MIDAMERICA XIII

The Yearbook of the Society
for the Study of Midwestern Literature

Edited by

Davip D. ANDERSON

The Midwestern Press

The Center for the Study of
Midwestern Literature and Culture

Michigan State University
East Lansing, Michigan

1986




Copyright 1586

By the Saciety for the Study of
Midwestern Literature

All rights reserved

Printed in the United States of America

In Honor of
ARTHUR SHUMAKER,
Kenny J. WiLLiams,

AND

GeNE H. DenT



PREFACE

The Society’s Sixteenth Annual Conference, the concurrent
symposium, “The Cultural Heritage of the Midwest” and the
Midwest Poetry Festival, held on May 8-10, 1986, marked the
inauguration of two important prize contests, The Midwest
Heritage Prize and the Midwest Poetry Prize. These prizes, cash
awards of $250, founded and supported by Gwendolyn Brooks,
are awarded annually for the best critical paper presented at the
symposium and the best poem read at the Festival.

The 1986 Poetry Prize was awarded to John Matthias for
“Facts from an Aprocryphal Midwest,” which appeared in
Readings from the Midwest Poetry Festival IV (1986). The
Heritage Prize essay, “Gendolyn Brooks’s ‘Afrika’,” by Philip A.
Greasley, appears in this issue of MidAmerica, and winning
contributions will appear in future editions of the yearbook.

As the Society, the Conference, and MidAmerica add this
important new dimension to their activities, it is fitting that this
issue be dedicated to Arthur Shumaker, Gene H. Dent, and
Kenny J. Williams, recipients of the MidAmerica Award and
distinguished contributors to the study of Midwestern literature.

November, 1986 Davip D. ANDERSON
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GWENDOLYN BROOKS’S “AFRIKA”
PHILIP A. GREASLEY

Few writers have immersed themselves more fully in their
locale than has Gwendolyn Brooks. For over sixty-nine of her
seventy years a resident of Chicago, she has consistently in-
volved herself in the people and issues of her city, state,
and nation. From teaching poetry classes to members of the
Blackstone Rangers to speaking at local area schools, from
creating and personally funding prizes for the best poem
written at each of several ghetto elementary and high schools to
serving as a spokeswoman for the grievances and aspirations of
the black community—her civic involvement and commitment
have been clear and consistent. Brooks’s titles—poet laureate of
Illinois and poetry consultant to the Library of Congress—
are fitting recognitions of her consumate skill as a poet as well as
of her commitment as a citizen of Chicago, Illinois, and the
United States.

Given Gwendolyn Brooks’s personal and poetic commit-
ment to urban mid-America and to issues affecting Chicago’s
black community, it is somewhat unexpected and yet very
fitting that her late poetry should return to and transform a
poetic symbol first used by Brooks as a young woman with a
naively trusting view of life. Brooks’s rediscovered symbol is
Africa, which she later spells Afrika. Her mature usage of
African imagery makes clear the lifelong tensions experienced
by blacks in white America, embodies Brooks’s activist program
for black poetic, political, and spiritual action, and provides a
symbolic center linking much of her post-1967 poetry.

In a 1967 interview with Illinois historian, Paul M. Angle,
Brooks makes clear the nature and depth of her commitment to
Chicago. When asked about her life there, she responds:
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10 MIDAMERICA XIil

I feel now that it was better for me to have grown up in
Chicago because in my writing 1 am proud to feature
people and their concerns—their troubles as well as their
joys. The city is the place to observe man en masse and in
his infinite variety.

Angle: And this city furnishes you an environment which
you find entirely satisfactory as far as your own career is
concerned. It does not impede you as a Wwriter in any
way? _

Brooks: It nourishes. I intend to live in Chicago for my
forever.! :

Despite her acceptance of the city, however, Brooks’s Chi-
cago and mid-American experiences have not all been totally
satisfying. Poems like “the ballad of chocolate Mabbie,” “Negro
Hero,” “A Bronzeville Mother Loiters in Mississippi. Meanwhile,
a Mississippi Mother Burns Bacon,” “The Last Quatrain of the
Ballad of Emmett Till,” and “The Lovers of the Poor” make it
clear that while the surfaces of Brooks’s pre-1967 poetry often
chronicle the unexceptional commonplaces of life in the black
community, the poems seethe with the tension of themes which
white America is, at the time, not ready to admit, much less
address—the repression, physical violence, and psychic trauma
which black Americans have been routinely subjected to, twist-
ing their most basic values and often destroying their sense of
self. ‘ )
In Report From Part One, Brooks herself corroborates the
strength and pervasiveness of racially-based humiliation and
self-rejection on poetic Mabbie and personal Gwendolyn. She
recalls her personal relief as an adolescent,

«when interest in the “kissing games” finally died off. When
they played “Post Office” I did not attract many letters. 1
was timid to the point of terror, silent, primly dressed.
AND DARK. The boys did not mind telling me that this
was the failing of failings.” '

Similarly, Brooks’s 1975 poem, “The Boy Died in My Alley,”
emphasizes the lifelong psychic trauma endured by blacks in
facing the recurrent, randomly vindictive violence of white rule
and the dehumanizing necessity of ignoring the suffering and
death of blacks singled out as victims by the white community.

Gwendolyn Brooks's “Afrika” 11

In this poem a black woman r
espond i i ’
terromton. sasime ponds to the white policeman’s
Shots I hear and Shots I hear.
I never see the Dead.

The Shot that killed him

yet I heard
as | he?.rd the Thousand shots beff)re'
careening tinnily down the nights ’
across my years and arteries.

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

I have known this Boy before.

I have known this Boy before, who
ornaments my alley. ’

I never saw his face at all.

I never saw his futurefall.

But I have known this Boy.

I have always heard him deal with death.

% Egve a}wa}cris hea;']d the shout, the volley.
ve closed my heart-ears lat

And I have killed him ever. ate and early.

I joined the Wild and killed him
\Aw1th knowledgeable unknowing.?
s in this 1975 poem, Brooks’s i
' s pre-1967 writin
;c:rcllrelsses E;mf:iehe\«red tensions inherent in black lgif;eip;et‘ixdig
erica. Retlecting over her early views i i i
with Ida Lewis of Essence M. ine, Brook P
. . agazine, Brooks comments, “
f{hought that integration was the solution. All we had toec;losx’,vag
ee}133 on appea]mg-to the whites to help us, and they would . . .
he iz:lstgﬁ‘upon thlsdmindset, Brooks’s pre-1967 poetry ain.lé -at
igence and conscience of her largely white li
audience.® The result is beautif atig the o
iy ul poetry delineating the b
condition, yet it is written in o
, the white Eur iti
addition to ignorin ’ b ety ion- In
g Brooks’s black roots, this 1
Noring 5 oetry is -
g:;tgiy 1;1nav3111ng. in producing beneficial chanpge. Xt be(;(t)mit
g :lrs t I_ia psxchlc independence gained by blacks, like ;he
gro Hero, strengthened by the terrible fires of black

experience in white America. M
: . More frequently, it i
unrelieved black frustration and loss. 1 ¥, itis therecord of
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Following her 1967 awakening to the black miovement_ in
America, Brooks rejects these early values anq poet.lc strategies,
opting instead for self-definition by black wrlgers, mdependtitit
of white European-American literary norms.® She asserts,'f t
frightens me to realize that, if I had died bffore the age of fifty,
I would have died a “Negro” fraction . . . 7 . f

Against this background of strong social consciousness, .0]
life parceled out in accommodations to an oppressive socia
order, the early appeal of Africa as a poetic symbol to youn%
Gwendolyn Brooks becomes clear. Brooks's early picture }(:
Africa portrays fertility, tribal unity, and h'armony Wltl'.l the
natural order. These romantically perceived images of 'prlstme
primitivism, community, and harmony offer psychlfz relief fr.om
the brutal realities of black life at the heart of Y’vhlt(.e America.
Idyllic references, like those of “Old Laughter,” written wbe.n
Brooks was nineteen,® portray an idealized black place of origin
in ways which meet every psychic need:

The men and women long ago
In Africa, in Africa,
Knew all there was of joy to know
In sunny Africa
The spices flew from tree to tree
The spices trifled in the air
That carelessly
Fondled the twisted hair.
The men and women richly sang
In land of gold and green and red.
The bells of merriment richly rang.®
Years later, with the recognition of the failul:e of‘ the
integrationist-assimilationist ideal, the.ap;‘)‘ea.,l of African ];;nag-
ery again becomes strong. In poems like “Riders to the Blood-
Red Wrath,” Brooks. returns to the theme of African harmony
with
I remember kings,
A blossoming palace. Silver, Lvory. ‘
The conventional wealth of stalking Africa.
All bright, all Bestial. Snarling marvelously.
I remember my right to roughly run and roar.
My right to raid the sun, consult the moon,

Gwendolyn Brooks’s “Afrika” 13

Nod to my princesses or split them open,

To flay my lions, eat blood with a spoon.

You never saw such running and such roaring!—
Nor sprang to such a happy rape of heaven!

Nor sanctioned such a Kinship with the ground !

Following the pattern of this poem, Brooks writes other
poems which move beyond presentation of idyllic images of
Africa’s golden age. These poems attribute favorable African
characteristics to twentieth century American blacks. Thus, for
example, using terms of Afrika, now spelled with a k, she
describes Sammy Chester of Godspell as “body leantall rock-
ing—/fierce innocent Afrikan rhythm . . ./Afrika laughing
through clean teeth,/through open sun . . .;!! LaBohem Brown as
direct and self-accepting as a lion/in Afrikan velvet . . . . level,
lean,/remote;'* and her grandfather, then a run-away slave, as
“panthering through the woods.”3

Brooks’s application to American blacks of African wild
animal imagery suggestive of freedom, dignity, fertility, and
harmony with the natural order asserts the possibility of black
American life purged of complexity, discord, and racial humi-
liation. These images meet needs not often filled in contempo-
rary mid-American black life and counter the dissention and
alienation characterizing the American black community in the
1960s and 70s. Brooks’s favorable presentations of notable black
Americans in these poems serve as antithetical images to those
of the black boy dying alone in a ghetto alley.

Brooks’s applications of idealized African imagery are prob-
lematic, however, because, despite the emotional release they
offer from constraining black American life, the African images
do not convey the reality of contemporary black life in Africa.
Gwendolyn Brooks recognizes this and faces it directly in her
1971 trip to East Africa. She sees African blacks serving as
janitors and housemaids to rich African whites; blacks jealous of
the wealth, education, and skills of black Americans coming to
visit Africa, posing a threat to their jobs, languages, ways of life,
and social order; blacks feeling it is bad enough to be subordi-
nated to African whites without having encroaching American
blacks adding another layer of domination.

Despite this problem, however, Brooks’s African imagery is
not just romanticizing nostalgia simple-mindedly creating an
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idealized, if falsified, haven from real contemporary American
problems. Her strategy is much more complicated. She uses
these images, first, because she believes,

people find a sense of being, a sense of worth and
substance with being associated with land. Association
with final roots gives us not only a history {(which did not
start and will not end in this country), but proclaims us
heirs to a future and it is best when we, while young, find
ourselves talking, acting, living, and reflecting in accord-
ance with that future which is best understood in the
context of the past.!

Brooks does not advocate return to Africa. Rather, she feels
that American blacks in general, like the characters of her poem,
“In The Mecca,” need an inspiriting vision to carry them beyond
their culturally induced self-doubt as well as the limitations
placed on black aspiration by dominant white society.!®

Second, Brooks’s idealized African images assert black Ame-
rica’s potential for greatness as well as the great distance blacks
must travel in achieving these ideals. To this end, she creates a
contrasting second set of African images with references to
ignoble African animals, like those referring to the black prosti-
tute, Hyena, of “In The Mecca.” .

Brooks also creates positive African images in the manner of
“negritude,” following the lead of President Senghor of Senegal.
Thus, her African imagery often asserts black vitality, strength,.
and virtue in contrast to negative qualities inherent in the white
community. She, like Senghor, consciously reverses the symbo-
lic values of white and blackness presented in white European-

American literature. Brooks’s African images are those of sun-
light, fertility, life rhythm, strength, and dignity in opposition to
white pseudo-intellectualism, hypocrisy, rigidity, lifeless infer-
tility, and disharmony with the natural order, as depicted in her
poem, “Sammy Chester . . . On a Lake Forest Lawn Bringing

West Afrika.”

Unhalt hands—
body leantall rocking-
fierce innocent Afrikan rhythm . . .

West side. West AFRIKA.
Bursting back

Guwendolyn Brooks’s “Afrika” 15

free of the fiberless fury—
free of the

plastic platitudes—

free of the

strange stress, ordained ordure and high hell.

Afrika laughing through clean teeth,

through open sun, through frui
. gh fruit-fla :
applauded out of the other. vored music that

Africa denied
Lake Forest limplush on that sunny afternoon.!®

Clearly, Brooks’s comparative black-white images are de-

signed to counter the enervating effect . .
s of
conscjousness. & white values on black

' Finally, Brooks believes it is not necessary that her poeti

images of black unity and harmony depict the curren’? statc
of th.e black. gommunity in America. Rather, she attempts te
pr0v1c.le positive imaging by which blacks c’an move t(f)w 3
fuller individual self-acceptance and greater communal solidar

ity. Thus, she cites Lerone Bennett's assertion that, “The chili-‘
lenge we face now, as individuals, is to intemaliz’e the blacl;

imperative and to live in the spirit i
. oft
lty to Come.”l? p he unlted black commun-

Gwendolyn Brooks’s campaign for black digni

beyond the aesthetic realm. She recognizes that %I\::iftlfg ?: lfz:
enou_gh for a people in a life and death struggle.”!® Therefore
sht? 'mcl'udes a legislative program which begins with bl 1;
unification. She quotes from Don L. Lee’s poem, “Th Nac
Integrationist,” in explaining her goal: , CeY

“I

seek

integration

of negroes

with

black

people.”?

Second, Brooks provides a series of “family pictures” of

zljajog black figures like Medgar Evers, Malcolm X, Paul Robe-
n, Sammy Chester, and Steve Biko, among others. Brooks
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describes these people using positive African characteristics to
underscore their worth as positive role models for the black
community. These role models contrast sharply with the images
of unfulfilled black potential, like Alfred, whose physical cha-
racteristics suggest royal lineage in “In the Mecca”—

“he (who might have been an architect)

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

. . . he (who might have been a poet-king)
. .. of the line of Leopold.?

Finally, Gwendolyn Brooks’s African images are an attempt
to reach blacks themselves. She says, “My aim . . . is to write
poems that will somehow successfully “call” . . .
people. . . "2

To this end, Brooks writes a series of poems, using African
imagery, black idiom, jazz and oral rhythms, and direct state-
ments aimed at producing direct action by the black commun-
ity. In poems like “To Black Women,” “To Prisoners,” “Boys.
Black: A Preachment,” and “Another Preachment to Blacks,”
Gwendolyn Brooks uses African images as she speaks directly to
the mid-American black community, urging them to actively
assert and demand black goals.

Boys. Black. . ..
Be brave to battle for your breath and bread.

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

Up, boys. . ..

Invade now where you can or can’t prevail;

remember Afrika. . ..

See, say, salvage.

Legislate.

Enact our inward law.2 .

Finally, Brooks’s African imagery moves beyond the present

generation of black adults to accomplish her social goals. She
works also using playful African animal imagery, to assist young
blacks in developing personal and racial pride, rather than
repeating the error of defining blackness negatively as the

all black

absence of ennobling whiteness. Through parables like The

Tiger Who Wore White Gloves, Brooks works to counter
negative experiences like those of young Gwendolyn Brooks
and her poetic creation “chocolate Mabbie”—who felt rejected

Gwendolyn Brooks’s “Afrika” 17

for their blackness. In The Tiger Who Wore White Gloves
I%roo_ks t:ells of the tiger who foolishly rejects his natural colora:
tion in his c;les;lre to become stylish by wearing white gloves. By
story’s end, the tiger, like Brooks herself, r is whi

gloves, realizing that, ; removes his white

%)t’stngtu.re’s m'cg decree that tiger folk should be not dainty
ut daring, and wisely wearing . . . [each ti isfied
with his strong striped hide.””g [ tger] satistied
'Wlth'her poem, “TO THE DIASPORA,” Gwendolyn Brooks’s
{Afncag imagery comes full circle, making it clear that the goal
informing hel: mature return to African imagery was neither
{'eturn to cont-lnental Africa nor romanticizing abdication of her
mvolver‘nent‘ln real contemporary mid-American life. Rather
the .Afrl.can imagery in this poem makes clear her continuing’
dedlcat}on-to black pride and self-acceptance as well as her
aggressive involvement in issues affecting black welfare. Brooks
begins the poem with these lines:, '
When you set out for Afrika

you did not know you were going.
Because

you did not know you were Afrika.

You did not know the Black continent

that had be reached

was you.X

leendolyn Brooks’s African imagery serves many poetic

social, and political purposes then. Ultimately, however 1';
-w01:ks ’fo strengthen black mid-America in its struégle to achi:eve
its individual and communal goals. Here, as in the lines of
RuperF Brooke’s war poem, “The Soldier,” where suffering and
death in support of freedom and democratic values make “
some corner of a foreign field/ . . . forever England,® we can
rejoice in knowing that, for Gwendolyn Brooks, imm’ersed in a
hfe.long battle for black dignity and opportunity, some corner of
Chicago remains forever Afrika! ’ '°

University of Kentucky Center
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CIVIL WAR POLITICS IN THE NOVELS
OF DAVID ROSS LOCKE
RonaALD M. GRosH

After the Civil War a host of authors, less-known and to
various degrees less-proficient in fictional realism than its three
best exemplars—William Dean Howells, Mark Twain, and
Henry James—labored to establish the tradition of literary
realisn developing in the Midwest. Among these writers, most
of whom wrote fiction as an avocational adjunct to busy
professional careers, was David Ross Locke (1833-1888), a
major national journalistic, political, and literary figure during
the Civil War and Reconstruction. A printer-journalist by trade,
Locke edited-published a succession of several small-town Ohio
newspapers until, in 1865, he became editor and soon owner of
the Toledo Blade. Early in the course of the Civil War he had
begun to publish a series of letters under the pen-name of
Petroleum Vesuvius Nasby to pillory the Southern cause and
especially its Ohio Copperhead sympathizers. The humorist’s
vitriolic satire became such popular and effective propaganda
that he received credit as a major determinant in' the northern
victory.! Lincoln, who knew Locke personally and greatly
appreciated the author’s work, memorizing some of it, ex-
pressed the desire to be able to write as the editor did and
offered the politically astute Locke any government position in
Washington he was fit to fill.2 Also on personal terms with
Presidents Johnson, Grant, Hayes, and Garfield, the editor
effectively continued his villification of political and economic
absurdities during the Reconstruction. Helped in part by the
persistent popularity of the Nasby column, by 1884 Locke’s
weekly edition of the powerful Blade attained a circulation of
over 200,000, reportedly among the three or four largest in

19
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circulation of any contemporaneous American newspaper or
magazine.’ The Blade’s mailing list included over 22,000 post
offices coast-to-coast.*

A friend of Mark Twain, Josh Billings, and Thomas Nast,
Locke had other literary aspirations than Toledo-based journal-
ism and Reconstruction political-economic satire. Between 1871
and 1879 he lived and edited in New York City, primarily
associated with the elitist New York Evening Mail, which
participated significantly in the war on “Boss” Tweed. While
retaining control of the Blade and continuing his popular Nasby
letters, Locke wrote verses, an extensive number of sketches
and short stories, two plays, two published novels, and several
brief hymns. But for all Locke’s versatility and his skill with
satire, his novels, both written in the 1870s, have emerged as his
most enduring contribution to American letters.

