in his work. What he feels for Barbara is simply
nostalgia for youth and idealism. But the principal tone of the
novel’s ending for him is ennui—his boredom with a life that is
too pleasant, too easy. And there Fairbank leaves us. But that
last scene, we must remember, occurs in the spring of 1929, and
the novel was published in 1936. The implications for the future
of both Hendricks and Barbara are clear. Hendricks will
certainly be knocked out of his wearisome complacency, and
Barbara will soon have every right to believe that she and her
co-workers for social change had been prophets. But Fairbank
does not take us into the momentous events that were so soon to
come. Instead she leaves us contrasting the smug worldview of
the 1920s with the liberal idealism of the days shortly before the
first world war. While she intended us to set against both those
historical periods the very different Depression period so soon
to come, she had no way of knowing that later readers would
also contrast with them another experience of war and another
wave of feminism. Political and social idealism did not seem
quite so easy to Fairbank by 1936 as they had in 1912—and her
novel reminds us that they may seem even less easy in the 1980s.

Rich Man, Poor Man, then, is a novel of social change which
illustrates the complexities of human involvement in causes and
movements. Since Fairbank was herself a social activist before
she became a novelist, it was not surprising that early readers
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and reviewers would see in her fiction what they expected from
her, a reflection of the causes she had herself worked for. And
she did make use of those causes—but not as a propaganist.
Thus this novel is not truly a “suffrage novel” at all; rather itis a
novel depicting the period which saw the climax of the suffrage
movement and which makes some use of that movement as a
subordinate theme illustrating larger concerns. Whether the
novel at last suggests that social activism is futile or worthwhile
is unclear, as its ending points toward a troubled future while
also summing up a tumultuous past.

Indiana State University

NOTES

1. Janet Ayre Fairbank, Rich Man, Poor Man {Boston and New York: Houghton
Mifflin Company, 1936), p. 252. Despite her rather pointed reminder here of Illinois’
crucial role in giving its women the vote by legislative enactment, the first state to do
50 and the first state east of the Mississippi to allow them the vote, she does not later
remind us that Nllinois was also the first state to ratify the federal amendment {in a
close race with Wisconsin}.

2. Ironically, Hendricks had begun the process which was to lead to such apparently
radical change, when he introduced her to life in Chicago and persuaded her that an
occasional social drink would not lead to doom and that the theater could be
uplifting and satisfying.

THE VILLAGE GROWN UP:

N SHERWOOD ANDERSON AND LOUIS BROMFIELD

RocGER J. BRESNAHAN

At the conclusion of Tar, Sherwood Anderson’s semi-fictional
portrayal of his own boyhood in the Midwest, we find the boy
acting out his frustrations the day after his mother’s funeral.
Tar’s mother’s death represents for the reader as well as for the
narrator a distinct break with the past: in a very subtle way,
Anderson shows us that the quiet village life of the American
village is coming to an end. Wandering down to the railroad
station, Tar wishes he were a traincar to be carried off some-
where. Then he imagines being buried in a grain car. Finally
coming to terms with his grief, he doggedly decides to get back
to his work of hawking newspapers on the station platform. The
book concludes with the narrator’s observation: “Although he
did not know it Tar was, at that very moment perhaps, racing
away out of his childhood.”

In this conclusion, like that of Winesburg, Ohio, in which
George Willard’s native town becomes “a background on which
to paint the dreams of his manhood;” place plays a significant
part.! The place is not, of course, the whole significance, but it
contributes to the portrayal of human experience. “The Book of
the Grotesque,” Anderson’s intended title, suggests more clearly
the focal points of the novel than does Winesburg, Ohio. Yet it
may be suggested that the settings of Anderson’s novels, as well
as those of his contemporary, Louis Bromfield, are more than
just the places where the narrative enfolds. They serve to
illumine the narrative itself. In Winesburg, Ohio and Poor
White, as in Bromfield’s The Farm and, to a lesser extent, The
Green Bay Tree and Possession, the setting becomes an addi-
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tional character, changing as the narrative progresses and acting
as a foil to the human characters.

Perhaps the reader is conscious of this extra character most
strongly in Winesburg, Ohio, but it is in Poor White that
Anderson uses the technique most effectively to mirror changes
taking place in the narrative. In Bromfield’s work, too, we see
the towns changing and, as they change, mirroring the changes
taking place in the characters. In the “go-getter” years encom-
passed by these five novels momentous changes were taking
place in American life. According to cultural historian Daniel
Boorstin, it was an era of individual achievement and personal
enterprise.2 Anderson and Bromfield, however, were not so
enthusiastic. In Anderson’s writings there is an overriding
awareness that “progress” is inevitable. Yet this seeming acquies-
cence is deceptive, for progress is often one of Anderson’s
grotesques, particularly in Poor White. In The Green Bay Tree
the industrial phase of Midwestern history is similarly a gro-
tesque that enables Bromfield to explore the notion that the
independence native to the American spirit is lessened by the
coming of the factory and its peasant workers.

In Possession, and especially in The Farm, Bromfield per-
ceives the changing Midwestern town as a more complex
character—still a grotesque, but a multifaceted one. The change
has already taken place, and so the visible decline of a Jeffer-
sonian agrarianism takes on a cost of fatalism. Ironically, it was
only later, after his experiments at Malabar Farm and the trip to
India resulted in his 1937 novel, The Rains Came, that Bromfield
saw he could, in some small way, “restore man’s relationship
with nature” as an individual selfsufficiency that sought to
combine modern theories of agriculture with romantic notions
derived from Jerfferson, Rousseau, and Thoreau.?

Sarah Shepard, Hugh McVey's stepmother in Poor White,
brought from New England a Calvinist belief in hard work.
Though the disappointment of her own hopes for her husband’s
future reduced her at last to silence, Hugh retained something of
her pioneer optimism. Working his way eastward from Mudcat
Landing in Missouri, he eventually settles in Bidwell, ©Ohio, on
the eve of that town’s growth as an industrial center. In large
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part, Hugh is responsible for that growth since his inventions
bring the new prosperity. Hugh’s arrival in Bidwell coincides
with a time when people’s “minds had turned toward the arrival
of the new forward-pushing impulse in American life’* Every-
one in that hopefully-named town seemed to be intent on the
coming of the factories and the need to wake up the town.
McVey's first invention is a plant-setting machine which he
conceives while watching laborers planting cabbage. The
human and the mechanical are strangely confused, as they often
were with early machines. Watching the motions of the farm -
laborers, Hugh “forgot they were human” (80), but the machine
he devised mimicked the arm motions of the human planters.

Anderson’s view of the effect of industrialization on the
towns and villages is a complex one. He shows us the frustration
of the harness-maker, previously secure in the knowledge of his
craft, suddenly faced with cheaper, machine-made harnesses.
Yet the same craftsman invests his life’s savings of $1,200 in the
factory which is to produce Hugh McVey’s inventions. When
the company spends $1,200 on a lathe to do the work of a
hundred men, the harness maker thinks that his investment has
grown a hundred-fold, yet “he wondered why he could not be
happy about the matter”” (133) How the new way of life will
affect the spirit is also ambiguous. “All over the country, in the
farm houses, and the growing cities of the new country, people
stirred and awakened, Thought and poetry died or passed as a
heritage to feeble, fawning men who also became servants of
the new order” (61-62) Still, Anderson does realize the potential
for freeing people from drudgery for spiritual pursuits: Hugh’s
corn-cutting machine “took all the heavier part of the work
away” so that the laborer’s arms did not ache with weariness and
he had time to think. The wonder and mystery of the wide-
open places got a little into his blood” (224)

Poor White contains Anderson’s most fully developed reflec-
tion on the changes that have taken place, an allegory of
industrial men and women “as mice that have come out of the
fields and live in houses that do not belong to them. They live
within the dark wall of the houses where only a dim light
penetrates, and so many have come that they grow thin and
haggard with the constant toil of getting food and warmth?”
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Although “now and then a bold mouse” promises to lead the
others in a revolt against the builders of the house, it always
comes to nothing. The mice often reminisce about the good life
they lived before, but none return to the fields “because long
living in droves has made them afraid of the silence of long
nights and the emptiness of skies” (112)

The allegory of the mice, to which Anderson had hazarded
something approaching an answer in Marching Men (1919),
finds reverberation in Bromfield’s early success, The Green Bay
Tree (1924). In that novel, the Town (never named by Brom-
field) consists of the Hill and the Flats. The immigrant factory
workers live in the Flats and work at the Cyclops Mill which has
destroyed the natural beauty of the Town. The Green Bay Tree
chronicles the fortunes of the Shane family whose steel mill,
now passed into other hands and greatly expanded, blights the
lives not only of the helpless immigrants and blacks whose
bodies feed it, but even of the wealthy Shanes themselves.
Ultimately, the Hill, where the most prominent citizens once
lived, is swallowed up by the expanding mill. Though the
Shanes won't give up their ancestral home, the mill surrounds
them, killing their gardens and dropping soot on their house.

There is not much complexity here. The Mill, representing
the industrialization of the Midwest, is the villian. Old Julia
Shane dies in her house, but her daughters are compelled to seek
their happiness elsewhere—Lily by fleeing to a sybaritic life in
Paris and Irene by throwing herself into settlement-house work
in the Flats. As elsewhere in his work, Bromfield’s bitterness
over the destruction of rural life carries over into his portrayal of
the non-native laborers:

In the Flats, as the years passed, new tides of immigrants
swept in, filling the abominable dirty houses to suffoca-
tion, adding to the garbage and refuse which already
clogged the sluggish waters of the Black Fork. ... And
none of these new residents learned to speak English.
They clung to their native tongues. They were simply
colonists, transplanted, unchanged and unchanging. . . .
And the town held it against them that they did not learn
English and join in the vast chorus of praise to prosperity .

The change from rural village to dirty industrial town is also
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in the background of Bromfield’s Possession (1925), though
fewer references are made to the Town and the Mill. Much of .
the action in Possession takes place in New York and Paris. Even
at these distances the blighting effect of the Town and the Mill
that dominates it is present. Lily Shane’s luxurious life in Paris is
funded by the Mill. Her cousin, Ellen Tolliver, has had to
escape the stultifying atmosphere of the Town in order to
pursue her career in music. Even in Paris “it was extraordinary
how clearly the Town rose up before them. . .. All the years that
Lily had lived in Paris could not alter the fact. . . . Yet all her
wealth came out of America, out of the factories in the dirty
Town which they both despised’® Strangely enough, among the
friends Lily and Ellen cultivate in Paris is one named Schneider-
mann whose blast furnaces at Saarbrucken have similarly de-
spoiled the European countryside.

Bromfield’s largest canvass for showing the “march of prog-
ress’ was his 1933 novel, The Farm. This novel opens in 1900
when the main character, Johnny, is a baby. It moves freely
through the history of the family as Johnny comes to know more
about his ancestors. Of these, the Colonel was the first to come
to Ohio, arriving from Maryland in 1815 in the company of a
guide and a Jesuit priest. By philosophical disposition, the
Colonel is a democrat of the Rousseau mold. Yet he discovers
that his wilderness-reared guide “was all surface and had no
more depth than a friendly dog.” The Jesuit, on the other hand,
was thoroughly intellectual. The Colonel’s philosophy settles
somewhere between those two extremes — the Jeffersonian
dream of the yeoman farmer, but tempered by the hard edge of
reason. Into the history of his family and that of the Western
Reserve there also come the dream-like figure of the Lost
Dauphin and the practicality of Johnny Appleseed.

Bromfield gives much attention to the practice of agriculture
before the mechanical age. “In those days the country had not
yet been invaded by Czechoslovak and Silesian peasants, nor by
ideas of ‘scientific’ farming, and the farms had less the feeling of
orderly checkerboards imposed upon the earth than of little
colonies which had grown out of the earth and belonged to it.”
(76) The end of the era of the farm and the beginning of the
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commercial era is signalled by decay. The once prosperous
farms are abandoned:

. . it was the time when one by one the farms of the
original settlers and their sons were falling into the hands
of tenant farmers who carried their degradation to the
ultimate depths. When a farm became too poor to be
worth a tenant’s trouble he simply abandoned it and
occupied another and farmed that wretchedly until its
poor exhausted soil no longer had any value. The Town
had conquered in more ways than one. It won not only
the economic struggle, but it attracted the sons and
daughters who should have carried on the destinies of that
land cut out of the wilderness such a little time before. . . .

It was a rich land and bit by bit the richness had been
pilfered. (268-269)

Ultimately, the ancestral farm, cutivately, expanded, and main-
tained with great diligence since the time of the Colonel, also
falls victim to commercialization and is sold to land speculators.

Bromfield’s Jeffersonian agrarianism, worked out through
the history of the Western Reserve, makes him seem to have
valued the original English and Scottish stock over newer
immigrants. His references to Jews, particularly in Possession
and The Green Bay Tree, open him to charges of anti-Semitism
such that David' D. Anderson has felt constrained to show that
Bromfield’s was not “traditional anti-Semitism [but] a peculiarly
Midwestern variety” where Jews are perpetually unknown and
alien, the exploiters who are themselves being exploited.® The
Farm corrects the anti-Semitism of the earlier novels:

In that changing world there was no prejudice against
Jews. One sat beside them in school and sometimes they
came to supper and often enough to play in the vacant lots
or in the skeletons of houses in the process of construction.
If you were aware of anything which set the Jews apart
from yourself, it was a difference of tradition, for the rich,
colorful, sensual tradition of the Jews was doubly exotic
against the thin, meagre background of that transplanted
New England town. (159) :

As with Bromfield’s marginal anti-Semitism, so too his depic-
tion of other immigrants seems tinged with nativist superiority,
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but when he turns his attention fully to the plight of the
immigrants there is only genuine compassion. Describing the
workmen as they left their twelve-hour shift at Cyclops Mill in
The Green Bay Tree, he observes their desperate lives with
pointed accuracy: “They were free now to return to their
squalid homes, to visit the corner saloon or the dismal, shuttered
brothels of Franklin Street, free to go where they would in the
desolate area of the Flats for twelve brief hours of life” (87)

When Johnny accompanies his father to collect rents in the
Flats, he is shocked by the “look in the eyes of those haunted,
exploited Bulgarians ladling soup greedily out of a bowl in the
middle of the table’” (The Farm, 157) Bromfield observes that
“black slavery . . . was gone forever, but something else had
taken its place, worse in the fundamental greed of its motives”
(157) At this point in The Farm Bromfield’s indignation cries
out: “It would, I think, be impossible for men to have lived
under worse conditions of oppression, economic, political, or
spiritual. . . .” But businessmen and industrialists continued to
profit from unrestricted immigration coupled with a high protec-
tive tarriff. “That was why men like Aldrich and Lodge and
Smoot sat in Washington making certain that no one should
interfere with the businessmen.’ {156)

Little can be salvaged of the rural prosperity which character-
ized the Jeffersonian dream. Bromfield’s novels before his
Malabar Farm experiment and his trip to India offer little hope.
Sherwood Anderson’s view of prosperity remained one of
sardonic humor. Poor White is set at the opening of the era and
The Farm at its closing. Yet for both Anderson and Bromfield
there were at least partial solutions which may be glimpsed,
even in the early works. One such glimmering solution appears
in The Green Bay Tree as the Shane mansion is about to be
razed to make way for a new railway station. A Calabrian
workman carts the old statuary from the gardens of the manson
and sets it up in his own little garden in the flats. There the
Venus of Cydos and Apollo Belvedre, “scrubbed clean of the
corroding soot” and placed on pedestals “which he himself
constructed of bricks and concrete,” reigned over a little garden
where “the workman cherished them earnestly™:
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So in all the desert of the great mill town there was one
corner at least where beauty was worshipped in a humble
settling of cabbages and tomato vines. In the evening
when the light was not too bright, the little corner looked
for all the world like a bit of a Florentine garden. (336-37)

Michigan State University
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SHERWOOD ANDERSON'S
UNPUBLISHED STORIES

WiLLiAM V. MILLER

Early in his writing career Sherwood Anderson kept few
manuscripts; and when others expressed an interest in collecting
and studying even his most fragmentary drafts, he found this
interest puzzling if not ghoulish. But his attitude changed from
“puzzled” to “practical” when he found in the mid-1920’s that
people would pay for his discarded attempts.! Many of the
holographs and typescripts of Anderson’s work are available to
us today because of that late discovery. Among those manu-
scripts, most of which are gathered in the Newberry Library in
Chicago, are included the eight unpublished stories which are
the subject of this study. Until recently these stories were
unread except by a few stray habitues of special collections.
They are “exhumed” here to examine their intrinsic worth, why
they were never published, and how they illuminate the pub-
lished stories which have found a wide and admiring audience.

The unpublished stories came to light during a systematic
search for story versions through all of the Newberry manu-
scripts. The search was a beginning stage of a project to
prepare a much-needed edition of Anderson’s stories. Before
his death in 1941 Anderson had projected a complete edition of
his stories, but neither he nor anyone since had been able to
provide an adequate edition. Ten potentially valuably stories
were identified during the original excursion through the manu-
scripts; however, two were subsequently rejected: one (“Harry
Breaks Through”) had been published in an obscure anthology
and another, upon closer scrutiny, was judged to be lacking in
necessary form.

53
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A close description of one of the best of the stories, a short
tale called “Bob,”suggests some of the strengths and weaknesses
of the stories. The original manuscript is a very rough draft with
the following penciled note on the first page initialed by Eleanor
Anderson: “Roger Sergel thought this good—the flaws of Tm a
Fool but different.”

The story is similar to some of Anderson’s best-known stories
in a number of respects. The setting is the racehorse scene of
such stories. As in these two stories, the narrator of the story is
the young protagonist who is initiated, or at least learns, in the
mode of a Bildungroman. “Bob” also includes a motif of
primitivism-—in the sense of idealizing animal traits—that one
finds not only in such a racing scene story as “The Man Who
Became a Woman,” but also in Anderson’s veiled racist feelings
for Blacks as expressed, for example, in Dark Laughter. Horses
like Doctor Fritz are, in the words of the story, “amazingly like
people” but often purer, more courageous, and more beautiful.
They sometimes serve as foils for the corrupted, vulnerable
people around them. Also, the sensuality of Bob’s feelings for
the horse is another instance of the heavy sexual ambience one

gl;:.ls in many of Anderson’s stories and, of course, in Winesburg,
io. '

Perhaps the most distinctive quality the story “Bob” shares
with other stories is the technique of building the story around
the essence of a single character. We recall the titles and
subtitles of the Winesburg stories, each featuring not just the
individual but also the quality or qualities which epitomize the
individual—Wing Biddlebaum’s giving hands, Curtis Hartman’s
pervasive struggle between his sensual needs and his religious
role. The narrator in “Bob” discovers a little core of love and
gentleness within the hardened “yegg,” feelings nurtured in
Bob’s childhood when he had been raised among horses.

Why was this story or a more polished draft of it never
published? Perhaps it was too much like “I Want to Know
Why”; or, if the composition of “Bob” predated that of the well-
known story, “Bob” might simply be an earlier version rejected
when the richer narrative took control of his imagination.
However, more apparent reasons may account for its being
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withheld. Especially when “Bob” is compared with the other
racehorse stories, it is inferior in the fullness and adequacy of the
setting details, in the development of the central character, and
in the quality and dramatization of the theme. The reader does
not care enough about Bob, and the nature of the interior-
exterior contrast of Bob’s life does not seem adequately signifi-
cant. These deficiencies contrast with the thematic resonance
of the youth’s poignant questioning and the rich sensuous
imagery of “I Want to Know Why.”

When one surveys all of the eight stories for the purpose of
determining why they were not published, three major aspects
of the stories come to mind: three of the stories were probably
intended to be parts of novels; some of the sexual themes might
have regarded as being in bad taste; and, at least in one story,
the autobiographical element might have been too embarrassing
to the living people behind the fictional portraits.

Anderson wrote seven published novels, not one of which
was a complete success. The novel form was not congenial to
the fictional aptitudes of a writer who seized an idea whole or
not at all and believed that life was lived in moments. In
addition to the seven, he started a number of other novels,
before his first novel was published in 1916 as well as thoughout
his career. A few of these abortive efforts were reshaped into
such stories as the excellent “Unlighted Lamps,” whose chief
character, Mary Cochran, was apparently to have been the
central figure of a projected novel. ‘

Among the eight story manuscripts three appear to be
episodes in, or at least the reworking of materials from, projected
novel-length works featuring the characters Talbot Whittingham,
Sidney and Jane Bollinger, and Earl or Mark Graybeal.* While
the three have enough unity to be considered in a complete
collection of stories, they are lacking, in varied degrees, in the
unity and focus which the larger context of a novel might have
provided.

The story “Fast Woman” will serve to illustrate the measure
of unity and the limitations in these segments of larger fictive
wholes. “Fast Woman” is a twenty-page story set in Cincinnati,
Ohio, and loosely constructed around the life of the fourteen-
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year-old boy Talbot Whittingham. In the dialectic of the story
Talbot’s Uncle Jerry’s life style of gambling, drinking, and

“womanizing is contrasted with that of Talbot’s father and his

sister, Jerry’s wife. The latter two build their lives around
religion and money. At least from Jerry’s point of view, his wife
is frigid. In part because he has no children, Jerry assumes the
role of Talbot’s mentor, particularly concerned that Talbot learn
the distinction, often set forth in Anderson’s writing, between
woinen who are unselfish givers to men and those who are
sexually inhibited and exploitive.®

The story builds slowly and very digressively until Jerry
begins telling a bookmaker at the race track about a woman
named Mary Gordon, while Jerry’s intended auditor, Talbot,

listens nearby. It is a melodramatic tale familiar to readers of

Anderson, featuring a vicious jockey who marries Mary, who
had been an unsuccessful prostitute, and Jerry’s efforts, after he

_is smitten by the dark, diminutive Mary, to mitigate the jockey’s

abusive exploitation of his wife. The drunken jockey is thrown
from a horse and killed, and Mary comes to be kept by Jerry.
But in her inner purity, she cannot go on living as Jerry’s
mistress. She takes a job cooking, is overworked, and soon dies.
“Too bad,” says the bookmaker, and Jerry “looking at Talbot”
agrees and says, “I wish when I was your age I'd a known about
women what I know now.”

In a continuum with a completely amorphous sketch at one

- pole and a perfectly formed story at the other, “Fast Woman”

has enough thematic unity to be regarded more story than
sketch; but is not well focused, the extreme events strain
credulity, and the heavy-handed moralizing suggested above
vitiates the story’s impact. It could be considered as an episode
in a much larger story of Talbot’s development, as in an earlier
form it probably was.

A second plausible reason for witholding these stories from
publication is the nature of the sexual themes. All of these
stories, with the exception of “Bob” which, as we have seen, also

‘has a sexual motif, treat sexual problems between men and

women. To the contemporary reader these stories may not seem
offensive enough to warrant repression, nor remarkably more
erotic or unconventional than Anderson’s better-known fiction,
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but what could be offensive to some are such scenes and actions
as Bob’s relations with the horse, the casual pickups, the
romaticizing of prostitution, incestuous feelings, and the superi-
ority of some casual matings to the sexual behavior within

marriage: -

-An autobiographical problem is a third possible factor
affecting the decision not to publish at least one of these stories,
“Brother Earl.” Under this same title in his Memoirs. Anderson
recounted the tragic story of his younger brother Earl who
visited Anderson and his family during the Elyria years and then
was not heard from in thirteen years.® Earl was found in the
streets of Brooklyn in 1926, the victim of a stroke, and died in
March, 1927. In 1935 Anderson wrote to his older brother Karl
that he was starting a long fictional work based on Anderson’s
sense of Earl's life,” but the most unified manuscript version of
this proposed work that we now have might have been embar-
rassing to the family, had it been published.

The story setting appears to be very similar to the Elyria
scene and features three characters, types which recur frequently
in Anderson’s fiction: a know-it-all businessman (the Anderson
role he later rejected); the misunderstood, victimized wife; and
Earl, the businessman’s artist brother, who feels guilt for being
parasitical. The central action occurs when the wife, in an ill-
considered attempt to help Earl, offers herself as a2 nude model
in a context which clearly suggest seduction. Earl misunder-
stands and feels humiliated and furious that his brother and wife
would ignore his human needs in stereotyping his role .as an
artist. The story does have thematic interest and plot intensity;
but touching as it does to some measure on a real relationship
and living people in questionable taste, it is not surprising that it
was not published.

Every career writer must have hundreds of abandoned
writing projects like “Brother Earl,” and one can only conjecture
about why some stories are not published, especially borderline
stories like the eight described here. The three aspects of the
stories outlined in these remarks could plausibly have inhibited
the publishing process. But, of course, these stories are limited
in varied degrees by the usual problems of form: lack of focus, -
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vague motivation, blurred thematic points. These “lost” stories
are intrinsically valuable and interesting; moreover, as is often
the case with such borderline stories, as I have at least obliquely
suggested, they underscore with hyperbolic lines and colors the
salient and subtle in the best of Anderson’s fiction.

Ball State University
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' JAMES THURBER'S MIDWEST IN
MY LIFE AND HARD TIMES

DoucLas A. NOVERR

James Thurber’s My Life and Hard Times was published in late
1933 within the context of the dramatic one hundred days of the
New Deal legislation of Franklin Roosevelt with its emergency
acts, its relief measures, its financial measures, and its industrial
regulations.! In the wake of these corrective measures came a
“boomlet” and some degree of optimism about the nation’s
financial future as the president assumed “broad Executive
power” to shore up the devastated infrastructure and to stimulate
production, put people back to work, and to restore confidence
in the nation’s institutions. While Roosevelt had demonstrated
that he was a strong and fearless leader and had become a
reassuring friend in his radio “fireside chats,” many remained
uncertain about the many alphabet soup organizations and their
regulatory directives and powers while others feared that a
demagogue had been awakened in the fatherly upper-class
aristocrat whose New Deal might or might not be a fair or
square deal

In the plethora of measures, agencies, and efforts came
confusion and uneasiness as all segments of society were affected
by directives and increased regulation and supervision. Bankers
and investors as well as farmers and workers could react in
wonder and uncertainty about whether measures would benefit
thermn. The brief “boomlet” of the spring of 1933 was followed
by a downturn in the fall, and even the recovery in the spring of
1934 did not produce a sustained recovery. In fact, the worst
was yet to come in 1934—a year which saw violent strikes and

59
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labor unrest and which prompted the rise of political and social
demagogues on the radical left who all had their own panaceas
and axes to grind.

In late 1933 people desperately wanted to believe that FDR’s
“brain trust” would turn things around and that national faith
and trust were needed. However, many of the early programs
had failed to produce results, and a state of desperate emergency
still existed. Reassuring words and frequent press conferences
could restore a measure of confidence, as these certainly did,
but the grim facts could not be dispelled by rhetoric.

Although Thurber’s comic autobiography says little directly
about the Great Depression and in fact focuses on the period in
Thurbet’s life (his “hard times” up to the Armistice in 1918), the
book does have a number of important references to the early
1930’s. In his “Preface to a Life” in the book Thurber notes that
the comic writer of “light pieces” “talks largely about small
matters and smally about great affairs” and that “your short-
piece writer’s time” does not paint a broad, detailed picture of
one’s time, nor should he feel compelled to. The comic writer
prefers a human scale and perspective where routine patterns
domestic situations, and one’s ordinary circumstances serve to
remind one of life’s embarrassments, confusions, and accidents.
The comic writer (as distinguished from the humorist) is uneasy
with the contemporary world and is preoccupied with dealing
with such concerns as approaching middle age, absentminded-
ness, and involuntary actions that leave one humiliated or
chastised by life.

To Thurber, one can only write his memoirs about the ever
present terrors of life as it conspires to upset his attempts to
order and control life and to behave in a sensible and reasonable
way. The “short-piece” writer cannot look at life as a naturalist
or realist novelist might in one or two volumes; he must rely
upon “short accounts of [his] misadventures because [he] can
never get so deep into them but that [he] feel{s] [he] can get
out.”? Inreferring to events of the early 1930s, Thurber’s comic
persona mentions “the ominous rumblings of dynasties of the
world moving toward a cloudier chaos than ever before,” the
crambling of the commonwealth, as well as to “enormous
strides” in such things as “theoretical economics, and the manu-
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facture of bombing planes. . . .” 11-12). The future is ominous,
for whenever economic and political disruptions occur war may
be sure to follow.

To men like Walter Lippmann and Lincoln Steffens (both
mentioned in My Life and Hard Times), Thurber would leave
the job of political and social analysis and the documentation of
the national experience. For him the minor difficulties of his life
were enough to make him maladjusted, anxious, and melancholic.

My Life and Hard Times, then, looks back to Thurber’s early
life in the East Side of Columbus Ohio, during the period from
about 1903 (when he was nine years old and the family had just
returned to Columbus after two years in Washington, D. C.) to
late 1918 (with the Armistice that ended World War I and the
year that Thurber ended his education at Ohio State University).
As Thurber indicates in his “A Note at the End,” he deliberately
passes over the “hard times of my middle years . . . leaving the
ringing bells of 1918, with all their false promise, to mark the
end of a special sequence.” (112) He is emotionally unable to
deal with the period from late 1918 to 1933, particularly with the
“mistaken exits and entrances of [his] thirties”. (113) Thurber’s
career during this period included two exits from Columbus (to
Paris in 1918-1920 to work as a code clerk for the State
Department in Washington, D. C. and in Paris and again a return
to Paris in 1925-26 with his first wife when he tried unsuccessfully
to write a novel) as well as exits and entrances from the world of
journalism. It had taken Thurber some ten years after his first
exit from Columbus to find himself as a writer and cartoonist
with The New Yorker and to find the best circumstances that
allowed him realize his skill as a writer of short pieces who
would show that “personal time” had universal meanings.

My Life and Hard Times demonstrates Thurber’s realization
of the importance of his Midwestern roots and background to
his comic vision and temperament. His early life in a Midwestern
city could now be looked at fondly and critically, for with
emotional distance and the passing of time “the sharp edges of
old reticences are softened” (112) and the comic vision comes
into clear focus. As Thurber looked back to this “special
sequence” before his own life had become confused and dis-
ordered and before the nation headed into the dramatic changes
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of the 1920’s and early 1930’s, he realized the importance of his
family, their unusual and lively domestic life, and his mother,
Mary A. Thurber (to whom this book is dedicated and who
often has the last word that settles the confusions that always
break out between one and three o’clock in the morning in the
Thurber household). Thurber defined humor as being best
when it “. . . lies closest to the familiar which is humiliating,
distressing, even tragic. Humor is a kind of emotional chaos
told about calmly and quietly in retrospect.”? His life in
Columbus up to 1918 had been the “best of times and the worst
of times”, but out of the “emotional chaos” emerged a mature
theory of comedy, a Midwestern style and identity forged from
his formative years in Columbus, and a passionate commitment
to the craft and discipline of literary humor. Now secure and
successful in the Eastern literary world, Thurber would demon-
strate that his Midwestern and Ohio accent and his Columbus
identity gave him his artistic center.

Thurber knew he could never be a Conradean type romantic
wanderer in exotic places, a novelist, or an autobiographer who
could use his life to chronicle the times in a dramatic way. In
the familiar and commonplace he could find comic catharsis.
Humor could enrich our lives with fancy, delight, and laughter,
as well as reconcile us to the limitations, disappointments, and
ultimate tragedies of life (“the claw of the sea-puss gets us all in
the end” as he reminds us of “the inevitable doom that waits in
the skies.”)

In looking back to the Columbus of his youth and early
adulthood, Thurber found the domestic and small-scale social
comedy where the humorous and the tragic lie close together.
This was a remarkably mundane world that was insulated and
provincial. But its humdrum qualities and its stability were the
sources of its charm and relative innocence. It was a world of
silent films, of men struggling to tame recalcitrant automobiles
as if they were still horses, of individuals who had eccentricities,

- paranoias, delusions, and fits without the dubious benefits of
psychology or psychoanalysts to explain them as disturbed
behavior. It is a world where prominent business men or
doctors can panic at the reports that the dam has broken or can
be verbally attacked by a family servant. The many mistaken
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confusions and befuddlements are accounted for in such a
matter-of-fact, documentary way and with such restraint and
understatement, that near tragedies are always. directed toward .
comedy and fantasy.

Thurber’s mad comic world always originates out of confu-

sions, false assumptions, seemingly logical behavior, and im-

probable sequences of events. Common sense can fail com-
pletely as the illogical takes over until order is restored. At the
domestic level order is restored in the “More Alarms at Night”
chapter when Mother chides a confused and disoriented father
and made him sleep in her room after Roy, Jamie’s younger
brother, had awakened his father and said, “Buck, your time has-
come!” and told Charles to get up, which he did and then
shouted the entire family up.

On another occasion Mother orders Jamie and her husband
to bed after the son had awakened his father at three a.m. in
order to learn the name of the capital of New Jersey and caused
his father to dress and flee the room, running “out into the hall,
his coattails and shoelaces flying” in a stunning exit. Mary -
Thurber is indeed a rich comic character in the book with her
confused and groundless fears of mechanical machines, her
remarkable presence of mind to take a dozen eggs and two
loaves of bread in the panic of the dam break, her throwing a
shoe through the neighbor’s window to get their attention, and
her defense of the people biting Airedale dog Muggs because he
was a good judge of character and because he was always sorry
after biting someone and had never bitten her.

In his 1954 “Reply to the Ohioana Sesquicentennial Medal’
Award” Thurber noted that without Mary Thurber he “would
never have been able to write what I have managed to write”
and that he hoped to be able to tell stories as humorously and
skillfully as she could.* Mary Thurber was the dominant figure
in the Thurber household, often, as Robert Morsberger has
noted, creating zany diversions and ludicrous situations that
enlivened the domestic scene.’ Her irrepressible spirit provided
her middle son with inspiration and an attitude that informed his
humor. Looking back on his boyhood and young adulthood in
Columbus from 1903 to 1913, Thurber found that his mother
provided him with not just a comic character: she provided him
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with a comic attitude and domestic comic situation. Her house
was a comic stage replete with doors that were always opening
and closing or refusing to open or being slammed shut and
locked.

As many people realized during the Depression, the simple
pleasures and humorous amusements of family life were to be
cherished, and Thurber realized that the pre-modernity world
and its individual scale, its flexibility, and its rich diversity had
changed significantly. By no means was this pre-World War I
Columbus environment an ideal world. But its small-scale
quality made it human. The frightening and potentially danger-
ous mass panic of over 2,000 people on the East Side of
Columbus the day the Scioto River dam supposedly broke only
lasted two hours as the “Afternoon of the Great Run” chastised a
community and made them painfully aware of their irrationality
and panic.

However, the mass hysteria of World War [ with its unreason-
able fears about German-Americans and its paranoid mentality
continued well into the 1920s and became, as Thorstein Veblen
‘called it, the “dementia praecox” of the 1920’s.® The mass
culture stimulated by advertising and film stars brought with it
the worship of the automobile and technology that signaled the
beginnings of “group civilization.” In My Life and Hard Times
Thurber paid, as he stated, tribute to “. . .individuals about
during the first decade of the century, each possessed of his own
bright and separate values,”” Thurber’s Columbus is one that is
not socially stratified or homogenized. Its Broad and High
Streets are the locus of a society where individuals are known
for their eccentricities and peculiar predispositions as well as for

~ their commonness and ordinariness.

Thurber treats another Columbus and Ohio institution—that
of Ohio State University—with genial humor and somewhat
sharper satire. As an aspiring student who had a disability of
poor éyesight (at the age of seven Thurber had been blinded in
his left eye when his older brother accidentally shot him with an
arrow), Thurber was victimized by a regimented curriculum
and certain requirements in science, physical education, and
military science that he could not reasonably satisfy. In a
reverse paraphrase of the famous gangster film, Little Caesar,
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Thurber says, “Not being able to see, I could take it but I
couldn’t dish it out.” (Thurber also has a parody of the famous
grapefruit scene with James Cagney and Mae Clark in Public
Enemy when Roy, Jamie’s younger brother and the practical
joker in the family, hit the family dog Muggs in the face with a

~ grapefruit at the breakfast table.)

In the "University Days” chapter Thurber has his fun with
the .university’s emphasis on vocational education, its small-
minded and inflexible teachers, its overemphasis on football,
and its lack of a varied student body because of the prevalence
of dim witted and unimaginative agricultural students. The
strongest satire is reserved for the unfortunate way the university
succumbed to the hysteria of WWI. Thurber describes how
each morning “thousands of freshmen and sophomores used to
deploy over the campus, moodily creeping up on the old
chemistry building.” This compulsory military drill was outdated
and irrelevant to the horrible modern warfare of tanks, machine
guns, trench warfare, and chemical weapons. As Thurber
satirically notes,

It was good training for the kind of warfare that was
waged at Shiloh but it had no connection with what was
going on in Europe. Some people used to think that there
was German money behind it, but they didn’t say so or
they would have been thrown in jail as German spies. It
was a period of muddy thought and marked, I believe, the
decline of higher education in the Middle West. (96)
Thurber’s perspective was, of course, shaped by the fact that he
had worked as a code clerk at the American Embassy in Paris in
late 1918 and early 1920 and had toured the famous battlefields
at Verdun and Soissons in the immediate aftermath of The Great
War. Inlooking back at his university military training, Thurber
presents a devastating portrait of General Littlefield, comman-
dant of the student cadet corps. As a student who had failed
drill his first three years, the hopeless senior was badgered and
bullied by General Littlefield even though Thurber had tried
and had in fact been able to master the intricacies of parade drill
movements. :

Thurber’s own experience at Ohio State was, especially in his
last two years when he became active in the campus newspaper -
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and literary magazine and became socially active and popular,
by and large rewarding and beneficial. However, his first three
years there had been filled with embarrassments, painful selfcon-
sciousness, and academic frustrations. The “sharp edges” of
these “old reticences” have been “softened” by the passing of
years as Thurber remembers the pathos of those individuals

~ who accepted the educational institution for what it was and

had to do.

As an informal and sketchy history of Ohio State, the
“University Days” chapter does show how the school began to
measure excellence by the performance of its increasingly
successful football team in the Western Conference or by the
drill performances of its cadet corps—both irrelevant to the
primary purpose of education. To Thurber, military drill and
draft board physicals, which for him came weekly, were
evidence of the increasing regimentation, depersonalization,
and accelerated insanity of American life in rapidly changing
times. The process of examining candidates for military induc-
tion is done by grim and humorless specialists who mechanically
perform their duties. Muggs, the Thurber family dog, had more
personality than these men.

As Thurber moves toward his own uncertain future, the tone
of My Life and Hard Times become darker and more ominous.
Thurber’s metaphor for the out of control future is the wild ride
he takes at a Columbus amusement park on the Scarlet Tornado
roller-coaster with Byron Landis, who takes the two of them off
on a hair raising surge in order to see if he can run the machine.
On the title page of the book Thurber provided a cartoon of the
Scarlet Tornado roller-coaster, which stands in sharp contrast to
the electric runabout cars that might go out of control but which
did not leave one frightened and terrified, only angry and
embarrassed.

Thurber’s book ends with his being awakened by the sounds
of “bells ringing and whistles blowing” to celebrate the No-
vember, 1918 Armistice. The sound grows “louder and more
insistent and wilder” as the relieved nation celebrated its relief
and release from a war that had brought confusion and tragedy
as well as an end to American innocence. America was headed
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for the roller-coaster ride of the 1920s with its modernity, mass
culture, and economic cycles. Indeed, as Thurber notes, a
“special sequence” had ended, as confusions and panics would
come with startling regularity. Thurber preferred to remember
the clocks of Columbus that punctuated life and marked time
for a pre-war society that had continuity and personal time. As
he said in his “Reply to Ohioana Award” in 1954,
I have lived in the East for nearly thirty years now, but
many of my books prove that I am never very far away
from Ohio in my thoughts, and the clocks that strike in my
dreams are often the clocks of Columbus.®
From the perspective of 1933 Thurber could say that he was
“having a fine time now and wish Columbus were here. . ..” (38)
He realized the richness, diversity, and comic potential of his
Midwest Ohio city and his West Side Columbus neighborhood.
He followed in the tradition established by another Midwest-
erner, Edward Eggleston, who believed that the best history
was a record of a people’s culture, not its politics and wars. For
Eggleston, fiction could be history, and local color could
provide a rich texture of the character of a region or locale.
Thurber created a rich cast of Shakespearian characters who
peopled a stage and acted out the dramas of everyday life. Like
the enthusiastic and peripatetic Bottom in Shakespeare’s “A
Midsummer Night's Dream,” Thurber not only directed the
players but wanted to play all parts and to entertain himself and
others ‘

Life was like the Mantell presentation of “King Lear” that
Thurber describes in “The Car We Had to Push” chapter. As
Jamie and his father watched the production, Lear, the Fool, and
Edgar were interrupted by the Get-Ready Man, a local Colum-
bus prophet of doom who rode around town in a big Red Devil
car. The Get-Ready man punctuated the dramatic dialogue
with his bellowed admonitions and warnings.

This fondly remembered incident serves as a perfect meta-
phor for Thurber’s maturing comic vision. The tragic and the
humorous are close together, and the comic is close to the

serious. Life always interrupts art, and comedy reconciles us to

our cosmic fate as well as teaches us to accept life’s setbacks and
limitations. Laughter is a saving grace, a gift from life to take.



68 MIDAMERICA XTI

In the rich human texture and comic vision of My Life and Hard
Times Thurber created his company of players and his drama of
man’s follies and foibles—those “small matters™ that ultimately
matter more to us than “great affairs.” Columbus, Ohio pro-
vided Thurber with the individual scale he needed and the time
that rang true.

As Thurber himself recognized, My Life and Hard Times
was his finest work and his most mature comic vision. It was the
cornerstone of the remarkably productive career that followed,
and would provide the basis for The Thurber Album. It is not
true, as Charles S. Holmes has stated in his nearly definitive 1972
biography of Thurber, that the title of My Life and Hard Times
“would remind all readers that the book was written in the
middle of a great economic depression and had absolutely
nothing to say about it.“® The book clearly reflected the
uncertain mood of late 1933 as well as provided a way of
understanding what had happened to Thurber and, indirectly,
to the nation from 1918 to 1933. Thurber’s gift of laughter and a
comic vision of the near remote past was as important, if not

more so, than all the many serious autobiographies that were.

published in the early 1930s or the serious fireside chats of a
President groping for solutions while sounding confident and
reassuring.

Michigan State University
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A SPLIT IMAGE OF THE AMERICAN HERITAGE:
THE POETRY OF ROBERT HAYDEN
AND THEODORE ROETHKE

CHARLES R. CAMPBELL

Last summer I found myself imitating our founding fathers by
making a pilgrimage across this broad land. Coming from the
well-thatched hills and swamps of southern Michigan, I plunged
into the never-ending space of plains; awed by the overpowering
height of sky arching over the sand hills of Nebraska, the wheat
fields of Kansas, the sand dunes of Colorado, and the stone and
cactus of Arizona.

Did I say I was imitating our fathers? There was a slight
variation. I was sitting in a soft electrically-controlled seat,
bathed in streams of cool air, peering through tinted glass, with
three-hundred and fifty horses pulling me, my family, and a
twenty-two foot house down the road, and the whole conglome-
ration was kept at exactly 55 miles per hour by automatic cruise
control. My journal from June 21 says, “Today it occurred to
me that we're celebrating a uniquely American experience.”

In the fall of 1968, my wife taught sixth grade in a parochial
scbool in a sort of Irish Catholic ghetto in Syracuse, New York.
Three of the boys were constantly telling her exciting tales of
hunting trips “to the country.” The boys had never traveled to
another state or another city, but they enjoyed going together
“into the country” to tramp and hunt. After listening carefully
to several of these stories, she realized with horror that “the
country,” which was so important, so broad, and so wild, was

the jumble of weeds and shrubs growing in and around the .

interstate cloverleafs in the heart of the city. These two w1de1y

separated American experiences are united in and through their
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diversity. It is in the plurality of race and ethnic backgrounds,
spreadeagled on this large continent, that we find the “makings”
of this split image of the heritage. With Ralph Ellison’s invisible
man we can proclaim: “Now [ know men are different and that
all life is divided and that only in division is there true health.”
American poetic experience finds authenticity and strength in
difference; in different images, and differences in the very
doing of poetry itself. Itis to two differing ways of seeing from
American soil, that we now turn.

To loosen with all ten fingers held wide and limber
And lift up a patch, dark- -green, the kmd of living
cemetery baskets
Thick and cushiony, like an old-fashioned doormat...
(from “Moss Gathering,” T.R. )

“That the burning blacks could not be reached

that the Crew abandoned ship,

leaving their shrieking negresses behind,

that the Captain perished drunken with the wenches:

“Further Deponent sayeth not.”

Pilot Oh Pilot Me . .
(from “Middle Passage,” R.IH.)

It's a long way from gathering moss for flower baskets in
Michigan to the voyage of the slaver Amistad, yet, as part of an
inescapable American heritage and a richly diverse poetlc
heritage, the two tales are intertwined.