Neither of David Ross Locke’s novels reached very closely
to exhibiting the style of a mature realism of a Howells, a Twain,
or a James, yet the novels do not represent failure at serious
fiction on the part of Locke. Both A Paper City (1878) and The
Demagogue (1891, posthumously) represent a certain calculated
achievement on his part. In Locke’s fiction, as in that of other
early grassroots Midwestern realists of the 1860s and 1870s,
“artistic value is subordinant to, or depends upon, popular
effect.”® Integrating characteristics common to local color,
regionalism, realism, and journalistic satire, they often used the
novel as much as or more for didactic purposes than for
aesthetic. A part of that tradition, and in spite of Locke’s
avowals, internal to his narratives, of historical impartiality,
both of his novels are reform-minded and attempt more to
speak to their audiences about contemporaneous issues of
economic and political moment than to chronicle the recent
internecine national tragedy. As “a journalist, a gifted writer,
and an able editor,” Locke “wrote for his times, dealing with
issues confronting the nation at the very moment when he stood
at his type case or sat at his typewriter to record his comments
on them.”® As might be expected, then, Locke felt free to use
events and circumstances of Civil War politics, for example, as a
backdrop to enlighten as well as entertain his contemporaries.

Civil War Politics in the Novels of David Ross Locke 21

Surprisingly enough, in spite of Locke’s extensive and crucial
role in the outcome of the war (as a rabid Republican supporter
of Lincoln and Emancipation), he achieves a remarkable degree
of concrete objectivity concerning Civil War politics. Editor of
the Bucyrus Journal in northern central Ohio at the time the
Civil War broke out, Locke accepted a second lieutenant’s
commission in Senator John Sherman’s Brigade of Volunteer
Infantry and Cavalry, which he resigned a few weeks later to
become editor of the Findlay, Ohio, Hancock Jeffersonian.
Apparently Ohio Governor William Dennison had intervened to
urge the experienced Locke to remain a civilian journalist. As
David Anderson notes, “In politics Locke was a strong antislav-
ery Whig who joined forces with the Republicans as an anti-
Nebraska man. A product as well as a practictioner of the
no-holds-barred school of politics and journalism of the 18505,
Locke was eminently suited to satirize and berate the Democra-
tic opposition . . . The political tradition, the result of frontier
individualism and Jacksonian democracy, not only strongly
influenced Locke . . . but it was also the tradition that produced
the new president, Abraham Lincoln.” For the remainder of the
war Locke reported news from Findlay while he editorialized
for the Northern cause and wrote the Nasby papers, which
aided the Northern morale to an inestimable degree. He used
especially his exposure to the Ohio “Copperhead” Peace Dem-
ocracy movement he had gained during his five years of
journalism in Bucyrus to penetrate that movement’s weaknesses.
Crawford County and Bucyrus, its county seat, had been so
Democratic in politics that they had ballotted in favor of every
Democratic presidential candidate from Andrew Jackson to
Stephen Douglas.? So effective was Locke’s labor on behalf of
the Northern cause that Massachusetts Congressman George S.
Boutwell, who became Lincoln’s Secretary of the Treasury,
attributed the Northern victory to the Army, the Navy, and the
Nasby papers.® To a large degree Locke’s success rested upon
his devotion to Linceln as well as to a penetration of Ohio and
Midwestern politics, so crucial to Lincoln’s and the Republicans’
prosecution of the war both militarily and politically. Locke
admired Lincoln enormously, calling him “The greatest man in
some respects, who ever lived, and in all respects the most
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loveable a man whose great work gave him the heart of every
human being with a heart throughout the civilized world, and
whose tragic death made a world sigh in pity. It was an honor to
know him, and more than an honor to be approved by him.™?
All of this—his fidelity to a soon-martyred Lincoln, his active
supportive role in the civilian trenches of northern and Mid-
western politics, his use of Civil War events and circumstances
as commentary on contemporaneous issues, and the mixture of
narrative style which permeated most transitional regional pro-
gress toward realism—could easily have precluded much objec-
tivity on Locke’s part toward Northern politics of the. Civil
War.

In what is perhaps Locke’s unique contribution to the trail
of post-war literary treatments of the Civil War, however, he
reveals himself through his novels as having been sufficiently
an accurate and impartial journalistic observer to penetrate
the hypocrisies, pragmatism, and opportunism which underlay
much Northern Civil War political motive and activity. (As an
aside, to his credit, some would say, Locke must also have been
a sufficiently good soldier to labor journalistically during the
war on behalf of the Union cause while restraining himself from
exposing Union abuses where they would have aided and
abetted Lincoln’s opponents.) Though Locke most overtly and
extensively uses his material in A Paper City to critique the
contemporaneous scene of the middle 1870s, particularly its
inflationary economy and subsequent crash, he also includes at
least preliminary implications concerning the ethical milieu of
the Civil War and its aftermath. Probing for the causes of
America’s current economic disaster, Locke mouths the by-
words of the 1860s and 1870s as his major character, a dentist-
turned-speculator named Charles Burt, refers grandly to “this
day of enterprise and development™! regarding the ease with
which Congressional appropriations could be obtained for
construction of expensive railroads. Charles Burt himself repre-
sents the opportunist “of a type very common to the country
during the last twenty-five years” (p. 14), including, of course,
the war years. Locke evidently traces the roots of an over-
heated and over-expanded economy to the same roots which
economic historian Harold Faulkner describes in a comprehen-
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sive summary of the American economic scene in the decade

following the close of the Civil War:
The feverish industrial and agricultural activity in the
North during the Civil War, aided by the rising prices, had
inaugurated a period of unprecedented prosperity . . .
Enormous amounts of capital had been sunk in railroads to
finance the 30,000 miles built between 1867 and 1873, from
which small immediate returns could be expected . . .
Speculation and extravagance were rampant, and the busi-
ness morality of politicians and capitalists, as witnessed by
the Credit Mobilier and the Black Friday scandals, left
much to be desired.!?

Locke brings together his preliminary judgments upon post-war
economic abuses in the character of Magnus Plutus, the “emi-
nent financier . . . who had successfully negotiated the bonds of
the government at a time when the bonds were a great deal
better than the money the people paid for them . . .” (p.399),
and traces them to the Republican Unionists’ decision to issue
paper currency and bonds. Magnum Plutus himself is a thinly
disguised figure of Jay Cooke, financial genius of the North’s
government bond economy during the war and owner of the
nation’s leading investment company, which failed and precipi-
tated the Panic of 1873 while ostensibly building the Northern
Pacific Railroad.

Locke also seems to be alluding to the heavy hand of the
military upon politics following the war—the phenomenon of
continued and perhaps unwarranted domination of civilian
matters by returned veterans, usually officers anxious to satisfy
their taste for power. As he does in The Demagogue, where he
also mentions the matter frankly several times, Locke carica-
tures an officer, a Colonel Seth Peppernell, who primarily
contributes to the inflationary landcompany an air of “a man of
millions,” being a loud, exaggerating, pompous talker, who
bullied a man, if not into agreeing with him, at least into silence.
He blusters weakly before the strong but often uses his oratory
effectively in eloquent and florid patriotic speech. In this case,
the “Colonel” has never worked in his life and has never even
served in the military but has capitalized upon the Union victory
by taking to himself an officer’s rank and title.
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Published in 1891, three years following Locke’s death, The
Demagogue most clearly and directly reveals the depth of
Locke’s penetration of opportunistic Midwestern Civil War
politics. He introduces Caleb Mason, his protagonist, as an
abundantly talented, energetic, and determined young man,
who soon turns totally pragmatic, selfish, and unscrupulous as to
both his goals and his methods of achieving them. Through
Mason and the conscious use of the north-west corner of Ohio,
especially Defiance County, as a political microcosm for the
Midwest and the nation, Locke excoriates the hypocritical and
pragmatic motives and techniques of politicians during the War.
But highlighting even more strikingly his objectivity, Locke,
staunch Republican reconstructionist, makes the pragmatic
Mason a Republican, who scrambles agilely up through the
pre-war and wartime political ranks to become, finally, the most
visible and effective anti-Democratic member of the Republi-
can party, though absolutely without integrity and quite unwor-
thy of trust.

Using the career of Caleb Mason as an exemplum, Locke
implies that even the roots of his own Republican party are of
mixed idealistic and opportunistic qualities. After exploding
onto the local pre-war political scene in stunning political
upsets, Mason refuses the honor of a renomination, forseeing the
impending organization of a new party. He recognizes that the
Whigs have received their “death blow” in 1852, as Pierce
defeats General Scott for the Presidency and that the victorious
Democratic party’s opposition is hopelessly divided as the
Know-Nothing movement runs its course. But he also perceives
that “the insolent slave-power which ruled the Democracy, took
the step that ultimately proved its ruin. It demanded the repeal
of the Missouri compromise; and the majority in Congress did
this when it passed the Kansas-Nebraska bill.”® Noting the
North’s moral feeling and outrage that slavery is extending
itself, Mason chooses not to identify himself further with the
Democratic party until he sees which way the political winds
blow. To hide his lack of principle, Locke notes, once de-
cided,

Mason promptly pronounced for the anti-slavery side and
did it so earnestly and early that no one could say he waited
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to see whether or not the tide turned in that direction. He
did it at the first blush, when public sentiment was against
it, and he did it in such a pronounced manner that he left no
way of escape—no way of turning backward.

It 'was his opportunity, for the kind of politics that was to
rend the country exactly suited his turn of mind. He was a
florid speaker, and emotional politics gave him precisely
the field he wanted. It requires a great deal of labor and
study to attack finance and questions of that kind; but any
man with a fervid imagination, and a ready gift of speak-
ing, can talk of the rights of man by the hour. The people
love it, for they love emotion, and the anti-slavery struggle
produced a large crop of this kind of statesman, who went
down after the war as rapidly as they went up prior to it.

Not only was the formation of the Republican party partially
rooted in individual political opportunism, Locke reflects, but
so was the anti-slavery ferment of some northern politicians.
Again he speaks of Caleb Mason:

His was a peculiar nature. While to begin with, his espousal
of the anti-slavery cause was as purely a matter of calcula-'

. tion as the buying of a horse or farm, or a speculation in
town lots—a pure piece of cold-blooded financiering, a
placing of his present in jeopardy for the brilliant future he
saw behind it; he was not having any more feeling for the
slave nor care for the evils that grew out of slavery, than for
the serfs of Russia—he, nevertheless, after a few days’
speaking upon it, became entirely enthused on the subject.
He was of that nature that he could kill a widow for her
property one minute, and the next could weep over the
grave of a virgin who had been taken off untimely by
consumption . . . And so, after a little preliminary discus-
sion of the slavery question, he became a sincere abolition-
ist—one of the kind who could and did warm up on the
subject to a point that affected his auditors. To impress
others, one has to believe in the subject himself; and he was
of the kind who can make themselves feel what they wish
to, and which feeling, if not genuine at the beginning,
becomes so at the end (pp.214-5).

In this fashion Mason earns the reputation of “the most conspic-
uwous and the bitterest Republican in the House,” one “so
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prominent and able . . . that every Democrat in the United
States took an interest in his defeat” (p.292).

Caleb Mason’s political techniques represent the norm rather
than the exceptional, suggests a cynical/realistic Locke, when
Mason accepts $12,000 from a lobbyist for a three-minute
speech favorable to a railroad bill before Congress and when he
intercepts another’s mail in order to gain information to buy a
mortgage giving him leverage on a political enemy. Mason
purchases lots in an adjacent community under another’s name
immediately before successfully fighting to have a county seat
moved there because it has more votes than the neighboring
competing village. Election manipulation, a speciality of the
cynical Mason’s, involves the entire gamut of “dirty tricks”
available especially to the young republic’s political machines.
Mason and his father-in-law, the five-county congressional
district political boss, buy out two rivals’ candidacies, set up a
straw candidate, employ political hangers-on, bribe and deceive
the opposing party, promise pensions to soldiers exclusively for
reasons of political loyalty and even maneuver the War Depart-
ment to neutralize Mason’s opponents. He repeatedly mani-
pulates newspapers by bribery and trickery for personal and
political advantage. A bribe eventually buys the Congressman a
promise of an important diplomatic post, the loss of which,
oblivious to the national tragedy when Lincoln falls to the
assassin’s bullet in plain sight of Mason, he mourns with “My
plans are overthrown. I shall not succeed Langdon™ (p.332).

With an intensity that is sometimes mistaken exclusively for
melodrama, Locke lards Mason’s political and campaigning
strategy with an enormous volume of detail, quantifying an aura
of authenticity to the events. In one chapter, for example,
Mason, who has learned of a rival within his party for his
Congressional seat, out-bribes his opponent of the only rival
newspaper editor, corrupts the editor’s foreman, gains informa-
tion from a spy, employs his fifth-column in the Democratic
party to undercut its candidate, and distributes $20,000 among
self-serving henchmen. He practices his patronizing pseudo-
patriotic oratory, calculatedly exploits his low social back-
ground, scatters bets at odds sufficient to recoup his campaign
expenses, privately distributes new ballots during the night
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bef-orfz the vote, and employs his enforcers at the polls. After
promising a thousand dollars to each of his hirelings for a
victory, he distributes $300 for expenses to each of his poll
contacts and triumphs calmly, all practices blatantly notorious
to many rough-and-tumble elections of the mid-1800s.

.As the novel draws toward its climax, Locke deliberately
drives home the parallel between the local political scene in
Pulaski and the national political scene in Washington. As
opposition to Caleb Mason mounts within his own party, Locke
pauses to reflect upon the fates of Seward, Chase, and S,umner
who also fell from the favor of the Republican party soon aftel,'
the national peace was restored. Ambitious, they had given the
best years of their ecarly lives to the upbuilding of public
sentiment against slavery . . . had kindled a fire, fed it, and
fanned it, and . . . other men came and warmed themselv:as by
its blaze.” Mason has established and cultivated the party in his
congressional district, and the hint of his impending fall, too
grows strong in Locke’s statement that a “public man wh’o ha;
chanjlploned any great reform ought to die before he is fifty
that is, if he desires to save his reputation and transmit any sor;
of a name to posterity” (pp.392-3). Though the comparison of
Mason to Seward, Chase, and Sumner rather denigrates their
memories, Locke effectively again correlates the politics of the
frontier Midwest with reality of national politics.

This integral relationship between national and regional
political strategies for supremacy of the Union’s Republican
party comes to life most vividly when anti-Mason Republicans
un-ite with the war Democrats against the demagogue. General
Stillman, the political genius behind the most recent effort to
uns.eat Mason and appointed to be the Democratic referee for
Ohl(?s new policy of allowing soldiers to vote in the field
receives a profanity-inspiring telegram from Mr. Stanton the:,
Secretary of War, ordering him to remain in Louisvi]le.’ His
masging of the Ohio troops in the field for the purpose of
manipulating their voting inclinations becomes an asset for the

pro-Mason forces in the General’s absence. Locke goes on to
elaborate:

Had Geperal_Stillman known that the Administration con-
sidered it of importance to the great cause then trembling
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in the balance that the party should not be without the
ability of Caleb Mason in Congress, he would have thought
twice before he undertook to kill him off, in this way
especially

. . . his appointment as commissioner was precisely what
Mr. Mason desired, because it put the commissioner under
the control of the War Department; and Secretary Stanton
having that power, that the general would never be per-
mitted to reach the troops at all, but that they were massed
by the general, the only power capable of doing it, so as to
make it perfectly easy for Mason’s colonels and majors and
captains to work at their own sweet will. (pp.296-7).

Is The Demagogue a melodramatic distortion of the political
scene and is Caleb Mason a caricature of the Midwestern
frontier politician, or is Locke rather intensively and concretely
objective concerning the political climate of the Civil War?

Gordon Milne, author of The American Political Novel, de-

scribes Mason as “A representative figure” of the political
character of reform-minded writers.!* More to the point, how-
ever, as Henry Clyde Hubbart's classic volume The Older
Midwest: 1840-1880, written under the auspices of the American
Historical Association, soon makes apparent, the Civil War was
actually two wars, both of which were in doubt until late in the
course of the conflict and both of which Locke closely ob-
served, influenced, and reported.’® The political, economic, and
ideological struggle within the Midwest itself has been by and
large neglected by mainstream histories of the conflict to the
degree it should have attention. Locke fully comprehends that
the North would never have prosecuted the war to its conclu-
sion of military victory had not the Midwest stood, however
shakily, with Lincoln’s policies. Yet the editor-turned-novelist
exhibits sufficient realism to acknowledge that a high price was
paid in ethical integrity of many involved, often for purely
self-serving reasons. And in his dramatic reconstruction of the
fray, he pursues sufficient narrative objectivity to avoid abridg-
ing actuality if not always factuality. Locke seems to want very
much to remind his audience already nostalgic concerning the
conflict that, even while he highlights the contemporaneous
political corruption so rampant under Ulysses S. Grant’s admin-
istration, in his own age, things were so even during Union
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triumph of “good over evil.” Coming as they do from the pen of
one whose audience would immediately identify as a major
spokesman for the Northern cause could only heighten the
impact of such an explicit and implicit post-mortem, political
and ethical, historical and contemporaneous.

Both A Paper City and The Demagogue “possess a political
and social validity which the character of the author serves to
vouch for; and not least interesting of all, they strongly suggest
that the seemingly monstrous vulgarian Petroleum V. Nasby
may be nearer to reality than his better-dressed and better-
spoken, though not necessarily less morally degraded, political
descendants might care to admit.” They compare favorably to
Twain’s The Gilded Age and appear “hewn out with a certain
rugged honesty that renders them reliable.”?® They stand as one
man’s amateur yet competent and serious attempt to come to
candid terms with his nation’s culture, his regional heritage, and
his role in both,

Cedarville College
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REBORN IN BABEL: IMMIGRANT CHARACTERS
AND TYPES IN EARLY CHICAGO FICTION

GUuy SZUBERLA

Readers of E. P. Roe’s Barriers Burned Away, so far as can
be told from reviews and contemporary commentary, did not
balk at his heroine’s instant transformation from a German into
“a simple American girl” (454), any more than they objected to
hearing some of his. German characters speak a grotesquely
comic Teutonic English. That Christine Ludolph’s conversion
from a German to an American coincided, quite precisely, with
her equally sudden conversion from atheism to Christianity
seems to have fulfilled rather than broken Roe’s narrative
contract with his readers. Roe wrote Barriers Burned Away in
1872 for the New York Evangelist. His novel, which concluded
with a series of hairbreadth escapes from the Chicago Fire,
became, over the next thirty years, a commanding best-seller; its
popularity lingered through 1925, when it was made into a silent
film. Today, its revival-meeting rhetoric and typology of immi-
grant and ethnic character dates it badly.

And yet the myth of the melting pot that implicitly informs
his assumptions about ethnic characters and their conversion to
an American identity remains with us. To become American is
to be reborn here. That myth has had a durable, if not
everlasting, hold on the American imagination, from at least
Crevecoeur to Superman, that “Krypto-American immigrant.”
This peculiar idea of rebirth, Werner Sollors has shown, “comes
out of the tradition of American revivalism and awakenings.”
However desacralized the myth of conversion and rebirth has
become since Roe’s time, stories of immigrants made Ameri-
can—naturalized or reborn—Dbear traces of a primordial “relig-
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ious symbolism.”! The “rhetoric of ethnicity,” in short, derives
from biblical sources, from the Christian belief in regenera-
tion.