Theodore Roethke has long been regarded as a poet of
experience. His writings burn with the intensely personal
feelings of a man torn by his desires and frustrations (“I have
married my hands to perpetual agitation,/I run, I run to the
whistle of money . ..”) Inthe poems of his mature years we see
a man who has worked through his troubles, walked along the
frayed edge of insanity and, “as a blind man, lifting a curtain,
knows it is morning,/ I know this change:/. . . The spirit of
wrath becomes a spirit of blessing,/ And the dead begin from
their dark to sing in my sleep.” (“Journey to the Interior,” The
Far Field) Roethke’s poetry builds a picture of a uniguely
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American life; a white, middle class, Midwestern heritage of
roses, greenhouses, hawks, jackrabbits, and telephone poles.-

Robert Hayden’s themes present another uniquely American
heritage, stretching from the filth and blindness and death on
board the slaver, “Deep in the festering hold thy father lies,/ the
corpse of mercy rots with him,/ rats eat love’s rotten gelid
eyes...,” To the contemporary “Witch Doctor,” the jive black
man, religious leader who “dances, dances, ensorcelled and

- aloof./ the fervid juba of God as love, healer,/ conjiver. And of
himself as God.” (Selected Poems) In the process of examining
the poetry of Theodore Roethke and Robert Hayden we seek to
-experience the dialectical nature of these images of American
heritage.

The lives and personalities of Roethke and Hayden seem to
differ greatly (comparing the works and lives of Roethke and
Hayden may be like comparing the strident tones of Buddy Rich
with the ordered simplicity of the “Sweet Erma Preservation
Hall Band”). Theodore Roethke’s life and his poetry seem, in
manifold ways, to represent the essence of American anxiety.
He writes and interacts with people (as a kind of verbal
jousting) with a bravado born of insecurity. Roethke’s marriage
to Beatrice was literally a salvation for him but his demands
were almost too much for her. In The Glass House, Allen
‘Seager writes:

At night he would not go to sleep until be had eight or nine
blankets over him winter and summer, with a blanket or
pillowcase to wrap his head in. This made him sweat so
much that it would wake him after an hour or so and he
would want a clean pair of pajamas; then he would go to
sleep, wake up again and want another pair. There were
often eighteen or twenty pairs of pajamas a week in the
laundry. When he did sleep, he snored so loudly that no
one could sleep in the same room with him.”

(Seager, The Glass House, 238)

A frequent home guest, Robert Heilman, recalls that Roethke

was “a bartender of reckless elbow and overbearing insistence” -

who hated sobriety among his guests. If party guests decided to
leave before breakfast he would look incredulous, aggrieved,
hurt, and unloved (Seager, The Glass House, 239). In his mature
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years, Roethke received many awards for his work, but it was
never enough. Insecurity and his fear of failure were never
dimmed by adulation, whether from individuals, institutions or
governments. :

Both Hayden and Roethke were searching for a heritage;

~ Hayden seeking a reality to be found in brotherhood, in others,

in the people he met, and in history; Roethke almost always
seeking for himself within himself. Roethke was well aware of
this constant self-absorption. In Poet’s Choice, published in
1962, he is asked to pick a “favorite” poem and he chooses.
“Words for the Wind,” saying about it:

For those who are interested in such matters: the poem is
an epithalamion to a bride seventeen years younger. W.H.
Auden had given us his house, in Forio, Ischia, for several
months, as a wedding present. It was my first trip to
Europe. A real provincial, I was frightened by Italy, but
within a few days, the sun, the Mediterranean, the serenity
of the house changed everything. I was able to move
outside myself—for me sometimes a violent dislocation—
and express a joy in another, in others: I mean Beatrice
O’Connell, and the Italian people, their world, their
Mediterranean.

Part four (the concluding section) of “Words for the Wind” says

it even better: :

The breath of a long root,
The shy perimeter
Of the unfolding rose,

The green, the altered leaf,
The oyster’s weeping foot,
And the incipient star—

Are part of what she is.

She wakes the ends of life.
Being myself, I sing

The soul’s immediate joy.
Light, light, where’s my repose?
A wind wreathes round a tree.
A thing is done: a thing

Body and spirit know

When I do what she does:
Creaturely creature, shel—
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I kiss her moving mouth,
Her swart hilarious skin;
She breaks my breath in half;
She frolicks like a beast;
And I dance round and round,
A fond and foolish man,
And see and suffer myself
In another being, at last.
Finding his meaning in others is, for Roethke, a rare and
dangerous experience. In this quest for a very personal heritage
Roethke plunges into “things,” by making his young wife part of
the root, the rose, the leaf, the oyster, and the star. In “Words
for the Wind” Roethke recalls the “things” which are the themes
of many previous poems, especially those from The Lost Son
and Other Poems. In Roethke’s world there is great correspond-
ence between the inner life of the self and the life of nature; the
cuttings, roots, weeds, moss become people who are pushing,
shoving, and breathing: “even the dirt kept breathing a small
"breath” (“Root Cellar”). He is seeking a human heritage by
_pressing back into the beginnings of existence as represented in
the life processes of plants, and even inanimate things come
alive to fight and grow, against the surrounding forces.
That old rose-house,
She drove into the teeth of it,
The core and pith of that ugly storm,
Ploughing with her stiff prow,
Bucking into the wind-waves
That broke over the whole of her,
Flailing her sides with spray,
Flinging long strings of wet across the roof-tops,
Finally veering, wearing themselves out, merely
Whistling thinly under the wind-vents;
She sailed until the caim morning,
Carrying her full cargo of roses.
(Collected Poems, “Big Wind,” 41)
Roethke’s view of nature reminds us of the world of the German
romantics, though more specifically the vision of the modern
romantic of Rilke. These lines from Rilke’s Third Elegy sound
much like Roethke’s world of struggling inner animation.

Ah, there was no caution in that sleeper; sleeping,
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but dreaming, but in fever, how he yielded himself.

He, the new, the shy one, how he got entangled

in the farther-grasping tendrils of inner action

coming to pass, already interwoven as patterns,

as strangling growths, as shapes of beasts of prey.

How he gave himself to it! Loved his innerness,

his wilderness within, this primeval forest inside him

on whose silent debris of collapse light-green his heart

stood.
Loved. Left it, went from his own roots into the
powerful .

sources where his little birth was already

outlived. Lovingly he went down into the older

blood, the gorges where terror lay, still glutted

with the forefathers. And every horror knew him,

winked and knew what was doing. Yes,

the monstrous smiled . . . seldom,

mother, have you smiled so tenderly.
_ : (Duino Elegies)
Because of his insecurity and his problems in coping with a
world of people, Roethke turns to the “farther-grasping tendrils,”
and “strangling growths” of nature. Roethke is probably more
comfortable with Rilke’s “primeval forest” and “gorges...glutted
with the forefathers” than with the bright worlds of the universi-

. ty, the church, or the social structure. In reality, the pushing, -

sucking, grasping world of nature is more elemental and direct
than the world of humans. Roethke once wrote, “I can project
myself more easily into a flower than into a person” (Notebooks,
reel 4, no. 194, Sullivan, Garden Master, 161). Ralph Mills notes
that

What he is aiming at is a poetic history of the psyche
(Roethke’s phrase) which opens with the earliest stages of
life and traces the evolution of the spirit in its ordeal of
inner and outer conflicts, its desire for ‘unity of being’ . . .
that final condition of grace which is a harmony of the self
with all things.

(Ralph Mills, Jr., Theodore Roethke, 6, 7) .
The growth of the human spirit or soul is one of Roethke’s

_constant themes of identity. Starting with a kind of Spartan
;simplicity in the first poem of his first book (“Open Home”)—
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My truths are all foreknown,

This anguish self-revealed,

I'm naked to the bone,

With nakedness my shield.

Myself is what I wear:

1 keep the spirit spare.
—he soon realizes that the growth of the spirit depends on
multiplicity, plurality, and conflict. In an essay entitled “On
Identity” he says of the soul:

This (the soul) I was keeping ‘spare’ in my desire for the

essential. But the spirit need not be spare: it can grow

gracefully and beautifully like a tendril, like a flower.

{Roethke, On the Poet and His Craft, 21)

The soul or spirit which Roethke envisions is a Nietzschian

Ubermench, a spirit which is “self-perceived” (On the Poet and

His Craft, 21) and rises above the pettiness of confusion of the
surrounding world. Along with this, we see a Rilkean emphasis
on the uselessness of intellect and the power of passion.

THE RESTORED

In the hand like a bowl
Danced my own soul
Small as an elf,

All by itself.

When she thought I thought
She dropped as if shot.

‘T've only one wing,” she said,
‘The other’s gone dead,’

Tm maimed; 1 can’t fly;

I'm like to die,’

Cried the soul

From my hand like a bowl.

When 1 raged, when I wailed,
And my reason failed,

That delicate thing

Grew back a new wing,

And danced, at high noon,
On a hot, dusty stone,

In the still point of light

Of my last midnight.

A 3plit Image of the American Heritage: ird

(The Collected Poems of Theodore Roethke, 249)

In this poem from his later years we see the soul which
“dropped” as “she thought I thought,” recovering only “When 1
raged, when I wailed/ and my reason failed.” The self which
Roethke is seeking is an “intuitive” self (“On Identlty ") a raging
passionate self; not a self of logic and reason. We are reminded
of lines from Rilke’s “Eighth Elegy”: “We set it in order. It
breaks,/ We put it in order again and break down ourselves.”
Roethke’s world of poetry is a living cycle of order—disorder,
where the poet tries in his passion to bring order out of chaos
and chaos out of order, while daring, even courting, the danger
of “breaking down” himself. In all of this, the deep longmg is
for unity:

The wind rocks with my wish; the rain shields me;
I live in light’s extreme, I stretch in all directions:
Sometimes I think I'm several.

(“What Can I Tell By Bones™)

Wlth Robert Hayden, the path toward 1dent1ty travels in a
different direction. In place of the strident, anxious pounding
of verbs, we find a world of quiet narrative and observation, a
truly aesthetic world. Where there is excitement and passion, it
is a distanced excitement and passion belonging genencally to
the story and its characters.

As a black poet in America Hayden has, perhaps, a more
complex identity problem than Roethke. Roethke's search for
self carries him primarily into himself and the unpeopled world
of nature. Hayden searches for himself in others; digging into
the ruins of his racial heritage and into the world of people
surrounding him. Hayden gives us a kaleidoscope which uses
faces, rather than bits of broken glass, for the basic stuff of
design. The result is a quiet, though ever-changing vision of
persons, a tumbling wheel of snapshots, always searchmg,
always personal. As Hayden sorts through (his poetry is more
like a “sorting through” than Roethke’s “ragings™) all of these
sources, he is looking for two identities: his personal identity and
his identity as a poet.

Every black artist has the serious problem of wondering

whether he or she is a good artist or a good “black artist.” What -
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does the phrase, “This is a fine example of black writing” really
mean? Hayden, speaking of this problem says:

The tendency of American critics has been to label the
established Negro writer a ‘spokesman for hisrace.” There
are, as we have seen, poets who think of themselves in that
role. But the effect of such labeling is to place any Negro
author in a kind of literary ghetto where the standards
applied to other writers are not likely to be applied to him
since he, being a ‘spokesman for his race,’” is not considered
primarily a writer but a species of race-relations man, the
leader of a cause, the voice of protest.
(Kaleidoscope, Poems by American Negro Poets, xx)
Hayden feels that the most important task of any poet
(including the “black poet™) is to simply illuminate human
-experience. He concludes his introduction to Kaleidoscope with
these comments on “unity.”
It has become expected of Negro poets that they will
address themselves to the race question—and that they
will all say nearly the same things about it. Such ‘group
unity’ is more apparent than real. Differences in vision
and emphasis, fundamental differences in approach to the
art of poetry itself, modify and give diversity to the
writing of these poets, even when they employ similar
themes. And certainly there is no agreement among them
as to what the much-debated role of the Negro poet
should be. (XXIII, XXIV)
“Searching” is a constant theme of Hayden’s poetic path;
sometimes obvious—
Black turkeys children
dogs foraged and played
under drying fishnets.

Vendors urged laquerwork
and glazed angels
with candles between their wings.

Alien, at home—as always
everywhere—I roamed
the cobbled island,

and thought of Yeats,
his passionate search for

a theme. Sought mine.
(“Kodachromes of the Island”)

AT
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—many times hidden within the stories of Sue Ellen Westerfield,
Frederick Douglass, the Witch Doctor, and others. “Aunt Jemima
of the Ocean Waves” is illustrative of Hayden’s quiet, plcture-
taking style. He finds her at a carnival:

Enacting someone’s notion of themselves

{and me) The One And Only Aunt Jemima

and Kokimo The Dixie Dancing Fool

do a bally for the freak show.

............

So here I am, so here I am,

fake mammy to God’s mistakes.

And that’s the beauty part,

I mean, ain’t that the beauty part.

She laughs, but I do not, knowing what
her laughter shields. And mocks

I light another cigarette for her.

She smokes, not saying any more.

Jemima sighs, Reckon I'd best

be getting back. I help her up.

Don’t you take no wooden nickels, hear?,

Tin dimes neither. So long, pal.
A grotesque billboard caricature becomes, in the course of
twenty short stanzas, a warm real person. She could be black,
yellow, or white—no matter—it’s the careful process of observa-
tion, of looking behind, of acceptance that is important. In a
piece like “Aunt Jemima of the Ocean Waves,” Hayden shows
his special gift of spinning lines which are, at the same tlme
passionate and detached.

Roethke once said that one of the main problems with a
search for identity is “What to do with our ancestors?” (On the
Poet and His Craft, 23). It is to his racial and spiritual ancestors
that Hayden turns in much of his work. His ancestors are the
famous names like Harriet Tubman,

And fear starts a-murbling, Never make it,
we'll never make it Hush that now,
and she’s turned upon us, levelled pistol
glinting in the moonlight:
Dead folks can’t jaybird-talk, she says;
you keep on going now or die, she says.
(“Runogate Runogate™)
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or Frederick Douglass,

. . . this man
shall be remembered. Oh, not with statues’ rhetoric,
not with legends and poems and wreaths of bronze
alone, _
but with the lives grown out of his life, the lives
fleshing his dream of the beautiful, needful thing.
(“Frederick Douglass™)

or the unnamed maimed creatures in “Night, Death, Mississippi”™:
Time was. Time was.
White robes like moonlight

In the sweetgum dark.
Unbucked that one then
and him squealing bloody Jesus
as we cut it off.
In this search for identity, Hayden keeps his pose of observer.

Occasionally, there is great passion and emotion in the story and
within the reader, but the poet remains primarily a concerned

observer. Probably Hayden’s most awesome published work is
“Middle Passage.”

Jesus, Estrella, Esperanza, Mercy:
Sails flashing to the wind like weapons,
sharks following the moans the fever and
dying;
horror the corposant and compass rose.
Middle Passage:
voyage through death
to life upon these shores.
“Middle Passage” is a lengthy piece; a fabric woven from
multiple narratives, passages from a slave ship’s log, a ship’s
officer’s diary, testimony at a court of inquiry, and names of
Slavers. All human lives are stirred by periods of “passing
over’; times whén we pass from a standpoint of life to a
standpoint of death, from knowledge to ignorance to knowledge
‘again. This poem concerns a “passing over” of vital importance
for Hayden as a black man, and a “passing over” experience for
America. America’s contradictory stance toward slavery is seen
clearly in these words of a Cuban seaman (from “Middle
Passage™):
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And it distresses us to know

there are so many here who seem inclined

to justify the mutiny of these blacks.

We find it paradoxical indeed

that you whose wealth, whose tree of liberty

are rooted in the labor of your slaves

should suffer the august John Quincy Adams

to speak with so much passion of the right

of chattel slaves to kill their lawful masters

and with his Roman rhetoric weave a hero’s

garland for Cinquez. I tell you that

we are determined to return to Cuba

with our slaves and there see justice done.
Cinquez—

or let us say ‘the Prince’—Cinquez shall die.

The phrase “voyage through death/to life upon these shores”
as well as the ironical names of the ships “Jesus, Estrella,
Esperanza, Mercy” are reminders of the supposed religious
benefits to be gained by bringing “heathen souls unto Thy
chastening.” He uses the religious image as a tool with which to
see more clearly the faces of a people treated worse than cattle.

In the quest for identity of these two American poets, neither
Hayden nor Roethke turned to a “mainstream” religion to unify
the spiritual dimension of their lives. Hayden’s constant em-
phasis on others and on brotherhood meshes well with his Baha’i
faith (Several of his poems concern the life of Baha'u'llah,
prophet of the Baha'i faith.) In the powerful concluding stanzas
of “Words In the Mourning Time” (From a book of that title
appearing in 1970. These sections have been deleted in the 1975
Angle of Ascent collection.) Hayden speaks of brotherhood
with images particularly fitting to his religious beliefs.

We must not be frightened nor cajoled

into accepting evil as deliverance from evil.
We must go on struggling to be human,
though monsters of abstraction

police and threaten us.

Reclaim now, now renew the vision of

a human world where godliness

is possible and man

is neither gook nigger honkey wop nor kike
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but man
permitted to be man.

Roethke stayed aloof from organized religion altogether.
However, in the previously quoted “On Identity,” prepared for
a forum at Northwestern University in February of 1963, just a
few months before his death, Roethke speaks of his turning to
“things” as a sort of religious answer for life:

Everything that lives is holy: I call

upon these holy forms of life. One

could even put this theologically: St.
Thomas says, ‘God is above all things

by the excellence of His nature, nevertheless,
He is in all things as causing the being

of all things.” Therefore, in calling upon

the snail, [ am calling, in a sense, upon

God. (On the Poet and His. Craft, 24, 25)

In lines from “Fourth Meditation” Roethke cries

I think of the self-involved:

The ritualists of the mirror, the lonely drinkers,

The minions of benzedrine and paraldehyde,

And those who submerge themselves deliberately in
trivia. . . . )

How I wish them awake! .

May the high flower of the boy climb into their hearts;

May they lean into light and live;

May they sleep in robes of green, among the ancient

ferns;

May their eyes gleam with the first dawn;

May the sun guild them a worm;

May they be taken by the true burning;

May they flame into being!

(“Fourth Meditation,” Collected Poems, 169)
In the molding of these poems which form this split image of
American heritage, both Roethke and Hayden make the Goe-
thean move of striving for the universal, even the spiritual, by
portraying the specific; for Roethke, the world of the snail; for
Hayden, the lives of Aunt Jemima and Sue Ellen Westerfield.

Spring Arbor College

-4

THE LIMITS OF REALISM IN JAMES PURDY’S
' FIRST OHIO NOVEL, THE NEPHEW

PAauL W. MILLER

Following publication of his first and second short novels,
63: Dream Palace (1956) and Malcolm (1959), both set in
Chicago and based on his experiences there from 1935 to 1956,
Purdy turns for the setting of his third novel, The Nephew
(1960), to the small Midwestern town of Rainbow Center,
modeled on Bowling Green, Ohio, where he lived from 1932 to
1935. In brief, the novel concerns. the powerful influence of
Cliff Mason, the nephew of the title, on his maiden Aunt Alma
Mason, long after he has left Rainbow Center to join the army,
and even after he has been reported missing and finally dead in
Korea.

As will subsequently be shown, The Nephew, like the two
previous novels, is realistic in its detailed representation, with
slight modification, of some of Purdy’s relatives, neighbors,
acquaintances, and experiences. And the Ohio novel is much
closer than the earlier novels to traditional Midwestern realism
in that it undertakes to examine the long-term consequences of
society’s attempted control of individual freedom in a small
town. But Purdy’s novel is clearly at odds with traditional
realism in its insistence on the power of the strong, eccentric
individual to transform society long after his alienation and
departure from the town of his birth, and even after his death,
by his spirit’s communion with the living. Indeed Purdy in
several of his works emphasizes the power of the individual
over society, and the power of the dead over the living, to a
degree that has led critics to label his works surrealistic, Gothic,
or fantastic rather than realistic. Far from illustrating any
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established “school” of twentieth-century writing, however, the
style of The Nephew can perhaps best be described as “stretched
realism,” based on a vision of reality comprehending but funda-
mentally at odds with traditional realistic assumptions about the
relationship of the individual to society and of the dead to the
living. Constantly at war with the realistic conventions he
employs, Purdy subverts the traditions of twentieth-century
realism only to revitalize them in the light of his own distinctive
vision of reality.

At the beginning of the novel, Alma, a retired schoolteacher
with a gift shop that no one ever visits, tries to fill her empty

days by waiting for infrequent, noncommittal letters from the .

nephew; gossiping with and about the neighbors: and bickering
interminably with her 78-year-old brother Boyd, a realtor, over
custard pie and the Rainbow Sentinel. After Cliff is reported
missing, and she is gradually driven to abandon the dream of his
joyous homecoming on which she had pinned her long-term
hopes, she hits upon the notion of filling her days and finding
consolation for her loss by writing Cliff’s “memorial.” Because
of the paucity of appropriate material to be found for the
memorial, she is eventually forced to abandon her project, but
not before coming upon some shocking revelations about CLiff
and her neighbors. More important, in the process of research-
ing and abandoning the “memorial’” she becomes reconciled
with her irritating brother and her neighbors, from whom she
has long been estranged. The mysterious agent of this reconcilia-
tion, appropriately, is the nephew himself.

Although it is the nephew’s powerful impact on the town that
gradually emerges at the central reality of Purdy’s vision, it is the
novel’s many realistic reflections of his life in Bowling Green
which make possible this vision’s convincing portrayal. Indeed
it has long been an open secret in the town that Rainbow Center
is a near reflection of the small Ohio town where Purdy
attended the State College (now Bowling Green State Univer-
sity). This was also the town where his divorced father William
B. (Boyd?) and Aunt Cora lived at 135 Ridge Street in a house
and neighborhood very similar to those portrayed in the novel,
complete with a Heinz ketchup factory nearby as aromatically
. described in the chapter “An Odor of Ketchup?” Indeed one of _
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my local informants has said that when The Nephew was
published, it “rocked the town of Bowling Green” (Kilmer);
another one noted that “everybody” borrowed her copy of The
Nephew, enjoying its local scandal to the full (L. Harrington).
The surface realism of The Nephew can be illustrated from
the two following passages that capture the flavor of life in the-
small Midwestern town of Rainbow Center in the early 1950s,
and, not so incidentally, the flavor of life in Bowling Green
about the same time, or perhaps a few years earlier. The first
passage emphasizes the relationship of an aging brother and
sister who have been living in Alma’s house, and nattering at one
another, for the twenty years since Boyd was widowed. The
particular day described is special, however, since it is the day
the nephew is reported missing in action in Korea (19). The
second passage nostalgically captures the flavor—and smell—of
midsummer in a small Midwestern town with a ketchup factory.

“I know you think Cliff’s not coming back,” Alma said,
and her voice broke.

He had not seen Alma cry for too many years to
remember. He did not know whether she could. How-
ever, at this moment for the first time in recent memory,
he saw her come very close to breaking.

“I hope against hope is all,” Boyd finally said in a
subdued reverent voice.

“If it’s the best you can do!” Alma’s voice was hard and
clear again. .

She rose and went upstairs without her usual dispas-
sionate goodnight. '

Sometimes, after they had done battle together, as

. they had tonight, he would hear her later furiously breaking
wind in her bedroom, and since she was such a proper -
fastidious person, he wondered whether she went to her
bedroom at such times for the reason that she knew she
was going to break wind, or whether she broke wind as an
aftermath of their disputes together. '

Once she had left the room, he leafed through the
Sentinel a few more times, skimming the results of the
state College’s baseball victories, perusing the notices of
new lots opening up on Sugar Ridge, turned the radio on
for a moment to get the weather report, stuck his nose out
the door to test the temperature, then went to his own
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the door to test the temperature, then went to his own
bedroom where he would toss and turn for an hour or two
in his four-poster before drifting off into a restless old
man’s sleep.

In her room, too, Alma was restless, and sometimes
muttered aloud about Boyd’s insensitivity and blindness.
A brother like him, or any brother, for that matter, left so
much to be desired. (21)

In July, the wagons and trucks with the red juicy
ripened fruit were already on their route to the ketchup
factory, and a few days later one smelled the first intense
high odor of mingled tomatoes. spices and sugar.

For the first few days of the ketchup “season,” Alma
was invariably ill. Fortunately, the smell lasted only a few
weeks at the most—but those weeks made up the summer.
At the first frost, with doors and windows closed, the trees
dropping their leaves, one could forget about ketchup and
the ketchup factory until another year.

This summer, with the heat and the heavy burning
- fruit attar everywhere Alma remembered that Cliff too
" had disliked the smell of the cooking tomatoes. One July,
when she had for once refused to teach summer school,
she and Cliff had spent more than the usual amount of
time together. One. afternoon, for a solid hour, while
playmg checkers together, they had taken turns complain-
ing v001ferously against the ketchup factory.

“It’s bread and butter to the people connected with the
industry,” Boyd reminded them soberly. “This whole
town would be broke without ketchup.” And he went on
to remind them that even in the darkest days of the
depression, the ketchup factory had kept going. “Can
openers and ketchup continued to sell during the worst
years of unemployment] Boyd concluded. And now,
Alma thought, remembering her conversations with CLiff
and sniffing the odor that announced summer in Rainbow
Center, Cliff no longer existed, except for the “missing” in
front of his name. (36-37)

As the prototypes of Boyd and Alma Mason in the novel,
William and Cora Purdy provide interesting test cases of its
realism in characterization. William (1877-1964) was the son of
‘Boyd W. (William?) Purdy and Catherine Mason Purdy. (Note
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that the names Boyd and Mason in the novel are taken unchanged
from the Purdy family’s Christian name Boyd and distaff
surname Mason.) Following his divorce in 1930 from Vera Otis
Purdy (1886-1962) in the nearby town of Findlay, Ohio, William
took up residence at the Purdy family home in Bowling Green
where (like Boyd in the novel, whose wife had died) he lived
with his sister and earned his living as a realtor (“William
Purdy”). And just as William’s sister Cora (1879-1966) retired
from teaching in Bloomington, Indiana, to run a gift shop in her
home (IU Alumni; “Miss Cora Purdy”), so her fictional counter-
part Alma, who had been “away most of the time teaching
school in another town” (8), does likewise. But whether Cora’s
life in retirement was as empty and barren as Alma’s in the
novel, I have found it hard to determine from the several town
residents interviewed who knew her. As for the gift shop itself,
it was described by a neighbor of the Purdys, Florence Baird
(the prototype of Fay Baird in the novel) as follows:

Cora’s gift shop was a melange of the many products of
the near and Far East; regional output of the United States
such as pottery from Brown County, Indiana, Colorado,
etc.: antique furniture, china and crystal silver jewelry,
etc. She had a great love for beauty in materials, work-
manship, and glowing colors. (Oriental rugs, for ex-
ample.) [Baird]
Apart from its listing of the gift shop’s typical sales items, th1s.
excerpt from Miss Baird’s letter is interesting for its aside on
Cora Purdy’s keen esthetic appreciation, a quality denied her
fictional counterpart and thus heightening the emptiness of
Alma’s life. In the novel, though several realistic details of the
gift shop are given, it is usually mentioned in the context of its
failure to provide the fulfillment and satisfaction Alma had
anticipated (34): by the novel's end, and thanks apparently to
the transformation of her character wrought by the nephew, the
gift shop’s sales of “pottery and lace” are flourishing as never
before (195-96). The portrayal of Alma and her gift shop, then, is
broadly realistic in its detailed but very selective use of those
aspects of the novelist’s life in Bowling Green that heighten the
fictional town’s emptiness and its consequent need to be enriched
by values that the nephew can supply. Extending the realism of
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its portraits of Alma and Boyd, based on the characters of Cora
and William Purdy, the novel shapes a recurrent autobiographical
persona of Purdy’s novels into the nephew of the title, but
changes the setting from the years James actually lived in
Bowling Green (1932-35) to the period of the Korean War (1950-
52). CHff is an American soldier who early in the novel is
reported missing in Korea and who near the end is reported
dead. (Purdy himself served briefly in the American army
during World War Il but was never posted abroad.} Asin the
two Chicago novels, the autobiographical persona of The
Nephew is an orphan: as recently as 1960, however, when the
novel was published, William and Vera Purdy, though divorced,
were still alive and well. Purdy’s repeated, almost obsessive
portrayal of the autobiographical personae of his novels as
orphans may reflect his sense that the shocking break-up of a
family by divorce is comparable in its impact to the sudden
death of loved ones. In The Nephew this association of divorce
with death is evident when the autobiographical CLff is “or-
phaned by the deaths of both his parents in a plane accident”
(8), or when Boyd comes to live with his sister Alma after the
death of his wife Netta (3, 34), just as his prototype William
Purdy came to live with his sister Cora after his divorce from
Vera.

Several of the Purdys’ near neighbors as well as the Purdys
themselves are included in the novel's realistic reflection of life
in Bowling Green. Among these neighbors two of the most
important are Mrs. N. R. Harrington (Mrs. Barrington in the
novel) and Professor Bernard Nordmann of the State College
(Professor Mannheim in The Nephew). Others include Florence
Baird, also of the State College (portrayed as Faye Laird), a
detective named Clifford Shrader (fictionalized as Willard
Baker who “had been a private detective in Chicago” [16],)
Mary Harbaugh (satirized as the Christian Scientist Clara Him-
baugh); and Mrs. Chas. $. Van Tassel (a well-known Ohio
historian’s widow portrayed in the novel with her surname
unchanged) [Directory]. Though Purdy has been pilloried in
Bowling Green for having had so little imagination as to change
the names of his characters only slightly from their prototypes’
names, these Purdyesque names should not be so lightly dis-
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missed. They not only give evidence of the novel’s surface
realism, but also, in the tradition of the roman a clef, provide
local readers with clues to the actual characters the novelist had
in mind. Adumbrating, but at the same time disguising the
names of the characters portrayed, these altered names signal
that even as they have been changed, so the characters portrayed
may have been changed from their originals. Furthermore,
Purdy’s persistent echoing of the original names of the characters
he writes about may reflect the primitive but still potent belief
(reflected also in the sophisticated debates of the medieval
realists against the nominalists), that names are a form of mana,
aspects of reality giving those who know and use them power
over the persons named, in this case the power to portra; the
individuals named, to the very life.

Some sense of Purdy’s selective, freely adaptive realism in .
portraying the neighbors can be derived from his fictional
portrait of Mrs. Harrington (1868-1955). As in real life, the
fictionalized character was an avid gardener (4, 83). But
whereas in her funeral notice Mrs. Harrington was described
merely as “lame from childhood because of an injured knee”
(“Mrs. Harrington™), in the novel the “old monarch,” as Mrs.
Barrington is called, is presented larger than life, with colorful
attributes ranging far beyond her physical handicap, remarkable
though it is:

Mrs. Barrington’s fame in Rainbow center rested not
only on her mansion and wealth but on an affliction: in her
youth she had lost her left foot in an accident so gruesome
nobody had ever repeated the exact details, and she had
worn an artificial limb ever since . . .

In addition to her property and her artificial foot, Mrs.
Barrington enjoyed each summer an additional notoriety,
the trumpet vine which grew over the north end of her
two-acre estate. Once in bloom, the trumpet vine became,
year after year, the inevitable topic of comment. Visitors
from other counties half across the state came to view it.
The vine itself covered in extent half a city block. During
its flowering, Mrs. Barrington often appeared outdoors,
limping and busy, assisted by a small crowd of college
boys, directing as was her custom all the yard-work on her
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property, and bowing occasionally to some of the more
appreciative “tourists.” (82-83)

Purdy’s fictional portrait of another neighbor, Dr. Nordmann
(1887-1961) of the history department at Bowling Green State, is
also quite recognizable despite its calculated departures from
strict realism. Like Professor Nordmann, the fictional Professor
Mannheim was a popular, respected Professor with a German
accent (as a youth Nordmann served in the German Merchant
Marine before emigrating to America in 1907 [Alumni]}. - And
like Professor Nordmann, Professor Mannheim married one of
his former students after his first wife died. But in order to
portray his fictional professor as a member of a tiny minority
whose academic tenure is threatened in a small, conservative
Midwestern town, Purdy presents Mannheim as a Jew and a
radical socialist, which his real-life counterpart was assuredly
not. (In fact Nordmann appears to have been an arch-conserva-
tive defending the capitalistic way of life, challenging the right
of female students in his classes to a college education, and even
on occasion telling them, “You should be home having babies”
[Anderson].)

The novel’s reflection of the life of 2 small Ohio town, and of
the Purdy family and their neighbors, is close to if not actually in
the mainstream of Midwestern realism, as we have noted. And
indeed the nephew himself, when we first hear of his alienation
and departure from the town of Rainbow Center, seems like a
classic victim of the Midwestern town’s ostracism or excommuni-
cation of its more eccentric, sensitive and (sometimes) its most

“ talented individuals. Examples drawn from Midwestern realists
include such characters as “Wing” Biddlebaum (Anderson’s
Winesburg, Ohio), Paul Hardin and his mistress Evelyn (Whit-
lock’s J. Hardin. & Son), Zenobia Van Essen and Zenobia
Ferguson (Bromfield's The Farm and The World We Live In),
and Kate Gordon (Santmyer’s And Ladies of the Club . . )
[Hughes]. But in fact the nephew is very different from any of
the above characters, and hence a departure from Midwestern
realism, since he is not only influenced by the town but has a
powerful impact on it. He is also very different from Anderson’s
more sympathetic, likeable George Willard, whose impact on
Winesburg is slight even though his reputation among the
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townspeople is high. Thus whereas Willard’s influence on the
town is limited to a few of its “grotesques,” and presumably
ends or diminishes with his departure from Winesburg, Cliff
Mason’s influence on Rainbow Center in The Nephew persists,
and actually grows, after his departure. The end result of the
nephew’s influence is his transformation of the narrow prejudices
and petty cruelties of his Aunt Alma, the novel’s best representa-
tive of Rainbow Center’s traditional values, into broad accept-
ance of a wide range of human limitations and peculiarities, her
own included. The Nephew, then, is a novel of affirmation,
realistic in its reflection of life in a small Midwestern town, but
visionary in its insistence on Rainbow Center’s possibilities,
however remote, for true community based on the town’s
eventual acceptance of the nephew’s non-conformist values.

Viewed in the context of Purdy’s two previous novels,
Alma’s transformation is made possible by her essential decency
as well as by the mysterious influence of the nephew himself. In
contrast to the corrupt denizens of South Chicago portrayed in
63: Dream Palace and Malcolm, Alma, despite hier small-town
prejudices and love of gossip, is a well-intentioned, respectable
person capable in old age of learning from her mistakes when
confronted by them. Morever, her adherence to such traditional
values as patriotism and neighborly hospitality (she always flies
the flag on Memorial Day, and serves her fellow gossips
generous servings of the best chocolate cream cake in Rainbow
Center) keeps her and her neighbors from the extremes of greed
and depravity that are daily manifested in the twentieth century
urban jungle of 63;: Dream Palace and Malcolm.

Although Alma’s good intentions and the desperate emptiness
of her life make her ripe for change, this change would never
have come about without Cliff's powerful influence. One
quality of the nephew that might help explain his extraordinary
impact was his youthful potentiality, or at least the belief he
aroused that “there was something about Cliff that might have
proved exceptional,” to quote the sage Professor Mannheim
(131). Another quality that distinguishes him, indeed his distin-
guishing quality, according to Mannheim, “was the way he
showed, in his face, how.much he was expecting of life” (133).
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Though these two qualities may go far toward explaining why
Cliff was Alma’s favorite among her four nephews, or why,
though neither brilliant nor devoted to his studies, he was
Professor Mannheim’s all-time favorite student, they are inade-
quate to explain fully the persistence of his influence in Rainbow
Center. A third quality, merely hinted at, but which I take to be
much more important than the qualities already mentioned, is
his sense of the eternal. It is no doubt this sense of being barely
touched by time that gave him “that astonishing fresh look, as if
he had just come out of a forest, perhaps, or even a pond, still
dripping a little from his bath,” or that enabled him “to sit with
old people, to talk to them as though no gulf or barrier of age
existed and to be at ease with them” (43-44). This same quality
of being in the world and yet not of it may have given rise to his
non-conformity and to his deep unhappiness with life in time-
bound Rainbow Center, especially after the sudden, shocking
death of his parents. More importantly, it may be Cliff’s sense
of the eternal that enables him to sympathize with, commune
with, and powerfully influence Alma’s spirit at the end of the
novel, in response to her growing awareness of death and
eternity.

We turn now from the mysterious sources of Cliff’s power,
to examine some details of the process by which Alma moves
from her overriding concern with either the future, the past, or
the “specious present” (45, 194) to an awareness of eternity that
sees future, past, and present as one. One of the stages in this
transformation involves the gradual collapse of her hopes that
Cliff will return at some indeterminate moment in the future to
redeem the barenness of her life in the present. Nor does her
attempt to live in the past ultimately prove more rewarding than
her fading hopes of the future. For although her conversations
with Boyd about their shared memories of Cliff cause “vigor or
hope” to stir in her as almost nothing else does, this dwelling on
the dead past likewise fails to sustain Alma’s flagging spirit.
Finally, in a last desperate effort to preserve the past for the
future, thereby giving meaning to the present, she hits upon the
idea of writing Cliff’s “memorial.” But she is soon forced to
recognize that Cliff’s letters, which she had counted on as a
primary source of material for the memorial, are almost devoid

i
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of content. Moreover, though she loved Cliff deeply, she finds
that she knows practially nothing about him, perhaps even less
than some of his former friends (her near neighbors), to whom
she has scarcely spoken over the years. In an effort to eke out
her skimpy knowledge of Cliff for the memorial, she consults
several of Cliff’s former friends and admirers in the neighbor-
hood—Mrs. Barrington, the “old monarch” with her enviable
trumpet vine: the scandal-plagued Professor Mannheim, a Jew
with unorthodox political views who years ago had been caught
at the cemetery with a co-ed “in the absolute act”: and Willard
Baker and Vernon Miller, who have weekend drinking parties
with “women from out of town,” and whom everybody in the
neighborhood but Alma recognizes as a homosexual couple. But
when she interviews these neighbors, she eventually uncovers
the painful truth that Cliff hated Rainbow Center and probably
did not even love the aunt who doted on him so. A further
revelation, stemming from the discovery of huge, blown-up
photos of Cliff in Vernon’s room following a fire at Willard
Baker’s, is that Vernon loved Cliff. And though Vernon assures
Alma that Cliff was not a homosexual, the reader may be left
wondering whether Vernon was even then attempting to spare
her the unvarnished truth. The heart attack Boyd suffers during
the excitement of Willard’s fire is another sustained shock to
Alma, even though he gradually recovers some measure of his
strength.

Perhaps more important than these revelations about Cliff
and her fresh awareness of Boyd's—and her own—mortality, is
the discovery of how blind and narrow her own life has been,
excluding from her frame of reality much of what she found too
painful to face, and much of what did not conform to her small-
town Midwestern prejudices. She has not, for example, realized
how much Professor Mannheim had suffered from fear of unjust
dismissal from the college (125-27); how much Willard Baker
had suffered as a child from his parents’ preferential treatment
of their brilliant younger son Joe, who became a doctor (175); or
how Vernon, adopted by Willard from the Children’s Home,
had suffered from Willard’s homosexual cruelties (190-92). Alma
also learns that even as she has recently suffered from the
knowledge that Cliff never loved her, so “the old monarch” has
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long been pained by the truth that her long dead husband had
never returned her love (205).

Some compensation for the pain of Alma’s belated knowledge
of the world comes from her recognition that she has more in
common with Professor Mannheim, Vernon, and even Mrs.
Barrington than her prejudices had allowed her to admit. By
opening herself to the fears and misfortunes of others and
becoming friends with them, she finds her grief over Cliff’s

“death assuaged to the point where she is ready to put aside the
memorial. She even finds consolation in Mrs. Barrington’s final
wisdom that although Cliff may not have loved Alma, she had
loved him, and still does. “That’s all we dare hope for in this
life,” the “old monarch” concludes, and Alma agrees. And the
reader too is left with the knowledge that although CIiff failed
to communicate his insights to his aunt during his lifetime, they
became a vital part of her life after he was missing, through the
mysterious ministration of his spirit.

The novel’s last chapter, entitled “Threshold of Assent,” ends
with Alma and Boyd sitting in the approaching darkness of their
living room, engaged in a brief retrospective conversation on
their lives together. Serving as the novel’s final affirmation of
Cliff’s values, this last conversation underlines Alma and Boyd’s
new sense of the brevity, fragility and precariousness of human
relationships passing through time to the looming presence of
eternity, and of the singular importance of their spiritual com-
munity with one another—and (by implication) with the nephew
-as well. Using the past tense mixed with the conditional mood
‘to convey her acceptance of the pastness of their lives and the

frightening prospect of their impending separation from one.

another by death, Alma evokes from Boyd a strong confirmation
-of her new outlook, coming like his “as if out of some eternal
darkness” She setting is the night of Memorial Day, “Cliff’s
day,” as Alma calls it, exactly one year after the novels
beginning. As Boyd’s last words in this conversation imply, the
nephew is a brooding presence in the room, no longer alienated
from his aunt and uncle but silently communing with them and
ministering to their spiritual needs: ,

I'm so glad you've been here, Boyd. It would be

pretty all-alone by myself”
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There was a kind of odd fear in her voice that made
him look at her before he said, “I can say the same, Alma,”
his voice thin and trebly in the dark.

“T've thought of CLiff a bit today, Boyd,” she said at
last, and she felt he nodded. “This was his day”

“You mustn’t ever feel he didn’t know,” she heard his

2,20(;;;3 coming to her as if out of some eternal darkness.

Given Alma and Boyd’s history of constant, petty bickering, it is
hard to believe that the deep sisterly and brotherly love revealed
in this dialogue could ever have been fully developed or
expressed without the presence and influence of the nephew,
ironically more communicative with Rainbow Center now-that
he is dead than when he was living,

The Nephew, then, like Purdy’s two earlier novels, is realistic
in drawing heavily on his actual experiences in the Midwest; it is
even closer to traditional Midwestern realism in its conception
and portrayal of the small town as a place where individual
freedom is constantly threatened by the prejudices and conven-
tions of society. It departs from traditional realism, however, as
it suggests the possibility of the dead communicating with the -
living, and in the process, radically transforming society for the
better. Hinting at the ultimate identity of past, present and
future, if not in this world then the next, the novel portrays the
communion of the living with the dead in the eternal moment
that involves yet transcends the “specious present” (45, 194,
209). Indeed the novel ends with a vision of time-defying peace
and harmony that had been realistically foreshadowed early in
the novel, almost as though it were a brief, waking, impossible
dream:

As they [1Alma and Boyd] talked to one another in the
dark, it even seemed to them that they were living their
entire lives all at once, and were in command of their total
personalities. Friends and relatives long dead entered
into their conversation, and the hard implacable void of
contemporaneity was dissipated. One could, so to speak,
see land, breathe air. The night had lifted from night. (48)

In its last two pages the novel portrays Alma and her aging,
valetudinarian brother sitting in the encroaching darkness and
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apparently glowing with “phosphorescence”—in realistic terms,
their white hair still shining in the waning light—that anticipates
the imminent shedding of their corporeal bodies by their
spiritual or ghostly selves (209-10). This traditional image of
luminescence, long associated with the nocturnal appearance of
disembodied spirits, apparitions and phantoms, recalls Purdy’s
use earlier in the novel of the ancient image of the butterfly
emerging from its chrysalis to represent the soul’s immortality as
well as the miraculous renewal of life in nature (184). His
realistic yet symbolic and supernaturalistic treatment of these
images nicely epitomizes the way The Nephew draws upon
traditional Midwestern realism in order to transform it “by a sea
change/into something rich and strange.”
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WRIGHT MORRIS’S EARTHLY MUSIC:
THE WOMEN OF PLAINS SONG

Erren SERLEN UFFEN

At the beginning of Will's Boy, Wright Morris’s autobiographi:
cal memoir, he writes, & la F. Scott Fitzgerald, of his search for
what he terms an “image that is commensurate with my wonder,”
and discovers it to be a “vast tranquil pond on which a light rain
is falling.” The rain, disturbing the calm water, forms “endlessly
renewed and expanding circles.” This image Morris sees as his
“own ponderable cosmos.”! This is a clue to us. If what is
termed a “sense of place” is an author’s personal and visionary
cosmos—the idea of a world—given life and finely shaped by
Janguage, then Morris, by defining the abstract mode of existence
of his cosmos, has shown us a way to understand its concretion
as the Great Plains of his novels. His is a fictive universe, whose
core, once assigned form and “meaning,” moves, like those ever-
expanding circles, into every aspect of the work. The image of
these Great Plains we encounter frequently in Morris’s books, but
nowhere is the sense of them felt more than in the book whose
title itself calls attention to the importance of the image: Plains
Song for Female Voices. Here, also, Morris is clearly expanding
his vision. It is the women in the cosmos—or, more appro-
priately, as the cosmos—who form the radiating center of his
field of vision.

The title, like the vision which informs it, reverberates. It
refers first to the Great Plains of Nebraska, nature stripped to its
arid essence. This is the larger background of the novel, a
physical given and a formidable force which is not so much
actually dealt with in the book {or elsewhere in Morris, for that
matter) as it is a constantly felt presence. The title refers also to
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the “plain” style in which Morris tells the story, a style character-
ized, as was its Puritan predecessor, by an absolute and general
sitnplicity, a lack of verbal embellishment, crystal clarity, and a
bardic straightforwardness and unpretentiousness—a language,
it seems, which is exactly what it appears to be. Nor do we
immediately suspect that there is depth to the simple “melody”
which contains the words of the song: the title, that is, also
refers to the “plainsong” {or “plainchant”) of a medieval liturgical
music, with its characteristic unadorned and unaccompanied
quiet beauty, in the history of song, a kind of Ur-music.

To talk about the Great Plains, “plainstyle,” and “plainsong,”
is really to use the same definitions, couched, in each case, in
language modified-only to accommodate the different realms in
which the concepts exist. In context, even the liturgical aspect
of the music fits, albeit in comic transformation, for, as we are
told early of Cora Atkins, the central figure in the novel, “Cora
had been raised a Unitarian, but she was not a stickler for
denominations” (24).2 And while it is true “She was God-fearing
. . . there were things in the world that scared her even more”
{54). Morris aims to keep his concerns solidly on Earth. The
musical suggestion is meant to be a part of a generalized
simplicity of presentation, a kind of nondenominational and

homey song of the spirit. The music—the “style” and the “song”

taken together—we can read as the way in which the story is
told or “sung”; the Great Plains is the scene of the “song”; the
song itself—its lyrics or content—is Cora Atkins, upon whose
plainness the novel pivots. Another type of woman, the
attractive kind, the narrator speculates early in the book, is
chosen as a wife for reasons clear to everyone—of these, most
obvious is that it flatters a man to possess her—but it is the plain
woman who “. . . gets a second, appraising look to determine
what it is the man sees in her” (7). And so we might read the
whole novel: plainness which exists and functions on so many
levels must, one would think, hide depths.

Cora, even as her name suggests, is the center of Plains Song,
its essence. The book begins near the end, with her, old and

dying. Then, quickly and seamlessly, in flashback, we have her

story. We learn that Cora, at twenty, was sent by her father
West to Ohio from Massachusetts, to her Uncle Myron, a hotel
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and stable owner, in the hope that among Uncle Myron’s
customers, there might be a “taker” for the young woman. She
soon meets and marries the laconic Emerson Atkins, who, with
his brother, Orion, are homesteading government land in Ne-
braska’s Great Plains. Cora returns to Nebraska with him in the
wagon loaded with supplies and along the way has her first—
and only—sexual encounter from which will in the proper time
result her daughter, Beulah Madge. In the remainder of the
book Orion will marry Belle Rooney.; his wife will give birth to
Sharon Rose Atkins and two other girls, the second of whom will
die, and Belle herself will die with the birth of the third child;
Orion will fight in World War I and return home, shellshocked;
Madge will marry and have three girls; Fayrene, Sharon’s
younger sister, will marry and have five girls (one of whom will
produce the single male child mentioned in the novel, who will
begin the fourth generation, which is not dealt with); Sharon
Rose. will study music, leave Nebraska for Chicago and then
Massachusetts, to teach at Wellesley; the older generation will
die; the second generation’s children will grow up, some will
marry, others will not. The action of the book spans a period
approximately from the beginning of the twentieth century to
the early seventies.

We learn only the barest facts of the life Cora led until we are
introduced to her at the age of twenty. Her life, in effect, begins
when the novel does, with her arrival on the Plains. And so
really does the life of the Plains begin then since the land she is
brought to had remained uncultivated and barren until Cora
comes. Emerson Atkins’ young wife is also as unlikely a
progenitor of future generations as the arid Plains are a potential
sustainer of life: “She was never spry, comforting, or twinkling

.., we are told. “Not that she is cold, unloving or insensible.
She is implacable” (2). Even as a young girl, Cora is tall and
firm, “lean. .. angular . . . characteristically solemn,” herself “. . .
fully aware that her clothes hung on her body as if from a
hanger, and no seamstress would refer to her chest as a bust” (3,
4, 5). To her brother-in-law, Orion, “She was indeed a strange
beanpole of a woman . ..” (19).

Cora’s most evident characteristic, perhaps, and the one
which enrages Sharon Rose as she matures, is the explicitness of
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her, her fierce claim on the external and her refusal to submit to
analysis what she sees and feels. This, what Sharon sees as the
“partially conscious” quality of Cora’s life, is, on the contrary, to
Cora, what gives her “the truth of the matter, quite beyond the
resources of argument” (4). In Cora’s world, everything has its
explicit place and everyone has his/her chore to be done at an
explicitly appointed time. This is order to Cora Atkins. Itis this
efficient control of what is hers that makes her content. The
unexamined life is, for her, necessary to maintain order and is,
therefore, the only one that is worth living.

Cora is made to seem a type of Earth Mother of the Plains, a
creator and sustainer of life, as stolid and as plain as the land, as
harsh and apparently unloving as it is, yet as yielding of riches if
properly treated, and possessed of a dignity which arises from
the certainty of knowing her place in the spheres. Morris’s
handling of her is never sentimentalized, as might so easily
happen, given his material, nor is it without irony or humor, as is
appropriate if Cora is to be felt as more than a cipher.
Accordingly, Cora may be an Earth Mother, but no Molly
Bloom is she. Cora is skinny and hardly the sensual type. She
may give birth to a child—the event which effectively begins
the future—but she will always bear the scar to remind her of
the horror of Madge’s conception: in the.inn on the journey to
Nebraska and Cora’s new home, clenched fist in mouth, we are
told, she allowed her “assailant to do what must be done” (14).
Next morning, she discovered that she had bitten her hand to the
bone. “Horse bit her,” Emerson tells the doctor who treats her.
So much for softness and sensuality. Her riches, even in this
regard, must be taken, if not exactly by force, then certainly
without her wholehearted concurrence.

Once arrived in Nebraska, Cora takes possession of her
house, in context the ultimate domestic image and the changes
in (or improvement of) which parallel Cora’s own domestic
development, again ironically because so very prosaically for an
Earth Mother. It is an event—but little dwelled upon—to add
linoleum to her house, and electricity, and an inside toilet, and a
telephone, all of which Cora herself pays for with the money she

has raised selling her own chickens’ eggs. With each improve-’

ment, Cora’s sense of place becomes stronger and so does our
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identification of her with the house she has (with Emerson’s
help, initially) wrought. The house gradually begins to become
one with the Plains. The land, too, is becoming domesticated.
As the earth is worked and yields, the house is added to and
changed, - and Cora, simultaneously, works her way, more

" inextricably, into her world.

‘Houses, in fact, identify other people in Plains Song as well,
and function in these other cases also as emblems of stability.
The novel is punctuated by bits of progress on Cora’s house, the
importance of which is so woven into the fabric of life and
narrative, that we often hear about the changes as aside almost,
apropos of little else in context. We learn similarly about
Fayrene’s and Madge’s houses. The latter woman, fittingly, one
who feels an almost sexual satisfaction in domestic chores,
marries a carpenter, who, of course, builds a house for her.
Sharon Rose, interestingly, does not have a house (because she
also lacks its prerequisite, a husband) but at one point, when an
acquaintance of Ned’s and Madge’s speaks to them of his
interest in meeting Sharon, he makes promises about nothing
else but the sort of house he would build for the “right girl.”

People, Cora especially, become so identified with their
houses, that they do not—and Cora literally cannot—function
away from them. The one time after her initial arrival on the
Plains that we see Cora on a trip it is to the Chicago World’s Fair
in 1933. She is driven there, miserably uncomfortable all the
way, by Ned, Madge, and their daughters. Cora is so far out of
her element that she closes down. In a gas station toilet, “Cora
could do nothing whatsoever but sit there. All of her functions -
had stopped” (140). The “bedlam of the fair itself” dazes and
bewilders her. -Exhausted, she sits with her granddaughters for
a photograph. The image she later saw was to her “so bizarre. . .
it changed the substance of her nature” (142), as if the world
outside of the Plains, by forcing her to see herself from the
outside, to see the tangible fact of herself, made her the object
of a kind of psychic rape, a violation of essence. Even as a
young woman, before her marriage, we know she distrusted
“the graven image” of mirrors: “She keenly and truly felt the
deception of her reflected glance,” especially since the mirror
image “revealed so little of a person so large she was kept in
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ignorance” (4). How much more intense, then, is this distrust
after so many years of establishing her identity. - She cannot now
deal with an image so new, so physical, and so alien from that
sense of being by which she has defined herself. Driving home
from Chicago, they stop briefly for a boat ride; on the boat,
Cora rises to get out, becomes confused, and falls into the lake.
Ned drives them home without stopping,.

When Cora dies, so identified has she become with the land
and the house, it is poetically apt that they die, too. Indeed,
near the end of Plains Song, as Sharon Rose drives with her
niece, Caroline, to Madge’s house, Caroline stops to show
Sharon that _

This pitted field of the stumps of dead trees was all that
was left of Cora’s farm. All that was left of the trees,
planted by Orion and Emerson, that had led all the way to
the pasture, where Sharon and Madge, bringing in the
cows, ran like the wind to keep from stepping on some-
thing. “Nobody wanted it,” said Caroline. “There was
nothing worth saving.” (200)
As they leave, “A machine, almost as large as a house . . . cuta
swath through the field that left nothing but stubble” (201}. Cora
could’t have lived to see the encroachment of the modern world,
the machine invading and destroying her garden.’

The tone of Plains Song is determined by the vision of the
characters, throughout most of the book by the way Cora,
especially, sees and feels her experiences.  Her connection to the
land and the contentment she derives from it create a lyrical,
‘elegiac mood which, in turn, suggests her harmony with her
surroundings. We do not know this from Cora herself, of
course. She is silent. Morris makes the event itself speak for
itself. There are few authorial comments and very little analysis
of behavior. The chameleon-like third-person narrator sees
through the eyes of various of the characters, but rarely intellec-
tually objectifies an event, much like a less exquisite Henry
James, one who chooses to suggest depths, but not to plumb
them. The resultis a book of nuances. We feel what the people
feel. If they do not think about the ramifications of their
experiences, we cannot presume to. There is also little dialogue
in the novel. When there is discussion, it feels oddly intrusive,
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harsh human voices disturbing the natural silence of the environ-
ment—of which Cora is a part. If we “understand™ Cora it is
bardly because someone has told us how to. What we do
recognize is the consistency of Cora’s responses and these
become a basis for our sense of her. Even given this, we are still
not free to analyze in any traditional, critical way. Ideas are not
what motivate Cora Atkins and to assign her a vision external to
her intellectual or psychological purview is to impose on her a
complexity she neither merits nor desires, and it is to do her a
disservice. Cora is precisely what she seems to be.

This fact, however, is a difficult one for Cora’s niece, Sharon
Rose, to accept. Sharon is not content with an intuitive response
to her environment. She does analyze and is herself open to
analysis from us. Accordingly, with Cora’s death and Sharon’s
ascendance to center stage, the tone of.the book changes. It
becomes less lyrical and somehow more furtive, as if the world
of Plains Song were lessened by the superimposition of the
analytical and the intellectual. Sharon, even as a young girl, put
herself at odds with her aunt. She would allow Cora her
simplicity because Sharon fears its reflection in herself; she sees
the “great alarming silence of her nature, the void behind her
luminous eyes” as a suggestion of “a similar hollow in her own
being” (200). To protect herself, Sharon adopts an intense
independence against the quietness of Cora and the seductive
nature of the void. Sharon’s stance presents an irony that she
cannot recognize: it is Cora, in fact, who prides herself on her
independence, on never being beholden to anyone. She is a
woman who “would manage to care for what was hers” (56),
including, perhaps most important, her unassailable belief in the
correctness of how she lives. Once, when Madge tells Sharon
she will marry Ned Kibbee, Sharon, hurt and enraged, “had
screamed, ‘Is he looking for a wife or a housemaid?™ Cora, to
“teach her,” smacks her on the palm with the back of a
hairbrush, an uncharacteristically violent act for her, but an
instinctive one. Cora “felt the deep silence of her soul threatened”
(201) by Sharon’s attempt to subvert what amounts to her
essential nature and her harmony with what is hers.

It is ironic, too, that Sharon, the opposer of natural harmony,
is literally a musician, a pianist possessed of a natural ear, who
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plays, we are told, with the appeal of a “Wunderkind, a
prodigy” (80). In music she is “nimbly” able to evoke “the
harmony of the spheres,” but the evocation is ultimately false,
the work of the Wunderkind as “conjuror” (81). Audiences may
be drawn into the beauty of Bach’s “Partita in B-flat Major,” but
the engagement, immediately glorious as it might be, is neverthe-
less ephemeral because it constitutes a response to artifice. This
is emblematic of Sharon’s own link to the real—natural—music
of the spheres: “. . . her most habitual and salient characteristic”
is “to withdraw, to disengage” (187), and preserve, at whatever
cost, her “customary independence” (229), her choice, that is, of
hiding her emotions. These characteristics are precisely those
she finds most obnoxious in Cora. Her recognition of their
likeness, her repellence for the life Cora has chosen for herself
and, at the same time, her odd pride in it because, despite all,
Cora is strong and impressive and dignified, define the ambiva-
lence of the adult Sharon. She appreciates Cora’s choice and, at
times, mourns her own inability to be a part of the plainness, yet
Sharon despises Cora’s sacrifice of the intellectual life. The
overriding irony here is that Cora’s lack of intellectual skills—or
her choice not to use them—is what makes the real complexity
of the novel. We can understand the mind and actions of
Sharon Rose. but the essence of Cora remains enigmatic.

A further irony is that the harmonic center of the novel
resides precisely in the mystery of Cora. With the increasing
importance: of Sharon Rose and the other three prominent
female figures—Madge and her daughters, Blanche and Caro-
line—Plains Song not only loses its lyricism, but its sense of
dramatic continuity as well. The book begins to fall apart—
intentionally, I suspect, on Morris’s part. With the loss of Cora,
the wholeness that once defined life is also lost. This is
suggested by a new abruptness of tone late in the book and,
interestingly, what appears to be an abruptness also of character-
ization, a piece-meal quality of sorts in the literary making of the
generations succeeding Cora. Whereas earlier we were given
time to pause over passages, over characters and events, to
linger over and savor them, now Morris allows no leisure for that
luxury. There is now a specialization of character, a loss of

wholeness, and consequently, a kind of spasmodic quality to the °
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response-to experience which is, perhaps, an inevitable result of
time. In another sense, what we have is the distillation of the
core of Plains Song.*

With Sharon Rose, the qualities that were Cora’s begin to be
wrongly- emphasized; misappropriated, unclearly focused. In
hg:r case, however, there is justification. She, after all, was not
directly descended from Cora, but was the daughter of Orion
and his first wife, Belle, a wild child of the Ozarks whom Cora
used to marvel at, “so ignorant and so alive” was she (45). But
Madge, Blanche, and Caroline are indeed the child and grand-
children of Cora and, accordingly, are literally extracts of her,
each possessing a portion of the whole that is Cora, the portions
changed from the original—usually intensified—only by the
passage of time. Madge, for instance, is not a thinker, nor does
she have any of the spiritual depth promised by the profundity
of Cora’s silence. She is a purely physical being with a soul of
the most pristine domesticity. The fact that her chores were
endless “reassured her”; she loved the feel of the washboard
under her knuckles; she found great pleasure in the “glide of the
iron” (110); she enjoyed sex, “scarcely admitting it to herself”
(107); and, still quite young,

... Madge moved around like a grazing cow. She heaved
herself out of chairs, eased down with a whooshing sigh,
and yet these effortful movements seemed to increase her
contentment. She oozed creature comfort. She smelled
1(1%(3% ;1 pail of warm milk or sheets dampened for ironing,.

Madge’s oldest child, Blanche, resembles her mother not at
all, but she is very like her grandmother in “her solemn compo-
sure,” the “Sphinx-like” quality of her (131), even in the fineness
of her fair complexion. As she grows, Sharon, who is normally
intimidated by children;-finds herself so entranced by the
strange child (and perhaps by her resemblance to Cora), and by
her peculiar, unreal beauty, that she arranges for her to be
enrolled in a nearby school so that Blanche might spend
weekends with her. At school, Blanche is absolutely at ease, but
with no interest in any academic subject. She seems, in fact,
utterly devoid of intellect, only a partial, other-worldly being, so
much defined by the spiritual as to lack any other human
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attribute. Nowhere is this clearer, or stranger, than in a scene
toward the end of the novel, when Sharon returns to the Plains.
She is having dinner with Madge, her family, and with her own
younger sister, Fayrene, and her family. A bird—"a parakeet or
a canary” (212)—is loose in the house. Blanche, a woman now
in her thirties, extends her finger, the bird perches on it and
pecks at some food she has placed between her front teeth:

Sharon could hear the sharp metallic click of the beak on
the teeth. She believed her eyes, but her emotions were
confounded. The kinship seemed so natural Sharon would
not have been surprised if the bird had picked lice out of
her hair. She felt withdrawn from the scene, as if she saw
it through a window, or within the frame of a painting.
(213)
Blanche’s younger sister, Caroline, is as different from Blanche
as Madge had been from Sharon. Caroline, who plays only a
brief role at the end of Plains Song —she picks Sharon up at the
airport in Lincoln and drives her-to Madge’s house—brings us
intellectually, albeit superficially so, into the 1970’s. Caroline, in
whom the toughness of her grandmother has become something
more like pigheadedness, is little more than an unflattering
rubric of the new feminism. She brusquely accuses Sharon of
having “turned it off because you couldn’t face it” (198), not
bothering to define the “it.” We, however, can guess “it” to be a
way of living—Cora’s most surely—and she is correct, but
incapable of understanding, or even wishing to understand
Sharon’s response. Yet Caroline herself is also unforgiving of
Cora, to whom she blindly denies her having had the ability to
choose. Cora “never complained,” she explains to Sharon:

“At least I can complain,” Caroline said, “She couldn’t.”
With an effort, Sharon said, “She could have, Caroline,
but simply wouldn’t.,”
“Could or wouldn’t, she didn’t,” said Caroline, “and
now she’s dead.” (201)

Caroline is insensitive and sullen, unable, as Sharon is not, to
see beyond the appearances of things. But Caroline is really as
much a symbol of contemporary life, its philosophy, and its
effect on the Atkinses as she is a functioning member of the
family. The closing sections of Plains Song, in fact, are con-

b o it
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cerned a great deal with feminism, an apparently anomalous
subject in this novel until we realize that this theme, too, is
meant ultimately to serve as a contrast to the beliefs of Cora
which—and this is a contrast in itself—are not nearly so easily
classifiable. Aside from Caroline, the only other feminist we
have in the book is, in quite a different way, hardly more
sympathetic: Alexandra Selkirk, a strident, flambuoyantly comic
figure, reminiscent of some of the grotesques of Morris’s early
novels, most notably Miss Throop and Miss Kollwitz of What a
Way to Go (1962), befriends Sharon briefly in the last few pages
of the novel. Other than these sections at the end, the only other
inklings of feminism we are given are somé ideas of Sharon’s we
learn about earlier, her desire, for instance to keep the adolescent,
Blanche looking like a child, no one an “idling male would
molest” (154), and her view that women are too willing to allow
men to bag them like trophies (86); but these beliefs may as well
be evidence, most simply, of a fearful overreaction to experience,
or, more complexly, of latent lesbianism or asexuality, as much
as they are of incipient feminism. To give Morris the benefit of
his readers’ doubts, his too brief and uncomplimentary view of
feminism, housed as it is primarily in Caroline Kibbee and
Alexandra Selkirk, may be ambiguous because Cora has been
presented so absolutely unambiguously. These other women,
that is, have made an idea into a lifestyle. They have refused to
temper the abstract and the intellectual with the spiritual and,
indeed, even with the physical. By so doing, they have sacrificed
personal wholeness and the richness of the past, exemplified
here by Cora Atkins.

It is a particular shock to realize that Caroline espouses
feminist principles, but not because of who she is or, in fact,
even because of what those particular beliefs are. The shock is
that there is militant feminism at all; we have reached the 1970’s
unawares. The passage of time is dealt with in Plains Song
approximating what occurs in reality: events, as they are
happening, often seem to progress slowly, and then, with

. stunning swiftness, the present has gone. This way of compre-
- hending the temporal is especially disconcerting in this novel

because we are rarely precisely certain of where we are in time.
Morris uses few historical markers. We do, however, have a
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good idea of where the story begins. We know that Emerson
Atkins and his brother, Orion, are homesteading government
land on the Great Plains and that “The rich land along the Platte
River had been settled, but just north of the Elkhorn, in Madison
County, the brothers settled a claim . . .” (5). With a bit of
research, we can set the date as early twentieth century.> Later,
Orion leaves to fight in World War 1. Still later, the family
travels to the Chicago World’s Fair of 1933; President Kennedy
is assassinated; we hear, casually, about the flower children and
the Vietnam War.

The mentions are casual because the historical events and
periods they signify are important only inasmuch as they
provide a real temporal context. They give us a sense that the
events which are occurring in the book are part of a bigger
world in which other events of historical significance happen,
although those events have little direct influence on Cora Atkins
and her family. History is a simple given in Plains Song. We
cannot not have it. Even the fictional events which, in the
smaller context, we might consider important—births and deaths
of family members, for instance—are, like the improvements to
the houses, our other important indication of the passage of
time, dropped in almost casually. Even the major characters of
the novel die between chapters, often years before we actually
hear of the event. We experience no inappropriateness, however,
about this means of transmitting knowledge. It is not that the
birth or death is meant to be understood as a minor occurrence,
but rather that the event in itself does not matter. What is
important is the effect of the event. The birth, death, marriage,
having happened, is over and is immediately transformed into
the past. The past, in this Wright Morris novel, is not a
sentimental memory, a psychic area to be inhabited, or a
concept to be enshrined in any way. Nor is it, or should it be
Fitzgerald's place to which we are ceaselessly borne back. If
Morris’s characters elsewhere transform an event in the past to
make of it 2 mythical pivot of the present, as with Boyd’s kiss,
for instance, or his theft of Ty Cobb’s pocket, epiphanic
moments in The Field of Vision (1956), they leave themselves
open either to mockery or to pity. The theft becomes the only
truly heroic act of Boyd’s life and the kiss, for Lois McKee, is an
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emblem for her of a kind of disembodied sexuality, alive only in
the past and in dreams, but possessed of such strength that it can
literally topple a bed in the present.® Time, in Plains Song, in
contrast, is in constant, inexorable forward movement. The
past has-indeed contained significant moments, but they are
now over. The past correctly must be understood as a general-
ized determiner of the present and the future, a tide of experience
in which no single event alone is decisive. Even Sharon Atkins,
who, of all the characters in Plains Song, most opposes the
influence of the past, realizes that “Whatever life held in the
future for her, it would prove to reside in this rimless past . . .”
(218) that she sees literally moving before her as she is driven
away from Madge’s house at the end of the novel. In the very
“plainness” of the past and its quality of inarticulatenes—
embodied as they are in Cora—lies its potency. Significantly,
Cora herself had no past. When she dies and becomes part of
the Plains, what others remember of her becomes the future.
Morris, in Will's Boy, makes this clearer. He, like Sharon in the
scene above, is leaving the past—Chicago here—for the future,
California in this case. (A recurring image, incidentally, in his
novels, is this car ride away from something in time and space to
something else.) He is travelling with his father: “. . . we crossed
a bridge, the water black beneath it, with a big barn dark against
the snow with a deep purple shadow beside it. Nothing special.
Just something I would never forget” (129). This intimate
moment of perception and visionary experience—this spot of
time—looks ahead to the mode of Cora Atkins’ existence as well
as to Wright Morris’s literary style itself. From moments such as
this, recalled years later, he has fashioned the ponderable
cosmos of Plains Song.”

Michigan State University

NOTES
1. Will's Boy: A Memoir (New York: Penguin, 1982; originally pub. 1981), p. 1. Further
references are to this edition.
2. All references to Plains Song for Female Voices are to the Penguin edition (New
York, 1981).

3. Marcus Klein, in After Alienation: American Novels in Mid-Century (Cleveland:
World Pub. Co., 1964), p. 203, sees this, in the earlier Morris novels he discusses, in
political terms. The drama of these books, he believes, “is in the threat to the
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American past by the new—by the city, by business, in fact by any system of
dependence, by any social liberalism, and of course by change itself.” Morris’ drama
moved, he continues, from the “anachronistic” appeal of My Uncle Dudley, “to a
sensibility of deep conservatism and a politics of Midwestern populism.” Cora
Atkins would not countenance such a notion, her politics, if she were asked, probably
being in the ecumnenical realm ‘of her religion, But, of course, Klein is correct—the
movement he traces is inevitable, although, perhaps, more fittingly imposed on the
novels more intellectually amenable to it.

4, This, interestingly, is also evident in the male characters. Emerson was a self-

sufficient farmer who also built Cora’s house. Ned, of the next generation, is only a
carpenter. Others we hear of are professionals, specialists who have totally lost their
connection with the land {or anything else outside of their profession).

5. For more complete information, see Walter Prescott Webb, The Great Pleins (New
York: Grosset & Dunlap, n.d.: originally pub. 1931), Chap. IX, “New Laws for Land
and Water,” pp. 385-431.

6. David Madden, in Wright Morris (New York: Twayne, 1964), p. 80, has noted that
“Clonstant reference to the past enables the characters to define their identities.”
True, but it makes of them inhabitors of the past as well. By the time we reach Plains
Song, it is the characters’ aceeptance of the present that takes priority and determines
what we are to think of them.

7. The suggestion of pastness in Morris' “ponderable cosmos,” harking back, as it does,
to Fitzgerald’s image at the end of The Great Gatsby, refers not to the philosophy
articulated in any particular character, but rather to Morris’” own philosophy, or
technique of composition. The fictional Jay Gatsby, that is, would live in the past;
the real Wright Morris would use the raw materials it has provided him with to make
the fiction. :

X

THE “POPULIST” POLITICS OF
GWENDOLYN BROOKS’S POETRY

FrREDERICK C. STERN

At least since her famous 1967 “conversion” Gwendolyn Brooks’s
politics have been primarily the politics of Blackness. That can
hardly be doubted. In 1967, at a reading at Fisk University,
Brooks was “awakened” because others who read with her—
among them John Oliver Killens, David Llorens, Hoyt Fuller,
Ron Milner, John Henrik Clarke, Lerone Bennett, Imamu Amiri
Baraka,—“protested so vehemently that Miss Brooks was truly
shocked. Fervor was not all the young people showed Miss
Brooks. They showed her own naiveté . .. These young “tall
walkers,” as she calls them, spoke, sang, and read poetry about
black power, black revolution, black nationhood with such an
unwavering self-righteous zeal and utter disdain for conventional
decorum and thought that Miss Brooks’s reaction in her own
te1:m§ _was ‘agapeness,’ ‘almost hysterical,” ‘blood-boiling sur-
prise’.

No one would suggest that Brooks’s subsequent output was
entirely different from her earlier work after this experience.
Although she was to make a number of dramatic changes,
including the well-known shift from Harper & Row as her major
publisher to Dudley Randall's Black-owned and edited Broad-
side Press in Detroit as her most-favored outlet, she had always
been a poet of Blackness.

She had thought of herself as “negro” before, not as black,
but had always been aware of the atrocities visited on
blacks by whites. She had always been aware of the
toleration, the condescension, patronizing kindness, segre-
gation, humiliation, and while the American social climate
was trying to tell her she was inferior, she had always the
secret belief that it is good to be black.

111
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After 1967 she became aware that other blacks felt that
way and are not hesitant about saying it. She is now more
conscious of her people and appeals to them for un-
derstanding rather than to white people. Her new aware-
ness also prompts her to denounce integration in which
she had before placed so much hope. She emphasizes,
however, that blacks must be for black and not against
white.?

Others, and Black critics in particular, are much more competent
than I am to assess and evaluate this change in Brooks’s poetry,
and many have done so.? I wish here, however, to examine
another, if related, aspect of Brooks’s politics. I want to ask if
we can place Brooks's political views somewhere within the
spectrum of a more generalized American political ideology.

Can we say of Brooks that her poetry indicates a view of society
which will reflect a political ideology that includes her relatively
recently expanded views about Blackness, but which also speaks
to the general polity of the nation-state in which she makes her

home?

The example of another Black writer whose views in this
regard, at least at one point in his career, are quite clear can
elucidate my question in regard to Brooks. Amiri Baraka leaves
us in little doubt as to his general political views. Especially
relevant in this regard in his 1976 play S-1. The play takes its
title from a bill before the Congress which proposed a radical
revision of the United States criminal code. The play can
readily be identified as Maoist in approach. Its premise is
essentially that the bill bas passed. Many civil libertarians saw in
Senate Bill S-1 a serious threat to the provisions of the first,
fourth and fourteenth amendments to the Constitution of the
United States, and in fact see such threats in the various attempts
since then to change the criminal code, which have come to be
known as “sons of $-1.” Thus, Baraka’s premise is that with the
passage of the bill something akin to fascism has become the law
of the land. The play’s major opposing forces are, on the one
hand, a group of Black leaders of working people, and, on the
other rather sterotypic police officials, business leaders and
politicians. The play’s script provides a glossary of terms which
reflect its Maoist ideology,* and a set of notes, partly entitled
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“S-1, the FBI, Capitalism in Crisis, Fascism in the USA),” which

clearly echo the then prevailing views of the Chinese Communist

Party under the Leadership of Mao and those of his successors

Eow :f,gllen from power, who have been called “the Gang o;
our.

1do not mean to imply that Brooks’s view is like Baraka’s in

1975, nor do I mean to assert that Baraka holds the same views
today, nine years after the play’s original production as he did
then. Rather, I use this example as an instance of the kind of
political philosophy I wish to examine in Brooks’s poetry. Is
there, in Brooks’s work, a politics analagous in function to
though surely different in perspective, than that which we fin(i
in this work of Baraka’s? '

The answer to the question is in no way as clear or as easily
ascertained as in Baraka’s case. Brooks has not offered the kind
of explicit political statement that Baraka makes in S-7. Rather
we must extrapolate a political view from her poetry. I think i;
can be done, and I will call the view which I believe emerges

populist.” What I mean by “populist” needs explaining, of
course. I do not mean the often demagogic view we associate
with such American political figures as Huey Long, the later
William Jenning Bryan, or the racist populist Congressman Tom
Watson. Rather, I use the term to identify a kind of belief in and
caring about ordinary human beings, “the people,” which one
can most readily associate with Brooks’s predecessor as Poet
L.au‘r‘eate of Illinois, Carl Sandburg. In poem after poem, from
his “Chicago,” to the volume, The People. Yes, to such late
poems as “Waiting for the Chariot,” Sandburg asserts, from
sources in his socialist and liberal convictions, a kind of faith in
people, a belief in the possibilities and the beauty of “ordinary”
men and women which, for lack of a better term, I am here
calling populist.

I don’t think Brooks’s faith is as relatively simple as is
Sandburg’s. She is much more willing to articulate than is the
older poet the possibility of evil in the individual which
whether socially caused or not, is terribly destructive of commu:
nit)-z. In this sense, her views are closer to those of another
Chicago writer, Brooks’s near contemporary, the novelist Nelson
Algren. Algren’s sympathies are all for the grifters, grafters,
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low-lifes and gamblers, from Frankie Machine to t’l’le killer who
" is the protagonist of “A Bottle of Milk for Mother.” But Algren
knows them to be dangerous. He also believes, however, that
the source of their evil is not in themselves, but in the social
conditions which determine their lives, and that the greatest evil
lies in those who control the society—the “well-to-do” living in
the suburbs mentioned in The Man With The Golden Arm, for
instance. Brooks’s social awareness, what I have called here her
““populism,” is much more like that of Algren then, than lil,ce the
Maoism of Baraka in the 1970's, or than like Sandburg’s less
acerbic version of “populism.” _

A few instances of Brooks’s verse which demonstrate this
kind of populism may make the point clearer. “The Blackstone
Rangers,” a three part poem in the volume In t'he Me.?ca,
provides an interesting instance. The poem itself is startling,
since it celebrates “the Rangers,” usually thought of as a danger-
ous street gang. But Brooks sees in them precise]y a form of
proud, Black opposition to the powers that be, to “the downtowr’l’
thing.” The second part of the poem, sub-titled “The Leaders,
reads, in part: _

Jeff. Gene. Geronimo. And Bop.

They cancel, cure and curry. :

Hardly dupes of the downtown thing

the cold bonbon,

the rhinestone thing. And hardly

in a hurry.

Hardly Belafonte, King,

Black Jesus, Stokely, Malcolm X or Rap.

Bungled trophies.

Their country is a Nation on no map.®
The pride in the Black self sufficiency of the leadership of the
Rangers is evident here. Their independence from downtown
Chicago, that is, from the then-white power structure, is equally
clear. They are, however, these self-possessed and powerful
young men, quite different from other symbols of Black inde-
pendence, like the activist-singer Harry Belafonte, or the Muslim
leader Malcolm X, or the leaders of a new, anti-integration,
renascent SNCC, Stokely Carmichael and Rap Brown, or the
“Black Jesus,” Dr. Martin Luther King, Jr. No Chicago street
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will be re-named after them. They are a “bungled trophy,” not
to be seen as evidence of the control of Black leadership
potential which, no matter how militant, still somehow remains
tied to the existing power structure. Their Nation, in a gang
which was to call itself in time “The Black P Stone Nation,” is on
no map. They are so disconnected from the existing power
structures of the United States that they are entirely separate.
The populism here is quite powerful, an appreciation for those
outside the system, which comes quite close to being revo-
lutionary.

In the longest poem in the same volume, the title poem “In
the Mecca,” the populism isn’t quite so revolutionary. The
conception of this poem is dramatic. Its narrative tells the story
of an old apartment house in Chicago, in which a mother, Mrs.
Sallie Smith, returns from work in the white woman’s kitchen to
find her little daughter Pepita missing. As the narrative of the
poem develops we are introduced to the various inhabitants of
this huge apartment building. Soon the alarm spreads, as no
sign of Pepita is found, and dreadful consequences begin to be
suspected. The police are called; the inhabitants are questioned,
by Sallie Smith looking for her daughter, by the police. What
emerges is a caleidoscope of poor Black people, sometimes,
foolish, sometimes venal, sometimes wise and knowing. This
poem does indeed echo a Sandburgian celebration of “the
people, yes,” but even more, though clearly in a different
millieu, Algren’s exploration of the lives of the characters of
Division Street, the Polish and other ethnic Americans for whom
Algren feels both love and pity.

In a brief paper one cannot explore the variety of Black
humanity Brooks places before her readers. However, the very
organizing principle of the poem indicates its “populist” thrust.
As Mrs. Smith, her other children, and then the police, search for
the missing child, the reader is taken to meet the various
inhabitants of The Mecca, a panoply of Black ghetto inhabitants,
individuals but also types. Like the tradition of, say, “the ship of
fools,” as in Melville’s The Confidence Man, the apartment
house and the searchfor the child serve as devices through
which we can get to know that community which Brooks has
described in all her poetry—the Beaneaters, the residents of
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Bronzeville, which, even long before In the Mecca, have heen
her most pervasive subject. Like the tavern in Algren’s The Man
with the Golden Arm, The Mecca becomes 2 means through
which we can know a community for whom Brooks has
enormous sympathy. Every member of the community is ob-
served with a caring, loving, even pitying eye, the eye of an
unnamed narrator who most clearly seems to express Brooks’
feelings about the community.

In the set-piece “The Ballad of Edie Barrow,” for instance
we read, in something approaching ballad form, of a young
Black woman in love with 2 white boy (“a Gentile boy,”) who
will marry, however, a white woman “the Gentle Gentile,” while
the Black woman will at best be his mistress, “the queen of his
summerhouse storms.” Another character, Alfred, is a writer
manque, steeped in Western poetry, longing for Negritude and
the power of a Senghor. However, “. . . Alfred is un-/ talented.
Knows. Marks time and themes at Phillips,/” has love-affairs,
drinks, thinks, “. . . until Everything/ is vaguely a part of One
thing and the One thing/ delightfully anonymous/ and undiscov-
erable. So heis weak,/ is weak, is no good. Never mind./ Itisa
decent enough no-goodness..../”" '

There are many characters in “In the Mecca,” and discussion
of more of them, and of the poem’s narrator’s loving concern for
them, be they possessed of a “decent enough no-goodness” or
not, will add little to the point here. The tradition in which
Brooks’s poem is written, and its posture, reflect her “populism,”
in the sense in which I have used the term.

Her earlier poetry reflects similar concerns, though not as
steeped in the pride in Blackness which resulted from her
“conversion,” as such titles as A Street in Bronzeville and The
Bean Eaters make clear. Later Brooks poetry, published since
In The Mecca, is rather scant, but can be seen in the same
populist light as the earlier volume. F. amily Pictures, is a case in
point. Perhaps the clearest instance of Brooks’s populism in the
volume can be found in the tributary poem “Paul Robeson.”
Robeson, long assigned by both blacks and whites to Coventry
because of his radical political views, and, in 1970, already
seized by the debilitating illness that was to keep him from
public forums for the rest of his life, is here celebrated less as a
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spokesman for Blackness, than as one speaking for the concerns
of all human beings for one another:

That time

we all heard it,

cool and clear,

cutting across the hot grit of the day.

The major Voice.

The adult Voice

forgoing Rolling River,

forgoing tearful tale of bale and barge

and other symptoms of old despond.

Warning, in music-words

devout and large,

that we are each other’s

harvest;

we are each other’s

business:

we are each other’s

magnitude and bond.®

Notable here is the accent on all humanity—if one can, as would
be true for Robeson, read the “we” of the last four lines this way.
Furt.hermore, the poem seems to speak of the later Robeson, the
one increasingly concerned with international peace and friend-
ship, as the phrase “forgoing tearful tale of bale and barge,” a
reft'arence to Robeson’s famous rendition of “Old Man River » in
which he changed the words “you get a little drunk/ and ’you
land in jail” to “you get a little snunk/ and you land in jail,” seem
to suggest. ’

In an interview with Paul M. Angle, Brooks describes the
concluding poems of In The Mecca, “The Sermon on the
Warpland” and “The Second Sermon on the Warpland” as “little
addresses to black people.” These addresses, however, articu-
late a vision which, I believe, informs all of Brooks’s poetry, and
especially her poetry since the “conversion.” Though addréssed
specifically to Black people, they call it seems to me, on all
human beings to become what they can become, to share, to
know one another while retaining each our own individual,ity.
They articulate what I have called Brooks’s “populist” vision
especially so in the “Second Sermon:” The poem is too long t(;
quote in full, but a few excerpts will make the point clear:



118 . MIDAMERICA XI

1.

This is the urgency: live!

and have your blooming in the noise of the whirlwind.
2.

Salve salvage in the spin.

Endorse the splendor splashes;

stylize the flawed utility;

prop a malign or failing light—

but know the whirlwind is our commonwealth.
Not the easy man, who rides above them all,
not the jumbo brigand,

not the pet birds of poets, that sweetest sonnet,
shall straddle the whirlwind.

Nevertheless, live.1?

Though the demand to live, and indeed to live in the
whirlwind may be specifically addressed to Black people, itisa
demand which could as well be articulated by the “populists” to
whom I have compared Brooks, by Sandburg, but more espe-
cially by Algren. Brooks’s populism, though primarily directed
at her own community, can well be applied to the entire polity
in which she lives. The very forms of her poetry, and especially
so in In The Mecca, relate her inevitably to the tradition in
American letters which shows the whole of the community in
action with both pity and caring. The form as well as the
content of the poetry is, in that sense, populist. Like Baraka’s
Maoism in 1975, like Algren’s left-influenced special awareness,
like Sandburg’s mildly Socialist-based concern, Brooks has a
social philosophy which can be found in her poetry, and which,
seen in connection with her emphasis on Blackness, by tradition
and outlook can properly be called “populist.” N
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LIVING “OPENLY AND WITH DIGNITY"—SARA
PARETSKY’S NEW-BOILED FEMINIST FICTION

JANE S. BAKERMAN

Gumshoe. Shamus. Hawkshaw. Dick. Peeper. Snooper.
Sleuth. No matter what he is called, the hard-boiled
detective, or private eye, is an American institution, as
native as jazz, as recognizable as Mickey Mouse, as
appealing as apple pie, as durable as the game of baseball.
Cloaked in many disguises . . . he has become one of the
most familiar figures in American cultural mythology.
(Geherin 1)

Twenty dollars per hour—sixteen if you're a family member
(Orders 17)—hires one of the best private investigators in the
business: V. I. Warshawski, the hard-boiled hero created by
Sara Paretsky. Warshawski, prime example of an important
new guise for the private-eye, is a woman who discusses
feminist issues and lives by feminist principles while engaging in
a profession which, like the larger society she inhabits, is domi-
nated by men. Her cases to date have been detailed in three
superior crime novels, Indemnity Only (1982), Deadlock (1984),
Killing Orders (1985), and a short story, “Three-Dot Po.”

With more and more female authors seeking to define new
roles for women, it is, perhaps, not surprising that Sara Paretsky
is’but one of a number (such as Sue Grafton, Marcia Biederman,
Marcia Muller and Martha G. Webb in the United States; P. D.
James and Liza Cody in England) who embrace the hard-boiled

detective novel as a means of making useful statements about

contemporary women’s lives. Because Paretsky stands well
forward among this distinguished company of innovative women
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writers, an examination of her work, which reveals both tradi-
tional and nontraditional elements, is useful in gaining new
perspective upon an old literary formula.

In keeping with the hard-boiled tradition, Paretsky employs
an urban setting, grounding V. L’s fictional world in present-day
Chicago, covering the South Loop, Lake Shore Drive, various
suburbs, the waterfront, and current politics with equal percep-
tiveness. She acknowledges the blight which affects Chicago as
it does most American cities:

The Eisenhower Expressway . . . looks like a prison
exercise yard for most of its length. Run-down houses
and faceless projects line the tops of the canyons on either
side of its eight lanes. L. stations are planted along the
median. The Eisenhower is always choked with traffic,
even at three in the morning. At nine on a wet workday it
was impossible (Orders 22).

But V.I. also expresses appreciétion for her home town and its
efforts at civic improvement, frequently combining it with
characterization. She notes, for instance, that,

We pride ourselves in Chicago on our outdoor sculptures
by famous artists. My favorite is the bronze wind chimes
in front of the Standard Oil Building, but I have a secret
fondness for Chagall’s mosiacs in front of the First National
Bank. My artist friends tell me they are banal (Orders 52).

Like her contemporary, Robert B. Parker, whose Spenser
series substitutes Boston for Dashiell Hammett and Raymond
Chandler’s California, Paretsky exploits a geographic setting she
knows thoroughly, and the City of the Big Shoulders serves her
very well; the intricacies of city life (coping with rush-hour
traffic, juggling relationships with antagonistic police officers,
wondering when upwardly mobile hordes will invade her
neighborhood) affords complication to her plots as it deepens
the characterization of her protagonist. Above all, the city
provides Peretsky’s work, as it does that of most private-eye
creators, with a useful metaphor for the debilitating tensions of
twentieth-century life. In urban areas, these writers, “find
empty modernity, corruption, and death. A gleaming and
deceptive facade hides a world of exploitation and criminality



199 MIDAMERICA XII

. . . enchantment and significance must usually be sought else-
where” (Cawelti 141).

Though Warshawski maintains that her specialty, financial
crime, “doesn’t often lead to violence” (Orders 19), her Chicago
streets and expressways are plenty mean: business chicanery
lends itself all too readily to murder and mayhem—beatings,
arson, shootouts—and it also allows Paretsky to add a useful
subsetting to her stories. The commercial misdealings which
incite each plot—insurance fraud (Indemnity), sabotage and fee
skimming among Great Lakes shippers (Deadlock), a conterfeit
securities scam involving a dominican priory (Orders), and a
photographer’s assignment gone awry (“Po”)—are slightly remi-
niscent of Emma Lathen’s amateur-detective series which mixes
high finance with comedy and crime. But there is little humor in
Paretsky’s work which emphasises very fast pace and action: she
never allows the complexities of the criminal schemes to retard

the flow of her story. Instead, she reveals the financial machina-

tions with the same type of relatively brief but telling strokes as
she portrays her locale, usually dramatizing them in conversations
between dynamic, interesting experts in their fields.