The making of Americans and the constant remaking of
Chicago’s ethnic identity have engaged the imagination of the
city’s novelists from E. P. Roe to Saul Bellow. In the late
nineteenth and early twentieth century, while debates over im-
migration restriction and assimilation flared, Chicago writers
attempted to assimilate the “alien” into fiction. The stress here
falls on “attempted.” In many Chicago novels of the 1850s and
the 1890s, the immigrant belongs to a night or nether world that
genteel writers like Hobart Chatfield-Taylor view from so great
a distance that ethnic figures threaten to melt into invisibility.
Even the Chicago novelist Robert Herrick complained in 1914
that “except in a thin, theatrical manner, the German, the Scan-
dinavian, the Slav,—even the sympathetic Latin,—has made no
firm imprint upon our literature.”® He silently discounted his
own Chicago novels where foreign anarchists, expatriate Euro-
pean artists, and immigrant workers appear frequently as minor
characters or as symbols of the modern American city’s indus-
trial chaos. Exemplary studies of the city’s literature covering
this period—Duffey’s Chicago Renaissance, Duncan’s Culture
and Democracy, and Smith’s Chicago and the American Liter-
ary Imagination—have, not too surprisingly, given little or no
attention to fictional representations of immigrants and immi-
grant experience. The omission almost seems understandable.

Yet the small army of Chicago novels that appeared before
World War I richly illustrates, if it does not finally define, the
making of the immigrant and ethnic character. In the typology
and the codes of character these novels express, we can still
find, with variations, important statements of the melting pot
myth: a sense of the way “partitions” between people are
drawn, maintained, and transcended—the melting and fusing
that images rebirth and emblemizes a new people or nation of
nations. I will trace the lineaments of this myth in two Chicago
novels—E. P. Roe’s Barriers Burned Away and Fuller’s The

Cliff-Dwellers—and through two half-fictional works, Krausz's

Street Types of Chicago and Stead’s If Christ Came to Chicago.

Roe’s novel provides my initial and central focus, since he joinsa |
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traditional “narrative of conversion” to the melting pot myth,
with transparent fullness and clarity.

L

Barriers Burned Away is a story of rebirth. Or, rather, itis a
series of such stories that begins with the elder Mr. Fleet’s
deathbed conversion, a least-minute triumph over an “alienated
heart” (17); it ends with the alien Christine Ludolph’s rebirth as
an American and her conversion to Christianity (the final
chapter).? The novel also frames the conventional story of the
young man from the country who has come to the city to make
his fortune. During the course of his struggles upward, our
Yankee hero, the young Dennis Fleet, befriends a family of poor
Germans, takes over the job of a drunken Irish porter, and
defends Christine from the mixed “multitudes” fleeing the
Chicago Fire. :

Until the Fire, we do not fear that he has, in living among
Chicago’s immigrants, ventured among what reformers and sen-
sation novels then called the “dangerous classes.” Roe pins his
Germans and Irish to the novel’s pages with well-worn epithets.
The porter Pat Murphy, for example, is flattened into an pro-
nominal figure. He is a “Paddie,” a “red faced” “Hibernian,”
who “drowned memory and trouble in huge potations of the
fiery element that was destroying him and bringing wretched-
ness to ‘Bridget and the childer’ ” (70). Twice during the novel
Dennis is mistaken for an Irishman; both times he must assert
that he is a gentleman, not a “Paddy” (38, 142). He holds on to
his identity by affirming the well-guarded boundaries that sep-
arate the native-born Yankees from the immigrant Irish.

Most of Roe’s Germans and the solitary French maid in the
novel are equally eponymous type-characters. “Yahcob Bunk,”
the German waiter Dennis befriends, is a “jolly-faced Teuton”
with a “rubicund visage, surrounded by shaggy hair and a beard
of yellow” (63). Bruder, the brooding but brotherly artist,
Shwartz, the densely logical clerk in Ludolph’s store, and
Janette, Christine’s treacherous and lying French maid (343-44),
are all slotted into time-honored national types. Without excep-
tion, they speak a pre-processed English, blending an artificially
perfect grammar with cracked tenses and comically strained
inversions and pronunciations.
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Against a pack of indelibly dyed foreigners, Christine Lud-
olph and her father seem almost true-blue Americans. If it were
not for their insistence and Roe’s reminders that they are Ger-
mans who refuse to become “Americanized,” it would be pos-
sible to perceive them as Americans (90, 95). Christine, oddly
enough, was born in America; her mother, now dead, was
French. For them, being or becoming American seems a ques-
tion of a consenting will, not blood or birthright. Nothing in the
Ludophs’ formal, metered speech marks them as German or
serves to distinguish them from the novel's New Englanders,
like Fleet and Susie Winthrop, who speak in the same elegant
idiom. Susie Winthrop and Christine are close frierids and social
equals. Roe does declare that Baron Ludolph’s “appearance was
unmistakably that of a German of the highest and most culti-
vated type” and adds that “his English was so good . . . you
detected only a foreign accent” (68). None of his speeches,
however. betray that accent.

What brands Christine and her father as foreign is their
“German scepticism,” their arrogant and mocking denial of
Christian beliefs. Christine’s “heathen” or “pagan” qualities are
projected in constant references to her cold manner (159). When
Dennis Fleet envisions her in an allegorical painting, he paints
her “sleeping on a couch of ice” set within “a grotto of ice.” A
young man in the painting gestures “as if to awaken her”
(288-89).1 Such descriptions, it turns out, write the prelude to her
conversion amidst the flames of the Chicago Fire. Dennis will
awaken and rescue her from death in the Fire. Roe thus clearly
underlines the act of “awakening” and the melting away of her
coldness with a religious significance.

But it is his invocation of the myth of the melting pot that
most forcefully figures Christine’s conversion and rebirth. Sev-
eral chapters before the Fire, he anticipated Christine’s conver-
sion, and the necessary terms of it, in a conversation between
Dennis and his mother. His mother has told Dennis that he
cannot hope to marry Christine, since she has an “unchanged,
unrenewed” heart. Then she says, in a long speech that outlines
the spiritual meaning of the Fire, that “if He chooses that the
dross in her character should be burned away, and your two
lives fused, there are in His providence just the fiery trials . . .
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that will bring it about . . . The crucible of affliction, the test of
some great emergency, will often develop a weak . . . girl into
noble life . . .” Dennis answers, taking up the crucible figure: “as
you say, if the Divine Alchemist wills it, He can change even the
dross to gold, and turn unbelief to faith” (323). At the moment
of her conversion, Christine senses that she has been changed in
“the crucible of this fire” (406). Dennis sees in the “glare of the
fire . . . on her face . . . the light of heaven” (413). With an
exacting typological precision, Mrs. Fleet’s prophecy of “fiery
trials” has been fulfilled. The image of God “the Divine Alche-
mist” is later carried forward in the hostler Cronk’s pre-nuptial
toast to Dennis and Christine: “The United States of Ameriky! ..

“the two great elemental races—the sanguinary Yankee and the
phlegmatic German—become one . . .” (449).

I have quoted from Roe€’s text generously because, however
clumsy his rhetoric, it is a remarkable anticipation of the idea of
racial or ethnic “fusion” that ended Zangwill's famous play,
“The Melting Pot” (1908). The image of America as the Divine
Alchemist’s fusion of “races,” the burning off of racial impurities
or “dross” in rebirth, a symphonic or musical melting of
individual ethnic groups, the symbolic death of the heroine’s
brutal old world father, the impending marriage of a young man
and woman of opposed “races”—such parallels of melting and
fusing might be extended and multiplied through detailed
comparisons. But, at one critical point, the analogous plots and
rhetoric diverge. Though Roe has his heroine speak of an end to
“every barrier,” his ambivalent descriptions of the Irish and his
references to “Babel” and “Pandemonium” express an unde-
fined fear of “mingling” (378, 380-1, 395). Zangwill dramatized,
through the image of the “purging flame” and the “melting pot,”
the melting and fusing of “all races and nations” in America
(185). Roe does not envision a universal end to the symbolic
barriers or “partition walls” between ethnic groups, though,
during the fire, it seemed to Dennis “as if the people might be
gathering for the last great day” (378).

The barriers between Christine and Dennis may have been
“burned away,” but the barrier between them and Chicago’s
“heterogeneous mass of humanity” withstands the purging flam-
es (395). When, during the Fire, Dennis unites Germans, Irish,
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and Americans in hymn singing, the unified voices of the crowd
seem, for a moment, to symbolize the unity of a future America
and the coming of a new American race. Zangwill also was to
use music, David Quixano’s “American Symphony,” to symbo-
lize such a polyphonic blending of races. In the last act of his
play “The Melting Pot,” all the immigrants who hear the
“American Symphony” understand it “with their hearts,” a sign
of their unity and conversion.® The hymn singing of the crowd
in Barriers Burned Away, however, ends in “harshest dis-
cord”—a blasphemous and “half-drunken” Irishman rejects
“Jasus” and the “singing’ parson.” His grating “voice” sounds an
antiphonal refrain to the hymn momentarily “heard above the
roar of the flames™ (399). Roe’s polyglot crowd, driven by the
Fire to the shores of Lake Michigan, thus raises the spectre of
Babel even as it prefigures the redemptive unity of “the last
great day.”

Christine’s exultant shout, that “EVERY BARRIER IS BUR-
NED AWAY!” (454), may proclaim a universal salvation, but
the novel records only her experience of it. The burning away of
barriers symbolizes her rebirth and conversion, the end to her
separation from God, America, and Dennis. In the final chapter,
“Every Barrier Burned Away,” Christine and Dennis stand
among the ruins of her father’s Art Building, looking at the
“ghostly” remains of the “walls” (451). Her father died there
during the Fire, and his ashes lie mixed with the rubble of the
building. After seeing these ruins of her past, Christine says she
wishes to “take leave™ of her “old life” (452). The destroyed
walls, quite clearly, figure the ethnic and religious barriers—her
father’s beliefs—that separated her from a “new” life.

These joined images—of destroyed partition walls and a
“new man”—recall specific verses from St. Paul’s Epistles:
For he is our peace who hath made both one, and hath
broken down the middle wall of partition between us;
Having abolished in his flesh the enmity . . . to make in
himself of twain one new man . . . (Ephesians 2:14-15)
According to Sollors, these two verses shaped the late nine-
teenth century language of ethnicity “in numerous American
texts.” He cites, as capping illustration, a description of the
“broken . . . wall of partition” in which Paul images a nation of
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nations, where “aliens” are, in Christ, “no more strangers and
foreigners, but fellow citizens” (Ephesians 2:19). Citing these
and other passages from St. Paul, Sollors can show that “Zang-
will's melting pot language was heavily and explicitly indebted
to the New Testament.”® Though-Roe’s enactment of Christine’s
conversion also seems dependent on St. Paul's Epistle, he
evidently blots out the implications and the logic of the broken-
wall imagery. Burning away the barriers in the Chicago Fire
does not herald an America, or a Chicago, “where there is
neither Greek nor Jew, circumcision nor uncircumcision, Bar-
barian, Scythian, bond nor free, but Christ is all, and in all”
(Colossians 3:9-11). Roe’s rendition of the Pauline doctrine of
rebirth seems, in the end, partial; his invocation of Paul’s
imagery finally stands incomplete.

IL

Roe, as a Presbyterian minister, certainly knew Paul’s Epist-
les and was privy to the American interpretation of the universal
rebirth they emblemized. Still, no all-inclusive catalog of races
and nationalities—no nation of nations—emerges in the particu-
lar future the ending of his book prophesies. We see, instead, a
picture of Christine and Dennis climbing together toward “their
heavenly home” (455). For an epic catalog of a nation of nations
in Chicago fiction, we must turn to two works of the 1890s: the
photographer Sigmund Krausz’s Street Types of Chicago (1892)
and Henry B. Fuller’s novel The Cliff-Dwellers (1983).

At the core of Krausz's book are forty-five photos of “street
types,” ranging from a full-blooded American “Tough” to a
German “Beerman” to a black “Reverend George Washington
Snowball” to an Italian “Organ-grinder” to a Greek or Italian
“Banana Peddler.” Each of these “types” is described in 2
“literary sketch” by a “well-known author” (Opie Read, James
Maitland, and Franklin H. Head are the best known of the
eighteen journalists and dedicated amateurs that Krausz en-
listed). The “sketches” are breezy or sententious; almost all are
uniformly condescending, stressing the cheerfulness and self-
reliance of their “subjects.” Even so, within the covers of this
small, “souvenir” book, Krausz created a kind of epic catalog of
Chicago’s races, nationalities, and types.
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His book, evidently, began in 1891 as a series of mounted
plates sold separately as “Street Types of Chicago—Character
Studies.”” He photographed these “types” in his Cottage Grove
Avenue studio, not on the streets of Chicago—as Kogan and
Wendt and others have mistakenly inferred.® Krausz’s “city
streets” are artificially staged scenes with stylized backdrops;
the poses and street clothes of the subjects, in turn, are artfully
tailored to meet the camera eye (Plate 1}. Krausz recalled, in his
introduction, that he had to appeal to “the vanity” of some
subjects and had to bribe others “to visit [his] studio in the garb
and equipments of their daily vocations” (1892: vi). When he
first published his book in 1892, the collected “street types”
were presented and sold to Chicago World’s Fair visitors as “the
men and women who have made and are making our Colum-
bian Fair City what it now is” (1892: v). All such references to
Chicago and to specific place and street names in the city
were deleted from the 1896 version, Street Types of America.

Stripped of local references, Krausz's revised version now |

focused, and sometimes forced, a typological interpretation of
America as a nation of nations.

The identification of the city’s diverse nationalities with
America had already been asserted in Rabbi Emil G. Hirsch’s

introduction to the 1892 edition. There he affirmed that Chicago §

was “at once the typical American city and the most cosmo-
politan™:

It is a monument to the thrift, the push, and the energy of 1
its children, among whom are represented the best of all |
countries, races, and nations of this earth. The tower of
Babel scarce exceeded it in the multiplicity of the lan- |
guages that were re-echoed by its towering heights. And |}
varied as is the polyglot population, all are united in the |
determination to make the Garden City . . . the focus of all 1

that makes for the larger and better life of man . . . they are
the promise of still greater achievements . . .
future. (1892:v)

Hirsch’s rumbling train of metaphors and heavy load of rhetoric |
arrives at a strange set of associations. The tower of Babel,
which in Genesis and in tradition typified the confused dispersal §
of nations, is wrenched into association with a united “polyglot }
population.” Rabbi Hirsch, who held the chair of rabbinic §

in the near j
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literature and philosophy at the University of Chicago and who
“was one of the outstanding leaders of the Parliament of
Religions” at the Columbian Exposition, must have known he
was playing fast and loose with the Book of Genesis. His
maneuver may have been aimed at nativists like Chatfield-
Taylor who had, for some years, made Babel a symbol of the
immigrant threat to America’s “peace and harmony.™ Hirsch
sought, through the looping transposition, to equate Babel,
Chicago, and America: to identify “cosmopolitan” with Chica-
go’s and America’s future.

That they prefigured America and its future was a critical if
familiar claim. In identifying the foreign born with the promise
of America, he had called them the “children . . . of all countries,
races, and nations” (1892:v). According to Sollors, such asser-
tions—that all men were God’s children—frequently served
orators and sermon-makers decrying slavery and racial discrimi-
nation in mid and late nineteenth-century America. Their rheto-
ric and imagery, like Hirsch’s, ultimately rested on the words
and the authority of St. Paul’ “you are all the children of God . . .
neither Jew nor Greek . . . all one” (Galations 3:26-28). These
lines were finally read as a prophecy of America’s “ultimate
unity and equality in diversity.”1?

Krausz’s photos flesh out this idea in the recurrent images of
immigrant children (Plate 2). For example, the photo of the
“Accordion Player,” a picture of an Italian mother and child
represents future America: “the little . . . fellow on her sturdy
back may grow up to be an independent, stalwart American
boy” (126). And a “self-reliant” Italian-American newsgirl is
characterized as the “future mother of citizens™ (70). A Russian-
Jewish matchboy smiles with the pluck of a Horatio Alger here:
“the future will see him a successful business man—perhaps a
millionaire” (38). From this immigrant, and others like him, will
come the future and typical America. In the 1890s and early
1900s this belief verged on becoming commonplace. Among
social reformers, in particular, this melioristic idea emerged in
iconic renderings of immigrant children, kindred to Krausz’s. In
1900, the architect Lucy Fitch Perkins designed a mural for the
University of Chicago Settlement House, “May-Pole Dance,
Children of All Nations.” There she created children in foreign
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costumes who signalled ethnic diversity, even as their uniform-
ly, stylized faces and the symmetry of their movements symbo-
lized America’s future unity (Plate 3).

Together Krausz’s typed immigrants illustrated America’s
“promise” in yet another way: though they are all poor, they ail
seem to be contributing something to America. Nearly every
immigrant Krausz photographed is shown carrying food or
humbly offering services. They might easily be assembled into a
tableau illustrating a version of the “immigrant gifts” doctrine
that settlement house workers were to promote (Plate 4). Krausz
shows, for example, the German “Beerman” bringing beer to
“families, foreign and native”; his “Statuetti” peddler brings “art

. to enlighten Americans”; the smiling, maternal Syrian
peddler comes “from far-away Damascus” with “collar-buttons,
fancy purses . . . pins and needles” (45, 57, 65). The Italian
scissors-grinder, like the “swarthy banana peddler,” is photo-
graphed in the posture of a gift-giver, clothed in the respectabil-
ity of businessman and frequently titled “citizen” (142). How-
ever contrived the poses, these photos offered visual proof that
the immigrant was being remade into an American.

That Krausz’s unnamed subjects are called types, presum-
ably classified and controlled within some visual and social
order, further demystified them and, so it would seem, made
them less forbiddingly foreign. In this, Street Types of Chicago
belongs to a literary genre at least as old as the “physiologies™
first published in Paris in the 1840s. These were constructed as
exhaustive listings: physiologies of social types, reviews of
conjugal customs, types of work and play, and the like—all of
them, products of what Walter Benjamin has called “botanizing
on the asphalt.” Krausz may, in fact, have been directly inspired
by one such book, the photographer John' Thompson’s Street
Life in London (1876-77). Such typologies, according to Benja-
min, grew out of an “uneasiness of a special sort,” of the reader’s
need to “adapt to a new and strange situation, one . . . peculiar to
big cities.”!!

III.

The uneasiness, deeply buried under the abstracted urban
settings and thick layers of optimism in Krausz’s photography,
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erupts on the surface of Henry Blake Fuller’s novel, The
Cliff-Dwellers (1893).12 Somewhat like Krausz, Fuller constructs
a catalog of the city’s races and nationalities, one that far more
explicitly rests upon metaphors of melting and fusing. He
centers it within the mind of his New England-born hero,
George Ogden. In Chicago’s “swarming hordes,” Ogden begins
to see that:
their varied physiognomies . . . take on a cast less compre-
hensively cosmopolitan. His walks . . . showed him a range
of human types completely unknown to his past expe-
rience; yet it soon came to seem possible that all these
different elements might be scheduled, classified, brought
into a sort of catalogue raisonne which should give every
feature its proper place—skulls, foreheads, gaits, odors . . .
He disposed as readily of the Germans, and Swedes as of
the negroes and the Chinese. But how to tell the Poles from
the Bohemians? How to distinguish the Sicilians from the
Greeks . . . (53-4)
This listing of “types” reads like a parody of Krausz’s Street
Types. Ogden’s catalog raisonne seems more, though, like a
witty imitation of the aesthetic detachment of the flaneurs who-
constructed Parisian “physiologies.”

That his young hero has dlfflculty separating or distinguish-
ing nationalities and races reflects, of course, his uneasiness in a
new and strange city. But the fusing of partlcular types ex-
presses, equally, his sense of a “confused cataract of conflicting
nationalities” (54). This image, and the ensuing extensions of it
in descriptions of pouring, collecting, and condensing nationali-
ties, reifies a melting pot, without ever naming one. The image
is implicit in the apprehensive Ogden’s vision of a nation of
nations—an image that possesses him on a rainy afternoon in
Chicago’s city hall, in a room crowded with immigrants (54-
55).

What we are given in these passages is an elliptically written
typology of immigrant character. What Fuller leaves out, that is,
is almost as revealing as the bits and pieces of the melting pot
rhetoric that poke through his character’s consciousness. We see
the moment of racial and national fusion that Ogden vaguely
projects in the “cataract of nationalities” and nothing more. The
Divine Alchemist, present in Roe€’s narrative, has disappeared,
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just as surely as have the signs of the immigrant’s conversion and
regeneration Fuller, through Ogden, faces with revulsion the
coming “universal brotherhood of man” (55).

If Christ Came to Chicago, The Reverend William T. Stead 3
sociological tract, mirrors Fuller’s inversions of the melting pot
myth.’* For Stead the melding and fusing of Chicago’s ethnic
groups symbolizes its corruption and forecasts an unnamable
miscegenation. In his opening chapter, “In the Harrison Street
Police Station,” he deplores the conditions under which “herds”
of homeless people are nightly crowded into the police station
and into City Hall. He denounces the scabrous treatment of the
homeless, warning darkly against “indiscriminately” mixing
criminals and bums. The warning evidently applied, as well, to
the mixing of different nationalities. After describing the station
as “the central cesspool whither drain the poisonous drippings
of the city which has become the cloaca maxima of the world,”
he justifies his use of scatological, saying that * Chlcago is one of
the most conglomerate of all cosmopolitan cities” (19). When he
describes a similar mixing of people at City Hall, he numbers
and names—much as Fuller did—the nationalities of the crowd.

Stead does individuate this immigrant mass occasionally,
but the characters he draws from it—"Maggie Darling,” an
Irish-American prostitute; Brennan, an Irish pol and tavern
tenor—seldom rise above caricatures. They are there to point a
moral, much as the faceless “herds” in jail are. In a word, they
are types, and they are types that usually represent the city’s
innate moral and political corruption.

With corruption so widespread in the city, its people so

inured to it, it comes a shock to discover that in the twentieth :

century” all will be well: Chicago will supplant Washington,

D.C. as the capital of the United States and will stand as ;
the “ideal city of the world” (422). Stead’s change of direction ]
in the penultimate chapter both extends and contradicts some |
of his early fears of melting and mixing the immigrant and ;
ethnic population. Even as he had raised the awful spectre }
of the Democratic party “molding into one the heterogeneous |
elements of various races, nationalities, and religions,” he sug- |

gested that this process, turned another way, might usher in

Utopia (68). In place of precinct captains, the ideal Chicago |

1
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will have “helpers,” “a Church of Chicago” whose head is
“acknowledged with enthusiasm by men of all creeds and of
none” (429). Though Stead’s “historico-prophetico” chapter pre-
dicts the city’s unity “in the twentieth century,” the one un-
ambigous reference to ethnic groups in it suggests that they will
be kept happily separate: “each nationality had its own playing
ground, in which it pursued its national sports” (440). Like the
architecture of heaven, the style and outlines of Stead’s heavenly
city are clear only to its maker. The ideal Chicago will be one
people in its religious belief, but still divided into a federated
nation of nations. The indiscriminate mixing and “molding” of
“heterogeneous elements” will have ended: in its place, a stasis
that signifies perfection, emblemizes the ideal mty, and heralds
the coming of Christ to Chicago.

v

Stead’s typological interpretations—like those of Roe, Fuller,
Krausz, and other writers in this period—simultaneously mag-
nify the immigrant into a symbol of the future and a sign of the
city’s present corruption and decay. Their immigrant and ethnic
characters, in different ways, embody a new Babel and prefig-
ure a New Jerusalem. The massing of “all” nationalities, races,
and religions could be used to project Chicago as either the
idealized White City or its anti-type. while the precise details of
their prophecies necessarily differed, That may matter less than
their common tendency to focus upon the immigrant as a
prefiguration of the city’s and America’s future. At the same
time, we should not be surprised, in looking back to the 1880s
and beyond, to find that the immigrant’s prophetic significance
came to be sentimentalized, that the myth of the melting pot
was steadily being desacralized. In The Jungle, Upton Sinclair
colored Jurgus Rudkus’s irreligious conversion to socialism with
melting pot language that Roe might have reverently used in
Barriers Burned Away George Ade, in one of his In Babel
stories, prettified the “nation of nations” image in comic and
sentimental pairings of Irish, Swedish, Italian, German, and
Black boys and girls.!¥ But these flCthIlS belong to a future
beyond the scope of this essay. All that needs to be said, in
ending, is that Roe, Fuller, Krausz, and Stead marked a begln-
ning. Their work propheswd the making and constant re-
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making of the immigrant and ethnic character in Chicago
fiction.

University of Toledo

Plate 1: Sig

is his studio at 2930 Cottage Grove Ave. {Courtesy: Chicago Historical Society)

mund Krausz, frarﬁéé phéto:n“.Street Typés of. Chicago--Character Studies:
From Far Away Damascus,” 1881. Though Krausz's subject is @ “street type,” the setting
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Plate 2: The accompanying sketch tor “Accordion Player” i i

“ . yer” in Siveet Types of Chic
(1893) predicted “the little . . . fellow on her sturdy back may groyf.geupfto beagz
independent, stalwart American boy” (Courtesy: Chicago Historical Society).
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Plate 3: Lucy Fitch Perkins mural, “May-Pole Dance, Children of All Nations,” University of Chicago Settlement Gymnasium. From the Annual of
the Chicago Architectural Club . . . (Courtesy: Chicago Historical Society).
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THE JOHARI WINDOW: A PERSPECTIVE
ON THE SPOON RIVER ANTHOLOGY

MARcIA NOE

“ALL my life I have endured loneliness; and now with all
these changes come to pass I felt desolate enough,” wrote Edgar
Lee Masters in Across Spoon River. “As a boy on the Masters
farm the silence of the prairie had seemed to me to be the
silence of my own heart.” (284).

Indeed, loneliness, alienation, and silence seem to be the
enduring themes of this autobiography, as Masters complains
that his parents never supported his literary endeavors, that his
sister failed to live up to the ideal represented by Dorothy
Wordsworth, and that his first wife was never truly his mate in
any emotional, intellectual, or spiritual sense. Masters’s life-long
pursuit of woman after woman with whom he sought spiritual
and sexual union, as well as his continual irritation at the
inability of critics and the general reading public to understand
and appreciate much of his work, also points to the importance
of these themes in Across Spoon River.

It is not surprising, therefore, to find similarities in tone
and theme in Masters’s autobiography and in his most famous
work, the Spoon River Anthology. In particular, the theme of
suppressed, thwarted, or failed communication is especially
evident, emphasized by the recurrent use of “secret” and
“silent” in the poems. However, with the exception of Bruce
G. Campbell’s 1974 dissertation, which applies speech act
theory to many of the Spoon River poems, little attention has
been paid to the role communication plays in the Anthology.
Scholars have chosen instead to focus on classical and auto-
biographical sources of the poems, on the Anthology as social
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history, depicting the way life was lived in late nineteenth
century Midwestern small towns, and, of course, on the Antho-
logy’s seminal role in American literary history, both in the
poetry revolution and in the revolt from the village.

Critical commentary on the Spoon River Anthology has also
centered on classifying the characters who speak in the poems.
Evelyn Schroth notes that “inevitably the Spoon River portraits
divide into groupings” (63). She cites Louis Untermeyer’s sys-
tem of classification for these poems (poems of plain statement,
poems of disillusion, and poems of exultation), as well as that
devised by Masters himself (fools, drunkards, and failures;
one-birth minds; and heroes and enlightened spirits). Schroth
herself classifies the women speakers as those who are fulfilled,
those who compromise and sublimate, those who are defeated,
and those who revolt.

The Johari Window, a model for analyzing and classifying
the communication patterns of individuals and groups, can be
used to establish yet another set of categories for the Spoon
River monologuists, one which emphasizes the role communica-
tion plays in the poems. Developed in 1955 by psychologists
Joseph Luft and Harry Ingham, the Johari Window illustrates
the way self-disclosure and feedback function in interpersonal
relations; however, it can also be used as a critical perspective
from which to view a work of literature, as Luft has demon-
strated in his reading of Oedipus Rex. (38-41)

The Johari Window consists of a square divided into four
equal quadrants (See Figure 1). The square represents all that
can be known about an individual. The four quadrants divide
what can be known about an individual into the following
categories: (1) information known both to the individual and to
others (the open area); (2) information that is known to the
individual but not to others (the hidden area); (3) information
that is known to others but not to the individual; (4) information
that is known neither to the individual nor to others (the
unknown area).

The Johari Window reveals some noteworthy communication
patterns among the Spoon River characters. First, the number of
speakers who freely disclosed information about themselves to
others throughout their lives is quite small. Dorcas Gustine is

T
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perhaps the most extreme éxamp]e of a character whose public
self dominates in interpersonal relations:

I was not beloved of the villagers,

But all because I spoke my mind,

And met those who transgressed against me
With plain remonstrance, hiding nor nurturing
Nor secret griefs nor grudges.

That act of the Spartan boy is greatly praised,
Who hid the wolf under his cloak,

Letting it devour him uncomplainingly.

It is better, I think, to snatch the wolf forth
And fight him openly, even in the street,
Amid dust and howls of pain.

The tongue may be an unruly member—

But silence poisons the soul.

Berate me who will—I am content. (44)

Dorcas Gustine’s contentment seems to be a characteristic of
the open, self-disclosing person {See Figure 2). The other Spoon
River monologuists who are open to others, such as Lucinda
Matlock, Fiddler Jones, and Lois Spears, also reveal themselves
to be satisfied with their lives.

By contrast, Mabel Osborne, both in her communication
habits and in her attitude, is the direct opposite of Dorcas
Gustine: ]

Your red blossoms amid green leaves

Are drooping, beautiful geranium!

But you do not ask for water.

You cannot speak! You do not need to speak-—
Everyone knows that you are dying of thirst,

Yet they do not bring water!

They pass on, saying:

“The geranium wants water.”

And I, who had happiness to share

And longed to share your happiness;

I who loved you, Spoon River,

And craved your love,

Withered before your eyes, Spoon River—

Thirsting, thirsting,

Voiceless from chasteness of soul to ask you for love,
You who knew and saw me perish before you,

Like this geranium which someone has planted over me.
And left to die. (222)
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Frustration and bitterness, rather than contentment, are
expressed in this poem. Mabel Osborne is typical of a small
number of Spoon River characters whose unknown areas are
dominant: they have little self-awareness, and others know them
even less well than they know themselves. Mabel Osborne’s
monologue reveals her life to be characterized by communica-
tion paralysis: the villagers did not know of her great need for
understanding and friendship because she never told anyone of
this need; because she did not interact with others and share her
feelings, her life became even more sterile and meaningless. Her
monologue reveals that she never understood that she was
trapped by this vicious circle. Self-pityingly, she compares
herself to the geranium on her grave, showing she understands
neither herself nor others very well. A geranium’s need for water
is indisputably apparent to observers, as she says; however,
Mabel’s need for love and sharing might not be so evident to
others. People may have seen her failure to initiate relationships
as motivated by shyness, animosity, superiority, contempt, an
obsessive desire for privacy, or any number of other motives
than the “chasteness of soul” she says prevented her from
seeking out what she needed. Although her use of this phrase
suggests she felt there was something wrong or sinful about
reaching out to people, more plausible explanations for Mabel’s
inhibited and introverted behavior come to mind: an overly
rigorous religious education, strict parental upbringing, natural
reticence, sexual abuse in childhood, or a combination of the
above could easily explain her neurotic behavior. The fact that
she herself understands neither why she is reluctant to approach
others nor how unreasonable her expectation is that others
always perceive and meet her needs for fellowship and sharing
shows that Mabel Osborne is largely a mystery—to herself, to
the people of Spoon River, and to the reader (See Figure 3).

A large number of the Spoon River monologuists are people
who in life were either unable or unwilling to disclose infor-
mation about themselves. These are characters whose hidden
areas are dominant. Constance Hately, who was perceived by
the village as compassionate and self-sacrificing as she raised
her deceased sister's two daughters, was actually bitter and
resentful as she fulfilled her duty, constantly reminding them

r
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that they were dependent upon her good will and obliged to her
for their livelihood (See Figure 4). Deacon Taylor, a temp-
erance leader, was actually an alcoholic who died of cirrhosis,
not of eating watermelons; as the village believed. John M.
Church, an insurance lawyer, became wealthy working secretly
to defeat the claims of the victims of mine and railroad
disasters.

This group of people includes some sympathetic characters
as well as the more memorable liars, cheats, and hypocrites.
Pauline Barrett began to hide her feelings from her husband
after the surgery which left her, in her words, “almost the shell
of a woman” (80). Pauline feels her husband of ten years no
longer loves her and is only pretending to care for her, but she
never explores these feelings with him. Their conversations are
limited to superficial topics, “sky and water, anything, ‘'most, to
hide our thoughts;” she never shares with him her sense of loss
and devastation, and her despair ends only with her suicide. She
wonders at the end of her monologue if her husband ever
understood why she took her own life. Because Pauline Barrett
allows her hidden area to dominate in her relationship with her
husband, she dooms herself to unhappiness and despair. Had
she told him of her fears that he felt only pity for her, she would
have risked their estrangment. By keeping her fears to herself,
she ensured it.

The characters whose hidden areas are dominant form a
large group, as do the characters whose self-knowledge is so
limited as to distort their lives and interpersonal relationships.
Of the characters whose blind areas dominate, Margaret Fuller
Slack is probably the best example (See Figure 5).

Margaret Fuller Slack’s unqualified assertion, “I would have
been as great as George Eliot/ But for an untoward fate” (48), is
our first clue that her blind area is very large. The warrants for
this claim appear to be two beliefs of questionable validity. The
first is that because she was named after feminist and writer
Margaret Fuller, she will become great, like her namesake. The
second seems to be the pseudo-science of physiognomy:

For look at the photograph of me made by Penniwit,
Chin resting on hand, and deep-set eyes—
Gray, too, and far-searching.
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Because it takes more than a famous namesake and gray,
deep-set, far-searching eyes to become a great writer, Margaret
Fuller Slack’s assessment of her literary potential seems falla-
cious. Her need to rationalize her failure further indicates that
she is self-deceived:

Then John Slack, the rich druggist, wooed me,

Luring me with the promise of leisure for my novel,

And I married him, giving birth to eight children,

And had no time to write.
The fact that other nineteenth century wives and mothers such
as Elizabeth Gaskell, Harriett Beecher Stowe, and Margaret
Fuller herself became successful writers suggests that lack of
talent and/or perseverence are more likely causes of Margaret
Fuller Slack’s failure to become a great novelist. However, her
knowledge of her own deficiencies is so restricted that she
presents herself as a victim of fate rather than of her own
limitations.

Margaret Fuller Slack’s self-deception is thrown into greater
relief when her monologue is contrasted with that of Walter
Simmons, a former child prodigy of whom great things were
also expected. His early cleverness presaged that he would one

day become a great inventor. His failure to fulfill the promise of
his childhood years is attributed by the townspeople to his need {
to support his family by taking up the steady trade of watch- |

making; however, as Walter Simmons admits at the end of his

monologue, “The truth was this: I dido’t have the brains” §

(154).

The characters whose blind areas dominate their communi- !

cations form almost as large a group as those whose hidden

areas are dominant. Adam Weirauch, like Margaret Fuller Slack, :_
makes excuses for himself. Convicted of selling his vote in the !

legislature, Weirauch looks for someone else to blame for his

disgrace. “I was caught between Altgeld and Armour,” he |
begins (120). His political alignment with Governor Altgeld, he |

alleges, cost him friends, time, and money; his slaughterhouse

failed because Armour began shipping meat to Spoon River. __
Finally, the governor failed to appoint him to the Canal Com-

mission. With so many people working to ruin him, Weirauch,

suggests, his downfall was inevitable. Because many people fail |
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in business without resorting to dishonesty to survive the after-
math, Weirauch’s explanation of his failure seems invalid. More-
over, his contention that he lost friends because he supported
Altgeld doesn’t jibe with his later statement that he was elected
to the legislature; surely, someone who succeeds in politics must
have some friends to vote for him. The question with which
Adam Weirauch ends his monologue, “Who was it, Armour,
Altgeld, or myself/ That ruined me?” (120), indicates that he is
beginning to become more self-aware.

Another character whose lack of self-awareness leads him to
blame others for his own failures is handyman Mickey M'Grew,
who fell to his death into the Spoon River water tower. Mickey
blames his demise on the bad luck that he believes had plagued
him all his life:

It was just like everything else in life

Something outside myself drew me down

My own strength never failed me. (139)
Since Mickey never specifies what this something was, thereby
failing to prove he was not at fault, the reader concludes the
most probable cause of his fall was his own carelessness..
Though Mickey equates his fall with his failure to attend college
because he had to give his father the money he had saved, the
two situations are not analagous, and Mickey is seen to be a
rationalizer, like Adam Weirauch, Margaret Fuller Slack, and
many of the other Spoon River monologuists.

Examining the Spoon River Anthology from the critical
perspective of the Johari Window yields some significant in-
sights about the role communication plays in the poems, insights
that other critical approaches fail to emphasize. First, this model
reveals that the largest number of the Spoon River narrators are
people who hide information, either from themselves or from
others. These are the characters whose blind or hidden areas are
dominant; they are also the characters who are the most
unhappy, while the few characters whose interpersonal relations
are marked by openness, self-disclosure, and self-awareness are
the happiest characters in the Anthology.

Second, upon examining communication patterns in the
poems, the reader is impressed with the number and varieties of
negative communication. Although a few of the speakers, such
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as Judge Somers, Hamilton Green, and John Horace Burleson,
are successful communicators who achieve self-actualization
through their skillful use of language, most Spoon River char-
acters are not so fortunate. Whether it be the communication
anxiety of Zenia Witt, the mixed messages of George Trimble,
the spurned communications of Zilpha Marsh, the ridiculed
communications of Godwin James or Alfonso Churchill, or the
slanderous tongues that destroy the reputations of Aner Clute,
Nellie Clark, and Cassius Hueffer, the Anthology is filled with
poems in which communication has a negative or negligible
effect.