Both geographical setting and illegal business manipulations
enhance the sophisticated aura of Paretsky’s gritty realism.
Subordinating locale and scheme to action lends authority to
V.1s first-person account of each adventure. Every character
and every event are seen through Warschawski’s eyes and
measured by Warshawski’s standards, a well-established, valu-
able technique of the hard-boiled subgenre:

The notionally ‘objective’ style creates an illusion. It
suggests the material presented has absolute value, but at
the same time the persona’s viewpoint is insistently stressed;
his own evaluation of the material is . . . given a quasi-
objective status, made valid by association. (Knight 140)

Though many of Warshawski’s observations and evalutions
are atypical, others are very typical; for instance, concentration
on miscreants who seek enormous financial gain enables Paretsky
and her protagonist to denounce those who worship money and
the things money can buy or who covet the power that money
allows its possessors (e.g., Cawelti 144). The corruptive force of
such greed is often symbolized by the disintegration of families
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and by emotional neglect of children, devices which are also
conventions of the hard-boiled school. However, as David
Geherin has pointed out, innovation is also essential:
fourth-generation [hard-boiled] writers [among whom
Paretsky numbers] well understand that the key to success
is developing a unique approach, one that combines
respectful adherence to the conventions of the genre with
their own individual talents and fictional concerns. (2-3)
One of the updating methods shared by Sara Paretsky and
Robert B. Parker is the attention they pay to trends of the 80’s;
both their protagonists jog, dwell upon their tastes in clothing,
and seem preoccupied with food. These simple but effective
devices work equally well for both writers, demonstrating that
the formula can be modernized without being violated.

Not many formulaic subgenres have been studied and an-
alyzed so closely as has hard-boiled detective fiction. Most
critics agree that the form began in the pages of Black Mask
magazine, and that the hard-boiled dick traces his ancestry back
through American cowboys and Natty Bumppo of Cooper’s
Leather-Stocking Tales, past Sir Walter Scott’s heroes, and
finally to the knights of medieval romance (e.g., Geherin 1;
Margolies 84). The atmospheric elements of the formula “seems
constant”: the shabbiness of the investigator’s office, the ref-
erences to alcohol, the city streets, the sleuth’s willingness to risk
police harrassment, his suspiciousness, the necessity to absorb
considerable physical punishment, the constant “sense of im-
minent violence” pervading his life, and the “tired beds” which
offer little, if any, promise of long term sexual satisfaction
(Sandoe 112-114).

Balancing such a detailed pattern with genuine innovation is
no mean feat, and Paretsky is one of the best writers who
manage this fictive juggling act. Itis, perhaps, to her very great
advantage in doing so that some of the qualities of the private
eye—the tension which informs his life, continuing fear of being
afraid, disjunction with the establishment as represented by
conflict with the police, for example—recall factors in the lives
of members of American minority groups as they have reported
them. For actually, the traditional fictional private investigator
is a member of a minority, one of the last surviving honorable
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folk in an increasingly corrupt and corruptive society. They
engage in,

the solitary quest for justice, truth, individual integrity . . .

noble activities which emerge time and again as the heroic

theme of myth when civilizations begin to disintegrate

and the existing social body no longer appears to nourish

spiritual needs. (Margolies 84)
V.I. Warshawski belongs to this seedily distinguished, stubborn
minority who stalk dangerous city streets and who prowl
decadent suburbs, attempting to defeat criminals who attack
society from outside its borders and to thwart corrupt, lazy, or
incompetent lawmen who leech from within.

Even more importantly, Paretsky’s hero understands minori-

ty thinking in yet another way, for as a liberated woman, V.I.
Warshawski is well aware that she must constantly defend her
independence. Thus, the traditional private investigator’s dis-
enchantment with the establishment, the P.1’s insistence upon
his concept of integrity, the gumshoe’s distrust of all who reflect
- her professional attitude. Elements of this mystery subgrenre
and matching patterns in fiction written by women indicate that
the hard-boiled subgenre and feminist fiction are amazingly
well suited for one another.

Margolies says of hardboiled detectives:

given their distrust of organized society and given the
absence of social institutions to guide their behavior

outside of organized society, the protagonists . . . have had

to create for themselves in little godlike ways their own
code of ethics, their own morality. This may in part
account for the reasons . . . the hardboiled dicks . .
blithely ignore society’s laws about the sanctity of proper-
- ty, due process, assault and battery and other forms of
violence. (85) g

This comment compares closely with Annis Pratt’s assessment of
the status of many female heroes:

The greater the personal development of a hero, the more
true she is to herself and the more eccentric her relation-
ship to the patriarchy. A quality of consciousness that is
essentially antisocial characterizes the most admirable
heroes. (169)
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To a remarkably great degree, in fact, the situation of the
male hard-boiled hero resembles the situations of many, many
fernale protagonists who appear throughout the whole range of
fiction. By simply changing the pronouns, for instance, this
description of the female hero could readily fit most hard-boiled
male private-eyes:
Every element of her desired world—freedom to come
and go, allegiance to nature, meaningful work, exercise of
the intellect, and use of her own erotic capabilities—
inevitably clashes with the patriarchal norms. Attempts to
develop independence are met with limitation and im-
murement, training in menial and frustrating tasks, restric-
tions of the intellect . . . limitation of erotic activity. The
collision between the hero’s evolving self and society’s
imposed identity appears consistently throughout the his-
tory of women’s fiction (Pratt 29)— -

almost exactly as it appears in the “male” fiction’of the hard-

boiled school. :

No one is called such belittling names as “Peeper” or
“Snooper” if he or his work is truly valued by society, and the
traditional private-eye is keenly aware that no matter how nobly
he clings to his code of honor, he is all too often perceived as a
cheap shamus spying on one marital partner at the behest of the
other, an image which is as dated as it is unsavory. It's more
comfortable for society to perceive Lew Archer, Spenser—and
V.1. Warshawski, for that matter—in this way; to accept them as
examplary figures would force a reevaluation of personal and
social codes, would call for nobler behavior from individual and
system alike, and the investigators understand this reaction very
well. In an attempt to evade the social responsibility adherence
to the private investigator’s code would require, society refuses
to acknowledge that these characters have dignity. Male hard-
boiled protagonists seem to accept that fact as one of the trials
they must undergo, reflecting society’s assessment in their
uncomfortable apartments, dingy offices, and arid personal
lives. )

Female operatives are aware of the disapprobation directed
toward their calling and further understand that “Patriarchy
requires that any conceptualization of the world in which men
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and their power are a central problem should become invisible”
(Spender 7). Hence, it is no surprise to Vic Warshawski that
members of her family seek her out only in moments of crisis
(Deadlock 1-7, Orders 11-17) or that some clients doubt her
capability (Indemnity 4); in her situation, society’s distrust is
simply carried to a more pronounced extreme. ‘

Clearly, then, the traditional male private-eye shares a number
of characteristics with female heroes, despite the widely accepted
dogma that the hard-boiled formula is distasteful to women.
Stephen Knight suggest that Chandler’s lack of female audience
may stem from, “The nervous masculinity woven deeply into
the persona’s feelings” (163) and, indeed, this pattern, which
often reveals itself through profoundly bitter misogyny, dis-
affects some female readers. Certainly, Paretsky intended from
the outset to give close attention to her protagonist’s confidence
in her own femaleness: ~

‘1 was determined to write a hard-boiled sleuth who was
both 2 woman and a complete professional, someone who
could operate successfully in a tough milieu and not lose
her femininity.” (Stasio 39)

Other women, for instance feminist critic Kathi Maio, who
raised the question during the 1984 Bouchercon (an annual
meeting of mystery writers, fans, and critics), may object
equally to the extreme violence inherent to hard-boiled fiction.
Paretsky is aware of this criticism and reports that,

she felt compelled to follow all the standard genre con-
ventions in her first novel, allowing V.L. to engage in more
physical violence than the author felt comfortable with.
‘I've now developed enough self-confidence to see that I
can do it my own way . . . Women are not interested in
homoerotic sadism in the way that men are. I don't feel
that my readers need to learn how to fight any more than
they need to learn how to have intercourse. SoIjustdon’t
go in for detailed descriptions of sex and violence any-
more. V.l sometimes beats up people, but now I make it
a point that she never kills anyone.” (Stasio 39)

But Margaret Millar, dean of American women crime writers,
does not perceive violence as either surprising or, possibly,
inappropriate in women’s fiction; she says it reflects women’s
accumulated anger:
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‘I think that women are actually more violent than men. . .
when people are oppressed—and let’s face it, women
have been oppressed for years—and then suddenly express
their feelings, they tend to do so in a much more explosive
fashion. It’s like a pressure cooker going off.” (Stasio 40)
Following Millar’s line of thought, it is fairly easy to discover
that the violence which occurs in hard-boiled novels functions
not only as an indication of social decay but also as a warning—
even decent people will resort to abusive behavior if their
frustrations with the dominant society become too acute.

Intermittently, V. . Warshawsky’s behavior illustrates both
these usages. Early on, she reports that, “My fingers itched to
bring out the Smith & Wesson and pistol-whip” an arrogant,
bullying man who assumes that wealth and position grant him
dominance over women and children. (Indemnity 115). Even in
Paretsky’s third novel, Killing Orders, wherein violence has
supposedly been diluted, V.I. comes very close to losing control,
though here, her motivations are even stronger, perhaps more
understandable. After facing down and intimidating an-assassin,
she reports,

I stood back to let the officials take over. I was dizzy and
close to fainting myself. Fatigue. Nausea at the depths of
my own rage. How like a mobster I had behaved—
torture, threats. I don’t believe the end justifies the
means. I'd just been plain raving angry. (250)

Yet, despite her disgust with her own behavior, only a couple
of days later, Vic is again at the mercy of “red rage swirling
through my head. . . . ‘He tried to blind me. . . . He tried to
burn me to death. He probably killed Agnes. You should have
let me kill him’” (265). Obviously, the stuff of hard-boiled
fiction is brutality, no matter by whose hand it’s written. The
debatable point is the worth of that material.

Unquestionably, the violence endemic to mean-streets fiction
is repellent, but nevertheless, it is effective because readers
respond to its value as a symbol and also as an assessment. They
rcognize it as a part of the modern scene as Raymond Chandler
long since pointed out:

The realist in murder writes of a world in which gangsters
can rule nations and almost rule cities . . . where no man
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can walk down a dark street in safety because law and
order are things we talk about but refrain from practicing.

It is not a very fragrant world, but it is the world you
live in, and certain writers with tough minds and a cool
spirit of detachment can make very interesting . . .
patterns out of it. (397-98)

To the traditional male private sleuth, each important case is
a means of proving that he adheres to his principles despite the
prevalent decay of standards. He believes passionately (if also
often sardoncally) that a valid code of honor is the only antidote
to evil. In defending society, then, he also defends his spiritual
well-being and reaffirms his manhood. To do this, he must
suffer; to do this, he must punish—the violence offers a means of
doing both. By surviving that violence, he proves his code and
his cause to be just. Because the male private eye sees himself as
the last hope of decency in a declining civilization, his sense of
isolation (dramatized by his lack of much trustworthy support,
his single state—he is usually divorced—and his everlasting
battle to force both criminal and establishment to conform to his
code of honor) is intense. His rebellion against society crystal-
izes into efforts to make society reflect its better rather than its
more horrific self.

By the fact of their maleness, however, the isolation of
typical hard-boiled male heroes is mitigated to a significant
degree. Though they are not widely respected members of “the
system,” they are obviously members of the male power struc-
ture. Their toughness, emotional control, stubbornness, endur-
ance, sexual prowess (implied or detailed), imperviousness to
derision, even their misogny, aare all traits of the macho figure
so widely accepted as a model of American male behavior.
Would they but dress for success and stop pondering civil
decay, they could slip into the mainstream.

Furthermore, hard-boiled protagonists enact patriarchal roles.
As they ferret out misdeeds and miscreants, they correct error
and chastise wrongdoers who are evil because they willfully
decline to behave as genuine adults. Refusing to accept and
discharge social resposibility, criminals engage instead in disas-
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trously childish behavior; they take what they want simply
because they want it, no matter who gets hurt.

The investigator behaves as a stern father who temporarily
replaces social disorder with propriety by punishing these
criminally disobedient and dangerous perpetual children. Other
members of society both welcome and dread this paternal
behavior—they recognize its necessity, are glad for the relief it
affords, but perceive and are discomforted by the implication
that truly mature people should be able to associate without the
intervention of a father figure. Moreover, they fear, perhaps
unreasonably, perhaps not, that a punishing parental hand might
fall—by accident or by design—upon them. Society’s mixed
feelings toward the investigator, then, closely paralle! children’s
feelings toward a strict parent.

This emotional response also works in favor of the male
hard-boiled private-eye. Simply because of his sex, he benefits
from society’s acceptance of the patriarchy—stern,- punitive
roles are acceptable male roles, according to the received
wisdom—so that he seems to be of the patriarchy even though
he operates in isolation, well outside the system.

How much ‘greater is the potential for isolation of female
fictional private detectives who fight the establishment not only
as representatives of decency but also as rebels against its
patriarchal norms. No matter how well experience teaches that
mothers as well as fathers must be disciplinarians, leftover
myths of the 1950s continue to form society’s perceptions of
motherhood in which smiling faces and soft, cajolling voices still
predominate. V.I. Warshawski runs counter to that presumed
model; like Spenser, Marlowe, and Spade, she persists in im-
posing social order by identifying and punishing criminals, and
her sex offers her no patriarchal ratification for her professional
activity. Like the other trends of the 80s which Paretsky so
faithfuly records, this one also, regrettably, rings true, and V.IL
Warshawski can expect even less approval of her efforts than
her male colleagues anticipate. If V.I. wishes to serve society, it
is thought, she should remarry, move to the suburbs, and
produce children (Deadlock 194); her sex supposedly bars her
from actively parenting society at large.
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Because she resists the patriarchy, the violence in her stories
serves the female hard-boiled operative on even more symbolic
levels than it serves her male counterparts; taking risks allows
her to reaffirm her equality and independence as she reaffirms
her code and her right to act according to her code. By
absorbing and by meting out punishment, V.1. Warshawski does
not prove that she is “one of the boys, but she does prove that
despite the almost overwhelming frustration inheret in her life,
she is a functioning, capable, assertive adult; she remains visible.
That she is able to do so, even in an aura of violence, is found by
many readers to be much to her credit.

Paretsky moves readers toward acceptance of violence by
inverting some traditional techniques. Vic is openly scornful of
herself when she slips into stereotypical P.I. behavior—“Why be
so full of female-chismo and yell challenges into the phone? I
ought to write “Think before acting’ a hundred times on the
blackboard” (Indemnity 97). Also, Paretsky allows Vic ample
awareness of her own vulnerabilty, often coupling it with ironic
comments about other fictional private-eyes’ attitudes: “Of
cours, a hard-boiled detective is never scared. So what I was
feelmg couldn’t be fear. Perhaps nervous excitement at the
treats in store for me” (Orders 226). V.1.is sensible enough to be
afraid, mature enough to admit it to herself, but too wiley to
reveal it to her opponents—

I have always feared death by drowning more than
any other end—the dark water sucking me down into
itself. My hands were trembling slightly. I pressed them
to the sides of my legs so that Grafalk couldn't see:
(Deadlock 242)

These moments create a realism in Paretsky’s fiction that the
conventional, adolescent bravado of most male investigators
precludes, no matter how vividly their authors portray the
littered pavements, glittering-eyed addicts, or gun-toting hoods
of the mean streets they roam.

In Paretsky’s fiction, then, the formulaic anger and conse-
quent violence basic to the subgenre augments the realistic tone,
extends to permit open expression of women’s fury as opposed
to the encoded belligerence characteristic of other fictional
women, and dramatizes the protagonist’s full adulthood. Un-
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savory though they be, these are very workable devices. More-
over, this treatment allows Paretsky to set violence in a different
light; it is no longer a given, the right of the rebellious, isclated,
angry hero, but rather sometimes a necessity into which V.1 is
forced, sometimes a reflexive response triggered by danger and
abuse.

" This rather altered view toward violence unites with other
qualities in Paretsky’s work to identify it as part of a new wave
of hard-boiled fiction. Geherin suggests that during the last
decade, a softer strain appears in some male hard-boiled sleuths,
who are

distinguished by such traits as compassion, pity, empathy,
ethical sensitivity, and self-reflection. . . . the hard-boiled
hero has undergone a significant transformation, and
when one reviews the half century of his existence . . . he
becomes more complex, more humanized, and: more
vulnerable. (4)

Paretsky, however, extends the boundaries of this variation
just as she redefines older conventions of the subgenre. To do
50, she uses one of its most well-established devices, the voice of
the first-person narrator. V.I. not only freely admits fear and
measures the various levels of rage to which she succumbs but
also discusses the attractions and costs of her chosen life-style
and of her profession much more openly than other fictional
operatives, who if they address these questions at all, generally
address them obliquely. Most male private-eyes, for example,
suggest by implication and attitude that women’s inability to
understand the arduous demands of their work limits their
chances for viable relationships. Vic believes, on the other
hand, that she, once married and now divorced, remains single
because she’s “ ‘too independent . . . with men, it always seems,
or often seems, as though I'm having to fight to maintain who I

m’” (Indemnity 141). Warshawski numbers herself among
“‘grown women. We make our own mistakes. No one else has
to take responsibility for them’” (Ordeers 102-3).

In the same self-assessing vein, V.I. says about her work, “‘1
guess the payoff is you get to be your own boss,”” but she goes
on to explain that her keen sense of social responsibility enhances
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the value of investigation for her, just as it forced the abandon-

ment of an earlier job with,
‘the Chicago public defender’s office. Either we had to
defend maniacs who ought to have been behind bars . . .
or we had poor chumps who were caught in the system
and couldn’t buy their way out. You'd leave court every
day feeling as though you'd just helped worsen the
situation. As a detective, if I can get at the truth of a
problem, I feel as though I've made some contribution.”

{(Orders 8T) .

Certainly, getting “at the truth of the problem” suggests
worthwhile gain, but nevertheless, Warshawski sometimes needs
reassurance that the price of truth is not too high. Near the
conclusion of Killing Orders, for instance, Vic has not only
solved the immediate crime but has also discovered several
painful secrets buried in her family history and endangered a
relationship she cherishes. Seeing herself as Iphigenia, doomed
to faulty, tragic choices, she cries out:

‘Lotty. Lotty, I have been so alone this winter. Do you
know the torment I have been through? Agnes died
because I involved her in my machinations Her mother
had a stroke. My aunt has gone mad. And all because I
chose to be narrow-minded, pigheaded, bullying my way
down a road the FBI and the SEC couldn’t travel’ (287)

Though other investigators recognize that their work hurts
even as it helps individuals and society, few are so forthright in
saying so, and almost none ever says so directly to another
character. In allowing Vic Warshawski to voice her doubts and
to seek reassurance from another, Paretsky departs markedly
but very enrichingly from the macho code of silent suffering to
which most private-eyes subscribe and which substitutes in their
value systems for recognition by society. Vic neither has nor
needs a sterotypical masculine image to uphold as do all male
and even most female private eyes. Instead, she has a fairly
clear knowledge of who Vic Warshawski is and of what kind of
person she wishes to become; readers share that knowledge.

Emancipating Warshawski from the code of silence deepens
Paretsky’s novels considerable. Readers know how Vic per-
ceives herself as fully as they know the process of deduction she
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follows, so that Paretsky achieves empathy between protagonist
and readers, a fairly rare development in crime fiction where
sympathy or identification-by-fantasy is usually the most one
can hope for. Thus, Vic’s occsional self-doubt seems not only
acceptable but also proper—if she is going to parent society, she
had better evaluate her methods and achievements lest she
become an autocratic parent-figure, repeating the same lessons
and punishments until they become hollow and meaningless.

This is a danger, of course, in series fiction which closely
follows a formula—too often, neither the pattern nor the protag-
onist alters much. As a rule, male private-eyes age but don’t
change significantly. For example, Lew Archer grows older and
wearier, but never solves many of his own problems, and
Spenser talks a lot about modifying his macho behavior but also
recognizes that modeling himself upon the Hemingway hero is
the only way of life that he knows or trusts. Willing to suffer,
but steadfastly denying themselves the counsel of others, they
are essentially static.

In contrast, Vic Warshawski regularly invokes three separate
branches of her extended family against whom she measures
both her professional and personal humanity—her surviving
relatives, memories of her parents (now deceased), and her
constructed family of friends and lovers. These are the associa-
tions which most clearly reveal V.1. as a developing character
who, though she suffers as do all hard-boiled knights, grows and
changes as a consequence. :

Some of that growth is accomplished by rejection. Vic
believes that her surviving relatives’ disapproval of her career
and life-style is a sure sign that she is making proper choices, and
readers, sharing her glimpses of repressive Warshawski-Wojcik-
Vignelli lives, agree; these characters symbolize the establish-
ment. As a functioning adult, V.1, one of the very few private
investigators who mentions her childhood, is steadfast in her
regard for her parents. She continues to love them despite their
faults and errors, heeds their sound advice, and progresses
beyond their unviable or outmoded strictures. Gabriella and -
Tony Warshawski represent the past which feminists must -
reevaluate and then assimilate or let go.

TR
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. Warshawski strives for balance in relationships with her
constructed family. Most of her lovers are also her good friends
with whom she long sustains mutually satisfying alliances,
behavior which is antithetical to that of most male private
investigators. But her most powerful friendships are with
women. Chief among them is Lotty Herschel, M.D., a Viennese
refugee who runs “one of the cheapest clinics in the city . . . I
often wondered what she lived on” (Indemnity 72). Without
fanfare, Lotty, like Vic, makes her own choices and discharges
the social responsibilities expected of genuinely mature people.
Even more importantly, she offers Vic support and counsel
unmarred by interference, and, when necessary, as in Killing
Orders, Lotty is willing to reassess their friendship in order to
strengthen it.

In Orders, Lotty and Vic imperil their relationship when
each demands that the other violate her code. The resultant
anger, symbolized by a cold Chicago winter, cannot be resolved
until they confront—and discuss—the situation, a process almost
unthinkable in most hard-boiled fiction. When Vic admits to
guilt-laden grief about the suffering her investigation has un-
covered, it is Lotty who helps restore perspective. Suffering is
often the price of truth, the burden of the knight-detective—
““They named you well, Victoria Iphigenia. For don’t you
know that in Greek legend Iphigenia is also Artemis the hunt-
ress?’” (288; see also Graves 74, 48, 82; Walker 58, 378).

Rarely has the private investigator’s role as sacrifice, servant,
and stalker been so succinctly codified as by merging her
. identities as some myths merge the identity of Iphigenia into
that of the goddess. And perhaps never has the hard-boiled
formula been so sharply altered. In this scene (286-88) dramatic-
ally, in a host of .others quietly but firmly, Paretsky banishes
isolation from the life of her hero. Though, in keeping with
tradition, V.I. Warshawski will continue to hunt alone, she need
not be lonely: the viability of her constructed family ensures
union, comfort, and support. These friends and lovers represent
society as it should be, offering readers as much hope as they
offer Vic. o '
In turn, Warshawski offers hope and promise to others by
helping them to liberate themselves. V.1. insists that both she
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and the people she aids be allowed to live honorable, self-
defined lives “‘openly and with dignity’” (Indemnity 178), a
healthful form of nurture which demands independence rather
than dependence of the nurtured. As she explains to a very
young female client,

‘you have to have your own sense of what’s right built
inside you. . .. Lots of things happen to you no matter
what you do, or through no fault of your own. ... But
how you make those events part of your life is under your
control. You can get bitter . . . or you can learn and grow
from it! (Indemnity 118)

This attitude, which stresses the importance of the future and
the opportunity for growth and maturation, implies a far more
genuine reinstatement of personal and social well-being than
that suggested in the traditional, “male” P.I. novels, wherein
truth is uncovered but little social health is restored, yet another
significant, progressive departure from hard-boiled conventions.

Throughout her work, then, Sara Paretsky has reformulated
and reenergized an old literary pattern by recognizing the value
of combining the hard-boiled detective novel with feminist
fiction. She depicts her hero, V.I. Warshawski, as a fully adult
woman conducting a balanced, self-defined life and succeeding
in a profession thought of as a male domain. Paretsky’s most
sophisticated exploitation of the first-person narrator persuasive-
ly conveys the “absolute value” of V.I. Warshawski’s life-choices
and convictions “made valid by association” with her cadre of
admirable friends and lovers. :

By redefining that sterotypical “American institution the
hard-boiled private-eye, Paretsky expands an important sub-
genre of popular fiction to include autonomous women. That
alone is a major achievement—and she’s only just begun.

Indiana State University



THE DEAN'S CHICAGO

Davip D. ANDERSON

Late December in Bucharest is very much like late December

in Chicago. In The Dean’s December, Saul Bellow’s ninth novel

and first since receiving the Nobel Prize, Bucharest days are
short and gloomy characterized by low clouds, icy drizzle,
driving snow flurries, wind; and the slate gray of the Dambovita,
a tributary of the Danube, is like that of Lake Michigan before
the ice begins to move toward the horizon. In describing the
moment when day becomes night, Bellow sets the mood of the
novel: ,
December brown set in at about three in the afternoon. By
four it had climbed down the stucco of old walls, the gray
of Communist residential blocks: brown darkness took
over the pavements, and then came back again from the
pavements more thickly and isolated the street lamps.
These were feebly yellow in the impure melancholy
winter effluence. Air sadness, Corde called this. In the
final stage of dusk, a brown sediment seemed to encircle
the lamps. Then there was a livid death moment. Night
began.

Corde, the dean of the title, is Albert Corde, formed in
Chicago and in Paris, where he had spent two decades as a
journalist, and now Professor of Journalism and Dean of Students
at an unnamed Chicago college. Conscious of his origins as a
Chicagoan, of Hugenot-Irish ancestory, and of his past as a
journalist, he is aware, too, that he is neither a real professor,
with the usual qualifying degrees and apprenticeship, nor a real
dean in his capacity as supervisor of the non-academic life of the
school’s students. ‘ ‘

Like almost all of Bellow’s protagonists, the Dean is a
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sojourner, suspended in time and place, his life and his concomi-
tant identity temporarily interrupted by external forces over
which he has no control. He has accompanied his wife, Minna,
born Raresh in Roumania, to Bucharest to visit her dying
mother. Minna is a world-calibre astrophysicist of dual Rou-
manian and American citizenship—an oversight rather than a
sentimental or practical decision; she had been shielded from
the realities of a socialist society by her widowed mother,
Valeria, a physician, a psychiatrist, and an idealistic Communist,
who was formerly Minister of Health, now fallen from grace
and reluctantly and imperfectly rehabilitated. Valeria had
turned Minna’s attention simultaneously inward and cosmically
outward through science; after her defection, encouraged by
Valeria, Minna had married her spurious dean, in spite of her
mother’s doubts, and had remained shielded from the equally
grim realities of the Dean’s Chicago. “She did boundless
space,” the Dean ruminates; “his beat was terra firma . . .”

In Roumania during their brief visit, the Dean has become,
by default, the man of the family. Minna, because of her
ambigious status, her mother’s background and incapacity—her
stroke had rendered her speechless and sightless but not uncon-
scious—and her science, is almost as helpless as Tanti Gigi, in
her seventies Valeria’s younger sister and companion, and the
prisoner of her position, her age, and a long-gone well-mannered
past. The Dean, of Chicago, learns quickly to bend the socialist
system by using Valeria’s fading family and bureaucratic con-
tacts, the magic medium of King-Size Kents, bought at the hard-
currency shop in the Hilton, the influence of the friendly black
American Ambassador, and his ambiguous ties with a visiting
American journalist, once a boyhood friend and rival, now an
internationally-known columnist. But none of his manipulations
is effective against the iron-willed colonel who had come out of
the secret police to command the hospital in which Valeria, tied
to life by wire and tubes, is a patient, and who limits their visits
to two. '

Consequently, always cold, his communication limited to
reluctant French, the Dean has little to do except await his
delayed mail, read an old collection of Oscar Wilde, tend the

“cyclamens that flourish in the cold apartment, and remember his
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own African Violets, now undoubtedly dead in Chicago. But
always the Dean thinks, too, about the reality he had left behind
him in Chicago.

The Dean’s meditations, unrelievedly solemn, are the sub-
stance of the novel, a tale of two cities, two deaths, two families,
two perceptions, two returns, two metaphors, two realities, all
tied irretrievably together. Corde, suspended in an orderly,
inhuman, uncomfortable present, aware that he is “the image of
the inappropriate American—in all circumstances inappropriate,
incapable of learning the lessons of the twentieth century:;
spared, or scorned, by the forces of history or fate or whatever a
European might want to call them,” knows that the world of
ideas, of serenity, of art that he had returned to Chicago to find
will forever elude him. He remembers, too, from the grab,
impersonal, orderly Bucharest the reality of the drab, violent
Chicago he had returned to; he contemplates the political
complexities of the college of which he had become an uncertain
part; and beyond the inevitable institutionalized death of Valeria,
he is drawn to the sudden, violent death in which he had
become involved in Chicago.

Minna had left behind a delayed holiday-break trip to Mr.
Palomar to contemplate the cosmos; Corde had left behind both
the reaction, public and institutional, to two articles on Chicago
he had published in Harper's and his determined attempt to find
the truth that lay behind the violent death of a white student,
partly tied, partly gagged, in a fall from his third-story apartment
window. And somehow, from the perspective of December in
Bucharest, he must find his place: in the college, its identity and
role as confused, as ambiguous, as are all American universities
in a society increasingly disorderly and uncertain, and in Chicago,
infinitely more complex, marked by magnificent glass and steel
boxes and decrepit public-housing high-rise tenements, Michi-
gan Avenue and South of the Yards; makers and manipulators of
money, power brokers, whores, pimps, pushers, junkies. And
he remembers, too, those few he had met who tried to bring a
human order to it all, not in the manner of the secret police
colonel turned hospital administrator but in the persons of two
men, Chicago blacks, one a lawman, the other a convicted
criminal.
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In the articles in Harper's—actually installments of a long
journalistic essay—Corde had practiced one of the two things he
knew he did well—what he saw as “his ability to describe a
scene for the common reader.” The other thing he knew he did
well was to deal with students. But in writing the articles and in

- dealing with the student’s death he had become involved in the

Chicago reality to a degree he had never anticipated.

In the articles—and the novel contains sizable quotes from
the alleged articles—he had contrasted two Chicagos, that of his
youth, the Chicago of immigrants and neighborhoods and the
manageable, human corruption of Big Bill Thompson and Ed
Kelley, with the Chicago of his middle age, that of Mayors
Daley and Byrnne and the unmanageable, inhuman corruption
of the 1960’s and "70’s. In the new Chicago of depersonalized,
grimy institutions, in the “whirling lives” of the courtrooms at
Harrison and Kedzie and in the Robert Taylor Homes he finds
moments of meaning: in the County Hospital, as grim as that in
Bucharest, the nurses and attendants, Filipino and Chinese,
“manifest . . . a powerful but somehow indescriminate love” for
those living dead men and women whose lives are linked to the
kidney machine; in Cook County Jail, the black director, Rufus
Ridpath breaks the “barn boss” system of prisoner rule, only to
be himself broken by the political system; in Operation Contact,
in an old warehouse on the South Side, Toby Winthrop, black
ex-hit man, ex-heroin addict, puts young blacks through cold-
turkey cures and gives old people meaningful roles in teaching
skills and respect to the young, in the process saving those whom
he can from sinkihg and drowning “in the shit.”

These are the people whom Corde sees practicing “moral
initiative,” those who refuse to write off Chicago’s underclass as
superfluous and doomed, unlike others whom he describes in
the articles: the public defender, Sam Varennes, Doctor of .
Jurisprudence and political appointee, who, defending a black
perpetrator of kidnap, rape, and murder, sees not the anguish
and horror of the white suburban housewife victim but the
ambiguities of legalism, a “nice man” who sees Corde as
“trouble,” as somewhat less than contemporary; Corde’s fellow
club members, Nick, the fixer, who “knows every con there is
and . . . is keen to protect the dignity of the members;” and the
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young lawyer, also a fixer, who must protect his client’s interest
against a screw-up in a closing and in arrangements with a crazy
new police captain on Chicago Avenue who “has a special hard-
on” for the client’s liquor violations and popularity with tourists.

In the articles Corde is involved first as a journalist and
increasingly as an indignant human being; he departs for Bucha-
rest as the reaction to the articles begins: the provost withholds
cool judgement while implying dissatisfaction; the editors report
“a flood of mail,” liberals finding him reactionary, conservatives
crazy, urbanclogists hasty, all of them dubious of his premise
that “perhaps only poetry had the strength ‘to rival the attractions
of narcotics, the magnetism of TV, the excitements of sex, or the
ecstasies of destruction’.”

Seeking to exercise his own moral initiative, Corde, whose
official role in the young man’s death was limited to the
identification of the body, had become himself involved. Con-
vinced that it was murder, he sought justice. He persuaded the
provost to offer a reward, conferred with police detectives,
befriended the young man’s widow. When two people were
arrested, Lucus Ebry, a young black dishwasher—derelict, and
a young black whore, Ebry’s accomplice and accuser, he
rejected the legalistic and moral ambiguities that emerged,
insisting on simple justice. Consequently, he is attacked by his
sister’s son, his nephew Mason, rich, spoiled, a veteran of the
street clashes during the Democratic convention in Chicago in
1968, and friend and champion of the dishwasher and of those
whom he saw as victims of the corrupt white values of his uncle.

Radical students led by Mason protested the Dean’s and the
College’s actions; Mason attempted to threaten witnesses with a
pistol; Ebry’s defense lawyer, recommended by Mason to Ebry

and appointed by the court, is Corde’s cousin, Maxie Detillion,

an opportunist down on his luck.

And then, with the case in court, Corde and Minna were
called to Bucharest, where, while Minna talks with Tanti Gigi
and the other relics of her past and of Roumania’s, Corde
alternately sits and lies in the cold of Minna’s old room, caught
up in the cyclamens and Chicago, waiting for judgements of the
court and the provost, his pondering interrupted by social
demands, the hospital, attempts to penetrate the bureaucracy in
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order to visit Valeria, her death, the complications of notices in
the papers, of services and cremation, of burial. Corde wonders,
too, if his sudden announcement, in the third and last visit to
Valeria, that he loves her and the sudden visible agitation that
results has precipitated her death.

Corde’s ruminations are interrupted, too, by two Chicago
friends, Vlada Voynich, Roumanian-Chicagoan ecologist, and
by Dewey Spangler, boyhood friend and celebrated columnnist,
and by a phone call from the provost. The call is inconclusively
apprehensive; Vlada, like her mentor, Sam Beech, mistaking
Corde’s indignant involvement for a reformer’s zeal, tries to
persuade him to write articles publicizing Beech’s conviction
that lead poisoning is pushing Chicago, America, and the world
into mindiess, violent chaos. But the Dean demurs, unwilling to
accept such a simple if not simplistic solution to or explanation
of what seems to him inexplicable and incurable.

With Spangler, in spite of the pretensions of his VIP status,
Corde talkes freely about the past of their youth and the
Chicago of today as he had attempted to define it in the articles,
and he describes his attempt to find justice in the trial. Then, a
day later, with Valeria cremated, awaiting entombment when
the crumbling concrete behind the stone veneer of the gravestone
is repaired, and with Minna ill, attempting to sort out her
mother’s effects, Spangler calls: his contacts have told him that
Ebry has been convicted, receiving a sixteen-year sentence; the
whore, plea-bargaining, will get eight. The Dean, it appears,
has somehow obscurely been exhonerated, and a rough justice
has been done. .

Minna’s illness continues, and another date has been made
for her at Mt. Palomar. Corde determines to leave, although
Valeria’s affairs are still unsettled and Tanti Gigi's future uncer-
tain. His last conversation with Vlada emphasizes the ambiguity
with which he anticipates his return:

“...Are you so eager to get home, yourself?” [She asks.]

“It’s not as if we were going back to order, beauty,
calm and peace.”

She said, “Still, you'll be glad to see Lake Michigan
from your window again, I'm sure of that.”

With Minna ill and silent, Corde, holding her hand through
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the long flight, feels a strange equilibrium that continues through
her hospitalization and treatment for anemia and potassium
deficiency. In the hospital, “Irritable, she found fault with him,
and sometimes he was wounded—that is,” Bellow writes, “the
old self would have been wounded.” Corde’s involvement has
become not journalistic detachment but human acceptance.
His equilibrium continues during his drives back and forth
along the lake to the hospital, and in the apartment he continued
the lonely habits had acquired in Bucharest. Nevertheless, he
was glad to be back, “to see the lake from his window and have
the freshwater ocean for company. At his back the city,
unquiet, the slum and its armies just over the way: blacks,
Koreans, East Indians, Chippewas, Thais and hillbillies, squad
cars, ambulances, firefighters, thrift shops, drug hustlers, lousy
bars, alley filth"—the Chicago of which he had written, of
violence in the neighborhood and obscene grafitti in the building.
Again, in his curious detachment, he ruminates:
.. . at home he usually sat with his back to the decayed
city view. From his corner window he could see the Loop
and its famous towers, but he looked directly downward
at the working of the water, on bright days a clear green,
easing its masses onto the beaches, white. The waters
bathing the waters in sun, and every drop having its own
corpuscle of light, the light meantime resembling the
splash of heavy raindrops on paved surfaces—the whole
sky clear, clear but tense. On days of heavy weather you
felt the shock of the waves and heard their concussion
through the building. Under the low clouds you might
have been looking at Hudson’s Bay and when the flows
came close you wouldn’t have been surprised to see a
.polar bear. Only you didn’t smell brine, you smelled
pungent ozone, the inland-water raw-potato odor. But
there was plenty of emptiness, as much as you needed to
define yourself against, as American souls seem to do.
Cities (this had been impressed on Corde when he pored
over Blake—Spangler had not stopped him by kidding
him about it—) cities were moods, emotional states, for
the most part collective distortions, where human beings
thrived and suffered, where they invested their souls in
pains and pleasures, taking these pleasures and pains as
proof of reality. Thus “Cain’s city built with murder,”
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and other cities built with Mystery, or Pride, all of them
emotional conditions and great centers of delusion and
bondage, death. It seemed to Corde that he had made an
effort to find out what Chicago, U.S.A., was built with.
His motive—to follow this through—came out of what
was eternal in man: What mood was this city? The
experience, puzzle, torment of a life time demanded
interpretation. At least he was beginning to understand
why he had written those articles. Nobody was much
affected by them, unless it was himself. So here was the
emptiness before him, water; and there was the filling of
emptiness behind him, the slums.

Had the novel ended at this point, Corde’s equilibrium, his
self-knowledge, his acceptance of time, place, and circumstance
intact, the _tale of two cities enslaved, perceived by a sensitive,
sometimes cranky academic, refined into metaphor, would have
been complete. But the reality of conflict, of personal and
psychological antagonisms, indeed the reality of competing
perceptions of the traditional virtues of duty, honor, loyalty
demand resolution, and the Dean’s new equilibrium must carry
him through his uncomfortable role into that in which he is
almost sure.

In three brief, rapid chapters evoking the frenzy of American
life, in the midst of which Corde maintains his equilibrium,
Minna recovers, they make arrangements for the delayed trip to
Mt. Palomar, and return to the life of Chicago. In the only
significantly jarring scene in the novel—jarring because of the
heavy-handed monstrousness of the constrast with the fading,
quiet, impoverished genteelness of similar gatherings in Bucha-
rest—the Cordes attend a posh Lakeshore Drive party, given by
the brother and sister-in-law of Corde’s sister’s new husband.
There they learn that the party is in honor of the family dog’s
birthday, that others are there through the relationship of their
pets. Yet Corde’s equilibrium survives this insensitivity as it had
learned to survive violent reality.

Yet Bellow may be forgiven the heavy-handedness of this
incident because there Corde learns two things. First, he learns
that his sister’s new husband, a politically-powerful judge, will
take care of Mason, who had fled to a sanctuary with the
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Sandanistas in Nicaragua, where, ironically, his great uncle had
fought as a Marine fifty years before. For Corde, the myth of
virtuous youth perpetrated in the 1960’s, in which Mason bel-
ligerantly believed, is once more quietly exposed as a fraud.

He learns too, that Spangler had written a column, “A Tale of
Two Cities,” in which his conversations with Corde in Bucharest
have become an interview and an opportunity for Spangler to
celebrate, in psuedo-poetic Walter Lippmanesque prose, Corde’s
failure as an academic, a journalist, 2 man. In words distorted,
taken out of context, or misappropriated, he has Corde emotion-
ally denounce the media, the city, and the academy for their
blindness and failures, and he points out what he insists is
Corde’s ultimate failure to see, to understand, to communicate.
The viciousness of Spangler’s hatchet job, the clearness of his
inuendos, the reswrrection of the articles and trial that had been
temporarily laid to rest and their reinterpretation in crystal-clear
nuances disturb Corde’s equilibrivm only momentarily, and he
sees Spangler in terms he had been unwilling to admit to
himself. But it is clear he must resign; he will continue to write,
perhaps help Beech communicate his scientific vision, conclud-
ing that the simple answer, that ingested lead has poisoned a
city, a people, a time, is perhaps better than no answer at all.

Bellow may be forgiven, too, the last transcendental scene,
although it is more difficult to do so. In the observatory at Mt.
Palomar, Minna is going about her astrophysical business, and
Corde, the observer, is taken by an attendant to the top of the
dome where Minna will work. The dome is open to the freezing
heavens:

And because there was a dome, and the cold was so
absolute, he come inevitably back to the crematorium,
That rounded top and its huge circular floor, the feet of
stiffs sticking through the curtains, the blasting heat
underneath where they were disposed of, the killing cold
when you returned and your head was being split by an
ax. But that dome never opened. You could pass through
only as smoke.

And here, exposed to the living heavens, distorted as they
were by the atmosphere, Corde learns the meaning of what
Bellow had insisted nearly two decades before that we must
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learn: “what it means to be a man. Ina city. Ina century. In
transition. In a mass. Transformed by science. Under
organized power. Subject to tremendous controls . . .” And
Corde learns momentarily to feel beneath the distortions of
perception, to find reality in himself and to be free. In the final
lines, however, he returns reluctantly to another reality:

The young man pressed the switch for the descent.

“Never saw the sky like this, did you?”

“No. I was told how cold it would be. It is damn cold.”

“Does that really get you, do you mind it all that
much?”

They were traveling slowly in the hooked path of their
beam towards the big circle of the floor.

“The cold? Yes. But I almost think I mind coming
down more.” :

Corde—cord, heart; reconciler, man—returns to earth, the
ties that bound him to Bucharest severed by mortality, those to
his false profession broken by circumstance, yet those to Chica-
go, to time and place and the human predicament, to love and
Minna, still strong. But the metaphor as well as the reality of his
deanship and his December are at an end. Like Valeria, he has
fallen from a mechanistic grace, and whatever public rehabilita-
tion takes place will be grudging and imperfect.

Although Bellow ties up the loose plots of psychological
conflicts between Corde and his family, his friend, his peers,
those are almost irrelevant to the novel and certainly less
significant than in most of Bellow’s other novels. But the mood,
the tension, the psychological involvement, the ironies of East
and West, the strength of Corde’s love—sentimental and touch-
ing for his sister, tender for his wife, fused with hate for his
city—the rapid movement between East and West, between
inner and outer Corde, give the novel depth and breadth that
need neither complexity and acceptability of plot nor resolution
of conflict. If Bellow, like his early mentor Sherwood Anderson,
has difficulty ending his novels satisfactorily—and this ending is
perhaps his weakest—it is not because of the failure of vision but
because of the profundities, the imponderables, that he, like
Anderson, sees beyond, of the questions raised rather than the
answers that, glibly or thoughtfully, cynically or not, are so often
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given, by governments and foundations, academics and profes-
sionals, scientists and fictionalists, answers that prove instead,
like the revolutions of the past—proletarian, green, student,
whatever—, to compound the problems they purport to solve.

Given the complexities of the novel, the dimensions of
Bellow’s perception of the modern world, the inevitable inade-
guacy of the transcendental moment at the end, critical ap-
praisals will undoubtedly remain as mixed as the book’s reviews,

“which ranged from ecstatic to condescending, neither extreme

of which is justified. In such a work imperfections inevitably
occur, ranging in significance from Bellow’s consistently inade-
quate female characterizations—only Valeria, speechless and
dying, emergis as complex, believable, even admirable—to his
occasional crankiness. But Bellow’s Chicago is sure, and his
Corde, if not everyman, is certainly a man, and the failure of
systems, whether of the insititutionalized East or the well-
meaning free-enterprise, contradictorily democratic West, is
clear; the aura of Calvin remains in the atmosphere of Bellow’s
Chicago as certainly as does Stalin’s in Bellow’s Bucharest, in
what is perhaps the December of both.