Especially interesting are those poems that derive their
energy from the tension between openness and concealment,
expression and suppression. A case in point is “Daisy Fraser,” in
which the openness of Daisy Fraser’s transgressions are con-
trasted with those of her detractors, whose sins are those of
omission as well as commission, as they cover up scandal and
suppress information for political purposes. Compounding the
irony in this poem is the result of Daisy’s violation of the law
against prostitution: her fine goes to the Spoon River school
fund, which benefits the community. The town leaders, on the
other hand, quietly but continually work their harm on the
community while outwardly appearing to be among its strong-
est supporters.

Likewise, Minerva Jones, who dies without having published
her poems, is the object of public ridicule; Elsa Wertman, the
secret victim of rape, becomes the mother of an eloquent public
speaker. Amos Sibley, the minister who suppressed his hatred of
his wife as he preached, lectured, and campaigned for the
legislature, and Editor Whedon whose decisions regarding what
to publish and what to withhold are based not on what is true
but what is expedient, exemplify characters whose monologues
are empowered by this dynamic.

A fourth service that the Johari Window performs is to direct
the reader’s attention to the relationships between speakers and
auditors in the dramatic monologues that comprise the Spoon
River Anthology. In The Audience and the Poem: Five Vic-
torian Poets, Dorothy Mermin comments that “poems with
auditors are about communication, regarding the individual as
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part of society and speech in terms of its effect on an audience,
and mimicking, in the relation of speaker to auditor, the
ambivalence with which Tennyson, Browning, and Arnold
regarded their prospective readers” (8). Looking at the speakers
and auditors in the Spoon River Anthology, the reader finds that
hostility and antagonism, rather than harmony, nostalgia, or
some other positive emotion, tend to characterize their relations.
This pattern suggests that Masters, like the Victorian poets in
Mermin’s study, is expressing his feelings about his audience
through the poems, revealing, through the negative relation of
speaker to auditor, his frustration at being unable to adequately
and persuasively convey his vision to others.

Finally, the Johari Window reveals that many of the char-
acters who present themselves as victims, or who are widely
perceived to be victims, whether of fate, industrialization,
corrupt politics, or some other external factor, are persons
whose blind areas are so large that they fail to perceive that the
actual cause of their problems can be found in themselves. The
source of their unhappiness is to be found in their own warped
psyches rather than in the stultifying quality of small-town life.
Thus, the Johari Window can be an especially useful tool in
examining the Spoon River Anthology because it helps to focus
the reader’s attention on the psychological, rather than on the
sociological or autobiographical aspects of the poems, especial-
ly on the relationship between personality and communication.
And it points up the warning of Dorcas Gustine that might be
seen as the hallmark of the Spoon River Anthology: “Silence
poisons the soul.”

University of Tennessee at Chattanooga



58 MIDAMERICA XIII

KNOWN NOT KNOWN
TO SELF TO SELF

KNOWN OPEN BLIND
TO OTHERS

NOT KNOWN| \pDEN |UNKNOWN
TO OTHERS

rcure 1: The Johari Window

KNOWN NOT KNOWN

TO SELF TO SELF
KNOWN OPEN BLIND
TO OTHERS ‘
UNKNOWN
NOT KNOWNY
TO OTHERS HIDDEN

fieure 2: Dorcas Gustine
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ricure 3: Constance Hately
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Ficure : Margaret Fuller Slack
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FROM REGION TO THE WORLD:
TWO ALLUSIONS IN CATHER'S A LOST LADY

BRUCE BAKER

Although Sinclair Lewis in 1921 insisted that Willa Cather
had made the world know Nebraska better than anyone else
(Bennett 26), literary critics have more recently observed that
Cather’s work, though often set in particular regions, does in
fact transcend provinciality: “The Nebraska regionalism in the
works of Willa Cather is, in short, not provincial, but universal”
(French 181). To be sure, numerous scholars, following the lead
of Mildred Bennett's 1952 The World of Willa Cather, have
often and quite naturally turned to Cather’s use of her Nebraska
material, that part of the “cremated youth” she herself observ-
ed was the very well-spring of artistic creation,. Too often,
however, elucidation of autobiographical and historical paral-
lels has obscured those very dimensions of Cather’s art through
which she is able to create universality, to go from region to the
world. To know that Marian Forrester, the lost lady of Cather’s
title, was in fact based on Cather’s childhood memories of Lyra
Garber, wife of an early governor of Nebraska, is but a starting
point in discovering the subtleties and richness of what Lionel
Trilling long ago called “the central work of her career” (50) and
Brent Bohlke has recently judged “one of her finest novels” (37).

A Lost Lady is “fine,” I would suggest, partly because of an
unobtrusive but nevertheless significant pattern of allusions
throughout the novel. If Cather were to succeed in conveying
more than was actually said on the page, a goal she specifically
espoused in her essay “The Novel Démeublé” and elsewhere,
then allusions, both overt and subtle, could function significant-
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ly in her art. It is with two patterns of those allusions that the
remainder of this paper is concerned.

Although it is, as I've already noted, commonplace to
associate Cather with Nebraska, it is less common to note that
she was a classics major during her time at the state university
there. Cather had long read the classics and had absorbed many
of the ancient myths and tales as she grew up in Red Cloud.
Thus in a very real sense, the “world of Willa Cather” (Mildred
Bennett’s title) embraced not only the American Midwest but
also the world of the classics, including, of course, Shakespeare.
Indeed, at a national Cather conference as early as 1972, the late
Bernice Slote called attention to what she called “The Secret
Web” in Cather’s art, a web that underlay and often tied
together various themes and motifs. Miss Slote traced only a few
strands of the web, intending her remarks to be suggestive
rather than exhaustive, and it is only recently that such articles as
John J. Murphy's “Euripides’ Hippolytus and Cather’s A Lost
Lady” have begun to elucidate that portion of the secret web
derived from classical sources. But it was not only in such
extensive ways that Cather utilized her knowledge of the
classics; it was also in brief moments of alliterative reference,
often concealed by the conscious simplicity of her style, that
Cather conveys “more than is actually said” and thus amplifies
her meaning, creating overtones and undertones of symbolic
connotation.

One such allusion seems to me to be contained in what
would appear to be merely passing references to narcissus and
hyacinths at the beginning of chapter seven, that winter in
which Niel Herbert prepares to leave his nineteenth year and
become twenty in the spring (69). It is at this very point in
the book—and in Niel's life—that he will discover beautiful
Marian’s affair with Frank Ellinger and experience the begin-
ning of his disillusionment. In the opening paragraphs describ-
ing Niel's frequent visits to the “comforts of the Forrester’s
well-conducted House,” Cather briefly observes:

Captain Forrester was experimenting with bulbs that win-
ter, and had built a little glass conservatory on the south
side of the house, off the back parlour. Through January
and February the house was full of narcissus and Roman
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hyacinths, and their heavy, spring-like odour made a part

of the enticing comfort of the fireside there. (70)
Both David Stouck and Edward Piacentino have suggested that
these flowers, particularly the narcissus, are suggestive of “self-
love™ (Stouck, 63), an indication of Mrs. Forrester's “self-
absorbed concern over the prospects of having to stay in the
bleak, provincial environs of Sweet Water for another winter”
(Piacentino, 68). The allusion is, of course, to Narcissus, the
handsome Greek youth who was so preoccupied by his own
beauty that he was unable to reciprocate the love of the nymph
Echo and pined away while viewing his own image in a pool.
The flower thus not only suggests selfishness, a characteristic of
Marian Forrester of which young Niel is as yet unaware, but also
serves as symbolic foreboding of change and death, the death of
something beautiful but selfish—that very realization that is
soon to confront Niel Herbert. Just as in Ovid’s Metamorphoses,
in which the myth of Narcissus is included, transformation is
soon to be a reality as Niel perceives more and more the flaws in
his idealized lady.

Moreover, the Captain’s own association of the hyacinths
with his wife furthers the underlying mythic allusions in the
passage: “ “The Roman hyacinths, I say, are Mrs. Forrester’s.
They seem to suit her’ ” (72). The Captain’s remark is a graphic
instance of how Cather is once again able to communicate in
these pages much more than she actually says. The hyacinths, on
the one hand, are suggestive of the beauty which Marian
embodies. As such they are part of the many references to
flowers which recur throughout the book, usually in association
with Mrs. Forrester. Like Paul’s red carnation in the short story
“Paul’s Case,” Marian’s flowers are suggestive of vitality in the
midst of a drab world. “Niel went to the door and looked with
keen pleasure at the fresh, watery blossoms. ‘I was afraid you
might lose them this bitter weather, Captain.” ‘No, these things
can stand a good deal of cold’ (72-73). In this scene, however,
the Captain’s remark that hyacinths are particularly appropriate
for his wife suggests, I believe, yet another allusion to classical
myth, that of the legend by which the hyacinth got its name: a
Greek youth was accidentally killed by Apollo, who in mourn-
ing had created from the blood of Hyacinth the lovely flower
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inscribed with the letters “AL” meaning woe. What Milton calls
“that sanguine flower inscrib’d with woe” (“Lycidas,” 1.106) is
associated in this scene with the lost lady, perhaps in an attempt
to suggest not only beauty and vitality but also the impending
woe which will come to both her and her husband—and to the
young idealist whose image of beauty is soon to be shattered.
The hyacinths so “appropriate” for Marian can and will survive
the cold of winter, just as the lost lady will survive in the ugly
present of a world of Ivy Peters, but the fragile flower of Niel's
idealism, so suggestively symbolized by the wild roses in the
later climactic scene, will not survive the coming of another
winter. Woe is soon to enter the world of beauty and innocence,
It is on a fresh June morning, when Niel decides to take a

bouquet of wild roses to his lovely lady, that his initiation takes
place. Upon hearing a man’s laughter coming from Marian’s
bedroom window, Niel retreats to the foot of the hill, throws the
bouquet “into a mudhole,” and realizes that “[i]n that instant
between stooping to the window-sill and rising, he had lost one
of the most beautiful things in his life” (86). The scene closes
with his muttering to himself, “ ‘Lilies that fester, lilies that
fester smell far worse than weeds” ” (87). The climactic line is
yet another significant allusion, this time not to Greek and
Roman myth but to Shakespeare. The lines are enclosed in
quotation marks not only because Niel is muttering them, but
also because they are-in fact the exact words of line 14 of
Shakespeare’s Sonnet 94. Being the final line of the sonnet’s
concluding couplet serves to emphasize the importance and
significance of Shakespeare’s observation; in it he sums up and
comments on the content conveyed in the preceding thirteen
lines: '

They that have power to hurt and will do none,

That do not do the thing they most do show.

Who, moving others, are themselves as stone,

Unmoved, cold, and to temptation slow;

They rightly do inherit heaven’s graces (5)

And husband nature’s riches from expense;

They are the lords and owners of their faces,

Others but stewards of their excellence.

The summer’s flower is to the summer sweet,

Though to itself it only live and die, (10)
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But if that flower with base infection meet,

The basest weed outbraves his dignity
For sweetest things turn sourest by their deeds;
Lilies that fester smell far worse than weeds.

Moreover, the sonnet opens by calling attention to those “that
have power to hurt,” the very power that Marian Forrester holds
over one who idealizes and idolizes her. Phillip Martin has
argued that the “they” in line 1 is plural rather than singular
“partly, at least, [as] a resort from an all-too-particular instance,
too close-and too painful to be expressed in the singular [she,
he]” (Martin 42). The sixteenth-century sonneteer Thomas
Wyatt did the same thing, Martin observes, writing “ ‘they,” but
[meaning] above all the she” who has inflicted the pain (Martin
49). Moreover, line 2 characterizes the “they’s” of line 1 as
capable of such hurt partly because of the discrepancy between
what they seem to be and what they in fact are: such people “do
not do the thing they most do show” (emphasis mine). That
dilemma is, of course, precisely what young Niel is confronted
with on this crucial morning: the sudden realization that Marian,
who because of her position, her beauty, and his idealization of
her, holds such power over him, is in fact not what she has
seemed to be. As lines 4-5 of the sonnet suggest, such people
have the capacity to move others immensely, but they them-
selves may remain “[u]unmoved, cold” even though they have
been the inheritors of “heaven’s graces” and “nature’s riches”
(11s. 5-6). The octave of the sonnet concludes with lines 7 and 8
introducing contrasting images of the “lords and owners” with
the “stewards of their excellence”; again the images of the
sonnet are appropriate to the relationship between Marian and
Niel: she is the lady, he the steward.!

The first line of the sestet introduces the image of a “sum-
mer’s flower” that in its proper time and season is appropriately
“sweet.” As numerous critics have observed, flowers are asso-
ciated with Marian Forrester from her first appearance in A Lost
Lady,? and we have already examined above the subtlety with
which Cather uses the hyacinths and narcissus in association
with Marian Forrester. The irony in Shakespear’s final lines
turns on the abrupt transformation of that “summer flower” into
something that is suddenly displaced by the “basest weed.” The
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change is linguistically intensified by the opening of line 11 with
the coordinate conjunction of reversal “But”—a crucial and
sudden turning from the beautiful image of a sweet summer
flower to one that is in fact afflicted with a “base infection.”
Indeed, Shakespeare repeats the image of the blighted rose in
Sonnet 95, the one immediately following in the sonnet se-
quence:

How sweet and lovely dost thou make the shame

Which, like a canker in the fragrant rose,

Doth spot the beauty of thy budding name!
In the sonnets and in Cather’s allusion, the appeal is to smell as
well as to sight; the sweet fragrance of the once beautiful is
suddenly surpassed by the rank odor of weeds and intensified
even further by the smell of rotting lilies.

Both in Shakespeare’s sonnet and in this climactic scene in A
Lost Lady, line 14 embodies in its imagery the sudden reversal
and revulsion of the moment. Niel's discovery is more than a
mere “awakening,” however, as Stephen Booth has called the
last line of Sonnet 94; rather, this is for Niel a devastating
revelation, a sudden confrontal of reality and appearance, an
abrupt corruption of his idealized world. Not for naught did
Cather earlier describe this morning of Niel's initiation with
images of purity and innocence:

“There was an almost religious purity about the fresh
morning air, the tender sky, the grass and flowers with the
sheen of early dew upon them. There was in all living
things something limpid and joyous—like the wet, morning
call of the birds, flying through the unstained atmosphere
. . . Niel wondered why he did not often come over like
this, to see the day before men and their activities had
spoiled it, while the morning was still unsullied, like a gift
handed down from the heroic ages” (84-85).

The “purity” of the air, the “unstained atmosphere,” and the
“unsullied” morning all suggest Niel’s role as the uninitiated, one
who has idealized Marian Forrester as did the “heroic” past
idealize its heroes, Cather thus uses this physical description of
the morning as a symbolic parallel with Niel’s character and his
idealization of the lovely Marian. The scene is set for the
initiation which he is to experience; in Cather’s suggestive
words, he at this point “sees the day before men and their
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activities had spoiled it . . .” And now, as Niel retreats from the
window and quotes the final line of Sonnet 94, the sudden
reversal and tragic contradiction explored in the poem and
experienced in this moment are emotionally and symbolically
conveyed. The concluding image of the rotting lily is stark and
unforgetable—Niel can no longer return to the world of inno-
cence, that Garden of Eden with its sweet and beautiful flowers,
without recalling the rankness of the festering flower.

It is, then, partly by means of a network of allusions, both
subtle and overt, that Cather conveys in perhaps this finest
example of the novel démeublé, those levels of emotional and
symbolic meaning that transcend the language on the written
page. As Cather herself said: *

Whatever is felt upon the page without being named
there—that, one might say, is created. It is the inexplicable
presence of the thing not named, of the overtone divined
by the ear but not heard by it, the verbal mood, the
emotional aura of the fact or the thing or the deed, that
gives high quality to the novel or the drama, as well as to
poetry itself, (“The Novel Démeuble,” 41-42)
In A Lost Lady the references to narcissis, hyacinths, and lilies
help create that “emotional aura,” serve to enhance the mood of
loveliness and impending doom, and perhaps more importantly,
mirror the movement from a beautiful past to an inferior
present that is central to the novel’s thematic meaning. The
allusions are, in short, part of that “secret web” that Bernice
Slote posited, a web we are just beginning to uncover as we
discern the subtlety and elusiveness of Will Cather’s art.

University of Nebraska at Omaha

' NOTES

1. Evelyn Helmick in “The Broken World: Medievalism in A Lost Lady” explores in
detuil the medieval relationships and paralles] in the novel.

2. See Susan Rosowskis “Willa Cather's A Lost Lady: Art Versus the Closing
Frontier,” Edward Piacentino’s “Flower Imagery in a Willa Cather Novel,” and L.
Brent Bohlke’s “Cutting and Planting—Cather’s A Lost Lady” for the most recent
and most extensive discussions of flower imagery in the novel.
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'RUTH SUCKOW’S IOWA “NICE GIRLS”

MARY JEAN DEMARR

Ruth Suckow has generally been thought of primarily as a
local colorist whose pictures of rural and small-town Iowa in
the early years of this century are unmatched for their realism,
for their impeccable attention to the minutiae of daily life, and
for their honest depiction of the restrictions and disappoint-
ments of that life. Her characters, deeply rooted in their lowa
backgrounds, reveal much that is good as well as limiting about
their social, intellectual, and spiritual assumptions. Suckow her-
self, however, protested regularly against being typed as a re-
gionalist; in her introduction to Carry-Over (1936), her selection
of two novels and a group of short stories for reprinting, she
wrote, :
Their purpose was frequently mistaken for an “indictment”

of American rural and small town life, particularly in the
Middlewest, or for a sort of exposition on the general
futility of human existence. Obviously, the books are
neither indictment nor celebration. The writer has always
believed that the matter of locality has been overempha-
sized in estimations of her fiction . . . If the stories did not
throw a shadow beyond locality, she would never have
gone to the trouble of writing them.!

Suckow, of course, was right; her novels and stories retain
their compelling interest today not merely because of their
sensitive evocation of a dead past (though they do sensitively
recreate that past), but also because of their creation of living
characters who struggle with problems as meaningful and
difficult now as they were then. The local habitation given by
Suckow’s careful descriptions of her Iowa locales helps us see
the inescapable influence of environment and makes the worlds
of the characters believable and compelling—but it does not
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limit her characters and the significance of their struggles to that
particular place or time.

All of Suckow’s novels deal importantly with families under--

going change, often dissolution. In some novels, the family is the
central subject—the very titles of The Bonney Family (1926)
and The Folks (1934) as well as, perhaps a bit less obviously,
The Kramer Girls (1930) stress this central concern. Others,
using a single protagonist, The Odyssey of a Nice Girl (1925)
and Cora (1929), also strongly emphasize the importance of the
family in the life of the individual. All of these except The Folks
will be examined here. Published during the middle of her
career, after the apprenticeship represented by Country People
and before the somewhat more limited and specialized studies
of New Hope and The John Wood Case (her final two novels),
they prepared her to write her masterpiece, The Folks, her
longest and most complex work. They include some of her most
interesting studies of young women changing from childhood
into maturity and learning to cope with the limitations of
twentieth-century Iowa and of the human condition. '

Marjorie Schoessel, the title character and protagonist of The
Odyssey of a Nice Girl (1925), is the pampered daughter of
middle-class parents (her father runs a furniture store and serves
the community of Buena Vista as undertaker). She is talented
and her parents try to give her every advantage, although at the
same time they consistently discourage her from taking risks.
She has drive and ambition enough to break away briefly, going
to Boston for two years to a school of expression, and integrity
enough to refuse to compromise what she learns there by
“working up a repertoire” of showy “pieces” with which she
might easily impress her home town and make her parents
proud of what she has accomplished. But her “odyssey” does
not actually take her very far—geographically beginning in
Iowa, it takes her to Boston, to Chicago, and finally to Colorado.
Professionally, it takes her from public education, through her
course in expression, to clerical work as she refuses to teach or
perform, and, finally and ironically to becoming a housewife.
Her marriage may remove her geographically from Iowa, for
her husband is involved in ranching in Colorado, but surely
ranch life in Colorado is not far different from farm life in
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Iowa—and our first glimpse of her had been as a little girl,
whining about spending a brief holiday with her paternal
grandparents on their farm: the farm seemed so crude, so
uncultured, so deprived compared to the activities with her
girlfriends that she was missing in Buena Vista. So if her
horizons widen on a literal level, she finally constricts them once
again, as she chooses to marry and never really uses her talent
and training. Her mother, who has never understood Marjorie’s
yearnings, seems correct, when she puzzles over that odyssey’s
meaning:
In spite of her satisfaction and pride in coming back to tell
the ladies about her married daughter, some of the old
puzzling questions came back. Marjorie had always been
so “particular,” she had wanted this and she had wanted"
that. Etta thought of the sacrifices that she and Ed had
made. But if it was all to come to this in the end, anyway,
why couldn’t Margie have been content to marry Chub
Patterson and let them all stay in Buena VistaP?

Marjorie’s failure to make more of herself can be blamed on
several influences: a social structure which discourages young
women from striving, a family which always wishes to keep her
near home, and her own lack of drive the (latter two seem partly
caused by the first two). Her girlish dreams are shallow: she
romantically idealizes the “Little Colonel” of the sentimental
books by Annie Fellows Johnson, and her brief fling at the piano
seems little more important than the secret club she and several
classmates form and their discussions of which furniture from
her father’s store they would choose for their own. She, like her
classmates, never questions the social structure in which a boy is
automatically chosen class president while a much more compe-
tent girl can aim only at the vice presidency (pp. 90-3), and the
editor of the school newspaper, likewise, must be a boy while
the workers under him are largely female {p. 104). Thus she
early accepts limitations on her ambitions, and her tendency to
aimlessness is encouraged.

Suckow in all these novels makes use either of some central
moment that epitomizes the dreams or beauty of life that her
characters strive for or, as in the case of Odyssey, symbols that
stand for the conflicting forces in her protagonist’s life. The two
crucial symbols for Marjorie are her tree-house and the family
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dog, Buster. The tree-house is a place where from girlhood she
goes to dream, to be alone, to concentrate on her yearnings.
Buster, for whom her love can be uncomplicated and unchang-
ing, is associated with her ties to home and family. The novel
takes place almost entirely within his lifetime, for he is a young
dog, just adopted, when the book opens, and at the end we learn
that, old and lame, he has been put to sleep. Early in the novel,
the two symbols are often associated with each other, as
Marjorie several times forces a nervous Buster to scramble up
the steps into the tree-house with her.

Whenever either Marjorie or the family leaves Buena Vista,
whether briefly or for longer periods (as when Marjorie goes off
to Boston), she worries about Buster and feels guilty for leaving
him alone. Although he is technically her brother’s dog, she is
always the one who cares about him. And thus her final ironic
discarding of home and dreams is almost wrenchingly demon-
strated near the end of the novel. First she leaves Buena Vista
for Colorado without even saying good-bye to Buster: “He was
out in the back yard—she saw him . . . limping slowly across the
wintry garden. She did not call him. She scarcely looked at the
house as she went” (p. 358; ellipses Suckow’s}. This is a real
betrayal, for Marjorie had been his champion and he had been
for her a symbol of all that was dearest, simplest, and most
secure in her home. And in the brief concluding section of the
novel, we learn that both tree-house and Buster are gone. It is
not certain that Marjorie knows about their loss, or even that she
would be interested. We are told that her younger brother, now
living in the family home and the only one of the Schoessels left
in Buena Vista, has had the tree holding the tree-house cut down
and has “put old Buster out of the way” (p. 363). Thus Marjorie’s
summer dreams, in her retreat with the faithful, uncritical dog,
representative of the support given by family and home, have
been surrendered for a very ordinary marriage to a young man
who her mother admits to herself is not outstanding in any
way.

Marjorie and her family are quite ordinary, and their lives,
their town, their frustrations, their intellectual limitations, their
language and customs are all clearly and believably depicted.
Indeed, the banality of their lives as well as their solidity is made
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clear. Ultimately it seems all to come to not very much.
Marjorie, shallow though she may be, does maintain her integri-
ty, does grow in intellect and understanding, but she lacks the
drive and perhaps the talent to assert herself sufficiently and to
risk enough to break away from the sometimes suffocating
background she tries to reject. But at the same time she both
accepts and values the solid virtues of that background even
while ultimately refusing to remain loyal to it. Thus her trading
of Buena Vista for Colorado seems like a gesture with no real
meaning. '

Unlike Odyssey, The Bonney Family (1928) is centered
around the family itself rather than around a single protagonist.
The family consists of six individuals: the parents and their two
sons and two daughters. The novel’s opening makes it quite
clear that Mrs. Bonney, a strangely detached and objective yet
maternal woman is the true center of the family. Mr. Bonney is a
small-town Congregational minister who moves to a larger city
as he takes a position with a denominational college. Of the four
children, the two oldest, Warren and Sarzh, are each given
sections of their own, while the younger twins, Wilma and
Wilfred, are characterized in passing and never become central
to any extended sections of the book. In setting, the novel
oscillates between Morning Sun, the village of Mr. Bonney’s
pastorate as it opens, and Frampton, the city to which they
move. Morning Sun, significantly named,® remains symbolic of
all that is best and most hopeful in their lives, a kind of golden
age to which they always yearn to return.

Socially and materially, the Bonneys are quite similar to the
Schoessels of Odyssey. They are more intellectually inclined,
however, and Mrs. Bonney particularly is determined to give
her children (especially Warren) an opportunity to develop
beyond what Morning Sun can offer. Warren's section of the
novel covers his high school and college years, as he grows from
a gangling, shy youth with musical talent to a confident young
man who settles for a very ordinary but secure career as a
college professor—a disappointment to his mother who had
wanted him to reach his potential and regrets his willingness to
avoid risk and to sink into mediocrity.
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Sarah’s section is in some ways similar. She too feels like an
outsider, but in her college years (her high school experience is §
passed over), she develops a competence and force that rather {

surprise at the same time that they almost frighten hér.

She was more and more conscious of a strength that §
demanded to be used; and at the same time of a new, j
treacherous, bewildering softness and hunger springing §
up from somewhere, working against and defeating her }
strength. She used to be different—all of a piece. She 1
could look back with incredulous envy and contempt at |
that past self, that old Sarah—calm, clear-headed, happy— |

but simply a child.!

Unhappy that she can never be, like the other girls, “cute,” she §
is delighted when she receives an unwanted proposal from an °
even more clumsy young man (p. 195), for it seems to validate }
her femininity and frees her to go on to make her own life. After §
college, she teaches and coaches girls” basketball (a motif that
could be used in this period only in a novel set in Iowal) for §
two years, but this brief period of her life seems unimportant
and is passed over in a sentence or two. Idealistically, she }
goes to Chicago, and unlike Marjorie who found only dreary }
clerical work there, she becomes involved in settlement house §
work. Her heroines are Jane Addams, Clara Barton, and Olive }
Schreiner (p. 200), and she seems to be finding a productive life |
for herself when she is called home by her mother’s illness and
the family’s need that she take over the direction of their }

affairs.

She was juststarting! . . . What kind of person was she, to }
think of all that when her mother was ill? She couldn’t wait {
to get home, but she couldn’t bear to leave all this. It was as
if there had been a bright pathway opening up before her, ]
broadening and getting brighter—today at its most gold- ;
enl—and then abruptly the movement had changed, some- }
thing had forced her about, she was going into darkness. §

(P. 205)

Not surprisingly, she manages the family quite efficiently, and |
when her mother dies, quite suddenly after an operation that #
had seemed successful, she replaces her mother as the hard, ]
secure center of the family. She finds purpose and to some }
extent even fulfillment in this new life. But when her father |
remarries, she is freed to take up again her own life and f
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purpose. Deciding to enter a nursing course, she revisits Morn-
ing Sun for one last time, and this visit serves as a transition from
the old life of the now dissolved family to her new, independent
life. To an old friend of her mother’s, she states her new
comprehension of her mother’s life and her own purposes:

“Yes, I guess it was a job to bring through our family . . .
But nothing she did lasted. That’s the awful part . . . Things
work out just the wrong way. It’s so crazy. I mean—well,
you take our family, Mrs. Paulson. I don’t see how mother
could have done any better than she did, but just because
of that, it seems to me, everything’s worked out so kind of
queer . . . Mother worked so hard to help Warren—but it
seems as if just because he was so different before, he
settled down all the harder. He's just a regular college
professor, Mrs. Paulson. You ought to see him. He's the
most regular kind. And it seems as if Wilma'’s all the more
crazy over clothes and things like that than if mother hadn’t
been so sensible. (pp. 292-3)

And so she leaves the past and sets out to make her own way, on
her own terms.

Morning Sun was left behind. She wanted to leave it. She
wanted to have a chance really to turn herself into that self
of whose possibility she had had just a glimpse that autumn
in Chicago—that wouldn’t be so bad in its own way, even if
it wasn’t just the Vincent Park and Morning Sun way, if she
couldn’t be a “cute girl.” There she would find something
to do. Her strength had been accumulating within her,
almost untouched, the strength it was of no use trying to
down or to deny, or even to try to throw away upon other
people, on her own family. Only it must be something that
would—she tried to make it plain in her own mind through
the weight of her inarticulateness—well, benefit people.
Now it seemed to her that she had got that strength free at
last, with pain and blind struggle and outward necessity,
from the something narrow and concentrated that most
women had—even Mrs. Paulson, even mother . . . some-
thing hidden and poignant and intimate . . . for what was
wide and overflowing and unbounded. Her own loneli-
ness—the least loved of all the children—had both driven
her out and set her free. (P. 196; Suckow’s ellipses.)
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But this passage is not quite the end of the novel. Even while
Sarah looks forward to a purposeful, meaningful life, she yet has
some backward yearnings. Unlike Marjorie, who leaves her
treehouse and Buster without a backward glance for a life that is
not a free and challenging one, she “doubted if she could ever
love any other place as she had loved Morning Sun” (p. 296).

Perhaps Sarah was fortunate in being less pampered . and
loved than Marjorie. Perhaps she was equally fortunate in not
being conventionally pretty. And perhaps she simply had more
courage and determination, if not more talent. Their exper-
iences are in some ways parallel, even to the brief stays in
Chicago which are ended when they are called home by their
mothers’ illnesses, but Sarah manages both to remain true to her
family’s values and to insist on her need to make a life of her
own, not someone else’s.

Having dealt with middle-class, reasonably prosperous fami-
lies in Odyssey and The Bonney Family, Suckow turned her
attention to less favored Iowans in her next two novels. Cora
(1929) is the story of a family as well as of its protagonist. Cora
Schwietert is the daughter of an immigrant German father who
is charming, loving, warm-hearted—but incapable of providing
more than a bare subsistence for his family. Cora’s mother, a
born American, is somewhat more worldly than her husband,
but she is mild and supportive of him and his values. Only Cora
of the large family is practical and yearns for stability and
security.

As the chimera of betterment repeatedly beckons, the Sch-
wieterts move from town to town. Always their home is the
center of children’s activities, for the mother’s cooking and
warm hospitality and the father’s entertaining stories and teasing
make the Schwietert home, despite its poverty, more attractive
to youngsters than other, more prosperous but less loving
households. When the novel opens, they are living in a small
Towa town, Warwick, where Cora, for the first time, has had the
feeling of belonging. She has friends and is becoming a part of
the activities at school. Her best friend, Evelyn Anderson,
comes from a leading local family, and when the Schwieterts
uproot themselves again, to move west to Onawa, Cora -is

" broken-hearted at leaving Evelyn and their comradery as well
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as all the activities, including even budding youthful romances,
that had seemed opening before her. All the rest of her life, she
looks back to Warwick and her few moments of joy and
expectation there as a time of delight against which everything
else must be judged—always falling short. Thus, for Cora,
Warwick fills the same functions as Morning Sun does for the
various members of the Bonney family.

Cora is faithful to her memories of Warwick, keeping in
touch with Evelyn and her family, as the paths and experiences
of the two young women diverge dramatically and in unex-
pected ways. Cora develops a grim determination to force her
family to settle down, to achieve some stability and prosperity.
Through her clerical work she becomes a successful business-
women, meanwhile hearing about Evelyn—her apparently idyl-
lic marriage and children, her music, her social affairs. Evelyn
seems to have it all, while Cora is still struggling to keep her
family going.

Then comes a crucial moment: tired almost to exhaustion,
Cora plans a vacation. This uncharacteristic self-indulgence
reveals clearly how overburdened and desperate she feels. But
just then, she is given a great opportunity; her firm is expanding
and she may become manager of her present office. Concur-
rently, she learns that Evelyn has had a breakdown and been
institutionalized. According to Evelyn’s father,

“The trouble was, she tried to do too much at once. That
was it. Music, and the house, and the children, and all these
social affairs people wouldn’t let her out of . . . that was the
trouble. That husband of hers ought to have . . . Well,
mother and I ought to have seen it ourselves. I blame
myself for ever letting her take up music.”

The fortunate one has tried to become a superwoman, and her
need for perfection has proven too much for her. The contrast
with Cora’s situation is obvious—but Cora, through her compe-
tence and hard work has made a place for herself in the business
world, at great psychic and physical cost, perhaps, but at least
without the self-destruction Evelyn has suffered. And she still
lacks what Evelyn has, in husband and children if not in material
prosperity. She can, however, seize a few brief moments of
pleasure. She takes her vacation trip to Yellowstone, meanwhile
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putting out of her mind the promotion and all that it may mean
to her, in terms of money and status as well as of work.

The trip, her first period of pleasure since childhood in
Warwick with Evelyn, takes her into another world. The places
are magical, and the people on her tour and her relationships
with them become crucial. The freedom, the contact with
nature, the lack of responsibility for anything other than having
a good time, are liberating, and she becomes a new person, a
joyous, frivolous woman. Most important is her attraction to a
handsome young man, Gerald Matthews. Their flirtation seems
the final touch needed to make her vacation perfect. Then when
the time comes to part, she realizes that the interlude has been so
important to her that she cannot bear to leave it all behind:

In the Park . . . [t}here was only the present. Only the bright
delight of moment to moment, which the restless gleam of
his eyes, the touch of his hands and his lips, had heightened
to rapture. For six days, she had promised herself, she
would think of nothing, forget everything, have all the life
that she could. Well, it had happened—more gloriously,
more amazingly, than she could ever have imagined it. But
the six days of free, full happiness had changed her. The
thought of the office was a dark horror. Her mind seemed
to cringe away from the old stern force of her will . . . Why
should she work forever? Why couldn’t she have her
happiness, like other peopleP—like Evelyn . . . even if she
paid for it, as Evelyn was doing now. She couldn’t just put
it out of her hands again, at the very moment of promise
and completion. (Pp. 212-12; final ellipsis is Suckow’s.)
And so, impulsively, she marries Gerald and enters a new but
ultimately disillusioning stage of her life.

Suckow has dropped sufficient hints to prepare the reader
for the discovery that Gerald, for all his charm, is no more
dependable than her equally charming father had been. Her
brief married life is sometimes passionate and ecstatic, more
often frustrating and frightening. She is humiliated and angered
when she discovers that Gerald has not paid their bills, when
they must move because of debts or because Gerald lost a job.
In reaching for joy, she has found only the same old insecurity

and instability. When she becomes pregnant, Gerald deserts

her—and so she returns to her old home and family and again
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takes up the struggle, now with a baby to support as well, And
again she succeeds: by the end of the novel she has become a
successful, admired businesswoman, with a network of other
successful women as friends, able to pamper herself somewhat
as a result of the prosperity she has earned at such great cost.
The newfs of }f&vﬂyn’s death is a bitter blow, but one she
recovers from. And she manages t
recovers from. An ges to put her love and anger for
Near the end of the novel, she finds an old picture of Evelyn
as she had looked in college, “slim and eager, with her radiant
eyes and her fuzz of fly-away hair.”

The Evelyn of that age, for long pushed out of her mind
and only a dim dream to her—and the tragic Evelyn of
late.r years dimmer still—was suddenly vivid and real
again. In all her old eager brightness, she blotted out, for
tcljle moment, the bitter resignation that Cora had learned.
32%1:3 )stared at the photograph with an ache of hunger. (Pp.

And now she becomes conscious of the contrasts between their
two destinies. “She had been scornful of Evelyn’s eager trustful-
ness. The world was not like that! And she had been proud of
her own determined hardness that had enabled her to get
Fhrough a more difficult existence than Evelyn’s” (p. 328). Cora
is, then, a survivor. And she finally achieves an equilibrium
even a satisfaction in what she has accomplished. ,
People really did get what they were after—only in such
queer, unrealized ways, changed and unrecognizable, and
perhaps, at the price of everything else. She did not know
that she would really change what she had . . . (P. 332
ellipsis Suckow’s.) - ,
' The last of the four books to be examined here, The Kramer
Girls (1930), is like The Bonney Family in being ostensibly
centeyed around a family rather than around a single character
and .hke Cora in studying people whose problems are at least
partially caused by economic conditions beyond their control.
This family is unconventional and incomplete, however. The
Kramer girls are three sisters, daughters of a mother bedridden
and only partially conscious and of an absent father. Two sisters
are already old maids when the novel opens; they largely
support their mother and younger sister, and they care tenderly
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for both. Georgie and Annie are characterized by their names.
While Annie is soft and feminine and weak, Georgie is strong,

purposeful, assertive—and entirely admirable. Both, but especi- -

ally Georgie, are determined that the youngest sister, Rose, will
have a chance to make something of herself. Perhaps they
idealize her, but she is a delightful and talented young person,
Through their sacrifices and hard work, they manage to send
Rose away to college—where she repays their faith by being
popular and by being elected to Phi Beta Kappa.

But there is always a flighty, shallow side to Rose—she lacks
the grim seriousness of her sister Georgie (or, indeed, of either
Sarah Bonney or Cora Schwietert), and she resembles more
clearly Marjorie Schoessel in her weaknesses. The moment she
always remembers is a childish adventure, when she and a boy
she has admired, Hammie, plus another young couple, leave a
church supper in the evening snow and steal into the school to
ring the bell. The daring and sense of freedom as well as of the
companionship and of being liked by a desirable boy make that
moment precious; all the rest of her life she recalls Hammie,
probably because of that night, as somehow a touchstone
against which to judge others. Nothing again ever comes up to
that experience.

After her graduation from college, Rose becomes a teacher,
to her sisters’ delight. She is apparently a successful one, and she
does well as a coach of the girls’ basketball team. But the novel
pays greatest attention to her social life during her brief teaching
career, for her relationships with male teachers seem of more
importance to Rose than does any sense of accomplishment to
be gained from her work.

She soon marries a young man from her home town. Archie
Carpenter has ambitions to be a building contractor, but he
lacks drive and a clear understanding of business ethics; as a
result his actual work is usually that which his name implies.
From rapturous beginnings, the marriage goes through a very
difficult period as Rose is disappointed and disillusioned in the
man she has married. She returns to work and becomes the
force stabilizing the family economically as well as emotionally.
But unlike Cora’s husband, Archie does love her and he stays
with her. And ultimately, after a bad period of frustration,

il
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almost despair, Rose accepts her situation, even finds happiness
in it. Rose, then, like Marjorie, eventually seems to find her
vocation in marriage, though the marriage itself is clearly
flawed. But that life is suitable for her.