Bellow has talked publicly on several occasions about the
novel, its origins, what he attempted to do, where he thinks it is
taking him. The Dean’s December began, he says, in a similar
trip for a similar reason to Bucharest with his wife Alexandra, a
mathematician, and in an unfinished, unpublished non-fiction
book about Chicago, perhaps a companion work to To Jerusalem
and Back. He expresses concern about what the critics, espe-
cially the academics, will make of it in whatever critical
approach is fashionable. But most of all he fears that the
Chicago sections will be distorted, misunderstood, like Corde’s
articles criticized by liberal and conservative alike, for all the

-wrong reasons. His Chicago, he comments 1s less than Viet

Nam as Bucharest is less than the gulag and bothare less than the
Holocaust, but his portrayal of it is a beginning, a protest against
the dehumanization of Chicago’s people, especially its blacks,
not only by crime, by violence, perhaps even by lead poisoning,
but by the welfare state and the failure of “the social organiza-
tions, educators, psychologists, bureaucratics” who have con-
tributed “nothing—just zilch” to its improvement.
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Whether Chicago, with all its imperfections, with its “democ-
racy in its rudest form, struggling to survive,” can do so is
uncertain, but the city is still alive if seriously, grossly unwell.
Bellow insists, however, that its danger, America’s danger, the
world’s danger, is real. He says,

Our humanity is at risk. It’s too powerful a thing to
just lie down and give up the ghost. But we have to face
the fact it is in danger. It is at risk because the feeling that
life is sacred has died away in this century.

Then, like Albert Corde, he says that:

Writers are part of this whole dismal picture that is
dominated by an evasion and unwillingness to come to
grips with the profoundest human facts. Writers have not

. served American society well, but they have been repre-

* sentative of what the society is. Iinclude myself in this. I
seem to have been overtaken by a kind of fit in my old age
in which I want to say things definitely and flrmly—and
hit hard.

The Dean’s December, with its imperfections, does indeed say
what Bellow believes about Chicago and about life in the last
decades of the twentieth century; it says them definitely and
firmly, and it does hit hard; as it emphasizes Bellow’s growing
indignation at what we and our society have become.

Michigan State University
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BELLs ELEANDR H. YOUR BLUE Ii QUEST. {(POETRY} PDET'S TAGLE ANTHOLDGY,. 1 {1963},

BELLs MARVIN. BALSAS GREAT LEANING FERHSE A VIEW IN THE RAIN: SHOULDERS OF TROPICAL RAIN.
{POETRY) MISSOURI REVIEW. 6 (MINTER 1083), 20-31.

BELLs HARYIN. WHITE CLOVER. (POETRY) ATLANTIC MGNTHLY.: 251 {FEBRUARY 1983}. 58.

BELLs REBECCA 5+ THE WHMISPER OF DREAMS; A COLLECTION DF POETRY. tPOETRY) 1OWA FALLS» IA3 CSS
PUBLICATIDNS: 1982,

(BELLOW, SAUL)« ®CRISIS™ IN BELLOW®S HOVELS: SORE DATA AND A CONJECTURE. BY HDLLAHAN. EUGENE .
(CRITICISK) STUDIES IN THE NOVEL, 15 (FALL 1983}, 24p=83. .

(BELLOM, SAUL)e BELLON'S SE1ZE THE DAY+ BY PINSKER. $ANFORD. (CRITICISH) EXPLICATOR: 41
(SPRING 1983}, 60-81.
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(BELLOWN: SAULYs FICTIEN A5 SURYIVAL STRATEGYZ A COMPARATIVE STUDY OF THE MAJDR WARKS OF
ERNEST HEMIHGWAY AND SAUL BELLOW. BY BARKER+ J. {CRLITICISK) AMSTERDAM: RDDOPIs 1983.
C(BELLOWs SAULY. HUMBOLOT'S GIFT AND THE ROMANTIC IHAGINATICMN. BY CHAVKINe ALLANS (CRITICTSM}

PHILOLDGICAL QUARTERLYs 62 (NINTER 1983)¢ 1-19.

{BELLOW» SAUL}s 5AUL BELLOW: A BIBLIOGRAPHICAL CHECKLIST. BY @IXBYs GEORGE. {BIPLIOGRAPHY)
AWMERICAN 800K COLLECTOR: 3 {SEPTEMBER-DCTOBER 1982}, J8-47.

(BELLOW+ SAUL}. SAUL BELLOY AND HISTORY. BY NEWKANs JUDIE. (CRITICISM) HEW YORK: ST MARTIW'S
PRESSs 1983, .

{BELLONs SAUL}. SAUL BELLOW: ¥ISION AND REVISION. BY FUCHS. DANIEL. (CRITICISM} DUARHAM. NC:
PUKE UNIVERSETY PRESS. 1983,

(BELLGW ¢+ SAULYa SAUL BHELLOY AND THE UNTVERSITY ¥ILLAIM. BY STEGEL. BEN. (CRITICISM) MISSQURI
REVIEWs & (WINTER 1983}« I67=8B.

(BELLOW, SALLYa THE ROOMs THE CITYs AND THE WAR: SAUL BELLOW'S DANGLING MAM. BY ANDERSOM.
OAYID D (CRITICISM} MIDWESTERN MISCELLANY X1 (1283}, 49<%8.

HENED1CTs ELINOR+. & BIT OF POWER. {(PDETRY) INYRG. NUKBER 14 (1983).

BENEPICT. ELINOR. A BRJDGE TOD CHINA. {PDETRY} PLATTSBURGHs NY: HARDWOOD BOOKS. 1983.

BENEDICTs ELIHDR. IN THE GIFT MIRRDRF MANTHORMESS 7M0 WOMEN LEAVING PEKING. (POETRY) IRIS. iC
CFALL 19383).

BENEDICT. FLINDR. TO MY DAUGHTER AT THE UNIVERSITY. {POETRY) LABYRIS, 10 (SPAING 1983).

BENNETT+ JOHN HMa BANKE T WAS S1TTING SERIES. (POETRY) HEAVY SHADES. 2 (1963).

BENNETTs JOHK Ma BE PERMITIED TDj HELLDs UNIT. {POETRY} MC» & (MARCH 1983}.

BENN?Y'E- :DHM M. BITIKG THE BRICK: 1 WMAS THINKING KINDLESS ORIVEL. (PCETRY} ARTCOMMET. 1O

1983).

BENNETT s JOHN Ma CIRCLE OF CHAIR. {POETRY! FOLKLOREs 1 (1983}«

BENRNETT» JOHN M. FALLING SNAKE. (POETRY} THIS IS IMPORTANT, 10 £1583).

BENMETT» JOHN M. HACX FACE; THE B0JL3 BITING THE BRICK: NO-BDY'S FACE: NO=B0Y MURDERS THE
BaS5% ANT PATH FACE. {PDETRY} ARTCOMNET, 15 (1983).

BENMETTs JOHN M. HAT: ON A LINE 8Y E N BROOKINGS: I WAS SPIYTING ON MY MEAT: NOTEHEAD.
[POETRY) ARTCOMNETs 14 (1983}

BENNETT» JOHN M. HE WAS SITTING IN THE KITCHEM. {POETRY) TRUELY FINE. &{2). 1903. N

BENNETT« JOHN K. HER EYESIGHT FLUID. (POETRY} NRG, 2D {1983).

BENNETT» JOHN W, HIDING A< HAMMER. (PDETRY} ARTREACH NEWSLETTER» APRIL. 1983.

BENNETYTs JOHM M. MDRSE WAGGOTS, ¢(PDETRY} POSTHYPE. 205} 12A3.

BENNETT» JOHN M. I COULD HOT. {PDETRY) ARTHAGPUB., 7 (1983}

BENKETT+ JOHN M. | CARRIED A CIRCULAR SAW. (POETRY) FAT TUESDAY», 2(1) 1983.

BENNETT» JOHN M. I OPENT THE FRIDGE. {PDETRY) ND» 2 [1983}.

BENNETT» JOHM HW. HIND LEAVING. (POETRY) PROPs 1i{ {OECEMBER 1963).

BENNETT« JOHN M« MY HAIR ¥WAS FULL OF LIES; BITING THE BRICKI NO=80¥*'5S FACE! NO=-BDY MURDLRS
THE BOS55: CHAPTER TWO: BEEFS DDGFI1GHTS: ON A LINE BY E W BROGKINGS. [PDETRY) LOST
AND FOUND TIMES« 1% (OCTDBER 1R83}.

BEHNETTs JOHN K. N1GHT SHOPPING. (POETRY) EDGAR ALLAN PDE MESSENGERs 2042) 19823.

BENNETT. JOHN He NQ BOY. (POEYRY) PUDDING: 9 [1983).

BENNETT» JOHN M. NO SELF§ DIPTICH FOR LADY C3 BURNING ODG; LIP. (POETRY) ARTCOMNET» 8 (1983]).

BENNETT » JOHN W+ NO=BDY'S FACE. (POETRY} ARTCOMNET, 12 {1983).

BENKETT» JOHN Na NDT IN YHE HALL; I WASN'T THERE: ASLEEP AT THE WHEELF 1 COULD NOT: JERKING
DYER HI5 MOSE: WHEN SHE WAS GONE. {POETRY)} LOST AND FOUND TIMES: NUMBERS 13-14
{MARCH 1983).

PEWNETT » JOHN M+ SPECIMEN CERTIFICATE} WHITE WORMS;: CENTER CUT. (POETRY] OR, NUMIER 52 (1983).

DENKEYT s JOHN M. STANDING IN THE RAINS NO-BOY*S FACE. (POETRY) ARTISTY'S PULP. SUMHER 1983.

BENMETT+ JOHW M. TAKPONS SOAKED 1IN GASOLINE: | SAW THE GUN ON THE ART PATH. (POETRY) KCs 5
LSEPTEMBER 1983},

BENKRETT» JOHN Ma THE SHIRT. {POETAY} INDUSTRIAL SABOTAGE, 23 (DECEMBER 1983).

BEHNETT s JOHN M. UNIT; JOMN W BENNETT DEFINES DA¥Y DET HAMPSON'S WORDS. (PDETRY) ARTCOMNET: &
{1983).

BEKNETTs JOHN M. YERY OLD BDWL CARD: THE CARD. (PDETRY} ARTCOMMET. 11 (1983).

BEKNETT» JOHN M. WHEN SHE WAS SORE 3 DAYS. (POETRY) PORTLAND REVIEW: 3 {SPRING 1983}).

BENNETT. JOHN M. WORM DN THE BRIDGE. (PDETAY) ARTCOMNET» 13 (1583).

HENNETTs JOHN. BEYOND THE CDMPASS RDSES LASY POEMS ON MOBY DICK. (PDETRY) FAURWATER. WI:
MIDWESYERN WRITERS PUBLISHING HOUSE. 19821,

BENNETT» JOHN. BLENDER. [POETRY) EAST LANSING, MI: GHOST DANCE PRESSs 1983.

BENNETT» JOHMN. BURMING DDG. (POETRY) COLUMBUSs OM: LUNA BISOMTE PRODUCTIONS: 1983.

BENNETTs JDHN. TOWNM DRUNKARDS TOWN 1DIOT: SMILING MAKD CARPENTER. (FOETRY) WISCONSIN ACADEMY
REVIENs 29 {JUNE 1983)s 16~17~

(BERRYMAN: JOHN). PERRYHAM*S SONNETS5: IN AND OUT OF THE FRADITION. B8Y MEISERs DAYID K.
{CRITICISH) AMERICAN LITERATURE. 55 (OCTOBRER 1983)s 386-404.

CBERRYMAN, JOHM}s JOHN BERRYMAM: A TEN YEAR SUPPLEMENTAL CHECKLIST. 8Y KELLY, RICHARD J.
(BIBLTIOGRAPHY) LITERARY RESEARCH MEWSLETTER» 7 (SPRING-SUMMER 1982)s &5-115.

BERVDLINO, JAHES. THE COCODN; A BEGINNING. (FODETRY)} INDIANA REVIEW: 8 (MINTER :1983)s ad-4S5.

BIERe JESSE SEE HEMINGMAY, ERNEST.

{BIERCE» AMBRDSE)+ SUPPLEMENTS TO THE STAHDARD BIBLIDGRAPHIES DF ADEs BIERCEs CRANEs FREDEARICS
FULLERs GARLAND+ NORRIS: AND TWAIM, BY STROKKS. JAMES. {B1BLIOGRAPHIES) AMERICAN
LITERARY REALISHMe 16 {AUTURN 19083}, 272~77. :

(BIRBECKs MORRIS):+ HRTES ON A JOURKEY [N AMERJICA. 8Y HALLWAS, JOHN E« [CRITICISH) RIOWESTERN
WISCELLANYs X1+ (19833 T=18.

BIRMINGHAM» STEPHEN. THE AUERBACH WILL. (NDVEL) BOSTON: LITVLE, BROWNs 1983, [CHICAGO).
{ILLINDIS) .

BIXDY, GEORGE SEE SELLOW, SAUL.

BLEI» NORBERT. DOOR STEPS. (ESSAYS) PEORIAs JL: ELLIS PRESS, 1583, (WISCONSINI.

BLYs ROBERT« IN THE MDNTH OF MAY. (POETRY) THE ATLANTIC MONTHLY, 251 (HAY 19B3), 43.

{BLYs ROBERT)+ A SENSIBLE EMPTINESS: ROPERT BLY AND THE PDETICS OF IMMAMNENCE. BY KRAMER:
LANRENCE. {CRITICISM} CONTEMPORARY LIJERATURE: 24 (WINTER 1983), A49=62.

(BLY: ROMERT). ROBERT BLY: A PRIMARY BIBL IOGRAPHY. PART 1. BY ROAERSUNs WILLTIAM H.
(B1BLIDGRAPHY) BULLETIN DF BIBLIOGRAPHY» 40 [MARCH 1983). S5-1l.

BPHLKEs L BRENT SEL CATHER: WILLA.

BALLS. IMOGENE L. GLASS WALKER. {POETRY) INDJANA REVIEW, & [(WINTER 1933}y 22.

BOKD» ALEC. NORTH OF SIOUX FALLS. {PCETRY) MARSHALLs MH: HILARY PRESS, 1983.

BONBs ANITA. HE ¥ANTS HARD PDETRY. (POETRY} KANSAS QUARTERLYs 15 (FALL 1983}, 105«

BOREK+ LYNDA 5 SEE DREISERs THEDDORE.

BUURHEr DANIELs INTROPUCING CAMCER AND HIS CONCERN FOR HIGHER YIELDS: CANCER BUYS &
TWO-HEADED CALF: CANCER TAKEN HOSTAGE. (POETRY) INDIANA REVIEW: & {WINTER 1983).

LLEL Y

BOWDEN: J H SEE DEVRIESs PETER.

BOWERS. NEAL. CRYPTOGRAPHY. (POETRY) GEDRGIA REVIEW, 37 (WINTER 1982), 333,

BOWERSes NEAL. WRITER'S BLOCK. [PDITRY} KAMSAS QUARTERLYs 1% (WINTER 19831, 126.

(BOYD s THOMAS). A MIDWESTERNER IN THE MAELSTROM OF HISTORYI THOMAS BOYD'S CHARACTERIZATION OF
WILLIAM HICX5. BY NOVERR: DOUGLAS A. [SIOGRAPHYI»{CRITICISM) MIDARERICA X (1083}
9R-100.
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BOYERs JEFF. THE S5TORM. {(POETAY) KANSAS GUARTERLY. 15 {FALL I1983)« 33.

BAANCH. EOGAR MARQUESS SEE CLEMENSs SAMUEL L.

HRECKENRIPGEs JILL. LOYE LETTER FROM ACAPULCO. (POETRY) KANSAS OUARTERLYs 15 (SPRING 1983)+
135.

BRENNER, GERRY SEE HEMIHGWAYs ERNEST.

BRESNAHANs ROGER J STEE ANDERSONs SHERWDOD «

BRESNAHAN: ROGER J SEE SANTOSs BICMYENIDOD N«

BRESMAHAN, RDGER J. MIDAMERICA: A TEN-YEAR RETROSPECTIVE. (BIBLIOGRAPHY):(PERIODICALS)
MIDAMERICA X (1983} 9=23.

PRINDEL» JUNE RACHNY. FIVE QEVILS. (PDETRY) SPDON RIVER GUARTERLYr 8 (FALL 1983)s AS.

BRINOGEL » JUNE RACHKY. EARTH DAY. {POETRY) VISIDHNS, 11 {19231.

BRINDELs JUNE RACHNY. THE STORE. §(POETRY) HUSE®'S BREW, 1 (SUMMER 1963): 1B.

BRINDEL s JUNE RACHNY. THE GUEEM. {SHORT FICTION} SING HEAVENLY MUSE, 2 (NOVEMBER 1883).

15653,
BRINDEL « JUNE RACHNY. PROGRESS OF A POET? THE MOMENT. (POETRY) PUDDING. B {FALL 5%83Fs #4le 45.
BRLINDEL + JUNE RACHNY. DDE TO PAUL CARROLL. {PDETRY) ANDTHER CHICAGD MAGAZINE: % ([SPRING 19B35)
&2

BRINDELs JUNE RACHNY. THE INNOCENT NOW. (SHORT FICTTON) MSS. 2 (SPRING 19813}s 133-57.

BRODERICKs RICHARD. NIGHT SALE« (NOVEL) ST PAUL, KN: NEW RIVERS PRESS. 1962.

BRODW [M» STANLEY SEE CLEMENSs SAMUEL L.

BRUMMELSs J ¥+ A COUPLEs IN TOWN FOR A SATURDAY NIGHT» TALK ABOUT CHICKENFRIED STEAK: KARLE
THE FRANGCIS FURTER MEMORIAL VFW POST» CAFE AND HOWLING LANESE WHAT®S ON THE YDUNG
FARMER*S MIND. (PDETRY} KANSAS QUARTERLYs 15 (FALL 1983%. 81-85.

BRUMMELSs J V. AT THE AIRPORTF THE HIRED HAKDF NEW DAYe CENTRAL DAYLIGHT TIME. (POETRY)
MIDWEST OUARTERLYs 24 (SUMMER 19833+ 441-a5.

BRUMRELSs J ¥« LIGHTFDOT'S MIGHTMARE. IPCETRY) KANSAS DUARTERLYs 15 (SPRING 19033 AQ.

BRYER» JACKSON R EDITOR SEE F11ZGERALDs F. SCOTT.

BUCHANAN: CARL. SCME ARTHUR PDEMS: GWEN: MERLYN'S END LAMCE AND GWEN {ARTHUR -SPEAKES).
C(POETAY) KANSAS GUARTERLY. 15 {WINTER 19831+ 18&6-37.

PURDs LOUTS J ED SEE CLEMENS. SAMUEL L.

BUDDs LDUIS J SEE CLEMENSs SAMUEL L. L

BUDDs LOULS J SEE CLEMENS: SAMUEL L.

BUETTNERs SHIRLEY. THE PULSE; MUSHRDOMINGs {POETRY) KANSAS QUARTERLY. 15 [SPRING 1983}, 54-55.

BUETTHERs SHIRLEY. VILLAGE SOFTBALL LEAGUE: CHAUTAUQUA PARK. {PDETRY) KANSAS OUARTERLY. 15
{SUMMER 1983}, 11-12.

BUNCH. STEPHEN, JOY. {POETRY) BIRTH AND FAMILY NETWOIK: SPRING 1987,

BURGESSs CHARLES E SEE MASTERS. EDGAR LEE.

BURMHAMs GREGDRY. THE QUARRY. {(POETRY} INDIANA REVIEW: & (SPRING 1983}, 47-5l,

BURNS s MICHAEL. MOYING FROM CLEAR LAKE: AT A WINDDW: STATE FISHKILL DN SHIREY BAY, 1983.
{PDETRY} MIPWEST GUARTERLY. 24 (WINTER 1983}, 16%=71.

BURNS s RALPH. RESPONSES TO A CLASS QUESTIDNNAIRE: WHAT 15 YOUR CAREER GOAL: CHAIR. tROETRY )
TROTIAHA REVIEW,: & (SPRING 1983)s 70-Ti.

BUSNS » RALPH. TALL TALE. [PDETRY} COLLEGE ENGLIZH, &5 {SEPTEMBER 19B83). a%2-03.

CADYs EDWIN H SEE HAOWELLSs WILLIAW DEAN.

CAOY:» NORMA ¥s EDS SEE HOMELLS, WILLIAM DEANX

CAIRNS, SCOTT. SELECTING A READER FAKING OFF OUR CLOTHES: THE WHALE: LIVING WITH YHE DEAF:
ACCERTING GLDDD; HARBOR SEALS. (PODETRY) KANSAS OVARTERLYs 13 (FALL 1983)s 19=23.

CAIRNSs SCOTT. TRAPEZE ARTIST. (PQETRY} INDIANA REVIEWs & [SUMMER 1933} 50.

CAMPTDHs DANs INSPIRATIDK. (POETRY) MAGIC CHANGES», 10 {1983).

CAMP1ONs DAN+ JUNE. (POETRY) PLAINS POETRY JOURNAL, 8 (1983). 10.

CAMPIGN, DAN. MACHINES. {POETRY) 10¥A JOURNAL DF LITERARY STUDIES. 4(2) 1983. 28.

CAMPION+ DAN. POLITICAL ECONGMY. (POETRY) LUNA TACK: & (19833, S.

CAMPICN, DANe SDFTNESS I1TSELF. (PODETRY) OINKs 17 [1983)s 97.

CAMPLONr DAN. THE CHAUFFEUR. {PDETRY} IHAGEs 10(1=3) 1983, 6C.

CAMPION, DANa THE DOOR. {PRDETRY)} ANOTHER CHICAGD WAGAZINEs & (1983}, 57.

CAMPEON, DAN. THE EPIPHANY. {POETRY) PIG IRON. 11 (19833+ 25.

CAMPION, DAN. THE WINITURIST. (PDETRY) ASCENT» £(2) 1983, 21=22.

CAMPION, DAN. THOREAU: THE STATE OF HOSTILIYIES. {POETAY} CHOUTEAU REVIEW. 811} 1963, 43s
66T

CANTONI» LOUTS J. ABOVE ALLS BELOVED: DUSK: FRIEND; LYRICS: PREDJLECTION. {POETRY) MDDERN
IMAGES» 52 {JULY ~ SEPTEMBER 1983k, 45.

CANTONF . LOUIS J, BEGTNMINGS. {POETRY} QUEST: MNEWSLETTER DF THE MICHIGAN PERSONNEL AND
GUIDANCE ASSOCIATIONe LT (DCTOBER 1983}, 3.

CANTONIs LOUIS J. BEACHSIDE. {FOETRY) MODERN IMAGES, 80 (JANUARY - MARCH 19831s 3.

CANTON3» LOUIS J+ COMFORTABLE COUNSELING. (POETRY} QUESYE NEWSLETTER OF THE MICHIGAN
PERSONNEL AND GUIDANCE ASSOCIATION, 16 (JANUARY IPB3)e 2.

CANTOHI« LOUIS J» NO DNE IS BORN THAT WAY. (POETRY} QUEST: NEWSLETTER OF THE MICHIGAN
PERSONNEL AMD GULIDANCE ASSCCIATIONe 16 (NMARCH 19833y 4.

CANTDNI+ LOUIS J. NO: TRAPPED. (POETRY} NODERN IMAGES. 63 {DCYOBER =~ DECEMBER 1933), 19.

CAMTONT » LBU1S J» ONE ALCOHOLIC'S PRAYERS TZMDING. {PDETRY} HATIONAL ASSUCIATION OF THE
PHYSIGCALLY HANDICAPPED HEWSLETTER. © (SUMMER 1985} 8.

CANTONT ¢ LOUIS J. PAINs [POETRY) PARNASSUSs 7 {SPRING 1983). 44.

CANTOKL» LOUIS J. PURE POETRY. [SHORT FICTIOH) ALURA GUARTERLY: 7 (SPRING 1983), 23.

CANTONI + LOULS Jo SEMANTIC BLOOD. {POETRY) PARNASSUS. 7 (FALL-WINTER 19833, T1.

CANTBHE» LOUIS Ja SILVER FLUTE. {PDETRY) POET. 24 {JUNE 15331, 2.

CANTONLs LOUTS Ja TEKDINGs (POETRY} ORPHIC LUTE, [FALL 1983} 38.

CANTDNI« LOUI% J. THEY SURROUND ME. (PCETRY) POETs 2% [OCTOBER 1983} s 59

CANTONI » LDU1S Jo THE MELLOWMESS:E GRAND LARCENY: VICTORY; PILGRIMAGE. {(POETRY) NATIONAL
ASSDCIATION OF THE PHYSICALLY HANDICAPPED NEWSLETTER. 9 (SPRING 1983)s 9=10.

CANTONIs LOUIS J« TO A BLIND COUNSELDR. [POETRY} NATIDNAL ASSOCIATION OF THE PHYSICALLY —
MANDLCAPPED MEWSLETTERs 9 (WINTER 1983}, 10.

CANTONI. LOULS J» TOLLs AELLS. (POETRY) POETs 24 {DECEMBER 1983}, 27.

CANTDNI» LDUIS J. WASTING. (POETAY) POET. 24 (FEBRUARY 1983}y 7s

CANYONI« LOULIS Jo YOU KKOW 1 LOVE YOU. {PDETRY} ALURA QUARTERLYs 8 IWINTER 1933-1984). S0.

CANTOMNT» LOUIS Jo YOUR FACE. (POETRY) PENINSULA POETS, 38 {TMIRD QUARTER 1983)r 10,

CARAM» DICK: SLEEPERE PRAYING AT THE PHONE COMPANY: AUTHOR. {(POETRY] OPEM PLACES. 3% (SERING
= SUNMER 1983).

CARLSOMs KATHERINEs. CASUALTIES. (SHDRT FICTIDON? ST PAULs WNI NEW RIVERS PRESS. 1982,

CARRe JOHN € SEE SMITH: MARK.

CARVERs RAYNOND SEE GARDNER» JOHN. .

CASTROs JAN GARDEN. DARK INTERIDRS: REFLECTING LIGHT. (PDETRY} TELEPHOKE. 19 (I1g9ad)s t290-30.

(CATHER+ ¥1LLA). GRACE CHURCHs RED CLOUD~=A “TRUE STORY™ OF THE MISNEST+ BY BOMLKEe. L BRENY .
{BIOGRAPHY-~WILLA CATHER CONHECYIOH)} NEBRASKA HISTORY: &% (MINTER 19831, A9L-511.

(CATHERs WILLA). MR MCCLUWE AND WILLA. BY ROBINSONs PHYLLIS C. {BIDGRAPHY) »{CRITICISH)
AMERICAN HERITAGEs 34 (AUGUST-SESTEMBER 1983)s 26+31.

CEATHER s WILLADs MILEA. BY ROBINSONs PHYLLIS C. (BIOGRAPHY) HEV YORK: DOUBLEDAY. 15834

CHASE: JOANs DURING THE REIGN DF THE QUEEN OF PERSIA. (NOYEL) NEM YORKS HARPER AND ROW, 1983s
{0430} .
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CHAVE INs ALLAN SEE HELLOW. SAUL.

CHERRYs KELLY. DARK CONFUSION SNDY SCUTTLING ACROSS THE STREET LTKE BLOWN PAGES OF A
NEWSPAPER; FORECASTI WALKING IN THE WORLD. [POETRY) OPEN PLACES. 36 (FALL - WINTER
1983},

CHERRYs KELEYs IN THE NINK DF AN EYE. {HDVEL] NEW YORKZ HARCDURT, BRACE. JOVANOVICH. 1983,

GCHMIELARZ» SHARON. DIFFERENT ARRANGEMENTS. (POETRY) ST PAUL. i3 NEW RIVERS PRESS. 1982

CHU. RUDDLPH ¥ SEE HEMINGWAY, ERNEST«

CICOTELLD. DAVID M SEE KLOEFXKORN: ¥ILLIAM.

CITAND. DAVID. A BRIEF HISTORY DF BELLS. (POETRY) WEST BRANCH. NUMBER 13 {1983} 56.

CITANG. DA¥IB. A LETTIER FRDH MERTON. [POETRY) MISSISSIPPI VALLEY REVIEW, 12 (SPRING 1983},
37-38.

CITANGs DAVID. DRUGSTORE. {PDETRY} CENTENNIAL REVIEW: 27 (FALL 1983), 273-74.

CITAND: DAYIDe LAST THINGS. (POETRY} CEDAR ROCK, 8 (SPRING §983)e 12.

CITANO, DAVIf. LATE OCTOBERs KARION COUNTY. {POETRY) ST ANDREWS REVIEW. NUMBER 26+ (1943)s 29,

CITAND. DAVID. LETTER FROM THE TRICKSTER: OM THE NATURE OF HEAUTY. (POETRY) CHARITON REVIEW.
9 (FALL 1983)s 50=81.

CITANGs DAVID. LETTER FROM THE SHAMANI MEANING TO LIYE FOREVER. MEANING NOT 70. (PDETRY)
KID=ANERICAN REVIEW: 3 {SPRING 1983+ 12.

CITANO: BAYID. LIFE OF THE BOURGEOISIE. (POETRY3 POETRY NOWs NUMBER 38 (19833, 16.

CITANDs DAVID. PDEM FOX MY PARENTS: LEAVING DMIO FOR FLORIDAs THE CUYAHDGA FOR THE
CALODSAKATCHEE. (PDETAY) HIRAM PDETRY REVIEW: NUNBER 35 (FALL-WINTERs 1933)}s 11,

C1TANO, DAYID. REDWINGS S1STER MARY APPASSIOMATA LECTURES THE EIGHTH GRADE BOYS AND GIRLS OM
THE LIFE AWD GEATH DF ST THERESA. {PUETRY} YALE REY1EW, 72 (WINTER 1983}, 250-60.

CITAND, DAVID. SATURDAY NIGHT AT THE HARDING MIGH SCHODL 6¥N. (PDEVRY) PDET AND CRITIC: 15
(AUTUMN 1983)s 12.

CITAND, DAVID. SISTER MARY APPASSIOMATA LECTURES THE ANATOMY CLASSI DOCTRINES OF THE NOSES
SISTER MARY APPASSIDNATA LECTURES THE QUANTITATIVE ANALYSIS CLASS: PROOGF OF THE
EXTSTENCE DF THE SDUL. {POETRY) POETRY CANADAs & (SPRING 19831« 7.

CITAND, DAVID. SISTER MARY APPASSIONATA LECTURES THE CLIMATOLOGY CLASS: THE STORMs THE RAIKs
THE LIGHT. [PDETRY) TEXAS REVIEWs 4 (SPRING=SUMMER 19831, 33-3a. 4

CITANOs DAVIDs STSTER MARY APPASSIONATA LECTURES THE EIGHTH GRADE B0YS AND GIRLS ON THE
NATURE OF SYNMETRY: SISTER MARY APPASSIONATA®S LECTURE TO THE EIGHTH GRADE GIRLS AND
BOYS: FTHE SOMG OF BATHSHEBAT SISTER HARY APPASSIDNATA LECTURES THE PRE-MED CLASS:

MOTHER ANN LEE PREACHES TD THE SHAKERS FROM HER DEATH BEDs MISKEYUNWAs NEW YORK, 1784.
{POETRY) SAN JOSE STUDIESs 9 (SPRING 1953). 123-28.

CITANG: DAVID. SISTER MARY APPASSIONATA LECTURES THE EIGHTH GRADE BDYS AND GIRLS: FLESH
WILLING, SPIRIT WEAK3 SISTER APPASSIONATA LECTURES THE WOME EC CLASS! THE FEASTE
RIGCING. (POETRY) WIND LITERARY JOURHALe NUMBER 47 (1983), 8-7.

CITAND, DAVID. SISTER MARY APPASSIONATA LECTURES THE E1GHTH GRADE BDYS AND GYRLSE A CONCISE
HISTORY OF WITCHCRAFT. (POETRY) CHONDER REVIEW: NUMBERS 18-19 (SPRING-SUMHER 19632,
LERLT-

CITAND, DAVID. SISTER MARY APPASSIONATA TO THE INTRDDUCTORY ASTRONDMY CLASS: HEARTAEAT AND
MASS. EVERY LAST BREATHI SISTER MARY APPASSIONATA TO THE BIBLE IN TRANSLATION £LASS:
RITES OF PURLFICATION. {PDETRY) SUNI A MAGAZINE OF IDEAS« MUNBER 8% [APRIL 19831s 17.

CITAMBy DAVID. SISTER MARY APPASSIONATA TO THE FORENSIC PATHOLOGY CLASS: AN ANGEL THRUSTS &
SPEAR INTD THE HEART OF ST THERESA OF AVILAZ SISTER MARY APPASSIDNATA TO THE
UNIVERS1TY CHDRUS: THE SDNG OF JOAN. (POETRY) DESCANT, 27 (SPRING-SYMHER 1983).

56-57.

CITANO, DA¥ID. S1STER MARY APPASSIDNATA QUIZZES THE PHYSICS CLASS. {PDEYRY) NORTH DAKOTA
QUARTERLY» i {WINTER 1983)s B7.

CITAND. DAYID. SISTER MARY APPASSIONATA LECTURES THE ZDDLOGY CLASS: ODCTRINES OF THE BEAST.
(POETRY] WILLOY SPRINGS MAGAZINE. HUMBER 13+ (FALL 1983} 18.

CITANO, DAYID, SISTER MARY APPASSIDNATA LECTURES THE THEOLOGY CLASS ON THE RESOURCEFULNESS OF
DEMONS» (POETRY) PULPSMITHs 3 C(AUTUMN 1983), 63. o,

CLTANOs DAVID. SISTER NARY APPASSIONATA LECTURES THE HISTORY CLASS? LIFE OF THE SAINT.
(POETRY) HOLLINS CRITIC, 20 [FEBRUARY 1983} 19.

GITANQ, DAVID. SISTER MARY APPASSIONATA LECTURES THE EIGHTH GRADE BOYS: YOU*RE BDRN WITH TwO
HEADSs DON'T LET THE LITTLE OME RULE THE BIG ONE] $SISTER MARY APPASSIONATA LECTURES
THE URBAN $TUDIES CLASS: GUNFIRE,» HEDROUOM, PASSION®S TRASHI SISTER MARY APPASSTODNHATA
LECTURES THE $0CIAL BEHAVIOR CLASS: FRIENDS: THOSE WHD LOVE. {(POETRY) TENDRIL.

NUMBER 17 CWINTER 1983<B4}, 20-28.

CITANO, DAVID. SISTER MARY APPASSIONATA LECTURES THE EIGHTH GRADE BOYS AND GIRLS: THE FAMILY
JEWELS. (POETAY) TENDRILs MUMBERS 14~15 (WINTER 19831+ 34.

C1TANOs DAVID. SISTER MARY APPASSIONATA'S LECTURE TO THE CREATIVE WRITING CLASS: THE
EVANGELIST; SISIER MARY APPASSIONATA*S LECTURE TD THE EIGHTH GRADE BOYS AND GIRLS:

TO PUMISH THE CITIES. (POETRY} CHICAGO REVIEW. 33 (WINTER 19083}, 108-109.

CITANDs DAVID. $ONG OF THE EARTH. (PDEYRY} PEWBROKE NAGAZINE. NUMBER 15 (1%83): 119.

CITAND, DAVID. THE APPASSIONATA POENS. (POETRY) CLEVELAND: CLEVELAND STATE UNIVERSITY PDETRY
CENTERs 1983.

CITAHD: DAYIP. THE DOE« MARIONs OHI1D. CEWETERY DAWN. (POETRY) PDETRY MORTHWEST: 24 (SPRING
19833, 30-a0.

CITAND. DAVID. TRICKSTER TEACHES THE PEOPLE WHAT TQ PO WITH THE DEAD. tPOETRY) THREEPENNY
REVIEW, 3 (WINTER 1983)» 22.

CITAKD» DAVID. VARIETY THEATERs CLEVELANDs OHIO, CHILDREN®S MATINEE: WAR OF THE WORLDS.
(POETRY) RE: ARTES LIBERALES: ¥ {SPRING 1983)+ 58.

CITAND» DAVIDa VILLAGE OF THE DEAC. (POETRY )} CENTENNIAL REVIEWs 27 (WINTER 19831, &1-42.

CITAKO: DAVID. WAKING 1HTD HOME. (POETRY) GREAT LAKES REYIEW: $-10 (FALL 1983 = SPRING 19843,
P4-95.

CLAMPITTs AMY. BLUEBERRYING TN AUGUST. [PDETRY} NEW REPUBLIC, 185 (2 MAY 19833, 3i.

CLARK s GEOFFREY. WHAT THE MODN SAID. [SHORT FICTION) CHICAGDT STORY PRESS, 1983. (MICHIGAM).

CLAYTONs JAY SEE ELKIMs STANLEY.

CLEMENS « SAMUEL L. ADYENTURES OF HUCKLEBERRY FIMM [TOM SAMYER®S COMRADE)s BY KARK TWAING A
FACSIMILE DF THE MANUSCRIPT. (FICTION) DETROITs WI® GALE: 1983, 2 VOLS.

(CLEMENS. SAMUEL L.}. "FREE AND EAEYHi SPONTANEITY AND THE QUEST FOR MATURITY IN THE
ADVENTURES OF WUCKLEBERRY FINMe BY FERTELs R Jo (CRITICISM) MODERH LANGUAGE
QUARTERLYs A4 [JUNE '1983)s 157=77.

(CLENENS, SANUEL L.). OUR MARK TWAINZ THE MAKING OF HIS PUBLIC PERSDNALITY. BY BUDD» LOUIS fi
{CRITICISM) PHILADELPHIAZ UNIVERSITY OF PENNSYLVAKIA PRESS, 1983,

(CLEMENS. SAMUEL L.}. MOODS AHD TENSES IN INTERVIEWS WITH MARK TWATNa BY BUBD. LOUIS J.
(CRITICISM) SOUTH ATLANTIC QUARTERLY, 82 (WINTER 1983}, To-92.

{CLEMENS, SAMUEL L.). CRITICAL ESSAYS ON MARK TWAIN, 1910-1$80. BY 8UDP. LOUIS 4 ED.
(CRITICISM) BOSTON: G K HALLs 1983,

(CLEWENS, SAMUEL L+)s YANDERIHG BETWEEN TW0 GODS: THEOLOGICAL REALISH IN MARK TWAIN'S A
CONNECTICUT YANKEE. BY BRODWIN: STANLEY. (CRITICISH) STUDIES IN THE LITERARY
IMAGFNATION: 16 [FALL 1983}s ST-BZ.

CCLEMENSs SAMUEL Leds MARK TWAIN: MEWSPAPER REAQING AND THE WRITER'S CREATIVITY. BY BRANCH.
EDGAA MAROUESS. (CRITICISM),(RIDGRAPHY} NINETEENTH CENTURY FICTION: 37 (MARCH 19831,
876+603.
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(CLEMENSs SAMUEL L-)- MARK TwWwAIN. BY MILLER. ROBERT XEITH. (GIOGRAPHY}+{CRITICISM) KEW YORK:
FREDERICK UNGAR: 1981.

(CLEMENS+ SAMUEL L o}e HARK TWAIN*S PARTICIPATION IN PRESIDENTIAL POLITICS. AY MECORD. XAY
MOSER. (CRITICISH) AMERICAN LITERARY REALISHM EB70=1910r 15 {AUTUMN 19B3).262-71.

ECLEMENS, SAMUEL Ls)s MARK TWAIN*S RECEPTION IN HUNGARY. BY KaATONAs ANMA B. {CRITICISH)
AMERICAN LITERARY REALISM I&870-1910. 16 (SPRING 1983), 1D7-20.

ICLEMENSs SAMUEL L.J. “HADLEYBURG“: MARK TWATIN'S DUAL ATTACK ON BANAL THEOLOGY AND BANAL
LITERATURE. BY HARRISs SUSAN K. {CRITICISM) AMERICAN LITERARY REALISM 1870=1510. 16
CAUTUMN 5983). 239-52.

(CLEMENS: SAHUEL Lu)s HUCK FINN REVIEWEDS THE RECEPTION OF HUCKLEBERRY FINN IN THE UNIJED
STATES» 1885-1897. BY FISCHERs VICTOR. {CRITICISM) AMERICAN LITERARY REALISH
187¢-1210» 15 {SPRING 1983}s 1=59%.

(CLEMENSs SAMUEL L.als MARK TWAIN: A REFERENCE GUIDE SEVENTH ANNUAL SUPPLEMENT. BY TENMNEY,
THOMAS A. (BIBLIOGRAPHIES)+{CAITICISH) AMERICAN LITERARY REALISM» 18T0-I9I0. 16
{AUTUHN 1983), 163=122.

(CLEMENSs SAMUEL L.). SUPPLEMENTS TO THE STAHGARD BIBLIOGRAPHIES OF ADE« BIERCEs CRANE s
FREDERICs FULLER+ GARLAND: NDARIS« ARD TWATH. BY STRAOMK. JAMES, (818LI0GRAPHIES)
AMERICAN LITERARY REALISHs 1870-19104 16 (AUTUMK 1983)s 272-77.

LCLEMENSy SAMUEL L.J). WHY THE INKOCENTS WENT ABROAD: MARK TWAIN AND AMERICAN TOURISH IN THE
LATE MINETEENTH CENTURY. BY STEINBRINKs JEFFREY. (CRITICISH) AMERICAN LITERARY
REALISH 1870-1910+ 16 (AUTUMN 1983}, 278-86.

{CLEMENS» SAMUEL Ls}e HOW MARK TWAIN SURVIVED S5AM CLEMEN'S REFCRMATION. BY STEINORINK.
JEFFREYs (CRITICISKH) AMERICAN LITERATUREs 55 (QCTOBER 1983)s 299-315.

(CLEMENSs SAMUEL L.}. A CONHNECTICUT YAMKEE IN MERLIN®S CAVE:! THE ROLE OF CONTRADICTION IN
MARK TWAIN'S NOVEL. BY PRESSMANs RICHARD S. [CRITICISH) AMERICAN LITERARY CRITICISHM
1870=1910s 15 (SPRING 1983}, =8-72.

(CLEMENSs SAMUEL L.). HUCKLEBERRY FINNs KODERNIST POET. BY PINSKER: SANFORD. (CRITICISM}
MIDWEST QUARTERLY, 24 (SPRING 1983)s 261-T3.

{CLENENRS: SAMUEL L.}. WRITING TOM SA¥YER: THE ADVENTURES DF A CLASSIC. BY NORTDH: CHARLES A.
(CRITICISH) »{BICGRAPHY} JEFFERSGNs NCZ NCFARLANDs 1983,

(CLEMENSs SAMUEL L.)a SELLING HARK TWAIN'S CONNECTICUT YANKEE 1N AMERICA. BY NOLLE-FISCHER+
KAREN« (CRITICISM)+{BIDGRAPHY} REVUE FRANCAISE D*ETUDES AMERICAIMNES. NUMBER 17
(1983)s 265=Bl.

CLINEs CHARLES. A FI1ELD OF WORDS. (POETRY) PDET+ 24 {FEBRUARY 1983)s Gh.

CLINE v CHARLES. CARDINALS. {POETRY) INTERNATIONAL BIOGRAPHICAL CENTRE MAGAZINE:s 6 EWINTER
19833, L1,

CLINEs CHARLES. RESURRECTION. (POETRY) WIND LITERARY JOURNAL: NUMBER #8 (19283), 56.

CLIME» CHARLES. THREE DAYS AGD+ (POETAY) POETs 24 (OCYOBER ISA3}s Il.

CLINE+ CHARLES. VOICE WITHIMN. {POETRY} VOICES INTERNATIONALy 18 (SUMHER 1583). 26.

CLINEs CHARLESs WASH OF OTHER DAYS. (POETRY) VOICES INVERNATIONAL: 18 (SPRING 1983)+ 3.

CLINEs CHARLES. UEEKDAY PILGREIMAGE. (POETRY) PDET. 28 (JUNE 1983). 9.

COLLIGANs GRETCHEW. THE FAVDR. (PDETRY) INDIANA REVIEM, & (SPRING 1983): T6.

COLLINSe MAX ALLAN. KD LURE FOR DEATH. (NOVEL} NEW YORK: WALKER: 1983« [(IOWAl.

GRLLING, MAX. THE BABY BLUE RIP DFF. (NOVEL) NEW YORK: WALKER, 1983, (10WAJ.

CONNELLY» STEPHEN £ SEE SEAGERs ALLAN.

{CONRDY» JACK). AN INTERVIEW WITH JACK CONROY. BY THOWPSON, ROBERT. (INTERVIEW)s{CRITICISH)
MISSOURI REYIEWs T (FALL 19831, 149-73.

CONTDSK1, YICTOR«. A KANSAS SEAQUENCE. (POETRY) LAWRENCE, KS: TELLUS~COTTONNDDD REVIEW. 1983.

CODK~LY¥NNs ELIZABETH. SEEK THE HOUSE OF RELATIYES. [(POETRY) BLUE CLOUD QUARTERLYs. 2%[3) §983.
ISOUTH DAKOTA}.

CDOLEY: PETER. YO THE STILL BORN. {PDETRY) HISSOURI REVIEW. 7 (FALL 1983). 185.

CODP» MAHLON. SLOWPITCH SOFFAALL. {PDETRY)} KANSAS QUARTERLYs 15 {SUMNER 1983}s 6.

(CODVER, ROBERT). ROBERT COOVERZ YME UNIYERSAL FICTIONKAKING PROCESS. BY GORDONs LDIS.
CCRITICISH) CARBDNDALE, IL:I SOUTHERK ILLINCIS UNIVERSITY PRESSs 1983,

COWER T OAVID SEE GARDNERs JOHN.

CRAIGIE+ BARBARA. EARLY SUBURBAN PLEASURES. (AUTOBIDGRAPHY) KANSAS QUARTERLY. 15 (SUMMER
1983)s 91=03a (HMINNEAPDLIG] s (MINNESOTAD .

CRAIG1E s+ DARBARA, HINISCULE MEMOIRS. {(PDETRY} KANSAS QUARTERLY» 15 £SUMMER 1983)s 94.

{CRANEs HART). HART CRAHE? A REFERENCE GUIDE. BY SCHWARTZ, JOSEFH. (E!BLIOGRAPHY} SOSTON: G X
HALLs 19B3.

CAOMLEYs JOHN W SEE HOWELLSs WILLIAM CEAN.

CUTLERs HRUCE. KECTAR IN A SIEYE. I(PDETRY)} LACRDSSE~ WIZ JUNIPER PRESSs 1983.

CUTL‘E’:-ngUCE- YOUR EYE: THE STREETS OF LA PA2. IPDETRY) KANSAS QUARTERLY: 15 {SPRING 198)),

(DAHLBERGs EDWARD). EDWARD DAHLBERG'S KANSAS CITYZ TWO VIEWS. BY KINDRICKs ROBERT L.
CCRITICISHY MWICAHERICA X» 1983 1L5-23.

DALTOMy ODRDTHY. ELEPHANTASY. IPOETRY) PRIMIPARAs 9 [FALL=WINTER 19B3=84)s 12.

OALTAN: DOROYHY . MASKED. (POETRY} BLACK WILLOWy 2 (SPRING 1983). 35.

DALYDON. BORDTHY « THE SEPARATEDS A LONG LOOK. {PDETRY) BLACK WILLOW. 2 {FALL=WINTER 1983)s
3738+

DANAy .ROBERT+ BUANI ON A YIEW OF PARADISE RIDGE FROM A RENTED HUUSE; WRITYEM IN WINTER: ARK
AND COYENART. (POETRY) THE MIDWEST QUARTERLYs 2% (WINTER 19830, 1565=168,.

DANAs ROBERT. SUNFLOWER STATE: STARTING OUT FDR THE DIFFICULY WORLD. (PDETRY} KANSAS
QUARTERLY, 15 {(FALL 1983)s 31-32.

DANEMANs PATRICIA. BOKDING. {SHORT FICTIDR) INDIAMA REVIEN, 6 (SPRING 1983)s TT-B1.

DALNT » JONa AMERICAN GDTHIC. (POETRY) CROSSROAGS MEWSLETTERs ) (SEPTEMBER 519833, 2.

DAUNT» JONs AT A MEXICAN RESTAURANT IN MANHATTAN DURING THE WATER SHORTAGE. ¢(PDETRY) PLANET
DETROIT ANTHOLOGY DF URBAN PDETRY.DETRDIY: PLANET DETROIT POEMS, 1983 5.

DAUNT 2 JDM. DEIVORCE MUSIC. (POETRY)} CRAWLSPACE, NUMBER & (SPRING 1983)s l0~11.

DAUNT » JONa HOW DDIN APPEARED TO THEW IN DREANS . (POETRY) DENVER GUARTERLYs 18 (AUTUMN LOBI).
87-88.

DAUNT s JON. LICKING EROTIC MOUNDS. {POETRY) MIT AND WIT. 5 (MARCH=APRIL 1983}, 32.

DAUNT» JON. LINDA'S PDEM. [PODETRY) CROP DUST. MUMBER & (1P83). 5.

DAUNT + JON« MOJAYE LANDSCAPE. (PCETRY) CROTON REVIEN, NUMBER 6 (1983}, 14.

DAUNT » JOM. MONTAUK POINT» NEW YDRKs (PDETRY) SOUTH CARDLINA REVIEW: 15 {5PRING-1983)s 17.

RAUNT. JON. SEEING FAMILIAR BREASTS. {(POETRY) CINCINNATI POETRY REYIEW: NUMBER 10 (SPRING
1983)s 37.

DAUKT s JONa SHE DIDH'T SURVIVE THE ACCICENT. (POETRY) CROWDANCING: I (AUTUMN 1983)s 1.

OAUNT &+ JON. THE POETIC WDRKS OF ADOLF HITLER. {POETRY) WISCONSIN REVIEW. 17 {FEBRUARY 1983).
22«

PAURTY ¢ JON. YDUR LAST DAY IN THE HOSPITAL. (POETRY} PFOETS ONie T (WINTER 1933): 12a

DAWSDMe LAMREHCE R. HARPS IH THE WILDS DF FREEDGOM: TERRITORIAL YERSE FROM THE DETRDIT GAZETYEs
1817=1830. {POETRY)+(HICHIGAN) OLD NORTHWEST» 9 (SUMKER 5983)s 175-85.

OAWEOHy LAWRENMCE SEE WHITINGs HENRY.

DE MARTINI+ BRENDA. ELEGY: ABOUY LEAVING. [POETRY} KANSAS QUARTERLY. 15 (FALL 1933). 12T-28.

OEAVEL, CHRISTINE. GOING DUT AFTER WORK. (POETRY} MINNESOTA REVIEMs NS» 21 (FALL 19831 26.

DEAVELy CHRISYINE. THE PALH SUNDAY TORMADO. {POETRY) MISSOURI REVIEW, 7 (FALL 19830+ 34-13G.
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DELBANCGe AMDREW SEE HRWELLSs WILLIAM DEAN.

DENBOERs DAVID Lo ASSURANCES. {POETRY) GREAT LAKES REVIEM, -10 {FALL I983 = SPRING 1984).
$1-92a !

DENNI S+ CARL. HECTOR®S RETURN. (POETRY) NEW REPUBLIC, 18% (12 DEC 1983)s 30.

BENN] S» CARLe. THE WHOLE TRUTM. (POETRY) NEW REPUBLIG, 188 (28 FEB 12831, 28.

(DERLETHs AUGUST). AUGUST DERLETHI A B1BLICGRAPHY « BY WILSONe ALISON M. (BIBLIOGRAPHY)
METUCHENy NJ: SCARECRDM PRESS. 1983«

DEROUNIANs KATHRYN ZABELLE SEE HEMINGWAY. ERNES T«

DEYRIES, PETER. SLOUCHING YDWARDS KALAMAZDD. [NOVEL) BOSTON: LITTLE. BROWN, 1983 CMICHIGAN) .

(BEVRIES, PETER). PETER DEVRIES. BY BOWDEN. J Ha {BIOGRAPHY )} BOSTONI TWAYNE. 1983, .

DICKINSONs CHARLES. WALTZ IN MARATHOM. (NDVEL) KEW YDRX: KNOPFa1 1983, {NICHIGAN). o

O1ESEL-HAMM:- MARY, PRECIOUS BLODD. (PDETRY) KANSAS OUARTERLYs 16 (WINTER 1983}, 190.

DIGGESs DEBORAH. MIMOSA. {PDETRY) THE MISSDURI REVIEW: & (WINTER 1933}, 32.

01GGES, OEBDRAH., TD 5. {(PDETRZY) GEORGIA REVIEWs 37 (WINTER §983}s 79C.

DIRECTORY, OF MICHIGAM PDETS. POETRY SQCIETY OF K1CHIGANL {MICHIGAN} »{POETRY) 982,

DODG. ELIZABETHs PERSDNAL ANNULMENT. CPOETRY) GEORGIA REVIEW. 37 LSUMMER 19B3). 320.

DONALDSONs SCDTT SEE FITZGERALD, Fa SCOTT.

DIWELLs RICHARD W SEE DREISER. THEQDORE.

GRAKEs ALBERT D. I REMEMBER THE DAY JAHES CEAM DIEG: AND OTHER STORIES. [(SHORT FICTION}
ADELPHI, MD: WHITE EWE PRESS, 1983.

{DREFSERs THECRDRE}. A DREISER CHECKLIST. BY A1JSCHs FREDERTE E. LBIELIDGRAPHY) DREISER
NEWSLETTER+ 14 {SPRING 19831, 12-17.

{DREISERs THEODORE). COWPERNDOD TREACS THE BDARDS. BY GERBERes PHILIP L. {CAITICISH) DREISER
HEWSLETTERs 13 (FALL 19B2)s 2-1T.

(DRE1SER, THEODORE}. DREISER AND HIS FICTIONZ & TWENTIETH=~CENTURY OUEST- BY HUSSMAN: LAMRENCE
E JRs {CRITICISM} PHILADELPHIAZ UNIYERSLTY OF PENNSYLVANIA PRESSs 1983.

{DRE1SER, THEDDORE}. DREISER'S LAST WDRK: THE BULWARK AND THE STOIC--=CONVERSICH DR CONTINUITY.
BY HOCHMANs BARBARA. [CRITICISM) DREISER NEWSLETTER: L& (FALL 1983}s 1-15.

(SREISEA. THEODORE). DON JUANS AND =DAMCING 0OGE™F A NDTE ON DREISER'S A GALLERY DF WOMEN. BY
VINDDA, NO GIVEN RAME. (CRITICISM) INGIAN JOURNAL OF AMERI1CAN STUDIESs 13 {JULY
1983). 1a7=55.

{DREISERs THEODDRE). THREE MAX GOTYLIEBS: LEW1S®Ss DREISER*Ss+ AND WALKER PERCY'S VIEW OF THE
MECHANIST-¥ETALIST CONTROYERSY« BY LAND» HARY G CCRITICISM) STUOIES IN THE NGVEL.

15 {WINFER 19831+ 314=31.

(DRELSERs THEODDRE). TAKING A PART: ALTORS AND AUDIENCE TN THEODORE DREISER'S SISTER CARRIE.
BY GARFIELD» DEBADRAH M= (CRITICI1SM) AMERICAN LITERARY REALTSM 1870-1910: 15 (AUTUMN
15833 223729,

(PRE1SER. THEQDORE}« TWD JESSICAS: SISTER CARRTE AND THE MERCHANT OF YENICE. BY BAWER. BRUCE.
(CRITICISM) NOTES DN MODERN AMERICAN L1TERARTURE« 7 (SPRING-SUMMER 1983)s ITEM &.

IDREI SER+ THEDOORE). WILL THE REAL MIKE BURKE STAND UP+ PLEASE. BY DOWELL: RICHARD ¥.
(CRITICISMY DREISER NEMSLETTER, 14 (SPRING 1983} 1-%a

{DRE1SERs THEOGORE) s WILLEAW JAMES. THEDDORE PREISER AND THE “ANAESTHETIC REVELATIDH™. BY
BOREN. LYNDA 5. (CRITICISM} AMERICAN STUDIESr, 25 (SPRING 19833, 5-17.

DUFFEYs BERNARDs EDS SEE WILLIAMSs KENNY J

DUGGINs LORRAINE. TRANSLATIONS FROM THE MOTHER TONGUE. (SHORT FICTION] NDRTH AMERICAMN REVIEW:
268 ISEPT 1983}s J65=40.

(DUNB AR PAML LAURENCE). PAUL LAURENCE DUNBARE MASTER PLAYER IN A FINED GAME. BY STORY. RALPH«

ICRITICISH) LA JDURNALs 27 LSEPTEHMEER 1783}y 30=55.

{OUNBAR s PAUL LAURENCE)}. PAUL LAURENCE DUNBARTS CIVIL WAR VERSE. BY EMGEL. BERNARD Fe
(ERITICISMY «{POETRY} MIDWESTERN BISCELLANY. XTI (1983%s 15-1B.

DUNNs BILL SEE LECNARDs ELMOREa

EADES » JOAN. THE BIGGESTs MOST PERFECT BUBBLE IN THE WHOLE ¥ORLD. (S5HOAT FICTYION) WDRYH
DAKDTA QUARTERLY: 51 (FALL 19833. BT-%6.

EADES ¢+ JOAHs THE ZIRPER. {SHORT FICTION} LOVISYILLE REVIEW: KUMBER 1& (SPRING 1983}« 55-63a

EQGERTON, LARRY SEE HEMINGWAY: ERNEST.

{EISLEY, LOREN) . LOREN EISLEY. BY ANGYALe ANDREW J. (HIDGRAPHY) 'BOSTONZ TWAYNE. 1083,

ELDER » KARL. OUHBROPHOBIA. (POETRY} INDIANA REVIEW: & LSUMNER 19831: J&.

(ELKINs STANLEY). AN INTERVIEW WITH STANLEY ELKIN. BY CLAYTDN JAY: (CRITICISM) CONTEMPORARY
LITERATURE: 2& (SPRING 19B3}s 1-]12.

ELLEDGE+ JIM SEE ETTERs DAVE.

ELLEDGEs JI1Ms EXILEs DUR LOT{ ONE WOOD+ ONE SENTENCE. (POETRY} DFE THE RDCKSs 1(2}e 1983s ak.

ELLEDGEs JIM. POEM BEGINNING ¥ITH A LINE BY GARCIA LDRCA, [PDETRY) TERMIND, 2[5)s 1983. 12.°

ELLEDGE » JIM. PUNCH LINES. (POETRY) OVERTURES+ 5 EFALL=NINTER 1983)s ET-5S8.

ELLEDGE &« J1M. SOCK HOP. {POETRY) PTERANDDCN PRLIZE PDEMS5.{BDURBONNALIS: TL: LIEB-SCHOTT
PUBLICATIONS, 1983.

EMAHS ¢ ELAINE ¥. DISCOVERY; DOWNED WOODCOCK. {POETRY) XANSAS GUARTERLY: 15 (SPRING 19831, 26

EMANUEL s LYNN. FOUR POEMS. (POETRY) AMERECAN POETAY REVIEWs 12 (JANUARY - FEBRUARY 1983)e 17-

ENGBERG« SUSAN. PASTORALE. {SHORT F1CTION) URBAWA, 1L T ILLTNOIS MNIVERSITY PRESS: 1982,

ENGEL » BERNARD F SEE LEA+ SYDNEY.

ENGEL+ BERNARD F SEE GUNBAR: PAUL LAURENCE.

ENGEL «» SERNARD F SEE FDRCHEs CAROLYN.

ENGEL » BERNARD F. HUSCULAR INNOCENCE IN THE KIDWESTERN WORK ETH1C. {CRITICISH) MIDAMERICA X
{19833}, 38-53.

EPSTEINs GLEH. OVERTIME = 1984 CALENDAR OF EXTRAODRDINARY IOWA. (SATIREY 10WA CITYs IAZ NO
PUBLISHER. 1983,

ESTLEMANs LOREN. THE GLASS HIGHWAY. INOVEL) BOSTON: HOUGHTON MIFFLINy 1983« {DETRO1T}»
tHICHIGAN] «

ETTER+ DAVE. ALLIANCE» 1LLINDIS. (POETRY) PEOR1As IL: SPOON RIVER PRESS. 1983.

ETTERe DAYE. AMBITION: CALENDARS AND CAMELS. (PDETRY) GREAT LAKES REVIEW.s 9 (FALL 1983).

ETTER» DAYE. CALENDARS AND CAMELSF AMBITIDN. (POETRY) GREAT LAKES REVIEW, 9-10s [FALL
1983=5PRING 1984)s ¥5-96«

ETTERs DAYE. COUNTRY SHMOKED AUNT ALICE 15 GEAD. {POETRY) NORTH DAKOTA QUARTERLY. 51s (SUMKER
1983), 39-80.

ETTER. DAVE. DIXIE TRUCK STOP: WORDS FOR SUNNY. IPOETRY) CLOCKWATCH REVIEW. 1 (SUHMER 1982).

ETTER, DAVE. FOGi DARBERSHOP. (POETRY) SCREEsy HRUMBERS 22-23 (1983).

ETTERs DAVE. LDONY. (PDETRY) POETRY HNOW. NUMBER 36 (1983}.

ETTER+ DAVE. WOOMLIGHT YDDELS PUBLIC LIBRARY. (POETRY] PDETRY. 141 (JANUARY 1933).

ETTER + DAVE, THE RAILRDAD WAVE BLACK SUNFLOWERSS GONE W1TH THE GRATH. {PDETRY} POETRY, 143
(NOVEMBER 19831 -

EYTER, DAVE. TDUGH LUGK 1IN QUINCY;Z HAMELETONIAN : SOME SMART REMARKS ON THE CLOSING OF THE
HIRAM WALKER DISTILLERY TN PEORIA. (POETRY} SPOON RIVER QUARTERLY, B {SPRING 19831,

ETTER s DAVE. WRITING DODWHN THE OREAHS MAXe (PDETRY) CREAM CITY NEVIEID‘!CI“Z, 1983.

(ETTERs DAYE }a CORNFIELDS LATTICED W1TH RAILROAD TRACKS+ BY ELLEDGE. JIMs (CRITICISK) SPDDM
RIVER GUARTERLY, B (SPRING 1983). 32-86.

ENICKs DAVID. STILL LIFES THE STONE. (POETRY) INOIANR REVIEWs & (SUMMER 19831, T0-71.

FAGERMAN: SHERR1 L. THE PYROMANIAC. (POETRY) INDIANA REY1IEW, & {SUMMER 1982}, 6&5.

FARLEYs BLANCHE. SURGERTES. ISHORT FICTION} INDIANA REVIEW: & (NINTER I983}s 65=T70.

The Annual Bibliography of Midwestern Literatrure: 1983 155

FARRELL» JAMES T. SAM HOLMAN. (NOVEL) BUFFALO. NY: PROMETHEUS BGOKS. 1983.
FERR::::S:?DIYH A, ENCOUNTEAS IN TRANSIT. (SHORT FICTIDN) KANSAS GQUARTERLYs 15 (MINTER 1931,
FERTEL: A J SEE CLEMENS. SAMUEL L.
(FICKEs ARTHUR DAYISON). TWINS IN WY CRADLE: -ARTHUR DAVISON FICKE, IOWA PDET. BY RUBA

::ttlnu. (B IDGRAPHY) » (CRITICTSMI BOOKS AT 10WAs NUMBER 20 {HDVEMBER 1983}, 5-56,

Ade
FINK» ELOISE BRAOLEY. THAT OVHER FELLOW FROM THE,RIVER FRONT. (POETRY) POETRY. HAY 1983
FlNLE;;S:IC:;EL. THE BEAGLES OF ARKANSAS ACCIDENT. [POETRY) KANSAS QUARTERLYs IS5 (SPRING
» 75.

FINNEGANs JAWES. DROUGHT. (POETRY) KANSAS QUARTERLYs 16 (MINTER 19a3), 23.
Fluuzgzu;zaanss. FIVE PAGES FROM A FOUNG SKETCHBODK. (POETRY! 1NOIANA REVIEN. & {SPRING 1923},
FISCHERs YICIOR SEE CLEMENS. SAMUEL L.
(FITZGERALD F. SCOTT). FITZGERALDGS TH .

OF AMERICAN STUDIESs 17 (APR?L :9:311535592f SYLE- BY MONCe DONALO. TCRITICISUY JOURNAL
(FITZGERALDs F SCOTT}. THE MAKING OF THIS SIDE OF PARADISE. BY WEST: JAMES L W III.
tr[xéggézisls:, z:;#:DELPHIAZ UNIVERSITY OF PENNSYLVANIA PRESS, 1983,

v F 5 « "50 WE BEAT QIN®: QUEST AND ENNUI IN F1VZGERALD®

::;.E:AHEN Go LCRITICISH) WEST YIRGINIA UNIVERSITY FHILDLDGlglLLgl§E;:E :25:{9::}fuv. o
(FITZGERALD. F. SCOTE). F SCOTT FITZGERALD: A BIOGRAPHY. BY LEVOT. ANDRE. (BIDGRAPHY} GRADEN

CITY, NYI DDUBLEDAY» 1983.

(FITZGERALDs F. SCOTT). FOOL FOR EOVE: F SCOTT FITZGERALD. BY DOMNALOSON: SCOTT. (BIOGRAPHY)

NEW YDRK: CONGDON AND WEED: 1983.

(F11ZGERALDs F. SCOTT). THE SHORT STORIES OF F SCOTY FITZGERALD: NEW APPROACMES IN CRETICTSM.

?;agnvsw. JACKSON R EDITORe (CRTITICISM) MADISONs WIZ UNIVERSITY OF WISCONSIN PRESS.
FLAHERTY: DDUG. MAN INSIDE THE BEAR SKIN. (POETRY) BLUE CLOUD QUARYERLY: 28{3) 1982.
FLEESGN, TYLER. THE VERGE OF AMERICA. (POETRY) INDIANA REVIEW, & (SUMMER 1923). 35.
FLEISSNER» ROBERT F SEE HEMINGWAYs ERNEST.

FLEMI NG+ ROBERT E SEE HEMINGWAY. ERNEST.
FLEMING : ROBERYT & SEE HEMINGWAYs ERNEST.
FLEWING» ROBERT E SEE HEKINGWAYs ERMEST-
{FORCHE » CAROLYN). FORCHE. CENTRAL AMERICAs AND LITERATURE. BY ENGEL. BERNARD Fa (CRITICISM}

SSML NEWSLETTERs 13{2) SUMMER 1983, 18-33.

FORELLE » HELEN. FADING INID HISTORY. {POUETRY) PASGUE PETALS, 58 (OCTOBER 19833 4B.

FORELLE »+ HELEN. LOST YESTERDAY. (POETRY) PASGUE PETALS» 57 {MAY IPB3): 1a7.

FORELLE. HELEM. ON HEARING BELLS. {PDETRY) PASQGUE PETALS, 58 (DECEMBER 198331, 68.

FORELLE» MELEN. SONETTE. (POETRY) LYRICAL TREASURES: CLASSIC AHD MODERNs (KINGSPORT. TN}
FINE ARTS PRESS. 1983.

FORELLE » HELEN. TABLES TURNEQ. (POETRY) BROOMSTICKs 5 (JANUARY=FEERUARY 19831, 24.

FORELLE + HELEN. THE DEYIL HE WAS & MAN. {SONG} BRODMSTICK. 5 (MAY-JUNE 1983} 13.

FOX» HUGH. ALMAZDRA %Z. (PDETRY} MOODINVILLEs WAD LAUGHING BEAR PRESSs 1983.

FRIE:gM;:N- JENE. A WOMAN DF CONSEQUENCE. ¢SHORT FICTION) KANSAS DUARTERLY 1S (WINTER 1983).

FROTMINGHAM. ROB. AT LED*S; FROW ON YAP. {POETRY) KANSAS OQUARTERLY 15 [SPRING 19233)s+ 120-21.

FUCHS» DANI1EL SEE BELLOW. SAUL.

FULTON. ALICE. DANCE SCRIPT WITH ELECTRIC BALLERINA. {POETRY) GEORGIA REVIEW, 3T {SUMMER

1983), 263-85.

GANS-‘:§UE: HKICHAEL. GOOD MO®RHING+ MR BLUES, (FICTIDN} KORTH DAKOTA QUARVERLY, 51 [FALL 1983),
=, -
{GARDNER. JOHN}. JOHN GARDNER: WRITER AND TEACHER. BY CARYER, RAYMDND. (CRIVICTSM) GEORGIA

REVIE¥, 37 (SUMMER 19831, 413-19.

{GARDNERs JOHN)., THE ANENUES OF MUNDANE SALYATICNZ TIME AND CHANGE IN THE FICTION OF JOHM

gARD:gH. BY HENDERSONs JEFF, {GCRITICISH) AMERICAN LITERATURE: 55 (DECEMBER 1983}.

11-33.
{GARDNER, JOHN}. THE DYING FALL: JOHN GARDNER'S DCIOBER LIGHT. BY COWERT, DAVID. (CRITICISMI

TWENTIETH CENTURY LITERATURE. 29 (5PRING 1983)s 97-111.

GARFIELDs OEBORAH H SEE DREISER. THEDDORE.
{GARLANDs HAWLIN). SUPPLEMENTS TO THE STANDARD BISLIOGRAPHIES OF ADE« BIERCEs CRANE s FREDERIC

FULLER s GARLAND: NORRISs AND TWAIN. BY STRONK» JAMES. (BIBLIDGRAPHIES] AMERICAN

L ITERARY REALISMs EkBTO-LOL0+ 16 C(AUTUMN 1933). 272~TT.

(GASSs WILLIAM Ha)e A COLLOGUY WITH WILLIAM H GASS. BY STAFFORDs WILLTAM Ta [CRITICTSM}s
¢ INTERVIEWY MODERN FICTION STUDIES, 29 (WINJER 1983)+ S587-608.

GERBER» PHILIP L SEE DREISERs THEODORE.

GERBERs PHILIP L SEE WILSOMs GILBERT.

GERBER+ PHILIP L SEE WILSDKs GILOERT.

GETTELs RONALD E. TWICE BURNED. ¢NOVEL) NEW YORK: WALKER, 1983, (ILLINDIS)a{CHICAGDI.

GILDMEH GARY. THE CRUSH. [SHORY FICTION) NEW YDRK: ECCO PRESS. 1983,

GILES » JAMES R SEE HEMINGMAY, ERNEST.

GILLUMs RICHARD F, COTTONNOOD COUNVRY. {PDETRY] KANSAS QUARTERLY. 15 (SUMMER 1983): 3a.

GILMOUR, DAYID R SEE HERINGWAY, TRNEST.

GLASERs ELTON. ACRONYM. {PDETRY) CHICAGQ REVIEW, 33 (SPRIKG 1983}, 37.

GLASi:; ELTON. FANTASIA ON TCHOUPITOULES WHARF. {POETRY] GECRGIA REVIEW. 37 (¥INTER 19831,

(GLASPELLs SUSANI. SUSAN GLASPELL: VOICE FROM THE HEARTLAND. BY NDEs MARCIA. [SIDGRAPHY}

MACOMA, ILI WESTERN ILLINOIS UNIVERSITY+ 1983,

GLASSERs PERRY. SUSPICTOUS ORIGINS. {PDETRY} 3T PAUL. MN: NEW RIVERS PRESS. 1983.
(GLUCK, LOUTSEN. ROCK BOTTDM: LOUISE GLUCK AND THE POETRY GF DISPASS ION. BY KUZMAs GREG.

(CRITICISH) MIDWEST DUARTERLY: 24 LSUMKER 1983)e #58-81. .
(GDODHANs XKENNETH SAWYER). KENNETH SAMYER GOODMANG A CHRONOLDGY AND ANNOTATED BIBLTIOGRAPHY.

n:egxrsz. DENNIS BETORY. (DRAMA)s(CHICAGD), [BISLIOGRAPHY} CHICAGD: NEWBERRY LIBRARY.

1983,

GORDONs LO1S5 SEE {COVERe ROBERT.

GOULISH. MATTHEW. OLUE MOON. {POETRY} INDJANA REVIEW: 6 (SPRING 1983} 44-46.

GRAN;:- MATTHEY . MATTHEW BRADY SPEAS OF WHITMAN. (POETRY) KANSAS QUARTERLY, 15 (FALL 1983},
GRAULICH. MELDDY SEE SANDOZ. MARJ.

GRAVETTs MARILYN. NORTHYEST DMIO. {PCETRY) KANSAS QUARFERLYs 15 {FALL 1983)s 0.
GHEEIEE:;C::I;?EI M. ASCENT IHTD HELL. CNOVEL) NEW YDAK: WARNER BOGKS: 1983, (ILLINOIS).
GREENBERGs ALVIN. 1928. (PDETRY) GEORGTA REVIEWs 37 {SPRING 19831+ Ba.

GREENBERGs MARILYN. THE RABBI'S LIFE CONTRACT. (NOVEL) GARDEN CETYs KY1 DDUBLEDAYs 1983s

CCHICAGD}» {ILLINDIS) & .
GREENLEAF, STEPHEN. FATAL OBNSESSION, (NOVEL) NEW YORK: DIAL PRESSs 1983: (NEBRASKAI{10MA). -
{GREGGs THOMAS). THOMAS GREGGE EARLY ILLINOSS JOURNALIST ANO AUTHOR. BY HALLWASs JOMN 'E.

(CRITICISM) MACONB, IL: WESTERN TLLINOIS UNIVERSITYs 1943. (ILLINDIS).
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GRINS TE1N, ALEXANDER SEE STOWEs HARRIET BEECHER-

GRISWOLDs ALAN. THE FLIGHT INTD EGYPT: & PARTING OF WAYS. {5HORT FICT1ON) INDIANA REVIEW. &
(SUMMER 1983} 17-26.

GUERNSEY. JDANH BRENs FI¥E SUMMERS . (JUVENILE FICTION) BOSTON:T CLARION BOOKS» 19B3s
{MINNESOTAY «

GUNDY e JEFF. 1 FALL THROUGH. OR JUNK FODD3: INTRODUCTION TO INTULTIVE GEDMETRY. {PDETRY }
TNDIANA REVIEW: & (SPRING 1983). 6-7-

GUNDY + JEFF. THE PEDPLE YOU MEET: UNTITLED. (BPDETRY} KANSAS OUARTERLY. 15 (WINTER 19831+
149-40.

GURLEY+ GEORGE He. JR. FOXY LADY. (POETRY] KANSAS GUARTERLY s 15 (SUMNER 19B3}s 102. E

HADLE ¥« DDROTHY LEE AND IAWINs ANNABELLE B. WHAT ADOUT GRANDHA. {NOVEL) NEW YORK: ATHENEUM.,
1982,

HAHN+ STEVE. THREE POEMS: MID ALGUST+ ALONE iN THE HEAT: JOHN ERDMAN CUTS THISTLES--AND TAKES
DN THE LORG*S PASSTONI TRINITY SUNDAY DAWNED CLEAR AND S5T1LL. {POETRY} KANSAS
GUARTERLYs 15 (WINTEHR 1583}. S51-52.

HALL» DONALD. THE WORLD 1S5 A HED. (SHORT FICYIDN} GEORGEA REVIEW, 37 (SUMNER 1983}, 321-33.

HALLMAS s JOHN E SEE GREGGe THOMAS.

HALLWAS, JOHN E SEE BIRBECK. HMORRIS.

HAWILTON. YIRGINIA. WILLIE BEA AND THE TIME THE MART1ANS LANDED. {JUVEWNILE FEICTION) NEW YORK:
GREENWILLOM B00K5s 1983s {(DHIO).

HANDs JACK. CITY WOMAM, COUNTRY LIFE. {POETRY) XANSAS QOUARTERLY. !B {SPRING 1583he 77a

HANZLICEKy G Gs DN A HIGHWAY SDUTH DF MINNEAPUL1S5. (POETRY} HORTH AMERICAN REVIEW: 263 (JUNE
1983, 35,

HARRISs SWSAN K SEE CLEMENSs SAMUEL L.

HASKELLs DIANA SEE ANDERSDN+ SHERWOOD.

HATHANAY: JEANINE. RECDLLECTEON. (POETRY} INRDTANA REVIEW: & (WINTER 19B3)s 65.

HATHANAYs STEPHEN. A KIND DF HEDERPTION. (SHORT FICTION) KANSAS GQUARTERLY» 15 LSPRING 1583),
141 =47T.

HAUGENs EIRAR SEE ROLVAAGy O E.

HAZARD, JAMES. WHISKEY IN WHITING: INRDIANA. (POETAY) NDATH AMERICAN REV]EN. 268 IMARCH 19831,

. 26

HEALE Y, JAMES SEE OATES: "JOYCE CARDL.

{HEARST » CHARLES). HANUSCRIPT COLLECTIQNS! THE HEARST PAPERS. BY PETERSONs GERALD L.
(B16LIOGRAPHY} ANHALS OF IOWA» 86 (FALL 19B2)s AST-63.

(HEARST: JAMES} s WHO MAS JAMES HEARST: THE EULOGY 1 MNEVER GAVE. BY SEARSe JEFF. {CRITICESHM}
GREAT LAKES REVIEWs 9=10 (FALL 1983-5PRING 1984}, 28-30.

HEFFERNANs MICHAEL. A FEAST IN FEERUARY. {POETRY) KAKSAS OUARTERLYs 15 LFALL 19831, 664

HEEIPTHMANN, PETER. MOTES OF A SODJOURNER IN NEERASKA» (AUTDBIOGRAPHY} PRAIRIE SCHDONER» =7
(SPRING 19831, 43-54.

HEIDTHANNs PETER. YANISHINGS. (POETRY) PRAIRIE SCHOONMERs 57 (SPRING 1583}y 52.

HELLERs JANET RUTHa AKTI=WAR RALLY, MADISON. MISCONSIN. (POETRY) POETS AND PEALE
INTERNATIONALs 3 1983} 30.

HELLERs JAMET RUTH. JUNE HEAT. {(POETRY) CAPPER*S WEEKLYs 1058 {22 JUNE 19831« 15.

HELLERy JANET RUTH. EXODUS (FOR MW Ala C(PDETRY) RECONSTRUCTIONIST . 49 (DECEMBER 1983}. 31.

HELLERs JANET RUTH. CHECK=UP. {(POETRY) CAPPER'S WEEKLYy 105 (29 MARCH 1983 31,

(HEMINGWAY+ ERNEST) . “NOBODY E£VER DIES™? HEMINGWAY 'S F1FTH STORY OF THE SPANISH CIVIL WAR. BY
EDGERTONs LARRY. [CRITICISM) ARIZONA GUARTERLYS 39 (SUMMER 19833}s 135-4T.

{HEWIMNGWAYs ERMEST)« AN EXAMIHATION DF THE DRAFTS OF HEMINGWAY'S CHAPTER "NICX SAT AGALINST
THE WALL QF THE CHURCH™. BY DEROUNIAN: KATHRYN ZABELLE. [CRITICISM) PAPERS OF THE
BI1BLINGRAPHICAL SDCIETY DF AMERICAs T7 (FIRST QUARTER 1983). S4-65s {BIBL IOGRAPHY ) o

CHEMI NGWAY» ERNEST)« AN EARLY HANUSCRIPT GF HEHINGWAY'S “HILLS LIKE WHITE ELEPHANTS:. BY
FLEMINGs RDBERT E. (CRETICISM) NODTES ON MODERN AMERICAN L1TERATURE. 7 {SPRING-SUMMER
1983)s ITEM 3. +

{HEMINGMAY, ERNEST). A LONG LOOX AT HEMINGWAYSS HUP TH MICHIGAN®. BY SPENKD+ JAMES LEC.
(CRITICISM) AR1ZONA GUARTERLYe 39 (SUMMER 1983)» 111=121. "

{JEHINGWAY+» ERNEST). APODENDUM TO HANNEHAN: HEMIKGWAY I[N THE ALBATROSS BO0K DF AMERICAN SHORY
STORILS. BY MERIMETHER. JAMES 8. (CRITICISMI, {BEBLIDGRAPHY) PAPERS OF THE
BIBLIOGRAPHICAL SOCIETY DF AMERICA, 77 (FIRST GUARTER 19823}, 6568,

(HEMEINGWAY y ERNEST) . CRITICAL ESSAYS OH ERNEST HEMINGWAY'S IN OUR TIME. BY REYNOLDS» MICHAEL
& EDITOR. (CRITICISM) BOSTON: & K HALL. 1983,

(HEMINGWAY « ERNEST). CONCEALMENTS IN HEMINGWAY*®S WORKS. BY BRENNER: GERRY. {(CRITIC1SM)
COLUMBUSs OH: DHID STATE UNIVERSETY PRESS. 19683, v
{HEMINGWAY s ERMEST). ERNEST HEMINGNAY: THE LIFE AND WDRKS- BY MCCARTIN. JAMES T. {CRITICISH)

ARIZONA QUARTERLY, 39 (SUMMER 19831 122=38 +

(HEMIMNGWAYy ERNEST). ERNEST HENINGWAY. HEW CRITICAL ESSAYS5. BY LEEs & ROBERT EDITOR.
CCRITICISM) TOTOWA: NJ: BARNES AKD NOBLE. 1983.

(HEMINGWAY+ ERNEST}as FIVE PERSPECTIYES FOR INTRODUCING HEMINGWAY . BY TILLINGHAST+ BaS.
(CRITICISM) EHGL1SH JOURNAL. 72 (DECEMBER 1[983%: 34=3%.

(HEMINGWAY, ERNEGT)a FICTION AS SURVIVAL STRATEGY: A GCOMPARATIYE STUDY OF THE MAJOR WORKS OF
ERNEST HERINGYAY AND SAUL BELLOW. BY BAKKER« J. (GRITICISM)] AMSTERDAM: RODORI» 19B83a

(HEMINGWAY, ERMESTY. HENIMGWAY AND PEELE? CHMAPTER I DF A FAREWELL TD ARMS. 8Y FLEMING. ROBERT
E. [CRETICISM} STUGIES IN AMERICAN FICTION. 11 (SPRING 1983): 98-104.

(HEMINGWAY s ERNESTY. HEWINGWAY®S “THE SHORT HAPPY LIFE DF FRANCIS HACOMEER™. BY FLEISSNER
ROBERY F. (CRITEICISM) EXPLICATORs 41 (SUMMER 1983)s 4547 .

{HEMINGYWAY»s ERHEST). HEHINGWAY*S SHILLS LIKE WHITE ELEPHANTS® . BY GILMOUR, DAVID R«
(CRITICISH) EXPLICATORs &1 {SUMMER 1983)s AT=45.

(HEMINGWAYs ERANEST). HEHINGWAY AND THE SUN ALSD RISES: THE CRAFTING DF A STYLE. BY SVYDBODAR
FREDER1C JOSEPH. fCRITICISH) LAWRENCE: UNIVERS1TY PRESS OF KAMSASs 1983.

(HEMINGWAY s ERNEST). HEMINGWAY'S DR ADAMS--5ATHT OR SINNER. BY FLEMING. ROBERT E. (CRITICISM]
ARLZONA OUARTERLY. 39 (SUMMER 1983). 101-110.

CHEMI NGMAY « ERMEST). HEMIMGWAY. FORD MADOX FDRD AND A MOVEABLE FEAST. BY WEYERS. JEFFREY.
(CRITICISM) CRETICAL GUARTERLYs, 25 INMINTER 19830, 35-62.

LHEMINGWAY, ERMEST}. HEMINGWAY: A REVALUATIOM, BY NOBLEs DOHALD R EBITOR. CCRITICISK) TROY«
NY: WHITSON. 1983.

(HEMI HGWAY » ERNESTY. HEMINGWAY*S STEIN: ANOTHER M1SPLACED REVIEW. BY REYNOLDS« HMICHAEL 5.
{CRITICISM)Y AMERICAN LITERATURE. 5% (OCTORER 19A3)s 431=34.

(HEMINGWAY.» ERNESTY. JAKE BARNES. COCKROACHESs AND TROUT IN THE SUN ALSO RISES. BY BIER:s
JESS5Es (CRITICISM) ARIZONA QUARTERLYs 39 (SUMMER 1983)+ 184=Tle

{HEMINGWAY, ERMEST). LE STYLE DE ERNEST HEMINGWAYS LA PLUME ET LE MASOUE. BY HILY~MANE»
GEREVIEVE. (CRITICISM) PARIS: PRESSES UMIVERSITAIRES DE FRANCE: 1983.

(HEMENGWAYs ERMEST)}. NICK ADAMS 19831 1IN THE MANHER OF “BIG TMO=HEARTED RIVER™. BY GILES.
JAMES R« {CRITICISM) ARIZONA GUARTERLY. L9853 148-60.

(MEMINGWAY + ERNESTY« PAPA LIVES. BY ATLAS, JAMES. [CRITICISW) ATLANTIC MOHTHLY 252 (OCTOBER
10833y 114=1B. 120.

{HEMINGWAY: ERNEST)+ THE HEMINGNWAY WOMEN. BY KERTs BERNTICE. [BIDGRAPHY) NEW YORKY NORTON+
1983, N

AMEMINGWAYs ERNEST1+ THE ARTIST®S AMERICAT HEMIMGWAYSS WA CLEAM WELL-LIGHTED PLACE™. BY HEYER.

WILLIAM E. JR+ (CRITICISM) ARIZONA GUARTERLY+ 3% (SUMMER 1933}y 135-581s
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[HEMINGWAY» ERNEST). VICTORFAR KEYS 10 THE EARLY HEMINGWAY: PART 1-—JJH! -
BY¥ SPILXA, MARK. [(CRITICISH) JOURNAL OF MODERN LITERATURE. 1¢ nuwc: T;:;f:xtzgsgzte"‘ﬂ

IHEMINGWAY » ERMEST)}. WANTED BY THE FBl. BY MEYERSs JEFFREY. {CRITICISHM} NEW ¥YORK REVIEW OF
BOOKSs 30 (31 MARCH 1983). 17-20.

(HEMENGWAY s ERNEST) s WHAT ARE THE FEARS DF THE HEMINGWAY PROTAGONIST. BY CHUs RUDDLPH Y.
CCRITICISM)} AMERICAN STUDIES (TAIPEl)}. 13 {JUNKE 198B3)s 1-30.

HENWDERSONa JEFF SEE GARDNER» JOHNa

HENLEYs LLEYD. THE GRASP REFLEX. (PDETRY) KANSAS GUARTERLYs 15 {WINTER 1%¥83), 192.

(HERQST,. JDSEPHINE). FDRGOTTEN IMAGES OF THE JHIRTIES: JDSEPHINE HERBST. 8Y RIGEOUT. WALTER B

CCRETICESM) LITERARY REVIEM, 27 (FALL 1983)s 20-35.

HILDUK. ROBERT. HEADLIGHTS. (PDETRY} 1INDIANA REVIEW: 6 (SPRING 19831, 67.

HILLs JANE BOYERS. LOOKING FOR OUR DDG. (POETRY) KANSAS QUARTERLY. 15 (SPRING 5983). 183.

HILTDON. WELLIAM C. OH: Sa¥s CAN YDU SEE. (POETRY) KANSAS GQUARTERLYr 15 (SPRING 19B3). 1B6.

HILTON: WILLIAM €. THE GREAT DEPRESSIONa. (POETRY) KANSAS QUARTERLYs 15 (SUMMER 1983}, 101-.

HILY-MANE» GENEVIEYE SEE HEMINGWAYs ERNEST.

HIND+ STEPHEN. FIELD REPCRT. (POETRY) KANSAS GUARTERLY: 15 {WINTER 198231, 189.

HOCHMANs BARBARA SEE DREISER. THEODDRE.

HOFFMANSs H As CANDLING EGGS. C(POETRY) KANSAS QUARTERLY. 15 (SPRING 1983). 15%.

HOLLAHANS EUGENE SEE BELLOWs S5AUL. )

HDHI’JISAQ PRISCILLA. THE WILLOW WHISTLE. (JUVEKILE FICTION) NEW YORKI DDCDs MEAD, 1983, {SOUTH

AKOYA ).
HOVDE;B:; J;zTHAl WOMAN IN THE BANK. {POETRY} GREAT LAKES REVIEW. ©-10 (FALL 19B83-SPRING
. -

HOVETs GRACE ANN SEE MORRISON. TOKI. !

(HOWELLS« WILLIAM DEAN), THE PECULIAR AMERICAN STAMPs BY VIDAL:» GORE. (CRITICISM} NEW YORK
REVIEW OF BDOKS, 20 {27 DCTODER 1983). 65-47¢ 50-556-

(HOWELLS» WILLIAM DEAN), HOWELLS1AN REALISH: A PSYCHDLOGICAL JUGGLE. BY CROWLEYs JOKN W.
{CRITICISM) STUDIES IN THE LITERARY IWMAGINATION: 16 [FALL 1983}, 45-55.

(HOMELLS» WILLIAM OEAN AND OARRDM. CLARENCE AND ANDERSON: SHERWODD). FROM MEHORY TD HEAKING
THE 80YS® STORIES OF WILLIAM DEAN HOWELLSs CLARENCE DARRDW, AND SHERWODD ANOERSON.

BY ANDERSONs DAVIC Be (CRITICISH) MIDAMERICA X {1983}, 59-B4. {JUVENILE LITERATURE ).
(BI0GRAPHY ) »

(HOMELLS+ WILLIAM DEAN). HOWELLS ANG THE SUPPRESSION OF KNOWLEDGE. BY DELBANCO. ANDREW.
CCRITICISH) SDUTHERWN REVIEW, 1% (GCYOBER 1983)s 7565-B4.

CHOWELLSs WILL)AW DEAN). CRITICAL ESGAYS DN W D HDWELLS. BY CADYs EDWIN H AND CADYs NORMA W.
EPSa {CRITICISM] BOSTON: 6 K HALL. 1982.

CHOMELL Sy WILLIAM DEAN). HOWELLS: THE HERITAGE OF EUREKA MILLS. BY BAKER: WILLIAW.
CCREYICISMY DOLD NDRTHWEST» % (FALL LRBA}e 255=565. )

(HOWELLS+ WILLIAM DEAN)e ARCHITEGTURE IN THE €ITY. ARCHITECTURE IN THE NOYEL: WILLIAM DEAN
HOWELLS?S A HAZARD OF NEW FORTUMES. BY MAFFIe MARIO. {CRITICISM} STUDIES IN THE
LITERARY IKAGINATION. 16 (FALL 1983)s 35-03.