Recognizing this is hardest for Georgie. Like Marjorie’s
mother, Georgie cannot help but wonder what all the sacrifice
was for. Georgie herself, in fact, is the one with the strongest
will in this novel. When released by the death of the invalid
mother, Georgie makes a new life for herself. To everyone’s
surprise, she goes into training and becomes a chiropractor. She
moves to a larger city where she serves a number of patients
who trust her greatly. Tragically, however, Georgie is forced to
recognize that there is too much that she cannot do for her
patients, that she came to the work too late to learn all she needs
to know. And her career—and her life—are cut short by cancer.
Meanwhile, Annie has found a niche for herself as clerk in a
store, and her world, never large, contracts to the store and her
friends and neighbors. Within this small compass, she seems
content.

Rose, like Cora, has had a friend whose destiny took her in a
different direction. Jane, a college chum, becomes a successful
actress. When the two meet after a long hiatus, they are
surprised to recapture almost immediately the sense of com-
radeship they had once known:

All these years, she [Rose] had been picturing Jane as cold,
ruthless, scornfully successful; all these years been slowly
recovering from the cruelty and necessity of their estrange-
ment. But now they had been apart for so long, that they
were free, each of them, of the encroachments of the
other’s personality—there was even a delight and excite-
ment in realizing how far each had gone in her own
direction—and their coming together was a gloriously
refreshed renewal. And how unjust her remembrance of
Jane had been! How she had discounted Jane’s magnifi-
cence, her splendid extravagance.®

Rose learns that Jane's life has had its problems too, and that her
most successful play is the one she is most ashamed of (pp. 249).
Thus Suckow’s theme of disappointed dreams is reemphasized

by Jane's experiences.
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This novel's story is of a woman of truly domestic and
nurturing character. The opportunities she is given are not right
for her, and her observations of the disappointments of women
of achievement in such very different worlds as the theater and
chiropractic help her resign herself to the frustrations of her
own restricted life. Ultimately, in managing home and family
and work, Rose becomes a strong, capable woman. Perhaps she
does repay Georgie’s sacrifice, although not as Georgie had
wished. But her strength and her appreciation for those she
loves—her dead sister Georgie, her weak, dependent husband,
her glittering old friend—seem finally most important. As the
novel ends, we see her studying two pictures which form great
contrasts: one of Jane, who now feels more at ease in the home
created by Rose than her own glamorous world, and one of
Georgie, an unsung heroine. who had given her life for others
and in the process had somehow given her strength into Rose.

Suckow’s novels strongly emphasize the twin themes of
woman’s centrality in family and home and the yeamnings of
some women for achievement on a broader stage. Her female
characters, however, are far from puppets set up to illustrate
these themes, and they vary in their responses to their ambitions
and the social forces and expectations that impinge upon them.
All of them, however, attempt to behave with integrity; for each
there is some principle she will not betray. Even Marjorie, the
shallowest of the lot, is more willing to give up her elocutionary
art than to use it cheaply in an attempt to impress others.
Marjorie and Sarah, who represent opposite extremes in terms
of their professional drive and sense of purpose, and Cora and
Rose, who balance work and home, are all in their varying ways
“nice girls”; not only-in the middle-class social and sexual terms
connoted by the title of Odyssey, but also in their attempts to
find satisfaction and joy in their lives. Lacking great depths,
they also fail to attain great heights, but ultimately each is able
to accept her disappointments and lead a solid, productive
middle-class life.
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NOTES

1. Ruth Suckow, Carry-Over (New York: Farrar & Rinehart, Incorporated, 1936}, p.
vii.

9, Ruth Suckow, The Odyssey of a Nice Girl (New York: Alfred A. Knopf, 1925), p.
362. Further citations will be made parenthetically in the text.

3. Compare Marjorie’s refusal, in Odyssey, to accept a teaching position that she sees
as a dead end leading to mediocrity and artistic dishonesty, in the obversely named
Evening Shade, Mississippi.

4. Ruth Suckow, The Bonney Family (rpt. in Carry-Over p. 184). Subseguent
citations will be made parenthetically in the text.

5. Ruth Suckow, Cora (New York: Alfred A. Knopf, Inc., 1928}, p. 145. (Ellipses are
Suckow's.} Subsequent citations will be made parenthetically in the text.

6. Ruth Suckow, The Kramer Girls (New York: Alfred A. Knopf, 1930}, pp. 242-3.



PARIS OF THE 1920s
THROUGH MIDWESTERN NOVELISTS EYES

Paur, W, MILLER

According to Sinclair Lewis, writing in the October, 1925
issue of the American Mercury, American writers of his day
were divided between those who felt a solemn duty to go to
Paris to absorb the spiritual influences of French life, and those
who felt an equal obligation not to stay in Paris except for “the
refreshment of six weeks . . . every two years, providing that the
only purpose of such a sojourn shall be a perception of how
much better and sweeter and less expensive America is than
these dying and neurotic countries.” Rejecting both the solem-
nity of the expatriate movement and of the chauvinistic counter-
movement to it, Lewis allies himself with those who simply go
to Paris “because the wine is cheap, the girls pretty, the crepe
Suzette exalted, [and] the Place de la Concorde beautiful” (VI).
Probably he exaggerated the importance of the countermove-
ment to expatriation in order to heighten the opposite but equal
absurdity of the Montparnasse crowd he had in 1923 suspicious-
ly observed and been observed by, on his second visit to Paris
following publication of Main Street in 1920.

But whether or not American writers of the 1920s can be
accurately divided into two conflicting schools of thought
concerning Paris, as Lewis maintains, the following selection of
well-known Midwestern novelists who went to Paris from 1921
to 1931 - Sherwood Anderson, Sinclair Lewis, Ernest Heming-
way, F. Scott Fitzgerald, and James T. Farrell - certainly
cannot. Though these novelists went to Paris for varying periods
of time either as tourists or expatriates, and had varying
responses to their experience there, all of them were caught up
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in the city’s mystique. And though Anderson and Lewis were
too old and Farrell was too young to experience Paris as a
popular initiation rite of the post-war literary generation, all
three of them shared with Hemingway and Fitzgerald in the
excitement generated by the “city of light”in that era. Indeed
Paris became ever more popular with American writers as well
as other Americans at least till 1928, by which time Montpar-
nasse had become a gloatingly commercial tourist attraction. By
then, in the words of F. Scott Fitzgerald, “with each new
shipment of Americans spewed up by the boom the quality fell
off, until toward the end there was something sinister about the
crazy boatloads” (20). The Great Depression of 1929 of course
signalled the end of the expatriate movement, and by 1931
even the reverse flow of expatriates returning to America had
dwindled to a trickle.

Though Leon Edel’s interpretation of this “exile” to Paris as
“the rite of passage of an entire generation” probably exag-
gerates the importance of their Paris experience to most Mid-
western writers, if not to American writers generally, it never-
theless calls to mind the solemn claims concerning the duty of
staying in Paris that Lewis had mocked {Cowley XX). But if
going there may for many not have been freighted with such
deep significance as Cowley and Edel suggest, Paris was for
many American writers, Midwesterners included, a most impor-
tant place of pilgrimage. {(One must recognize, however, as
Chaucer did, that there are many reasons for going on a
pilgrimage, not all of them virtuous, noble, or even serious.)

In the remainder of this paper I will try to loock at Paris
through the eyes of the five Midwestern novelists mentioned
above, focusing special attention on their Paris experience. 1
shall use Anderson as an outstanding example of the many
Midwestern writers who visited Paris comparatively briefly to
acquaint themselves with traditional European culture, to gain a
fresh perspective on themselves and on America, or, in defiance
of the Nineteenth Amendment, to enjoy the pleasures of legal
alcohol abroad that were denied them at home. I shall use
Hemingway as a nonpareil example of a Midwestern expatriate
who, influenced by the estheticism of Gertrude Stein, Ezra
Pound, and James Joyce, so radically transformed his journ-
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alistic style in Paris that it became a hallmark of his generation.
Most of the other Midwestern expatriates, while drawing upon
Paris for some of their subject matter, seem to have been almost
untouched stylistically or philosophically by their years abroad.

In spite of the good notices Anderson’s novel Poor White had
received on publication in 1920, it did not bring in enough
money to allow him to give up his advertising job in Chicago, or
to travel. Thus when in January, 1921 his friend and patron Paul
Rosenfeld invited Sherwood to accompany him to Europe and
offered to pay his passage both ways, he accepted with alacrity,
determined to make the most of his unexpected role as an
American writer abroad.! What he hoped to find in Paris, the
center of Europe so far as Sherwood was concerned, was a city
as romantic and melodramatic as his imagination could conjure
up. His image of the city seems ultimately to have been derived
from Eugene Sue’s The Mysteries of Paris, a book Anderson
had bought in a Chicago second-hand bookstore for ten cents.

“Say,” he said [to his friend Lewis Galantiere}, Paris must
be a marvelous place. I imagine it full of great wide
avenues, and palaces, and beautiful women, and then, right
alongside the palaces and the avenues, streets filled with
dark tenements, strangled women, men with knives, poor
dirty children, thousands of simple people wondering what
it’s all about and not realizing at all that they're living in a
place most of us would give our eye-teeth to get to.”
(Quoted by Fanning 8-9 from Galantiére 64)

What Anderson found in Paris on his arrival was all that he
had dreamed of, and more. On June 6, 1921 he reported, “I find
myself loving Paris wholeheartedly and without reservation”
(Fanning 7). ,

Besides the extremes of wealth and poverty, beauty and
ugliness that he had imagined, he found congenial cafes and
bistros, bookstores as numerous as saloons in Chicago before
prohibition, and draft horses that were not castrated, unlike
their American counterparts. He also met such writers as Pound,
Joyce, and Gertrude Stein; with Stein he struck up a close and
enduring friendship. Like other Americans he was attracted to a
continent and a country with more history than America could
boast, setting aside the history of the Indians. “What attracts us
to this place is Old France. The streets here are haunted by
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memories. To stand for an hour in the great open square facing
the . . . Louvre is worth the trip across the Atlantic” {Schevill
137).

But most important of all, in terms of its long-term meaning
for him, was his epiphany in contemplating the paintings of the
Louvre: _

What happiness. In the work of every great man, long
dead, I found what seemed to me greatness. In the vast
forest of painting in the Louvre . . . trickery has always
been defeated by time. The work of the tricksters, the
pretty painting hangs neglected and forgotten. The great
are great because of simplicity, directness, wholeness.
(Fanning 29)

Anderson’s instructive exposure to the history of European art in
the Louvre helped him overcome his personal temptation to
settle for less than the best in his writing, and helped him
rationalize the endless, arduous hours he had spent in pursuit of
immortality as a literary artist.

As suggested above, Anderson benefited greatly from his
Parisian experience, perhaps because he brought so much
enthusiasm and vitality to it. Besides immersing himself in the
ancient culture of the French capital, he enjoyed exploring the
city on foot: “Almost every day 1 go off somewhere on an
adventure. 1 put a few francs in my pocket and just plunge into
the city to find what I can” (July 6, 1921: Fanning 9). He also
used Paris as a base from which to take several side-trips to the
countryside around Paris, the most rhapsodic being his visit to
the stained-glass splendors of Chartres.

In contrast to Anderson, Sinclair Lewis, first visiting Paris as
a tourist a few months after Anderson, seems to have enjoyed
the city’s endless flow of alcohol more than its monuments of
culture. The climax of his 1921 whirlwind tour of Paris, after a
morning and early afternocon of heavy drinking, came as he
triumphantly whipped off the disguise with which he had
convinced two distinguished French visitors to his hotel apart-
ment that the old, white-haired man who tottered out of the
bedroom was Dr. E. J. Lewis, Sinclair’s father, come to Paris to
visit his son the novelist. According to Lewis’s biographer, “The
guests were not amused and, after a chilly interview, departed”
(Schorer 320). Despite his cool reception in Paris, reinforced on



88 MIDAMERICA XIII

successive visits by the Montparnasse crowd’s rejection of the
bumptious, arrogant, insecure author of Main Street, Lewis
found he could not resist the city’s siren call. Returning for brief
visits throughout the decade, and indeed throughout his life, he
found, as Hemingway once observed, that “there is never any
ending to Paris” (211).

It is something of a relief to turn from Lewis’s revels in Paris
to consider Ernest Hemingway's disciplined, calculating ap-
proach to the city, whose pleasures he used exiguously to
reward his most recent, and to stimulate his next projected,
literary accomplishment. As might be expected, Hemingway
had nothing but contempt for the lazy, self-indulgent “American
Bohemians” who by 1922 were already flooding Montparnasse.
As he wrote in The Toronto Star Weekly, “The scum of
Greenwich Village, New York, has been skimmed off and
deposited in large ladlesful on that section of Paris adjacent to
the café Rotonde . . . You can find anything you are looking for
at the Rotonde—except serious artists . . . They are nearly all
loafers expending the energy that an artist puts into his creative
work in talking about what they are going to do . . .” and never
do (Asselineau 18, quoted from By-line: Ernest Hemingway, ed.
William White 23-25).

It was Sherwood Anderson, recently returned from Paris,
who had persuaded Ernest and his new bride to go there rather
than to Italy, Hadley’s preference. According to Sherwood,
Italy was all right for tourists, but if you wanted to develop as an
artist, Paris was the place to go, brilliantly illuminated at the
moment by such celebrated authors as Gertrude Stein and Ezra
Pound, to whom Anderson generously offered to write - and
actually did write - letters introducing Hemingway as “an
American writer instinctively in touch with everything worth-
while going on here” (Meyers 76). In drawing the almost
outdated conclusion that Paris was the center of twentieth
century literary art, Anderson was doubtless influenced by his
new friend Gertrude Stein, who years later was to describe Paris
as the right place to be from 1900 to 1939. Portraying England as
refusing to leave the nineteenth century, and America as “over-
whelmed by the technology of the twentieth century,” Stein
viewed France as both modern and traditional, accepting

Paris in the 1920s Through Midwestern Novelists’ Eyes 89

change but not changing radically. Moreover, Paris “provided a
background of cultural stability conducive to the arts.” “So Paris
was the place that suited those of us that were to create the
twentieth century art and literature, naturally enough” (Wickes
3, quoting Stein in Paris, France).

What Hemingway gained as an artist from his expatriate
years abroad (1921-28 but with only a little more than two years
actually spent in Paris), and what constituted the principal
influences on his style there, have been subjects of endless
debate (Asselineau 29). Suffice it to say that the contrast
between his Michigan style of 1919, as illustrated by a Chicago
gangland story he attempted to compose that year, and the
mature style of Big Two-Hearted River, written at the end of his
literary apprenticeship in 1924, is nothing short of astonishing.
Beginning in January, 1922 “to write one true sentence,” he
succeeded by the end of May in writing six, “declarative,
straightforward, and forceful as a right to the jaw” (Baker 91).
From that point on he attempted to write larger and larger units
of flawless prose, moving from paragraphs, to sketches, to short
stories, with the long, two-part Big Two-Hearted River prob--
ably conceived as an important way-station on the road to the
novel he knew he had to write in order to establish his
reputation as a major writer. Although Hemingway himself was
fond of describing Cézanne, conveniently dead and hence no
rival, as his primary influence, it is more probable that Stein,
Pound, Joyce in Paris, and Anderson back in the U.S., were his
largely unacknowledged mentors.

Regardless of the precise nature of Hemingway’s formative
influences in Paris, they appear to have been most powerful in
the years from 1922 to 1924. Most of these influences led him in
the direction of artistic compression to a kind of h'te.rary
minimalism, as described by Hemingway himself: “I always try
to write on the principle of the iceberg. There is seven-eighths
of it underwater for every part that shows. Anything you know
you can eliminate and it only strengthens your iceberg. It is the
part that doesn’t show” (Meyers 139, quoted from “The Art of
Fiction,” Paris Review 84). To point up the contrast, finally,
between Hemingway’s turgid apprentice work and his mature
telegraphic prose, I quote from the stories referred to above.
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(The setting of the first unpublished fragment is a gangster.’s
restaurant in Chicago, of the second story, the vicinity of the Big
Two-Hearted River near Seney, Michigan.) :
When you enter the room, and you have no more chanc,e
than the zoological entrant in the famous camel-needle’s
eye gymkana of entering the room unless you are approved
... 2 varying number of eyes will look you over with t}.1at
detached intensity that comes of a periodic contemplation
of death.” (Ferrell 92 quoted from “Wolves and Dough-
nuts” in Baker 65-66)

Nick was happy as he crawled inside the tent. He had not
been unhappy all day. This was different though.'Now
things were done. There had been this to do. Now it was
done. He had made his camp. He was settled. Nothing
could touch him. It was a good place to camp. He was
there, in the good place. He was in his home where he had
made it. (Ferrell 114} ‘
In this passage Nick begins to come to terms with something
which is troubling him, something never mentioned in the story,
indeed something very like Hemingway’s own experience of
war (Ferrell 114).

Unlike Hemingway, F. Scott Fitzgerald was already an
established author when he first visited Paris in May, 1921,
having published his successful This Side of l.’aradise. ‘th.e
previous year. Between his first visit in 1921 and his last visit in
1931, he spent four and one-half years abroad, three years of
that in France, and twenty-two months of that in Paris, about

the same number of months as Hemingway (Le Vot 49).
Presenting a sharp contrast to Fitzgerald in his social and \
economic background as well as his early literary fortunes, :
James T. Farrell came to Paris in April, 1931, at the end of the :
expatriate era, desperately poor and hoping at age 27 that :
residence abroad would help him get his first book published;
accepted in June that year, Young Lonigan was published b,y
Vanguard Press the following April, the month of Farrell.s
return from Paris after a productive year of writing. Still

desperately poor, his prospects were nevertheless brightening.

In contrast to Hemingway, neither Fitzgerald nor Farrell '
was much influenced by the cosmopolitan literary culture of
Paris. What Paris did for them, besides providing some memor-
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able subject matter for their art, was to give them a better
perspective on themselves and on America, and an opportunity
either to dissipate or develop their talents. Yet regardless of
what Paris did or failed to do for them, they found it to be, as
Hemingway did, a magic place.

What André Le Vot, Fitzgerald’s French biographer, as-
serted concerning the role of Paris in the novelist’s life, applies
with some necessary qualification to Farrell's as well: “This city
might just as well have been London or Rome, a mere backdrop
for [his] imagination, a stimulus for his sensibility, playing the
role New York had played from 1922 to 1924 before he came to
France. With the difference perhaps that, just as was the case for
some other exiles, it possessed some quality of freedom and
excitement which had been blunted in the native country” (66).
In both cases, and despite extreme differences in the two
authors, Paris heightened the sense of their true personal and
national identities.