(HOWELLS s WILLIAM DEANY» WILLEAM GEAN HOMWELLS®S (AUTD}BJGGRAPHY: A READIRG OF A BOY'S TOWN.
BY JACOBSON: MARCIA. (CRITICISM) AMERICAN LITERARY REALJISH 1B870-1910., 16 [SPRING
1983k 92-101.

(HOWELLS. WILLIAM DEAHN}. HOWELLS* IDEA OF THE READING PUBLIC. 8Y ICKSTADT. HEINZ. {CRITICISM)
REVUE FRANCAISE D"ETUDES AMERICAIKES. NUMBER 17 (1983)s 25764,

(HOWELLSs WILLIAH DEAN). WILLIAM DEAN HOYELLS:Z CRITICAL LEADER COF THE REALISTIC MOYEMENT IN
AMERICA. BY AIVIERE:. JEAN. (CRITICISM} REVUE FRANCAISE DYETUDES AMERICAINES. NUMBER
17 {1983}, 249=56.

(HOWELLSs WILLIAM ODEAN). THE MYSTERIDUS STRANGER OF WILLIAM DEAN HOWELLS. BY KRAUTHs LELAND.
{CRITICIGH) DALEL STATE UNIVERSITY FORUM, 24 (WINTER 1983). 20-37. :

HOWLAND» BETYE. THINGS TO COWE AND GO0 THREE STORFES. (SHORT FICTIDN) NEW YORK: KROPFr 1983.

HUETER+ DIANE. SHEAKY POEM: JOSIE*S TOOTH. (POETRY} KANSAS QUARTERLY. 15 {FALL 1983}, 6l.

HUFFSTUTTERs ROBERT L. KITE GRAVEYARD. (PDETRY) ENGLISH JOURNAL, 72 (DECEMBER 1983)s 37.

HURDs THAODEUS B SEE ANDERSONs SHERWOQOD.

HUSSHAN+ LAWRENCE E JR SEE DREISERs THEDDDRE.

ICKSTADT+ HENNZ SEE HOWELLSe WILLIAH DEAN.

{INGEw WILLTIAM) o WILLIAM INGE? A BIBLIOGRAPHY. BY HCCLUREs ARTHUR Fu {(BIBLIOGRAPHY} WEW ¥YDRK:
GARLAND « 1982.

[1R1Ss SCHARMEL 3. ¥HE CASE OF SCHARMEL 1RI1S. BY ABBOTTs CRAIG 5. (CRITICISM) PAPERS DF THE
BISLTOGRAPHICAL SBCIETY DF AMERICAs 77 (FIRST QUAATER 1983)s 15-34 (BIBLIOGRAPHY}.

IRWIN s ANNABELLE 8 SEE HADLEY« DDROTHY LEE

115ELYw ELISE DUHACH AND LIVERMOREs WARIAN AND ALLERTCNs ELLEN PALMER). THREE WDMEW WRITERS
DF NORTHEAST KANSAS (BROYWN AND OONIPHAN CDUNTIES. 1856-1910). BY SPARKS: ISABEL.
IBIOGRAFHY) s (BIAL IDGRAPHY) HERITAGE OF THE GREAT PLAINSs 16 {SUMMER 1983}: 27-39.

JACKiE:-!:AIIDDD. AT CERASUS: KANSAS CATS. (PDETRY) XANSAS OQUARTERLYs 15 (WINTER 1983).

JACOB s JOHN. HAWK SPIN. {FOETRY) MARKESAN, WII PENTAGRAM PRESS: 1983.

JACOBs JOMN. SUMMERBOOK. (POETRY} PEDRIAs 1L: SPOON RIVER PDETRY PRESS» 1983. -

JACOASON: MARCIA SEE HOWELLSs WILLIAM DEANS

JAFFERY. SHELDDOM. HDRRORS AND UNPLEASANTRIESE A DIDLIGGRAPHICAL HISTORY AND COLLECTOR®S PRICE
GUIDE TD ARKHAM HOUSE. (BIBLIOGRAPHY).(FICTION} BOWLING GREEN. OH: BOWLING GREEN
STATE UNIYERSITY PRESSs 1982+ {ARKHAM HOUSE }w{WISCDNSEN] s {SAUK CITY: WISCONSIND.-

JOHNSONe MICHAEL L« FARILIAR STRANGER. (POETRY) LAWRENGCE. KS: FLOWERPDY HOUNTAIN PRESS. 1983,

JOHNSON: MICHAEL Lo A HOLE IN THE CEILING. (PDETRY) XKANSAS QUARTERLY, 15 (SPRING 1983). 102.

JDHN?::;,PE;ER Ms A PDEM TO BE TRANSLATYED IRTO RUSSIAN. (POETRY} INDTANA REVIEN, 6 {SUMMER

. .

JDHNSON~» THERESA« MARINA. (PGETRY) PRAIRIE SCHOONERs 57 {FALL 1983}« S5B8.

JDHN::D:; ARHDLD. THE RIVER AND THE SEA. (S5HDRT FICTIDM) INDIANA REVIEW. & (WINTER 19383).

JONASs PETER SEE LAWSON+ ALFRED WILLIAM.

JONES» CRATG. FATAL ATTRACTION. INOYEL) NEW YORK: CROWN: 1983. (MICHIGAN).

LJDNESs JANES). JAMES JDNES® TRILDGYs OR 15 WAR REALLY HELL~ BY UFFENs ELLEN SERLEN.
(CRITICISM) HIDARERICA X {19823} 139-51.

JONES» TDMa NECKLACES. (POETRY) KANSAS QUARTERLYs 15 (FALL 1983)s 60.

JOY+ EUGEMA. TO ALANG TRUCK STOP., (POETRY) KANSAS GUARTERLY. 15 [FALL 1%83)s 106.

KALIKDFFs BETH. SHIPS AHMDY. ORs THIRTY YEARS ON THE UTERINE CANAL. (POEYRY) INDIANA REVIE. &
(SPRING 1983}, 6B-£8. |

KAMIMNSKYs STUART M., HE DONE HER MRPANG. [MOVEL} NEW YDRK:I ST WMARTIN'S PRESS» 1983.

KAMINSKEYs STUART Mo ¥YHEN THE DARK RAN CALLS. (NDVEL) NEwW YORK: 5T MARTIN'S PRESSs 1983,
CCHICAGDY s [ILLINOIS ). ’

KANGASs Je Rs AFTER AN 1¥AH ALBRIGHT: THE OREAMS DF VERA F1ELDINGF THIN. {POETRY) WEBSTER
REVIEWs & (FALL 1883)s &9=71a

KAHGASs J+ Re THEATER OF THE ABSURD: REHCARSING THE EXI¥. (PDEYRY} MADISON REVIEW. &4-5
(VWINTER 1983}, 61. .

KATONA» ANMA B SEE CLEMENSs SAMUEL L.

KAUFFMANs JANET. PLACES IN THE WORLD A WOMAN COULD WALK. {SHDORT FICYIDN) NEW YORKT KRQOPF.
1983y [MICHIGAN).
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KAUFFMAN, JANET. THREE POEMS. (POETRY} AMERICAN POETRY REVIEW. 12 {SANUARY-FEBRUARY 1923} 40,
KAYE+ FRANCES W. DESERT FLACES. {ESSAY) PRAIRIE SCHOONERs 57 (SUKMER [983)s 27— 36
KELLEYs MICHAEL J. THE SCHOLAR TURNS FORTY: THE SCHOLAR TURKS FORTY AGAING FIXING THE HOUSE:
BAD XHEES. {POETRY) THE MIDWEST GUARTERLYe 28 {WINTER 19B2): L74=8l.
KELLEYs SHANNDM KIETH. DREAMING MISSQURL. {POETRY) KANSAS QUARTERLY+ 15 (5PRING 59831, 21.
KELLGGG » ELIZABETH ROGERS. 1 DON®T CRY MUCH. (NOVEL)} LANSING: MI: WELLMAN PRESS» 1%83s
(MECHIGAN) « N
KELLYs RICHARD J SEE BERRYMAN. JOHMN.
KELMKs EARLTON. SHORT MEN G0 & LONG WAY. {SHORT FILTION) GREAT LAKES REVIEMs 0-10 {FALL
1983=5PRING 1084)s TE-B7.
KERTa BERNICE SEE HEMINGWAY. ERHEST -
KILLDUGHs LEE. THE GOLONIS¥a (POETRY) 1SAAC ASIMO¥®S SCIENCE FICTTON MAGAZINEs 7 C[JUNE 19831.
i22.
KILLOUSHs LEE, THE JARABOUM. [SHORT FICTION} ISAAC ASEMOV*S SPACE OF HER OWNy EDITED BY §
MCCARTHY» MEW YDRK: DIAL PRESSs 1983.
KINDRICKs RDBERT L SEE DAHLBERGs EDWARD
KIHGs XATHLEEN. CRIGKET SINGSZ & NOVEL OF PRE~COLUMEIAN CAHOKIA. INOVEL) ATHENS: DHIO
UNIYERSITY PRESS, 1981y CILLINDIS) »tHISSOURL).
KINGs RDBERT. WORNING IN THE APARTHENT: LDOKING FOR SOUND. {POETRY} KANSAS GUARTERLY. 15
(SPRIRG 1983)s 1386.
KINZIE» HARY. TO THE ARCHITECT: IN THE QUEEN'*S CHAMBERIZ SHALL SEASONS. (PRETRY) CHICAGD
REVIEWs 34 (SUMHER 1983} 4B8-52.
KIRBY» SUSAN E« IKE AND PDRKER. {JUYENILE F1CTIUN} BDSTON: HOUGHTON MIFFLIMs 1983+ {1LLINOIS}.
KIRK¥DODe JUDITH., ANODTHER POEW FROM THE BALCONY. (PODETRY) INDIANA REVIEW. & {WINTER 1983}, 64,
K1T5Zs+ DENN1S BETORY SCE GOOOMANe KEHRETH SA¥YER. .
KLOEFKORM. WILLTAM. REGUIEW FOR CORY BATT OF RURAL MELBETA: NEBRASKAZ CHIEF BRONIE. (PODETRY)
KANSAS QUARTERLY. 15 (WINTER 1983) 97-%98.
KLOEFXKORK. WILLJAM. THE WALK AT SUNDOWN: COLLECTING FOR THE wlCHITA BEACON. {POETRY) INDEIANA
REVIEN, & {SPRING 1983}y Ta=7S. -
{KLOEFKDRN» WILLIAM}. WSTAY AGALNST CHAOS™: AN INTERYIEW WITH WILLIAM KLDEFKDORN. BY CICOTELLOC:
DAVID M. [(CRITICISM) MIDWEST OUARTERLY. 24 {SPRING 1983}y 274-82.
KDOSERs TEDs &S THE PRESTOENT SPOKE: FLYING AT NIGHT: AUNT TOT: IN GCTOBER. {POETRY} PRAIRIF
SCHOOMER: 57 (SUMMER 19831, 35-37.
KORAMAN. X1ETHa ARGCHANGEL « {NOVEL) NEW YORK: VIKING PRESS. 1983s (IDWA).
KOMIT» STEVE. LURID CONFESSIDNS. {POETRY} POMEROY. OH: CARPENTER PRESSs 19B3a
KRAMER» LAWRENCE SEE BLY. ROBERT -
KRAUTHs LELAND SEE ANDERSCN. SHERWOOD AND WRLIGHT JAMES.
KRAUTH» LELAND SEE HOMELLSs WILLLAM DEAH.
KRYSL s MARILYN. ARMS. {PDETRY) INDIANA REVIEW, 6 (SUMMER 19831« Jl.
KRYSLs MARILYN. DRAWING. (SCETRY) INDIANA REVIEM, & EWINTER 1983}s IV
KULYCKYs MICHAEL. AFYER READING WILLIAM STAFFORD®S ESSAY OM POETRY. (POETRY) KANSAS OQUARTERLY.
15 {SPRING 1RB3): 196=97.
XUZWA « GREG SEE GLUCK» LOUISE«
KUZMA+ GREG. DEATH! LEAVING KANSASS THE F1SH. (POETAY) INDIANA REVIEN. 5 ISUMMER 1983)r 27-29.
KUZMA+ GREG. EVERYDAY LIFE. {PDETAY) PEOR1A, IL: SPODN RIVER POETRY PRESS»s 19813.
KUZWA» GREG. THE DREAM. {PDETRY) MIDNEST QUARTERLY: 24 ([SPRING 1983)s 285-89.
KUZIMA+ GREG. IHE QABBIT; WHERE 1 ENT BAD. (POETRY] NORTH DAKOTA OUARTERLYs 51 ISPRING 19B1)e
105-10¢.
{KUZHA: GREG}.-GLR INTERYIEWZ GREG KUIMA, BY SILETw CHARLES L P (CRETICISM) GREAT LAKES
REVIEW« 9-10 (FALL 1583-SPRING 1584}s 16-2Ta
LAFDRTEs ROBERT 5 SEE MALIN: JAMES Cu
LAND, MARY G SEE DREISER. THEODORE.
LAND. MARY G SEE LEWISe STNCLAIR.
LANGE » BDNNIE S SEE MORRISDN. TONIl. v
[LA¥SOMe ALFRED WILLIAK). ALFRED WILLIAM LAWSON: AVIATOR: INVENTORs AND DEPRESSION RADICAL- -
BY JDNASs PETER. (CRITICISH} OLD NORTHWEST» 2 LSUMHER 1983} 157-73.
fLEA» SYONEY). SYDNEY LEA'S THE FLOATING CANDLES. BY ENGELs BERNARO Fe (CRITICISM) SSHL
NEWSLETTERs 1313} FALL: 1983, 30-32+
LEEs A ROBERY EDITOR SEE HEMINGWAY: ERNEST «
LEEs LI-YOUNGs THE GIFT3 DREAMING OF HAIR. {POETRY) AHERICAN POETRY REVIEW. 12 {SEPTEMBER —
OCTDAERs 1983} s 33-Ja. .
LE1THAUSER, BRAD. TWO SUSPERSIONS. IPDETRY) ATLANTIC MONTHLY. 251 (APRIL 19830+ 95.
LEMASTERs JaRe THE WIND LH WANGFUGING STREET. {POETRY) GREAT LAKES REVIEW: ©=10 (FALL
1983=SPRING 1984} 00.
(LEDNARD: ELMDRE). AN IKRTERYIEW wITH ELMORE LEONARD. BY LYCZAKe JOEL Ma (CRITICISH} ARMCHAIR
DETECTIVEs 16 [SUMMER 1983}, 235-40.
{LEONARDs ELMORE). Pw [NTERVIEWS ELMORE LEONARD. BY DUNNs+ S1LL. {CRITICISM) PUGBLISHERS WEEKLY.
223 (25 FEBRUARY 1%83)y 32-23.
JLEYINEs PHILIP. WMEMDRIES OF YbU. (POETRY} MISSDURI REVIEWs & (SUMMER 19831, 22-23.
LEVOT » ANDRE SEE FI1TZGERALDs Fo S5COTT.
(LENISs SINCLAIR)s SINCLAIR LEWIS AND YHE PASSING OF CAPITALISH. BY WILSONr CHRISTODPHER Pa
LCRITIGISH] AMERICAN STUDIES. 24 (FALL 1983)s 95-108-
(LEW]IS. SINCLAIR}. THREE haAX GDTTLIEBS: LEW1S®Ss CREISER*S+ AND WALKER PERCY'S YIEW OF THE
MECHANIST-YITALIST CONYROVERSY. BY LAKDs MARY G. (CRITICISM} STUDIES IN THE NOYEL.
1% (MINTER 19853 314-31.
LILBURMEs GEOFFREY s NEXT WASH. {POETRY) GREAT LAKES REVIEN. 9=10 {FALL 1983~SPRING 1984}, 88.
LINKFIELDs THOMAS P. THE EVIL [N MICHIGANS HORJHERN FORESTS. {CRITICISM} MIDWESTERN
MISCELLANYXI {19831 40-4B. (MICHTGAN }e
LLITTLEs MAGAZINES SEE THURSTONs JARVIS.
LDGAN » BEN. THE ERPTY READOW. (HDVEL) MADISON. W1i STANTON AND LEEr 1983, {WISCOWSIN}.
LDGANs JOMN. THE WHATHOT . {PDETRY) NHEM REPUBLIC+ 188 {11 JULY $983), 30.
LONG+ DAYID. HOME FIRES: STORIES. {5HORT FICTION) URBANAZI TLLINOIS UNIVERSITY PRESS, 1932.
LDUNSBERAY, BARBARA SEE HOARISDN. TORIX
LOWs PEMISE. CONFLUENCES CONTEMPDRARY KANSAS POETRY. {PDETRY) LAWREMCE, KS5: COTTONWOOD
WAGAZINE AND PRESS. 1983
LDW, DENISE. KANSAS TURNPIKE: WEST: TOWARD TDPEKAs (PDETRY} INSCAPEs @ (MINTER 1982=1983). 1.
Hte -
LD, DENESE. APLLA TD LAWRENCE. {PDETRY) KANSAS QUARTERLY. 15 {FaLL 1923}, 34.
1LOWs DENISE. TURTLE SHELLS. {PDETRY) WUSEUMS OF HATURAL HISTORY ASSOCEATES NEWSLETTER: IZ
(FALL 19831+ 15.
LUTZe GILES. THE TANGLED WEB. {NOVEL) GARDEN CITYs NYI DOUBLEDAY. 1985: {KANSAS).
LYCZAKs JOEL N SEE LEDHATD. ELMORE.
LYNCH,» THOWAS Pa ROTARY ALBUMS THE WEST WINDOW M WOVEENS THE AGE DF REASON] OFF SEASON] THE
DRIENT: THZ EXHIBITIONIST. {POETRY) THE MIDWEST OUARTERLY + 24 [SPRING 19331, 290-96.
MAFFly MARID SEE HOWELLSs WILLIAM DEAN«
(MALIN» JAMES. Cele JAMES € HALIM. OPTIMIST: THE BASIS DF HIS PHILOSOPHY OF HISTORY. BY
LAFDRTE: ROBERT S« (CRITICISM) KAHSAS HISTORY: A JOURNAL OF THE CENTRAL PLAINS, &
(SUMMER 1983)s 110-19.
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LMALINs TDMe TAKING YOU IN CONTEXT. {SHORT FI
. CTION) KANSAS QUARTERLY. 15
MANFRED» FREYA. HESSAGE FROM THE RIGHT HEM n aTenLy aEviows aa B
Bl roaay e, 15PHERE. {POETRY} HICHIGAN QUARTERLY REVIEW. 22
MAROUARDT. BARBARA. QDING THE TIME STEP. (POETR
. ¥) KANSAYS OUARTERLY. 15 (5
HASSHALL+ JAMES. A HOMESTEAD COUNTER MYTH Al . e tens winamEm
P b ND THE PRAIRIE REALISTS. (CRITICISM) MIDAMERICA X
MARTINe E.S.A« YOU FREAT THE DOQUGH AS ENEMY;
3 IN THE FaA .
s REVIEW, 9=10 (FALL 1983-5PRING 1984)s B9=3D. 1LING LISHT: (POETRYY GREAT LaKES
TINs HERBERT NCODNARD. A FIFTH OF WATER. (POE
- . TRY) WISCONSIN REVIEW
:::;::. HERBERT WGOOWARD. THE PIGECN LADY. IPDETRY) NEXUS. FALL 19;5-'5;2(11. 3.
. JENN[FER- WOULD ¥YDU NOTICE, IF BY THw PORCH. (POETRY) INDIANA REYIEW. 6 {SPRING 19833,

B2

MARTIND. VIRGINFA STOUGH. REV
No. vI EYIVE US AGAIN. (AUTOBIOGRAPHY) KANSAS OUARTERLYx 15 (SUMMER 19833,

(MASTERSs EDGAR LEE). EDGAR LEE MASTER
LS, EDoAR LEE2. €00 5. BY WREKNN: JOHN M AND WRENN, MARGARET M. [BIDGRAPHY)
{HASTERSs EDGAR LEE}. THE KINDRED SPIRITS GF W
. TLLIAM JAMES ANC EDGAR LEE W, .
{“AST::gER;DE;Rlf:;;[t:.’:ﬂhIGIDGRAPHT) HIDAHERICA X {1083}, 85-94, ASTERS. Y HARvESON.
. « A NOTE DM THE ANCESTRY OF EDGAR LEE MASTERS. 8
» 8y
"A":CRITICISM)l(GENEILDG‘I‘) GREAT LAKES REVIEW. 9-10 (FALL IGBB-SPRINGl“:ggE?f‘SE':ARLES B
MAITHE:S. JACK. S5ASSAFRASa {NOVEL} BOSTONZ KOUGHTON MIFFLIN. 1953: (MIDWEST).
".T'"Eug. JACKa THE HUMMER. {PDETRY) NEW REPUBLIC. 188 (7 MARCH 1983}, 232,
MA'I“I'NEus: ::tl'::;::. ?Tahsiz;ms FROM TEXAS, (POETRY) NEW REPUBLIC. 1268 {18 APRIL 1983), 28
. CUT« C(POETRYI ATLANTIC MONTHLY. 252 ' -
MATTHIAS. JOHH. UNPLEASANY LETTER: ¢ o enienco newtEws 3
anay. ooy Ri E P IN CRAWFOROSVILLE. (POETRY} CHICAGO REVIEWs 33 (WINTER
MAXFIELD» JAMES F SEE MAXWELL: WILLIAM. ~
(HAK:ELL- WILLIAH). GLR INTERVIEW: WILLIAK MAXWELL. BY NEMANIC. GERALD. (CRITICISM}
!”“'Elﬂsklﬂﬂvl GREAT LAKES REVIEW. 9-1¢ (FALL 1983-SPRING 1984)e 1-15. '
"‘:IEE ;:;t:‘.\:;;s:?n?:?&::“e AnulE.EiCEu'l- AND THE ADULT:z STAGES OF CONSCIOUSNESS TN
M MAXWELL. BY MAXF IEL! .
QUARTERLYs 24 ISPRING 19831s 315-35. Bi JAMES o (CRITECISMY MiDMEST
N‘l:\’glé;ﬂ\’; SUSANAH SEE TARKINGTON+ BDOTH.
MC A + THOMAS. TO A SOUTHERN LADY. (POETRY) MISSDUR
. I REVIEWs 7 {FA
MEAFEE:. THDMAS. TREESS CLAIHING LDST DANCES: TO MISS X, tﬂue;wﬂ(rﬂtku::::hl“-
(WINTER 1983)s T-%. URl REVTEN:
:gg::‘ll"a JAMES T SEE HEMIKGWAYe ERNESTa
ERY¥s DAVID. WHIALWIND. {PDETRY)] KANSAS OUARTER|
MCCLURE+ ARTHUR F SEE INGEs WILLIAM. LYo 1B (WINTER 15831, 98-
:ggtgé:::- JOHN  JR SEE WR1GMT, RICHARD.
» JOHN. MR AHMERICA®S LAST SEASON 8L . :
vt bl s UES. [(NOYEL) BATDON ROUGE. LA! LOUTSIANA STATE
MCCONMELL+ FRANK. HURDER AMONG FRIENDS. : f
HCCORD: Eny WOEER LEE crEwenn. Famomy L.lmVELl MNEW YORK: WALKERs 19834 (CHICAGO}»EILLINCIS).
ML
s et ot o ot e, et mest aente 2 lre w2
s DISCDVER
MEDD("’BE'I’?“’J COLLEGE ENGLISHs 45 {DECEMBER 1983], 780-81. THE THE CERTAINTY OF OESCENT.
NALDy JAMES M. WATER .
ee-bl;_ ER TOMER. (POETRY) SOUTHEASTERN REVIEW (DOWAGIAC. M1)s ) [MAY 19812},
HCINERNYs RALPH. THE GRASS WIDDW. (NDVEL} NEW YDAK:
. BT
Mgl(n‘. NELLIE SEE MORRISDN+ TONI. . HOUARDr 15830 HILLINOLE2.
MCPHERRDON. TILL. CROGUET GAME. {PDETRY) KANSAS
- QUARTERLYs 15 ({SUHHER
:E:::- STEPHENs. BRIGHT RIYER. I[PDETRY) KANSAS DU-IP]'ERLTu.l." tSb:INE 1;:3?:'9:?'
HEILG::::. :::::. ;::g:l:?;l%::'ﬂ A FRIEND*S FUNERAL. (POETRY ) KAURT, 2 {JUNE 1983), ab-a7
- . ARD: BACK YO EARTH. EPDETARY) LABYRIS 3
MEISSNER, BILL. 1969 THE 8-52 PILDT BEFORE THE SRRING FATHER §10PPED
THE MID-ATR COLL B
SHOWING. (POETRY} 1NOTIANA REVIEW. & (WINTER 1983}, 61‘63[510~ THE SPRING FATHER STORPED
:E:;:i:ﬁf:‘; JAHES B SEE HEHMINGWAYs ERNEST. )
+ DON. MY SISTER'S KEEPER. (NODV H -
CRINHESD Ty INOYEL} NEY YGRK: COMARD-MCCANN. 1983, (MINNEAPQLIS) .
HESSER» RON. NANAROZHO: HISTDRY ANO MYT
OECERBER 1083y, Zazianl. YTHOLDGY. {BIBLIAGRAPHY) BULLETIN OF BIBLIOGRAPHY: &0
METZ, JERRED. ANGEL ROLLINKG THE HEAY
TOACIRED. ANGEL ROLLING ENS TOGETHER. (SHORT FICTION} GAYES TO THE NEW CITYe KEW
ME¥2. JERRED. SPEAK LIKE RAIN: HER TRUE @OOY :
: « {PDETAY} vO :
MISSO0URY . KAHSAS CITY, MD: GRHK PRESSs 1981. ' VCES FHOK THE INTERIDR: POEYS OF
MEYER+ WAYME SEE NIEDECKER+ LODRINE.
MEYER+ MILLIAM E. JR SEE HEMINGYAY, ERKEST.
MEYERS: JEFFREY SEE HEMINGWAYs ERMNEST.
:E:ERS- JEFFREY SEE HEMINGWAYs ERNEST.
EYs JIMs CLOSED MOVIEs LELANDs MISSIS5SIPP P
e, et e et war o ;"c:upu. PP1, (PDETRY) XKANSAS QUARTERLY, 15 (FALL 1993}, 62.
MILLERe LESLIE ADRIENNE. AED dH THE QUTSIDE; B
- 0Q H
) ansAs BURRTORL I e M TaE,t 7._501 KKEEPING: ZANESVILLEs OHIOs 197T8. (POETRY)
ILLER: MARK. HGG WILD. {SHORT FICTION} PRAIRI
E 5 -
“;Lkgﬂ- ROBERT KEITH SEE CLEMENSs SAMUEL L. HOONERY ST (SPRING 19833. 23-30.
MILLSs CLAUDIA. THE SECRET €A .
ot ROUSEL. (JUYENILE FICTIDN) NEW YDRK: FEW WINDS P.RESS- 1983,
MINER+ ¥IRGINIA SCOTT. SPRINGTIME BY HENRI FRE
. DERIC AMIEL, Tl
“1SHLIFDETH\‘I KANSAS DUARTERLY. 15 [SPRING 1983}, 172. te THANSLATED BY VIRGINIA SCOTT MINER.
ERy MILLIAM. THE BATH OF DAVID LINDS
S EviEm s 5 tern NG Tonsr. amead. A¥+ AUTHOR OF A YOYAGE TO ARCTURUS. {PDETRY) CHICAGD
N:."IINHEINE‘I- JARES B SEE ANDERSONs SHERWDODX -
MITTS, BRENDA 5. DILEMMA. {SHORT FICTION] KANSA
- S QUAR -
MDDLIN: CHARLES E SEE ANDERSDONs SHERWOOD. VARTERLY: 13 (SPRING 1983de 117-io.
MOMK» DONALD SEE FITIGERALD F+ S5COTT.
:g::;sﬂlC"lEL- NO&NIP:G WINDOWS. {POETRY) ST PAUL. MNEI HEW HIVEQS‘ PRESS, 1983,
» WRIGHT. S50LO: AN ARCRICAN DREAMER IN EURQFPEs 1933-24. (AUTOBTOGRAPHY) NEW RK 2
HARPER AND ROW» 1983, YoRk:
(MORARIS, WRIGHT}. LANGUAGE AS PIONEERING I| :
. N WRIGHT MDRRIS'S THE FI1ELD DF VISTON
1IN LONE TREEs« BY SALURLIs DTIANA. . ! Mo
el . MNAs (CRITICISH) HERITAGE OF THE GREAT PLATNSs §6 {FaLL
EMCRR150Ns TONIFe AN INTERVIEW WITH TON1 MORRISON. B
+ BY MCKAY B
LITERATURE,s 24 (¥INTER 19830y 413~29, .- NFLLIE: (CRITICYSM) CONTEMPORATY
(l‘ﬂl:;::ﬂl;r'l'::‘l-l}];ﬂ:l.\'::ﬂ}{;iﬁ?‘":::c;ln LEGEND IN TONI MDRRISON'S THE BLUEST EYE+ SULAs AND
- . ANN AND LOUNSHERR
S e mEnY s R UN Ys BARBARA . (CRITICISM) CLA

L]



160 MIDAMERICA XII

(MDRA 150Ns TONI}. PATTERNS IN TONI MDRRISOK®S NDVELS. BY NICHOLSs JULIE Ja (CRITICISH)
ENGLISH JOURKALs T2 C(JANUARY 1983} 46-48.
(MORR 150N+ TON1l}. TONL MORR ISON'S RAINGOM CODE. BY LANGE. BONNIE S+ (CRITICISH) CRITIQUE, 24
(5PRING 1983}, 1T3-83.
KDTTs MICHAEL. CATALAN. (PDETRY} MISSDUR] REVIEW.: 7 (FALL 19831, 38-30.
MUELLER. LI1SELs ACCOMODATIONS. {POETRY) ATLANTIC MONVHLYs 252 (DECEMBER 19833, 52.
MUTH, TERRI. CYCLES: PASSING {SEGORA TO MADRID) . {POETRY) INDIANA REVIEW & LSUMMER 19833,
G2r63.
HVEHS‘- NEIL. AFTER DREAMING OF FLIGHT. (POETRY) BLUE UNICDRN. & (FEERUARY 1983)s J4.
MYERSs NEEL. FOR A DEAD PHOTDGRAPHER. {PDETRY) KANSAS QUARTERLY . 15 (SPRING 19833+ 152.
MYERS» MEIL. O JACOB. (POETRY} CHARITON REV1EW. 9 (SPRING 1983)y 12-13.
MYERSs MEIL. ON A TANTRUM OF MY DAUGHTER. LPOETRY! YARRON. 3 {SPRING 1%53)» 31«
MYERS s NEIL. PHOTDX OF MY DAUGHTER. (POETRYY TENDRIL. NUHBERS 1415, (NINTER 19833. L47.
HARVESONs RDBERT O SEE HASTERS. EDGAR LEE.
NASHs N FREDERICK SEE SANDBURG, CARL =
NELSOHa PAUL . SUl TH: BLUEFISH RUNs MACHIASs MAINE. (POETRY) KANSAS OUARTERLYs 15 {FALL
1983} 25-2&.
NELSDNs SUSAN. BYE BYE BLACKBIRD. (SHORT FI1CTIDNY PRAIRIE SCHDDNERy ST {SUMMER 19B3). 3-17.
NELSOMs YVETTE. WE®LL CUKE WHEN T RAINS. (POETRY} ST PAUL. HNI NEW RIVERS PRESS: 1982.
NEMAHIC,» GERALD SEE MAXWELLs WILLIAK.
(NEMEROY: HOWARD). EL1ZABETH B1SHOP ANC HDWARD NEMEROVW & REFERENCE GUIDE. BY WYLLIEs DIANA E-
(BIBLIDGRAPHY } 30STONZ G K HALLs 1983,
NEVILLE+ TAMLIN. THE BOODY DF A WOMAN. {POETRY) AMERFCAN PDETRY REVIEW. 12 {NOVEMBER-DECEMBER
19833+ 2-5.
NEWMANs JUDLE SEE BELLGY, SAUL.
NICHDLSs JULIE J SEE HORRISDON: TOMI. .
(NIEQECKER, LORINE) . LORINE N1EDECKER: A LEFE BY WATER. BY MEYER. WAYNE. (CRITICISM)
TRANSACTIONS OF THE W1SCONEIN ACADEMY DF SCIENCESs ARTS AND LETTERS+ 71s PART 2
1983, 1712 .
KDBLE » DONALD R E£DI1TOR SEE HEHINGWAY. ERNEST S
NDE» MARCIA SEE GLASPELLr SUSAN.
HNOLANGs JOHN. FISHING. C(PQETRYD KANGAS OUARTERLYs 15 C(WINTER 19683k 159.
NOLAND» JOHN. YEST. CPOETRY} KANSAS OUARTERLY. 15 (SPRING 1883)r 122, .
NOLLE -F ISCHERs KAREN SEE CLEMENS» SAMUEL L.
{NDRRI5» FRANK}. SUPPLEMENTS TO THE STANDARD BIBLIOGRAPHIES OF ADEs P1ERCE+ CRANEs FREDERICy
FULLER: GARLAND. RORRISs ANC TWAIN. 8Y STRONKS: JAKES. (BIBLIOGRAPHY) AMERICAN
LITERARY REALISM, 1B70-1910. 16 CAUTUMN 19B3)y 272-77.
HORR1Ss KATHLEEW. COWSS HARYESTi & PLACE ON GRAND RIVERI WEST RIVER STORIES 1X. (POETRY)
HORIZONS: THE SOUTH DAKOTA WRITERSY ANTHOLOGYs HERMOSAs SDi LAME JDHNNY PRESSe 19834
HORTOMs CHARLES A SEE CLEMENSs SAMUEL L.
NOVAK . RDBERT. SLEEPING WITH SYLVIA SLATH. {POETRY) FORT WAYNEs INi WINDLESS DRCHARD: 1983,
NOVERR: DOMGLAS A SEE BOYDs THOMAS.
NDX1Ns GORNEL1A- KILLING SNARES. ESHORT FEGTLON) INDIANA REVIEW: 6 {SPRING 19B3}s 13-23.
{D*CONNDRs PHILIP F.)s THE STRUGGLE AGAINST ENTRAPMENT: THE FICTION OF PHILIP F DYCONNDOR. 8Y
SPENCER» MARK, {CRTTICISM) CRITIGUE. 24 (SUMMER 1583}. 193-205.
OYMEILL s GRIAN. INDIANA DREAM IN STONES [N YOUR REXY DREAM. (POETRY} COLLEGE EMGLISHe &5
CAPRIL 19833 359-51. .
DATES, JOYCE CAROL. LAST DAYS. (SHORT FICTION]Y MICHIGAN OUARTERLY REYIEWs 22 {5UMMER 1983).
360<T5E .
OATES» JDYCE CARDL. THE WREN'S HUNGER: THE MAOWOMAN'S REPEMTANCE: MUTE MAD CHILDG
SELF-PORTRALT AS & STILL LIFE. (POETRY) SOUTHERN REVIEN. 19 (5PRING 1983): 354=5%.
OATES» JOYCE GAROL. TWD PROSE POEMS: {IN PARENTHES15): PLAYLET. (POETRY) TRIGUARTERLYs HUMBER
56 (MINTER 1983)s 151-6&. z
(OATES. JOYCE CARDL), JOYCE *AFTER® JOYCE: OATES®'S “THE DEAD™. BY TAYLOR. GARCON Q. -l
CCRITICISHM) SDUTHERN REVIEW. 18 (JULY 1983}, 565605, .
(OATESs JOYCE CARDL}. POP MUSTIC AND JOYCE CARDL OATES® “WHERE ARE YOU GQINGs WHERE HAVE YOU
BEEN. BY HEALEY, JAMES. (CRITICISK) MOTES ON MODERN AMERICAN LIVERATUREs 7
(SPRING-SUNHER 1983). 1TEM 5.
DLI¥ER» BlLL. D1SORDERS EN THE BLOOD. (SHORT FICTIOK) KANSAS QUARTERLY, 15 {SPRING 1983}
189-95.
OLIVER, MARY. AT LONAHATCHIE. LPOETRY} GEQRGIA REVIEW. 27 tSPAING 19833, 113=14.
OLSEN, Te¥. RED IS THE RIVER. {MOYEL) MEW YORE: BALLANTINE BOOKSs 1983. CWISCONSIND.
DLSOMy HELEN CEAN. SKIP TO MY LOUZ MEMOIRS OF A BOBSLED PARTY. (AUTOBLOGRAPHY } KANSAS
QUARTERLYs (SUMMER 19831)s 79+85.
ORYTOLANI: AL- AT THE STATE SA FDOTBALL PLAYOFFT THE HUME ‘PLACE. {POETRY) KANSAS QUARTERLY. 1%
(SPRING 19831 140.
PADY» ODONALD SEE BEASECKER. RABERT
RAGE, TOMa GEEN IST MEIN GANZIES HERZ. (POETRY) FLATROCK JOURHAL. 1 (MARCH=APRIL 1983}, 9.
PAGEs T0OM. TONIGHT 1T'S THE SMELL OF RAIN. (POETRY) MIKROKOSKOSs 29 IMAY 19837, 1A-15.
PANKEY+ ERIC., TAINTER®S FaRM» SW1S5. MISSOUA]s WINTER. 1979. (POETRY) KANSAS UUARTERLY. 15
(SPRING 198231+ 5=
PAPINCHAKy ROBERT ALLEN SEE ANDERSON. SHEAWDOD «
PALULSEN» GARY. DANCING CARL. (JUYENILE F1CTION} SCARSDALE. NY: BRADBURY HOUSE. 1983+
CHINNESOTA)+
PAULSEH+ GARY. POPCORN DAYS AND AUTTERMILK NIGHTS. [JUVENILE FICTION) MEW YORK: DUTTONs 1983+
(MINNESDYA) -
PAYNEs IFAN (YRANSLATORY.« THREE PDEMS FROM GUSTAYO ADOLFO BECQUER®S RIMAS. (POETRY) KANSAS
OUARTERLY, 15 (WINTER 1983}. 115,
PAYNE. OLIVERs GONOUESY. {NOVEL} NEW YORK ® SERKLEY BOOKSs 192 (NORTHWEST TERRITORY. BODX 2)«
{OLD MORTHWEST)a
PAYNE» OLIVER. DEFI1ANCE. [NQVEL} NE¥ YORK: BERKLEY BODKS: 1883 (MORTHWEST TERRITORY: BO0K 31»

(OLD MORTHWEST).
PAYNEs OLIVER. REBELLION. ENOVEL) NEW YORK: BERKLEY BDOKG. 1983 (NORTHWEST TERRITORY. BOOK A)e

(OLD HORTHWEST)a

PAYNEs OLIVER. WARPATH. (NIVEL} NEW YORK: BERKELEY B0O0OKS. 1982 {NDRTHWEST JERRITORY . BGOK 13
(OLD NDRTHNEST ).

PECKENPAUGH, ANGELA. A BODK OF CHARMS. (POETRY) DALEVILLE. INI BARNWOOD PRESSs 1983

PECKENPAUGHs ANGELA. THE GREEN FLASHS SPEEDING THROUGH EDENI CMARM OF SILVER. (POETRY}
STRANGE FRUET. SPRING 1983,

PECKENPAUGHs ANGELA. FRDM A LETTER BY MY GREAT GRANDFATHER. HAW CHAMBERLAYNE » AT THE CIVIL
WAR FRAONTS THE BRIDGE THAT LEADS TO BLUE: RIDIKG THE RAPIDS: CHARH OF HEAT: CHARH
DURIHG BLIZZARD: NATURE CHARM. {POETRY} GATHERING PLACE OF THE WATERS: 30 WILWAUREE
POETS., EDITED RY B LENDERS; MILWAUKEEs WIZ GATHERING PLACE: 19834

PELLOMSKI» ANNE. BETSY*S UP-AND-DDWH YEAR. (JUYENILE FICTION} HEW YORK: PUTNAMe 1983,
EWISCONSIND =

PENHERs JONATHAN. ALL TRUE RITES AND LAWFUL CEREMONIES. (SHDRT FICTION) MISSOURE REVIEW. T
[FALL 1983}+ 94=9B.

The Annual Bibliography of Midwestern Literatrure: 1983

PENNER« JOMATHAN., HEN ARE OF THREE KINDS. (
atoronmn toaar ancor SHDAT FICTION) KORTH AMERICAN REVIEW. 258

PERRIN: JURITH N. PRESENT FROM EGYPT. (PO
. ETRY ) KANSAS OUARTERLY 15 {5PR
PEYERSENM: CARDL MILES. UNTITLED. {POETRY) KANSAS QUAITERLY»s 15 ;SPRING l'li:gl:””::;'
. .

148,

PETERSONe GERALD L SEE HEARST. CHARLES.
PETERSON. JAN. IN THE HOUR OF EXILE. (POETRY} KANSAS DUARIERLY. 15 {WINTER 1983), 118

PETERS0ONs LE¥1 5. THE CANYDNS OF GRACE: STOR1ES - {SHORT FIZTION) URBANAG

PRESSs

Ev1 s ILLINOIS UMIVERSITY

PETRAKIS> HARRY MARK. DAYS OF VEKGEA :
PR NCE. [(NOVEL) NEW YDRX: DOVBLEDAYs 1983+ {CHICAGD) .

::E::f:; MICHAEL. THE OUTFIELDER. {POETRY) KANSAS QUARTERLY. 15 (FALL 19823y 59
o MICHAEL JOSEPH. CaNOY§ SEEN: 17 YEAR OLD. CPOETRY) POETRY AND DVN!HIT%- 1(2) 1983
.

4.

PHILL1PS: HWICHAEL JDSEPH. EMPRESS: LIBBY:
! . 5 FROM DHI1D..{PDETRY) I
on BOULDER: UNIVERSITY OF COLDRADD PRESS. 1983. } INTERHATIANAL POETRY 1983
ILLIPS.s MICHAEL JOSEPH. PEGGY: DANIELLE. (PDETAY) HOOSIER CHALLENGE: 18 (SPRING - SUMMER

1982).

PHILL IPSy HMECHAEL JOSEPH. NI GIRL FRIEND OR WIFE AT 45: FINE. {(POETRY)} CAMBRIC

THREE +

A5.

HURDN, DH: CAMBRIC PRESS., 1983, POETRY PROJECT

PHILLIPS. MICHAEL JOSEPH. JENIFER] BLACK GIAL AND WICHAEL: SAMANTHA. {POETRY) THE PDETRY,

NUMBER

5 19833, 2.

:ﬁ:tt::zv :ICHAEL JOSEPH. IMAGINED. {PDETRY} MEW WAVEs NUMBER 9 {1983}, 2.
» HICHAEL JDSEPH. HIP CHICAGD BEUT; NOURTH BEACH ART GODDESSI PATTY: THAMES FLOWER

BEAUTY :

CANDY VII3 MARY: TOP USA DOLL. {PQETRY] TRULY FINE: 6[2) 1983+ 4.

:::tt:::. ::E:AEL JOSEPH. GRAPHIC ¥Ile. (PCETAY} VERIDIAN: 2 (DECEMBER 1983)s 9.
p"“_‘_[ps: "ICH::t jg::::- I::i:DSgSR;U FOR SYBTL DANKING. (POETRY) DUTCHs 7 {AUTUMN i983). 21
" AL. {POETRY)} NEW WAYE, MUMBER B -
PHILLIPS, MICHAEL JOSEPH. SUPERBEUTS. {PO ¢ AP
- B - ETRY) HURONs OH: CAMERIC P -
:::LLIsS- MICHAEL JOSEPH. SHARCM. {PDETRY) THE PDETR\-’- NUHBER & (10:5?? 13953-
LLIPSy MICHAEL JOSEPH. SAMANTHAZ ¥1S1DN OF EUTERPE: DESIRE. {POETRY} OUTCH. T (S5PRING

1983}y

23

PHILLIPSs MICHAEL JOSEPH. REMEMBERING ANN- [
- - (POETRY) YERIDIAN
::E:g'- MARGE. STYDNE: PAPER. KNIFE. {POETRY) HNE¥ YDRK: KNDPF: ?P;EEHRUA“V 1easte 8.
+ ANTONIA QUINTANA. OECEMBER*S PICTURE: WERAND. (POETRY) KANSAS OQUARTERLYs 15 I(MINTER

1983k

117-1A.

PINSKER. SANFORD SEE BELLON, SAUL.
PINSKER» SANFDRD SEE CLEMENS, SAMUEL L.
PLUMLY: STANLEY. "GOALBRODKOALE AT MIGHT™ BY PHILLEIPE JACOQUES DE LOUTHERBOURG: (PDETRY}

GEDRGIA

REYIEWs 37 (SPRING 1983), 190~01.

POBOs KENMETHs HEREa. (POETRY) INDIANA REVIEW: & LSPRING 1983). V2.

POGGE » MARY

Ke THE MATURAL. {POETRY) KANSAS QUARTERLY. 15 (WINTER t9683)« 15I.

POLLAKe FELIXs THEYa {PDETRY) PRAIRIE SCHOONE
R 57 [WINTER 1983)s a5-86.

POLZIEN. ELLEN. ABOUT & BOOK IN THE ATTIC. (POETHY) GREAT LAKES l;E“lEﬁ6 9= -

19E3=5PRING 19843, 93, ' 10 (FALL
PRESS5MANs RICHARD 5 SEE CLEMENSs SAMUEL L.
:ﬂ;:llc- DIANE OUFVA SEE WHITEs WILEIAM ALLEN.

Ny PAULA. GLOSSDLALIA. {POETRY) MISSOURI REYIEW. T

CFALL 1983) =4é.

RATILAFFs XKEITH. PIG DRIVE. (PDETRY} KANSAS QUARTERLY. 15 (SPRING l;&::-‘fﬁS-

RAYs DAYID.
RAYs DAVID.
RAYs DAVID.

AGRA NEAR THE TAJ. {PDETRY) MISSOURT REVI
' - ENs T (FALL 1983)a 80=i2.
:E:ND POEMI THE CHILD'S CDHGEPT OF AGING. (PDETRY) KaAYAKs NUMBER 63 (1983).
DING SQUTH ALONG THE NEBRASKA BORDER: THROWING THE RACETRACK CATS AT SARATOGA.

{POETRY) IDWA REVIEWs 13 (SPRING 1983},

RaYs DAVID.

RAY: DAYID.
1983},

RAYr DA¥1ID.

iN BO ¥. (POETRY) MISSOURE REVIEW. & (N
INTER 1983)s 84.
LA FAMILIA DE PESCADORESI THE CATHEDRAL. (POETRY) CH-:Q['II]N REVIEW: 9 {5PRING

MOTHER IN PHDEMIX. 1950. S(POETRY) CONFRONTATIONI BROOXLYN AND THE WORLD s MUMBERS

25726 {1983).

RAY, DAVID.
RAY s DAVID.
RAYs DA¥1D.

REVIEW
RAYs DAVIDS

RAYs DaAVID.

THE CIGARETTE FACYORY. {POETRY} MATIDNAL F|

< - ORUKH» 63 (FALL 1983).
I:E :E::":!}l;::$%.‘g::::Evg:‘i. {PDETRY } SANTA FE PDETRY AND THE ARTS, SPRING 1983.
o TFALL 1oBad. i < ATA: A ROUND=THE-WORLD BALLRCOM. {PDETRY} CHARITON

THE TOUCHED LIFE: POEMS SELECTED ANO NEW. (PDETRY) METUCHEN: NJ: SCARECROW PRESS,
WHEN THE ROLL [5 CALLED UP YONDER SHE'LL BE THERE. (SHORT FICTION) MSS-. 2 {SPRING

WRITTEN AT THE TAJ MAHAL. (PCETRY) ARTELs 14 (OCTOBER 1583).

REED+ JUHN Re TRASH. (POETRY} TRIQUARTERLYs NUI
IMBER
REIDs ROBERT L SEE SANDAURG. CARL. : 6 {WINTER 19830y 158

REFPs JOHN.

PEAS. (PDETRY) KANSAS QUARTERLY. IS (WINTER 1933). 178.

REYMOLDS, MICHAEL S5 EDITOR SEE HEMINGY.

A¥» ERNEST.
REYHOLDS. MICHAEL 5 SEE HEKMINGWAY, ERNEST.
RIDEDUT+ WALTER B SEE HERBST,» JOSEPHINE.

RIDLs JACK.

WHAT ARE YOU GOJING TD DO WHEN YDU FIMALLY GROW UP3; FISHINY LATE JULY. {FDETRY}

SUNREST, FALL 19B3s 19+ 2l.
RI¥YIERE+ JEAN SEE HOMELLS,» WILLIAM DEAN.

RQBERSDNs WI

LLIAM H SEE BLYs ROBERT.

ROBERTS5« GEDRGE. SCRUY. (PDEYRY) MINMEAPOLI H

- Se MNI HOLY [ ]
ROBINSDHs PHYLLIS € SEE CATHERs WILLAS ’ €OV PRESS. 19es.
ROBINSOMs PHYLLIS € SEE CATHERs WILLA.

tROLYAAG: D
ROUT. KAY K1

E}« DLE EDYART ROLVAAG. BY HAUGEN» EINAR H
NSELLA SEE MESTa JESSAMYN. ’ + (BIOGRAPHYY ROSYOND TWAYNE. 1983

(ROVXOs MIKE). WIKE RDYKD: MIDWESTERN SATIRIST. BY SOMERSs PAUL P JR. (BIDGRAPHY).

{CRITICI
ROYSTERs PHI

SM} MIDAMERICA X {1983} 177-B6.
LIP M. GRAHWOMA®S HOUSE. (PDEYRY)} KANSAS QUARTERLY. 15 [WINTER 1983), 78-77.

RUARK+ GI®BONS. LATE WOAD FRDM CORCOMROE ABBEY. {PDETRY} MIDWEST QUARTERLY. 24 ININTER 1983)s

172=73«

RUBA.s WILLIAN SEE FICKE: ARTHUR CAYISDNa.
RUBAs WILLIAMs QUAD~CITIES WRITERS: A GROWP PORTRAIT. (BIOGRAPHY)+{BIBLIDGRAPHY) WESTERN

ILLINOIS
RUENZEL » DAY

REGIDNAL STUDIES. & (GPRING 1983)s 67-81.
IDa FINISs (PDETRY} KANSAS QUARTERLYs 15 (WINTER 19A3}s ll\Qc

RUSCHe FREDERIC E SEE DREISER. THEODORE.

RUSSELL » CARDL ANN. THE BLACK BROTHER POE
B e e K5 TO ETHERIDGE KRIGHT. (POETRY) WIGWEST QUARTEALY.

SABERHAGENy FREDs A CENTUR F PRI H
N ¥ QF PROGRESS. (NOVEL) NE¥ YORK: PINNACL.E-TOR- 1983, (CHICAGDI.
SALURI+ DIANA SEE MORRISs WRIGHT.

SANDBURGe CARLs EVER THE WIHDS OF CHANGE. (AUTOBIOGRAPHY} CHAMPAIGN: IL: UNIVERSITY OF

ILLINDIS

PRESS+ 1%83.

161
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(SANDBURGs CARL ba CARL S5ANDBERG AND THE DAY BOOK. BY NASHs N FRECERICK AND WESHINSKY: GWENNA.
(CRITICISK} AMERICAN BODK COLLECTORs 3 (NOVEMBER-DECEMDER 1082)p 23-34.
(SANDBURG» CARL}s THE DAY BOOX POEMS OF CARL SANDBURG. AY REID: ROBERT L. (CRITICISM} OLD
MOATHWES T © (FALL 1983). 205-1&.
SANDERSs SCOTT RUSSELL. WAKE. tSHORT FICTION} INDLANA REVIEW. & (SUMMER 1983}» A=l8.
{SANDDZ+ MARI}. EVERY HUSDAND*S RIGHT: SEX ROLES 1N MARI SANDOZ*S OLD JULES. BY GRAULICH.
WELDDY - (CRITICISH) WESTERN AMERICAN L1TERATUREs 18 (MAY 1983}. 3-20-
[SANGDZ» MART?. HARRATIVE VOTCE LN SANDOZ*S CRAZY HORSE, 8Y STAUFFER. WELEH. (CRITTCISM)
WESTERN AMERICAM LITERATURE. 18 {NOVEMBER 1983)s 223-37.
{SANTOS» 3IENVENIDO Nobe THE MIDMESTERN FICTION OF BEENVENIDD N SANTQS. BY BRESNAMAN. ROGER J.
(CRITICISM) SSHL NEWSLETTER 13(2) SUMMER 1983, 28-3T.
SAYRE. ADSE AND VILLANMI+ TIM EDITORS,. THE NEW SURREALISTS. (ANTHOLOGIES) YOUNGSTOWN, OH: PG
IRON PRESS. 19834 (PIG [RON. NUMBER 11].
SCHEEL» MARK. &N EX=NAZI SPEAKS CONFIDENTIALLY OF DE TOCOUEVILLE. (POETRY) PIEDMONT LITERARY
REVIEW, BI(Z] 1963, ai.
SCHEELr MARK. RALN. (PDETRY) LITTLE BALKANS REVIEW: & {FALL 1983}, 9.
SCHEEL, MARK. THREE VOLCES AND WHAT THEY SAI0. (SHORT FICTION) TELESCOPE. NUWBERS 56 (SPRING
19830, lEL=E7.
SCHERER» CATHERINE. MY SUNMER VACATION AT THE WORLD'S COLUMBIAN EXPOSITION. {SHORT FICTION}
CHICAGOD REVIEW: 3% [SUMMER 1981). 36-40.
SCHOELWERs SUSAN PRENDERGAST. URBAN VDICESI CHICAGO AS A LITERARY PLACE. (CHTCAGO).
{BI0-BIBLINGRAPHIES) CHICAGDs JTL: CHICAGD PUBLIC LIBRARYs 1983.
SCHODNOVER« AMY JO. HELOISE TO ABELARD. {POETRY) PIVOT. NUMBER 33 (1983}, 29.
SCHOONDVERs AMY JO. GOING WITH THE GRAIN! MOUNTAIN CHAPEL: RAIN. (POETRY) BLUEGRASS LITERARY
REVIEW, 4{2} 1982, 22, 31. 33.
SCHODNOVER» AMY J0. FIAT LUX. (POETRY) VDICES INTERNATIONAL, 15 (WINTER 1983). 3.
SCHDONDVERs AMY JO. OOUBLE TRIOLET. (POETRY) DRAHIC LUTEs SPRING 1983, 15«
SCHDONOYER» AMY J0. ONE ESCAPED TMAGE. (FOETRY) PTERANDDON. NUWBER 7 (19831, 20.
SCHOONOVERs AMY JD. DF LESSER LAKES. (POETRY} GRYPHONs & {SPRING 19831, 17. .
SCHODMOYER » AMY JO. DCYDBER ALTARS FIRST DAY OF HUNMTING SEASON- (POETRY} COUNTRY POET, &
(AUTUMN 1983)e a7.
SCHOONOVERs AMY J0s NELTHER WORE NOR LESS. (POETRY) DESCANT: 27 {FALL-WINTER 1982-1983}. E0.
SCHODWOVER. AMY JD. MUSICALE: FQR BILL. {POETRY} GALAXY OF ¥ERSE: 10 IFALL-WINTER §983-1904},
10.
SCHOONOVERs AMY JO. THE MAGIC DF OCTOBER. (PDETRY) LIOUCRIANe 71 (OCTOBER 1983). A3.
SCHDDWOVER» AMY JO. JUDGING POETRY AT THE HOMEWAKER'S SHOM. [POETRY) WINDLESS ORCHARDs MUMBER
&3 (WINTER 1983). 52.
SCHODHDVERs AMY JO0. HOWESPUNI TO A JOGGER ON INTERSTATE a4. (PDETRY) CYCLES 83 (WEST VIAGINIA
UNIVERSITY)s 1982+ 4Bs &7 .
SCHOONDYER, MY J0. WHITE HORSES: “DR BY ACT OF GOD™i 1N ENGLAND. NOW THAT APRIL'S. (POETRY)
ENCORE« 17 (SUNMER 19831s #» 10-11.
SCHODNDVER. AMY 30, WELCOME. HAPPY MORNING. (PDETRY} LIQUORIAN» 71 (APRIL 1983). 21.
SCHODNOVERs AMY J0. TURN THE CALENDAR PAGE. (POETRY) WINDLESS CRCHARDs KUMBER 42 {SURMER
19833 4.
SCHDDNOVERs AMY JO. REPETITION. IPDETRY) GALAXY OF VERSE. 9 {5PRING=SUHMER 1983)s &1.
SCHDONOVERs AMY JO. PYROMANLA. {POETRY) PEN WOMENs 59 {DCTOBER 19833 284
SCHODMDVERs AMY JD. PEEPER S0NG, (POETRY) ORPHIC LUTE. SUMMER 1983 17-
SCHOUNOYER» AMY JO. PATTERN: SONG DF THE WEAVER. (POETRY! ENCORE. 17 EWINTER 1982-1%831, 25.
SCHUFFs KAREN E» A YOUNG RDBIN CRIES. {PDETRY) JEAN'S JOURNAL. 20 (WAY 19B3). 67.
SCHUFF» KAREN E« FAITHFULLY AGAINST THE DAY. [POETRY) PIEDMONT LITERARY REVIEWs T [JANUARY
19830s 3h. -
SCHUFF» KAREN E. GRAY FLANNEL SKIES. {PCETRY) PARNASSUS: 7 {SUNMER 1981}, B2.
GCHUFFs KAREN Ea LIKE &4 CREAM 1 DREAMED ONCE LONG AGD. [RCETRY) PENINSULA POEVS, 38 (SECOND
GUARIER 19821 3. ' -
SCHUFFs KAREN E« ON CONTAINING THE MUSE, (POETRY} LYRIC: 63 [SUHMER 19831, 56.
SCHUFF» KAREN E. RDDYS OF MY HOUSEMOLD3 A GREENING HIUSEBOUND. {POETRY) RED PAGODA+ 1
(NOVEMBER 19833}, 10. R
SCHUFFs KAREN E. STEAWING BOWL OF BROTH: BREATHTAKING WINDSi FORSYTHIAS 8UD. (POETRY)
PARNASSUSs 7 (NOVEMBER 19833 43s Td» 77+
SCHUFF+ KAREN E. SUBLRBIA GTHGS ITS SUKMER SONG] ONEs TWO. T4REE. FOUR. (PGETRY) JEAN'S
JOURHALs 20 LAUGUST 19830 50. 624 :
SCHUFF» KAREN E. THE SETTING SUN DROPS§ A FULL MODN RISING. {POETRY} PIEDMONT LITERARY REVICW.
6 (JULY 1983), 27.
SCHUFF+ KAREN E= THE GRATEFUL HEART. {ROETRY) BELL'S LETTERS POUET . WUMEER 14 (MARCH 19831, 19.
GCHUFF. KAREN E. THIS LAND I LOVE. (POETAY) BELL®S LETTERS POET. NUMBER 15 fAUTUMK 19831, 22.
SCHUFE. KAREN E. TWO KOURNING ODVES PECKS CRICKEYS CHIRP===CATTAILS. {POETRY} RED PAGORA. 1
(SPRING 1983)e 14.
SCHUFFs KAREN. BECAUSE 1 COULD NOT STOP FOR DEATHS ALL THE TULIPS. (POETRY} PEGASUS.
SPRING-SUMMER 1983, 19
SCHUFFe KAREN. BLACK ROSARY BEADS: CACTUS FLOVER BLODMS. (POETRY) PIEDMONT LITERARY REVIEW: B
(NOVEMBER 1933)s 13,
SCHUFF+ KAREN. BREAXING AND ENTERING: 80°S SYYLE, (PDETAY) PEGASUSs WINTER 1983+ 10.
SCHUFF+ KAREN. CRABAPPLES] ABCYS DF THERAPIES! CRYSTALLINE LAKED THE ROSE 4NO THE THORN.
“(PDETRY) JEAN®S JDURNALs 20 (NOVEMBER 19533s 1ks &Ta 67+ 7.
SCHUFF» KAREN~ FRAGILE FIRST SNONFLAKES. {PDETRY) PENINSULA POETS: 38 (FOURTH QUARTER 19631,
SCHWARTZs JOSEPH SEE CHAWEs HART.
SCOTT+ GREG. DMEGA NDTEBDOK. (SHORY FICTIOW} INDIANA REVIEW. 6 [SUMMER 19831, 72-73.
USEAGERY ALLAH.ls ALLAN SEAGER. BY COMHELLY. STEPHEN E. {BIOGRAPHY) BOSTOBI TWAYNE, 1983.
SEARS s JEFF SEE HEARST» JAMES.
SERCHUKs: PETER. FOR POPPAs ASLEEP 1N THE SMITHTONN MADHOUSE. (PDETRY) ANERICAN POETRY REVIEW.
12 (MAY=JUNE 1983)s 3s
SHALEM. DENNIS. 1949. (PDETRY) NESSOURI REVIEW. 7 (FALL 1953), 22-23.
SHAPLRDs ALAN. BEDTIME STORYF HIS NAPPY HOURF GENIE. (PDETRY) TRIGUARTERLY. NUMGER 58 (FaLL
1983 s B7=B9.
SHAPIRD~ ALAN. PERFECT SON. (PDETRY¥) CHICAGD REVIEW: 33 ([SPRING 19833, 18-39.
SHAWs JANET BEELER. & NEW LIFE. {SHORT FICTIDN) ATLANTIC MONTHLY. 252 (OCYDBER t983). B9-94.
1. %
SHEDDs KENN. THE DIVINE MISS M. (PDEYRY) KANSAS OUARTERLYs 15 (SUMMER 19831, 89.
SHEEHANs HARG J. ON THE CECLINE GF THE FURNITURE IHDUSTRY IN GRAHG RAPIOS. (PUETRY) MIKHESOTA
REVIEWs 20 (SPRING 1983}, 24.
SHILSTONE, FREDERICK W SEE AMDERSDN. SHERWOOD.
SIEGELs BEN SEE BELLDW: SAUL.
SIEGELs ROBERT. ALPHABEASTS: A DREAN OF FEEDING PIGS. (PUETRY) KANSAS OUARTERLY. 15 (FALL
19833+ 35-Al.
SIEGEL. RUBERT. THE GREAT HORTHERN DIVER. (POETRY) PRAIRIE SCHOOMER. 57 (SUMMER 1983}, 23-24.
SILET» CHARLES L P SEE KUZMA+ GREG. :

v
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SLAGG+ WINIFRED N. COM
oy MUNITY ACTIVITIES. (AUTOBIOGRAPHY) KAR5AS QUARTERLY. 15
::fléiﬂp HICHAEL. APPLE TREES: SHADDWS. (POETRY} KANSAS QUARTERLY 15 (SPRING 1983)
= JANE. THE BINDING LI1GHT OF THE MIND. (SHORT FILTIDN} ATLANTIC MONTHLY " oRce
1963)s AB~524 55-5H. * @82 (DRCEMRER
SMITHs CHARLES MERRILL . REVEREND RANDOLLF AND THE UN
. Moo CTLLIND IS s feHT o HOLY BIBLE. [(NOYEL} NEW YORK: PUTNAM.
HITHs DAVE. REACTIONS AT THE SLITE OF A FJE
HARCH 1583 Aoy LD HOSPITAL. (PDETRY) NORTH AMERICAN REVIENs 258
(S5HMI1TH« HARK)}, INTERVIEW WITH MARK SHITH. £}
(SPRING 198311 167oq8r BY CARR» JOHN Ca (CRITICISM) ARCHAIR DEVEGTIVE.
SHITH+ Ra E« OUT OF THE HILLS OF T
o3 Shener HAT WONDERFUL COUNTRY. [SHORT FICTION) PAWN REVIEW. T(3)
SMITHs WILLIAM F JR SEE STORMs HYEMEYOHS TS.
SDLENSTEN: JUOHN. GOOD THUNDERs {MOVEL) & z
LoanTH DaknTase ) ALBANY: STATE UNIVERSITY OF HEW YORK PRESS, 1583,
SOMERSe PAUL P JR SEE ROVKOs MIKE.
SORNAERGERs JUDL1TH. ONE TIME IN MISS515SIPPl. (POETR
- ¥} KANSAS OUARTER
i:RRELLS- HELEN. THE OQUARRELL- IPOETRY} KANSAS QUARTERLY» 15 (SPHINGL:;U;i-':;:'ER 196320 138+
by ARKS, 1SABEL SEE ISELYs ELISE ODUBACH ANOD LIVERMORE, MARLAN AND ALLERTON. ELLEI:I PALMER
PENCEs MICHELE. RESEKKA HOON. UNOYEL} NEW VORK:Z DELL. 1983. [NEBRASKA) )
.’;PENCER- HARX SEE O*CONNOR+ PHILIP F. )
SPENCERs ROS5 Me)e THE FIRST FIVE CAPERS OF RDSS M.
« SPENCER. BY BARGA
(CRITICISM) ARMCHAIR DETECTIVE. k5 {SUMMER 19833, 323=29, ROLINNER» €ARL P~
SPENKDy JAMES LEO SEE HEMINGWAY. ERNEST.
SPILKA. MARK SEE HEMINGWAYs ERMEST.
SPIRESs ELIZABETH. SLEEPING IN A CHURCH. {POCTRY) NE-ﬁ RE
. PUBLIC, 188 (14 FEBRUAR
SYACHr CARL L. THE FINAL PROSPECT. (PDETRY) GEDRGIA REVIEW. JT’(SPR!NG 1953) 3 e, e
STAFFORD, WILLIAM T SEE GAS5s WILLIAM He -
STARZECs LARRY. WEDDING PARTY. {POETRY) KARSAS Ol
STAUFFER. HELEN SEE SANDOZs MARI. GARTERLY: 13 {SURKER 198300 7.
STEIN« KEVIN, A FlELD DF WINGS. (POETRY) INDIANA R
. EVIEW
STEINBRINK» JEFFREY SEE CLEMENS+ SAMUEL L. * o (WINIER 15033, 20.
STEINBRINKs JEFFREY SEE CLEMENS. SAMUEL L.
:::::::- gzg:gE.FlsE BOMBER. (SHODRT FICTION) CHICAGO REVIEW. 34 [SUNMER 1983). 53=68
. . ING THE RED EYE; SUM] - x
A o rSUnEn oG e ¥ P SWUMMER 1964="0. FREEDCH OVER ME®. (POETRY} INDIANA REVIEW:
STEWART: JOWN. THE COMMURITY
iy CENTER. ISHORY FICTFION) TRIGUARTERLYs NUMBER S8 (FALL 1983},
STOKES» TERRY. DAMP PANTIES. {POETRY) CHICAGO REVIEW
- » 33 INMINTER 1983 “13.
(STORM, HYEMEYDHSTS)s 4 MODERN MASTERPIECE: SEVEN ARRO¥S. BY SMITH» U‘:I:L::: :"3 JR
(CRITICISM) MIDWEST QUARTERLYs 24 (SPRING L083)s 229-47. :
?;?RI’. RALPH SEE DUNBARs PAUL LAURENCE.
DOWEr HARRIET BEECHER}. UNCLE TOM®S CARIN AND HARRIE
T BPEECHER STOWE: BEATIHNG FANTAST
THDUGHTS OF DYENG. BY GR en e
ThogHIs ot INSTEINe ALCXANDER. {(CRITICTISM) AMERICAN IHAGOy 40(2} SUMMER
STRONKs JAMES SEE ADEs GEDRGE.
STAONK. JAMES SEE CLEMENSs SAMUEL L.
STRONK+ JAMES S5EE GARLARD+ HAMLINS
STRONKS» JAMES SEE BIEACE. AMBROSE.
STRONKS ¢« JAMES SEE NORRIS: FRANK.
STULL » DALENE WORKMAN. AT THE WINOOW. (RPOETRY) KANSA
. S QUARTERLYs 15 {(WINT| .
SUAREZs MICHAEL. CLIMBING TREE. {POETRY) GREAT LAKES REVIEW. 9';0 (FALL 15231::::;{(51?;’5
::EBDOA- FREDERIL JDSEPH SEE HEMINGWAY, ERNEST. 43e oo
HDER» MARYa NDVENA. {POETRY) GEDRGIA REVIEW, 37
(SPRING 1983), 31
SYTSMA, CURT L. RHYMES AND REASOKR OF CURT SVTS;M 4 o
EDITEC BY
Tri Lot PO e hno REASO . REBECCA BELL. (PUEYRY) JOWA FALLS«
lflﬂ:;:ﬁ:s:- Eg::::(‘“::,‘:;:gte UNCLE: RECOLLECTIONS ABOUT G00TH TARKINGYDNa. BY NAYBERAY.
o v RAPHY) WEST LAFAYETTEs IN: PURCUE UNIVERSIT
TATEs JAMES. STORM: THOUGHT WHILE READING ¥ SOURT mevieM
ot HE SAND RECKONER. IPOETRY) MISSOURI REVIEM, 7
:A\'LOR- GORDON D SEE OATESs JOYCE CAROL.
AYLOR» KEITH. THEOLOGIES; SURVIVING THE FIHE.
TR I-CrRING aaa 97: E (PDETRAY} GREAT LAKES REVIEW. 9-10 {(FALL
TAYLOR» L» As OKLY HALF & HOAX. (NOYEL) MEW YORKI WAl
- H LXER
TAYLDR» WELFORD DUNAWAY SEE ANDERSON» SHERNOOD. v 17030 (HINHESOFAL: (NIMEAROLIS)
TEDLOCK» DAVIDs & CHA
125:3‘. RLESTOWN GODDBYE« (SHORT FICTION) KAMSAS QUARTERLY. 15 (SPRING 19812},
TENNEY> THOMAS A SEE CLEMENSs SAMUEL L.
TERAY+s MEGAH. FTIFTEEN MILLION FIFTEEN YEAR-DLOS. [DRAMA
. . ) DMAHA: KE: DHAHA WASIC TH
TERRY »"MEGAN. MOLLY BAILEY'S TRAVELING FAMILY CIRCUS; FEATURING SCEMES FROW THE IIFE‘;YQE" teese
MOTHER JONES., (DRAMA) NEW YORKI BROADWAY PLAY PUBLISHING., 1983,
::12::2- :::. :::;:z‘n;:g?;n', ENGLISH JOURNALs 72 (APRIL 1983}, 3a.
* - N§ SAl
) H LT IN THE BEER. (PDETRY) KANSAS GUARTERLYs 15 (WINTER t983).
THOMAS» JIK. THE FIRE H
15;. - UBBLES: BEOTIME S5TOAY. {(POETRY) KANSAS OUARTERLY+ 15 (SPRING 19831,
:HUH?SDN- ROBERT SEE CONROYe JACKS
HRAPF: DAN. DOWN FROM COEUR D*
R eaan: < DPALEME. (SHGRT FICTION) MWISSOUR! REVIEW, & (SUMMER I983),
{THURSTONs JARVIS). AN IHAGINARY INTERVIEW WITH JA|
RYIS THURSTOM. A
T[gg;?:;'l’lslsn) M1S50URY REVIEW. T (FALL I983). 232=35. ¥ LITTLE: HAgAZINES.
+ JOHN. YHE PERFI .
FeRA iy ECT COUPLE. (SHORT FICTION) KANSAS QUARTERLY» 1B (WINTER 1983)s
TIFFANY, GEDRG1A. BLACKBIRD. (PDETAY] NORTH DAXOTA GUAR
TILLINGHAST: Be5 SEE HEMINGWAYs ERNEST. TERLYr B1 (VINFER 18933. 11-12.
TAA¥1S5: BYLLe MOLE DIGGING. (POETRY) MISSOURI REVIEW. 7
- (FALL 1903Fe 4T
TRAXLERs PATRICIA. WHY A H " -
‘903). ecar: SHE WANTS§ THE COWE0Y IN DREAKS. (POETRY) KANSAS QUARTERLY: 15 (WNINTER
TROWBRIDGE s WILLTAMs WALKIMNG DUT. C(POETRY} MISSOURLE R i
- EYIEW: & (WINTER '1983)s 19.
TROIgg::ﬁ:;R:::EA:EC:::::’;N:UGRAHDNA AT ST LUKE'S: BEGINKERS CLASS: THE KN;CK OF JUNPING:
0815 PLANIS HEMISPHAERUS COMPRI .
1RO SCHOONER» 57 (FALL 1%83), T7-81. EIEShs [PORTRY) PRAIRIE
IWBRIOGEs WILLIAM. SOPHIA. [PDETRY) KAMSAS QUART
- ERLYs 15 (SPRING 1983 TR
TRUBELL s DENNIS. HUSIC. (PDETRY} GEORGIA REVIEW: 37 (SUNMER:1983). !Qb-)- 17
UFFEN» ELLEN SERLEM SEE JDMES, JAMES.
UNDET:?:Eioé;:::y?-n::;:{N: UO:E“- HISTORY ANO LITERATURE: A SELECTED BIBLIOGRAPHY.
AGE DF THE GREAT PLAINS. 15 {SUMMER -
{DIARIES) » {AUTOBIAGRAPHY) & " ¢ 1ER3Ne L1TASy AFICTIONDY

(SUMMER 19833,

16



164 MIDAMERICA XII

UNGER» DOUGLAS. LEAVING THE LAND. (NOVEL} NEW ¥YORK! HARPER AND ROW: 1983e {DAKOTASY .

YALENTA» HELENs SURVE ILLANCE - {POETRY) KANSAS GUARTERLY. 15 (SPRING 1983): 170.

VALINy JONATHAN. HATURAL CaUSESe {HDVEL) KEW YORK: GCONGDON AND WEED: 1983 (OHIO):
(CINCINNATI) -

¥AK DUYNs HWONA- LETTERS FROM A FATHER AND OTHER PDEMS. {PDETRY} NEW YORK: ATHENEUM: 1982.

V1DAL s GURE SEE HOWELLS. MILL1AK DEAN.

VIDAL » GORE. DULUTH. {NDVEL) HEW YDRK:Z RANDOM HOUSEs 1983« {MINNESOTAY+ (DULUTH} .

VILLANI» TIM EPITORS SEE SAYIEs ROSE

VINDDA» NO GIVEN HAME SEE DREISER: THEDDCRE .

VINZ, HARK. CLIMBING THE STALRS. (POETRY) PEORTAs 1Lz SPOON RIVER PDETRY PRESSs 1983.

vINZ, MARK. OUR LADY DF THE TABLE. (PDETRY) GEDRGIA REVIEW: 37 (WINTER 1983}: 850+

YINZ» MARK« ROADSIDE ATTRACTION. {PAETRY} NORTH DAKDTA QUARTERLY e %1 (SUMMER 198314 99

¥INZ, MARKas THE WIERD %ip. (PDETAY) ST PaAUL, BN NEW RINERS PRESS: 1983. )
WAGMERs LINDA. THE STORY OF ANCREX1A. (SHORT FICT1ON-POETRY) KANGAS QUARTERLY: 15 (FALL 19831
115=117. .
WAGDNERs DAVID. & YOUNG WOMAN FDUND IN THE WRODS. (POETRY } ATLANTIC MONTHLYs 252 {SEPTEMBER
1983)s 62«

WAGDNER » DAVID. MY FATHER IN THE BASCHMENT - (POETRY} NEW REPUBLIC, 188 {16 HAY 19833 3B.

WAGONER, DAVID. THAT MOMENE. {POETRY) INDIARA REVIEW: & {SPRING 1983)s 4.

MAGONER, DAYID. THE AUTHCR QF AMERICAN ORNETHOLOGY » {POETRY) ATLANTIC MDNTHLYs 254 [JANUARY
1983k Tls .

WwAHLEs F KE1TH. THE HISTORY DF PCETRY . {POETAY Y RETURN OF FAT TUESDAY UNBOUND., 2{L}, 1983,

WwAHLE » F KEITH. PAS DE DEUX3I THERE WILL BE NO MORE POENS. (POETRY} RABID CHALK s JUNE 1983,
S54-55.

WAHLEs F KE1TH. THANKS TO BOUNTIFULE A SCENARID FOR PTELEVISIOM. {SHORT FICTIONY NAKED HAN»
NUMBER 2 L19B2)» 52

WAHLE » F KEITH- THE NEW HOUSE. [POETRY) M1D-AMERICAN REVIEW: 3 {FALL 1983)s 117.

wAHLEs F KEITH. THE KAN 1IN THE BLACK HATE HORSES. {SDETRY) WEST BRANCH:» NUMBER 13 (19831
52-54.

WALOMAN HOWARD SEE ANDERSDN» SHERWDOD -

WALLACE+ RONALD. AT HALF ~HDOH BAY. (PDETRY] NORTH AWERICAN REVIEW, 288 [MARCH 1983}, §3.

WATERSs MICHAEL. AMERICAN BANDSTANG; HMONOPLYF GREEN 5HOES. {POETRY) MISSOURT REVIEW. &
LWINTER 1983)s 37-40.

WAYs KAREN G SEE FITZGERALD» F SCDTT-

WEOGE « PHIL1P. CATECHISH. (POETRY) KANSAS GUARTERLYs 15 (SUMMER 1983). B8«

WEISERs DAYID K SEE PERRYMANs JOHN.

IMELLHAN: PAUL ISEL1N}. PAUL 1SELIN WELLHANZ AMERICAN WRITER. BY AVERILL. THOMAS FOXe
IBIOGRAPHV]uICRITICISNI HERITAGE OF THE GREAT PLAINSe 16 (FALL 1983)s 111+

MELLSw WILLe PUBERTY=--SANDUSKY SHOALS. (POETRY) KANSAS OUARTERLYs 1S {WINTER 1983)+ 120. .

WELSCHs ROGER L+ OF TREES AND DREANS: THE FICTLOM. FACTw AND FOLKLORE OF TRE-PLANTING ON THE
MORTHERN PLAINS. (AHTHOLOGY )} LINCOLN+ ME: NEBRASKA FOREST SERVICEs 1982=

WENDTs VIGLA. IN ANY AYAILABLE LIGHT. POETRY) WAUKESHAs WIE PITTERN PRESSs 1983.

WESHINSKY » GWEMMA SEE SANDBURGs CARLX

WESTs JAMES L W 11I GEE FITIGERALDe F SCOFT-

(WEST+ JESSAMYN}. THE SOCIAL HORALITY OF THE: MASSACRE AT FALL CREEK. BY ROUTe KAY KINSELLA
(CRITICISK) SSKL NEWSLEYTERe 13{31 (FALL 1983)e 1-11~ N

(MESTs JESSAMYNI« THE WAY IT wAS: JESSAHYN WEST'S THE WETCH-BIGGERS. BY ANDERSOMNs DAYID D«
CCRIVICISH) SSML NEWSLETTERs 13{2} (SUMMER 1983}« 38-46.

WESTERFIELD s HARGLS . £ATS IN A BASEMENT W INDOW, ABQYE MES BASEMENT §TUDY ROOK. (PDETRY
PLAINSONNGS» 3 [MINTER 1983) .

WESTERF1ELDs HARGIS. FUNERAL: YETERANS OF FOREIGN WA3S: YETERAN REFDRE THE DARK. (POETRY}
LAMPLIGHTs T {OCTOBER 19830

WESTERFIELD+ HARG1S. DELTNQUENT. (POETRY) NEBRASKA REVIEM. HUMBER 3 t1983). B

WESTERFIELGs HARGLIS» SPARROWFALL ¢ PROFESSORS COFFEE BREAK. (PDETRY) PLAINSONGSe 3 {5PRING e

19830

WESTERF1ELDs HARGESS MYSTIC AND A KEARNEY ELK. (PDETRY) PLATTE VALLEY REVIEWs 11 ISPRING
19830,

WESTERFIELD» HARGIS. MIG-PACIFIC DREAMG TROOPSHIP LULLABY . (POCTRY) JUNGLEER: 24 CIANUARY
19831

WESTERF1ELDs WARG1Sa. LDVER IN BAR=CORNER~ {PDETRY) PLALNSONGS s 4 (FALL 1983).

WESTERF1ELDs HARGIS. VETERAN'S CADENCE. 1POETRY) NEGATIVE CAPABILITY. 3 (FALL 19831,

WESTERFIELD+ HARGIS. TRYST WITH SPARRONS NG RAILS. {POETRY} CHRIST1AN CENTORY. 100 23
NOVEMBER 19830«

WESTERFIELOs NANCY G. BEGUEST LPDETRY) PLATTE VALLEY REVIEW: 11 (SPRING 1983},

WESTERFIELD: NANCY G. WELDED WOMEN. (POETRY} EDITED BY HELEN W STAUFFER» KEARNEY: NE: KEARNEY
STAYE COLLEGE PRESS+ 19A83.

WESTERFIELDG: WANCY G. THE GIRL WHO LOVED TRAINS. CPOETRY) PLAINSOHGS. 4 (FALL 1903}«

WESTERF JELDs NANCY Gu & FOREGONE GONCLUSION. (POCTAY?) PLAINSDNGS» 3 (SPRING 19831.

WESTERFIELDs MANCY G. THE Fall OF SPARROWS. (POETRY] BIRD WAYVCHER'S DIGEST (MARCH-APRIL 1983).

MESTERFIELDs NANCY Ga END OF AN ORCHARCS WEATHERGRAMS . (POETRY) POET LORE. 7812} 1983.

MESTERFIELDR NAHCY Ga SUWDODWN CATE WEIGHT LIFE. [POETRY) PLAINSDNGSs 3 {WINTER 1983).

WESTCRFIELDs NANCY G. STUFFS. (POETRY) SISTERS T0DAY. 44 {NOVEMBER 1983).

MESTERFIELDs NANCY G. REFLECTIONS 1N A SANCTUS BELL: IN LOVE WITH THE SUPERMARKET ARTIST]

" CLEEPING WITH HOTHER I8 HER EIGHTIETH YEAR. (POETRY) PLALNS POETRY JOURNAL. NUMBER B8

(GCTOSER 19A33.

MESTERFIELD» HANCY G. PRAIRIE DREGSES. (POETRY) NORTH DAKOTA OUARTERLY. 51 (SUMKER 1933}, 122.

MESTERF IELDs NANCY . THE NUR IN THE RUNWING SHOES. {POETRYM RUHNER. LY 1983.

WESTEAFIELD, HANCY G. MR REDDY®5. (POETRY) GREENS WAGATZINE: 12 [WINTER 1983).

MESTERFIELPs NANCY G. & GUEST DF THE WOMASTERY. {POETRY) ST LUKE*S JOURNAL DF THEOLOGY » 26
{SEPTEMBER 1933).

WESTERF [ELDs NANCY Ga WHAT THE FIRE 1S« (POETRY) AMERICAM FORESTS. 89 (FEBRUARY 19831 48.

VESTERF IELDs NANCY Go WEED WATCHING] DEATH oF & WIVE. (POCTRY) GROWY EGRET. SPRING 1981.

WESTERFIELDs NANCY G. THE TEETHe (POETRYI CEDAR ROCKe WINFER 1983.

VESTRUMs+ DEXTER. THE SECRET DF THE DUCKBDAT. (SHORT FICTION) STORVSTONE [WIKTER 19831 10.

WHELAN. GLOR1A« A DWELLING PLACE FOR ORAGONS. (SHORT FICTION} MICHIGAN QUARTERLY REVIEW: 22
{SUNMER 19833, 38I-86. '

WHELAM. GLORIA. A LEGSON IN THE CLASSILS. (SHORT FICTION) ONTARID REVIEW: NUMBER 18 (SPRING =
SUMMER 19831 &7FF.

WHELANs GLORTA. THE SECRET MEETING WITH HR ELLDT. (SHORT FICTICN} MISSDURT REVIENW. & (WINTER
19831s 11825«

MHELANs GLORIA. TWD ARE BETTER THAN ONE. (SHORT FICTION} PASSAGE MORTH. & {SPRING-SUMMER
1983)s 9FF.

WHITE» RAY LEWIS SEE ANDERSON» SHERWOUD.

WHITE» RAY LEWIS SEE ANDERSON: SHERWOOD.

(NHETE+ WILL1ANW ALLEN). WILLIAM ALLEN WHITE*S THEDRY OF THE WESTa BY GUANTICH DIANE DUF¥A.
(CRITICLSM) HERITAGE OF THE GREAY PLAINSs 1B (SUMMER 19821, 27-36.

(WHITINGs MENRY). CAPTAIN HENRY WHITING: 4 POET IN MICHIGAN TERRITORY. BY DAWSONs LAVHENCE.
(BLOGRAPHY) MIDAMERICA X [1983)s 2437,
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WILLIAMS» KENRY J AHD DUFFEY. BERNAR E|
. Ds EBS. CHICAGO PUSLIC WITS:

COMIC SPIR11. (BIDOGRAPHY) s [(CRITICISM)Y BAYTON RDUGE., LAZ LéTs e inivens Ty oA
creae, hanal v : UISTANA STATE UNIYERSTTY
WILL1AMSs KENNY Js FROM CARL PRETZEL TO SLAYS GROBNIK:
IILL::?.;HE::EA ; £1983). I52=76+ (ZHICAGOT, (1LLINQLS)
0 L O« AN AMBUSH IN THE SHADDWS £

kLA « [NOVEL) HEW YODRK: BALLA
uIL;aN ONs ALAN. MR BROWN. (POETRY) NEwW REPLBLIC, 1EB (21 FEERUARVNTINE. Ha
it » ALISDN M SEE PERLETHs AUGUST. 19837, 33
SONs CHRISYDPHER P SEE LEW1Ss STHNC
LAIR -
1HILSON '
pmI:Igxtfe?g;T.;E:::::ES::E&N;:ELE::;:Es:"uu INTERVIEW ®ITH GILBERT WILSON). BY
INIL50N, GILBERTI. & VOICE FROM TEeeir An TeTeRviTY WITH
- THE THIRVIES=1T (AN INTERVIEW WI[T
IILSD:?]:!PTL-L:IE:I:'Ilgli:: SSHML MEMSLETTERs 13[2} (SUHMER wsn: T-f;wﬂ" VELSOND. BY GERBER.
- - + DOWNRIYER: THE Al i H e
'ILS;:‘NSAS T. LIFE N0 ART OIWNRIVER; THE BLACK BRIDCE3 DRIVING: SOMETHING BROKEN. (POETAY)
» ROBLEY JR. THE EYENTUAL NUCLEAR DE‘:
m“‘;“:”c b THE EVENTUAL HuC 72-7ssmuc‘rluu OF CHEYEMNE., WYOMING. (SHORT FICTION)
AR+ Be BAEARU: STORIES. (SHORT FICTIOND |
WRENN» JOHN H S5EE MASTERSs EDGAR LEE. TROND URBANAY I
::f::; MARGARET M S5EE MASTERSs EDGAR LEE%
» CARDCLYNE. COUPLE HAV
HTs CAROLY ING AN ARGUMENT. {PDETRY} MINNESOTA REVIEW, NEW SERIES. 21 {FaLL
ua:s:L;EEA:::;nE. DICTATING THE ANSWERS: THE HRIRACLE ROOM}
(yalﬁn‘r,.ntcu;;;:u :;:':t LIFE. {(POETRY) OPEN PLACES: 35 (SPRING~SUMMER 1983).
e e (cn;T]cjsH?RéE“i:fJ:;iLnF WRIGHT*S ™THE MAN wHO KILLED A SHADQW™. BY MILLER
27 (DECEMBER 1%83) 2140~ v
(VRIGHT+ RICHARD}. TWQ STEPPIN*: R A i
- : RICHARD WRIGHT'S ENCGUNTER
et " WITH BLUE- -
— N JR. (CRITICISM) AMERICAN L1TERATUREs 55 (DCTODBER 19833, 3 ealts DY meCLUSKEDy
. Es OIANA E SEE NEHEROY. HOWARD. v 3RETAS.
OUNG s« Ale SANDADES: THE PDRTUGUESE
B aLl H
- Gy ALy SaNpamEs: THE PO UES: SWEET 5IXTEEN LINES.
NG« DAYID Rs DOWN THE WILDCAT tSHI
- ORT FICTION) TNDIANA
pp " REVIEW, & (W -
ARTAS, LEE). LESSONSI LEE ZACHARIAS" HOOSIER BILCUNGSROMAN ;5 CUN::;:?D:‘::S:B\lé: 3;;

BAKERMAN: JANE 5. {GQRITICI
Eypes ITICISH) GREAT LAKES REVIEW. 9-10 (FALL 1983-SPRENG 1984)s

A STUDY DF CHICAGO HUKOR. {CRITICISM)

GERBER s

TLLINDTS UNIVERSITY PRESS. 1G982.

THE PEACE CORPS YOLUNTEER COMES

(PQETRY) TRIQUARTERLYs NUMBER

Periodicals

CLDCKWATEH REVIEW. VOLUME 1--
- [SUKMER 1%83==). [
ron :::B::?: WAY¥y HARTLAND, WISCONSIN 53028, (UIS:S:;?::C‘L, JAMES BLATHN foTTORS T
IN WISCONSIMN SEE TINNER-MISS1IOM 0
HURRICANE ALICEz & FEMINIST R " M erRING 15
H EVIEW. VYOLUME 1-- (SPRT
1CANE ALICEZ NG 1983--}). (PERIODI
I¥ERSITY DF WINNESDIA. 207 CHURCH STYREET. SE. MINNEA RINNE0TA Bmamms’
T onTve POLIS s MINNESOTA S5455s

TNNER-WISSION A MAGAZINE OF AND FOR THE ARTS IN WISCONSIN. VDLUME 1== {AUTUMN 1983-=1.
(PERIODICAL) THE COMPANY FOR WISCONSEN ARVS, INCs P O BDX 2191, DOSHKOSHe WISCONSIN

JAMES WHITE REVIEW) A GAY MEN®S L1TERARY GUARTERELYa VDLUME 1=- (FALL 1983~~ ). [(PERIDDICAL)
PHIL WILKEs EDITORI P.0. BOX 3356 TRAFFIC STATIDN: MINNEAPOLIS, MH B5403,

MINNESUTA REVIENS. FOLUME
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