What was different about Paris from a novelist’s viewpoint
in 1921 and in 1931 had much to do with Paris itself but more
with America. In the interim the United States had become
recognized as a world power, the cultural supremacy of Paris
was being challenged by New York and even Chicago, and the
affluence of the jazz age had given way to world-wide depres-
sion, with social concerns replacing purely esthetic consider-
ations in art. Fitzgerald's sympathetic view of expatriates in
Paris before the fall is perhaps best summed up in a story pub-
lished in 1924: “No Americans have any imagination - Paris is the
only place where a civilized [person) can breathe” (Le Vot 51
quoted from “Rags Martin-Jones and the Pr_nce of W_les,”
McCall’s, LI [July 1924]). By way of the sharpest possible con-
trast in 1931, Farrell in his short story “Scrambled Eggs and
Toast” portrays the latest expatriate to arrive in Paris as a rich,
vulgar American dowager requiring her poodle Ruffles to be
seated beside her in an exclusive café restaurant and served a
generous portion of scrambled eggs and toast on the finest
china; in the course of her meal she rebuffs two street beggars
who approach her, complains loudly to the management at their
violation of her sacred rights to privacy, and, after leaving the
waiter a one-franc tip, departs in high dudgeon (Farrell 76-82).
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Between Fitzgerald’s Paris of 1924 and Farrell's of 1931, there is
a rapidly widening gulf, as the artist of exquisite sensibility gives
way to the artist of social conscience and protest. In spite of his
animadversions against the remaining expatriates in Parisian
cafés, where “everyone talks and little is said,” Farrell, like
one of his autobiographical characters, must have “felt that no
one could leave Paris without a feeling of sadness and regret”
(Branch 25; “After the Sun Has Risen” in An Omnibus of Short
Stories 86). But perhaps we should leave the last word on Paris
to Hemingway, himself an apt symbol of the city’s glorious
heyday in the twenties: “If you are lucky enough to have lived in
Paris as a young man, then wherever you go for the rest of your
life, it stays with you, for Paris is a moveable feast” (Epigraph to
A Moveable Feast).

Wittenberg University

NOTE

1. Anderson’s and his wife Tennessee’s expenses abroad were further subsidized by
Bab's (Marietta D. Finley's) purchase of two of his paintings for $200.00 each. One
of these paintings is now owned by The Newberry Library, the other by David D.
Andersan, to whom I am indebted for this information. The painting in David D,
Anderson’s possession is a study of a log, with the color yellow predominant. For
Sherwood Anderson’s letters to Mrs. Finley while abroad, see Lefters to Bab/
Sherwood Anderson to Marietta D. Finley 1916-33, ed. William A. Sutton: Urbana
and Chicago, U. of lllinois P., 1985:157-65.
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HABITS OF THE HEART IN RAINTREE COUNTY

Park Dixon GoisT

Habits of the Heart: Individualism and Commitment in _

American Life (1985), a widely discussed work by Robert Bellah
and a team of social scientists, has once again reiterated the
importance and urgency of understanding the tension between
individualism and community in America.! This provocative
work also provides a challenging framework for better under-
standing our culture, and I would like to use it as a model for
analyzing one of the most ambitious novels ever written about
life in the Midwest, Ross Lockridge Jr.’s Raintree County (1948).
Lockridge’s mammoth novel particularly lends itself to this
approach because the tension between individualism and com-

mitment to community forms a major conflict at the very heart °

of the book.

I
In their study of contemporary American life, Robert Bellah
and his colleagues borrow the first part of their title from a
“phrase used by Alexis de Tocqueville in the 1830s to describe the
morés which he felt were helping shape the character of the
young republic. Tocqueville found such “habits of the heart” as
family life, religious traditions and participation in local politics

among Americans as vital elements in helping to create the kind

of person who, by maintaining connections to the wider political
community, formed the bulwark of free institutions. He warned,
however, that another characteristic, which he was one of the
first to call “individualism,” could potentially isolate Americans
one from another, thus ironically undermining the conditions of
social institutions based on freedom.

94
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Habits of the Heart is motivated by the same concern that
Tocqueville called attention to in the nineteenth century. The
individualism which the Frenchman simultaneously admired
and feared is, according to Bellah et al., a threat to freedom in
the tweritieth century. That potentiality was already apparent to
Tocqueville, who found that:

Individualism is a calm and considered feeling which
disposes each citizen to isolate himself from the mass of his
fellows and withdraw into the circle of family and friends;
with this little society formed to his taste, he gladly leaves
the greater society to look after itself. . . . Such folk owe no
man anything and hardly expect anything from anybody.
They form the habit of thinking of themselves in isolation
and imagine that their whole destiny is in their hands.?
Bellah believes that this observation, made about the threat of
individualism to community life in the largely agrarian setting of
early nineteenth century America, is even more true in the
complex and fragmented urban America of the late twentieth
century.

According to Bellah and his colleagues, individualism so ‘
dominates contemporary American life that we find it difficult
to discuss or even talk meaningfully about community. This is
due, in part at least, to the fact that we do not have a vocabulary
for such a discussion. Further, we have become so individualistic
that we find it difficult to think about commitment to anything
outside of ourselves and a small circle of family and friends.
Bellah and his co-authors want to provide contemporary Ameri-
cans a means of transforming this largely inner moral debate into
public discourse. By so doing they hope it will be possible to
develop ways of talking about the relationship between private
and public life and of thinking about alternative ways to live.

Habits of the Heart identifies three cultural traditions that
can provide a context within which the debate can take place—
the biblical, the republican, and the modern individualist. The
biblical and republican traditions, embodied in the represen-
tative figures of John Winthrop and Thomas Jefferson respec-
tively, represent the major ways in which Americans have
thought about and organized community. Winthrop’s Puritanism
emphasized a utopian community where success was measured
in how well an ethical and spiritual life was provided for and
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where freedom meant a moral freedon—based on a covenant
between God and man—to do “that only which is good, just and
honest.” Jefferson’s republicanism sought to found a community
of equality and justice among men based on an educated citizen
who participated freely in politics and government. Bellah
points out that neither the biblical nor the republican tradition of
community entertained a notion of freedom which merely
allowed people to do whatever they pleased. 3

It is the third cultural strand, that of the modern individualist,
which has emphasized the freedom of the individual to act
independently in his own self interest. This individualism exists
in two different forms, “utilitarian” and “expressive.” The first
form of individualism is best exemplified in the life of Benjamin
Franklin, whose rise from obscurity to wealth and power empha- §
sizes the notion that what is most important about America is the §
opportunity of the individual to get ahead and achieve success
on his own initiative. Many have found in his example justi-
fication for the idea that in a society where everyone freely }
pursues his own self interest the good of the larger society is best }
served. $

In the second form of individualism, “expressive individual-§
ism,” devotion is not to the material success valued by the 4
utilitarian, but to a life rich in sensual and intellectual experience, §
marked by strong feelings and a love of variety. Walt Whitman §
represents this individualism, which finds true freedom in the
cultivation and expression of oneself against social restrictions of ;
any kind.

Habits of the Heart thus suggests a dramatic way of thinking 3
about culture, as a dialogue or conversation among the repre- j
sentatives of opposing values which matter to a particular 4
society. This is an approach which marks the work of such §
American Studies scholars as R. W. B. Lewis, particularly in his §
study of The American Adam (1955).% I have chosen to analyze
Raintree County within this context partly because it is a way of §
thinking compatible with my own interests and previous work.* §

i
" Raintree County is a novel which dramatizes the dichotomy'j :
and harmony between individualism and commitment. It sugigy
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gests that there can exist a compatibility between an extreme
“expressive individualism,” on the one hand, and commitment to
a particular place and people on the other. This perspective
distinguishes Lockridge’s novel from much of American litera-
ture which is so often characterized by the flight of main
characters from the entanglements of community.

Raintree County tells the story of a single day in the life of
John Wickliff Shawnessy, a modest, fifty-three year old small
town teacher and poet. The day is July 4, 1892 and the town of
Waycross, Raintree County, Indiana is holding its annual fourth
of July celebration. As John Shawnessy takes part in the various
occurances of the day he also lives in a series of flashbacks which
heip reconstruct the major events in the fifty years of his life
before 1892. We thus learn that throughout his life there has been
a constant struggle between two parts of John Shawnessy’s
personality: the proper upper case Mr. Shawnessy, a staunch
member of the community, responsible, involved, upright, com-
mited; and the sensual lower case mr. shawnessy, individualist,
heedless, wandering, suspect, often lonely.

A number of dream sequences and the reminiscences of three
boyhood friends, who have returned to the county for the day,
aid in the recreation of Shawnessy’s double life. A stream of
consciousness technique connects the flashbacks, dreams and
reminiscences. Each scene flows into the next because the last
word of one is linked to the first word in the one following with
no punctuation marks to interrupt the narrative. The following is
an example of how two scenes are thus connected:

Mr. Shawnessy wondered then if it was still possible to
walk through the late afternoon . . . and find strong love and
a great wisdom among the faces of

WAYCROSS STATION
Were the words painted on the building by the tracks.?

Nor are the fifty-two flashbacks, though each is dated, arranged
in chronological order, reflecting the fact that in real life our
thoughts are seldom ordered in a logical and linear fashion.
John Shawnessy’s life is revealed by these various methods,
which also provide a richly detailed portrait of small town life as
well as an epic panorama of American history in the nineteenth
century. The intertwining of personal experience and historical
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fact, whereby the occurrences of John's life are often counter.
pointed in time with major historical events, is one way Lock-
ridge links his protagonist to American culture. Analogies are
also drawn between both Shawnessy’s life and American history,
on the one hand, and a variety of Greek and Judaic-Christian
myths of creation and the search for life’s meaning on the other.
So not only is Johnny meant to reflect the root American
experience, but readers are to understand that in his quest he also
stands as a universal “everyman.” As Delia Clarke has noted, “In
his reliance on mythic archetypes and psychlogical symbolism,
Lockridge raises an American story to the mythic level; it
becomes a universal portrait, a story in which one man is all men,
and one country is all earth and life.”s This effort makes
Lockridge’s book unique among American historical romances.

Born in 1839, Johnny Shawnessy is destined to spend his
divided days trying to make sense of life, first as he comes to
know it in Raintree County and then as it is shaped by the events
of his nation’s history. In John’s first flashback it is election day,
1844, he is five years old and stands beside the National Road
waving to a pig-tailed little girl in a covered wagon heading

West. He too dreams of going West, to the Lone Star Republic or -

out to Oregon to help build the future, But he doesn’t go; he only
dreams of going:

A small boy had wandered out into the morning of America
and down far ways seeking the Lone Star Republic and the
Oregon Trail. A small boy had dreamed forever westward,
and the dream had drawn a visible mark across the earth.
But the boy had never gone that way. He had only dreamed
it. He saw the face of a girl fading among the vehicular
tangle of the years. All the evenings of a life in the West
dyed the sunset peaks with purple—the lost years ebbed
with waning voices in the cuts where the little trains passed,
crying. Yes, he had been fated to stay after all, chosen for a
task that called for more than ordinary strength. (21)

This early scene, where Johnny has a strong urge to leave but
instead stays, sets the tone and pattern for the rest of his life.

Johnny spends the long summer days of his youth wandering
the county and musing by the banks of the Shawmucky River.
He ponders the larger meaning of his life and that of his
community as they are related to the mythical Asian tree which
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has given its name to the county. That original tree, symbolic of
the divided origins and character of Raintree County, is said to
still exist somewhere near where the Shawmucky flows into
Paradise Lake, forming the Great Swamp. Johnny dreams of
finding that tree and thus solving the mystery of existence:
Someday, perhaps he would find that tree and thus become
the hero of the county, the Alexander who cut the Gordian
knot, the Hercules who obtained the Golden Apples of the
Hesperides, the Qedipus who solved the Riddle of the
Sphinx. The secret of the tree was blended strangely with
the whole secret of his life and the mystery from which he
had sprung. (46)
But like so many of his quests, the one time Johnny sets out to
actually find the famous Raintree he gets lost, almost drowns in
the muck of the Great Swamp, earning for his effort only the
laughter of his friends.

Johnny is also a voracious reader, always seeking the con-
nection between the world’s great poems to his life in Indiana
and the American Republic:

Johnny Shawnessy didn’t so much read Shakespeare as he-
read a vaguely imagined book of himself. In Shakespeare’s
luxuriant language, strong rhythms, terrific metaphors,
Johnny was groping toward a new language of himself, a
vocabulary equal to the dramas, characters, ideas, events
that only America could produce. (99)
Like Longfellow and Shakespeare, he would write an epic of his
people steeped in the knowledge of the ancient and fruitful land
from which they sprang. Here then is the mighty chore to
complete by which he is destined to remain in Raintree County.

As he grows older, Johnny enters more fully into the life of
his community. County fairs, temperance plays, election cam-
paigns, Fourth of July celebrations, camp meetings, newspaper
rivalries—J ohnny participates in all of the activities which make
up the vibrant life of Raintree County. Johnny also attends and
graduates from Pedee Academy, “An Institution Of Higher
Learning” founded in the county in 1857, the creation of Jeru-
salem Webster Stiles, Johnny’s close confidant and alter ego. As
wordly wise and cynical as Johnny is shy and naive, the
“Perfesser” pokes gentle fun at the pretentions of young Shaw-
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nessy who, for all his outward shyness, often fancies himself as 5
young Greek God accomplishing heroic deeds.

Johnny writes a column in the county Republican newspaper
under the name of Will Westward who reports on the weekly
doings and contemplations of Seth Twigs, a fictitious rustic
philosopher and amateur politician known for his earthy wis-
dom. In this writing venture Johnny faces a friendly rival,
Garwood B. Jones, who writes for the Democratic weekly under
the name of Dan Populus, another backwoods raconteur creation.

Garwood Jones is also a rival for the attentions of the
beautiful Nell Gaither who Johnny, in his shyness, can only
admire from afar. One day Johnny sees Nell bathing nude in the
Shawmucky, and he forever after envisions her as a Grecian-like
river nymph. But in her elusiveness Nell also becomes a symbol,
like the mythical Raintree, of the young American Republic. As
county maps represent man'’s effort to impose a linear regularity
on the sensuous and undulating earth of Raintree County, so
Johnmy sees in Nell a mingling of the area’s inherited Puritanism
spread thinly over an exciting erotic potentiality. On the brink of
realizing the sexual fulfillment of that potentiality on the day of
their graduation from Pedee Academy, Nell and Johnny are
interrupted by the commotion caused when Perfesser Stiles’s
indiscretion with a minister’s young wife is discovered.

This latter episode, with its threat of violence, takes place in
the year prior to the outbreak of the Civil War, and foreshadows
external events which are starting to crowd in upon Johnny’s
existence and upon life in Raintree County. But just before his
youthful and innocent days in rural Indiana come to an end,
Johnny achieves his greatest individual success; he wins the
Glorious Fourth of July foot race in 1859. On the same day, and
drunk with the taste of competitive victory (aided by the
influence of too much hard cider following the race), he
seduces/is seduced by Susannah Drake, a dark haired Southern
beauty. Symbolically the seduction takes place in the Great
Swamp of Lake Paradise.

Does Johnny's loss of innocence take place under the branches
of the long sought Raintree? Johnny is too muddled and excited
to be sure. But there is no doubt that this is a crucial turning point

Y
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in his life, for Susannah soon claims she is pregnant and Johnny
dutifully marries her.

One of the most revealing examples of Johnny’s desire, but
ultimate ambiguity about leaving the county takes place shortly
after Susannah Drake tells him she is pregnant. He tries to get
away from what seems to him an unjust entrapment (indeed,
Susannah later tells him she lied about the pregnancy). Running
along the railroad embankment on the night after John Brown’s
sentencing, Johnny reaches out to grab onto the last car of a train
headed for California. He is ready to become “One of that
restless, messianic seed,” pushing on, leaving the past behind,
saying good-bye to the new complications in his life in Raintree
County. He will try a new life in the Golden West. But as he
takes a last look backward, remembering all that life in the
county has meant to him, Johnny slips, becomes entangled in the
vines, withering grasses and weeds of the Shawmucky River. He
then realizes “that he could no more uproot himself from this
memory haunted earth than he could pluck body from soul.”
(291)

When Johnny becomes involved with Susannah, he is saying
good-bye to an older, sunnier, more simple county, the days of
his innocence and youth, just as America, in approaching the
Civil War, was being forced to abandon its dreams of a united
and just republic based on freedom for all men. Like the nation,
which had tried to ignore the slave, John realizes that whatever
secret there was to learn of Raintree County “was also to learn
duty and hot tears.” And in leaving Nell, he has also lost his own
private republic. “T'o him, Nell Gaither was an entire republic of
beauty and nostalgic memory, which now he had to relinquish.”
(327) No longer will his identity be defined so completely by the
people and concerns of the relative innocence of these early
years in Raintree County. He is involved in one of the processes
which Habits of the Heart has identified as an element in the
creation of the self-reliant individual—leaving home.

With his symbolic fall from grace and break with commu-
nity, there begins for Johnny a long exile, marked by a continual
leave-taking and returning to the county, connected in his mind
with the arrival and departure of trains:
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Where had the long days gone? It had seemed that they
would be forever. But the train passing behind the land a¢
evening had been calling him all the time, calling him
beyond the private square or young illusion. Awaken, it had
said. Did you think that you could be a child forever on the
breast of the maternal and sustaining earth? . . . Farewell to
that more innocent and youthful Raintree County. And to
its lost hero. For he is there—he haunts the shape of beauty
by the river, ignorant of defeat and death. {(604-605)
First he and his new bride go on a long honeymoon to New
Orleans in the days just prior to the firing on Fort Sumter.
Johnny is shocked by the treatment of slaves in the South and by
the decadance of the Southern aristocrats. They return to
Raintree County, where Susannah is soon driven insane by her
moral and racial ambiguity, for it is revealed that she is the
daughter of her father and his mulatto mistress. In a desperate
act of insanity she sets fire to their Raintree home, killing their
three year old son, and then disappears, the “lost child of a
stained republic.”

Devastated by the loss of his son and wife, Johnny leaves the
county again, volunteering for duty in the Civil War as a
common foot soldier. He fights at Chickamauga and then is
wounded while marching with Sherman’s troops after the de-
struction of Atlanta. Recovering in a Washington hospital, Johnny
learns that he has been reported killed in action back in Raintree
County. When he does return home, it is to discover that Nell has
recently died in child birth. Thinking Johnny dead, she had
married Garwood Jones.

Johnny’s return to the county is a symbolic rebirth. But he is,
to an extent, a different person from the youthful dreamer of
pre-Civil War America, and he is returning to a rapidly changing
world which he only vaguely understands. His personal con-
fusion about the meaning of his life after the war is meant to
reflect the social disruptions caused by the emergence of a new,
industralized society. “These post-War years were the saddest
and loneliest he would ever have.” (772) Both the Republic and
Johnny have been transformed by war and industrialization:

This was the period of awakening into a new age, and a
new light was on the land. He thought then of railroads, the
newspapers, the speculators, the builders, miners, exploiters
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of the earth. He thought of the cities crammed with new
people. Did they still wait the coming of a young Shake-
speare, a hero from the West? Was there still a passionate
lover waiting for him somewhere, the incarnation of all
beauty he had ever seen and coveted? (772)

Johnny becomes a school teacher, then enters an ill-fated
compaign for political office against Garwood Jones, who did
not fight in the war but has nonetheless garnered a commission.
An example of the self-made political opportunist, Jones has
lauched a successful political career, resulting in his election to
the United States Senate and in becoming a contender for
nomination to the Presidency. Johnny's campaign reflects his
continued commitment to the community, but his rejection in
favor of such an only half honest “utilitarian individualist” leads
him to the obvious conclusion that if he has a contribution to
make in Raintree County it will surely not be in the realm of
elected political office. The compromises with the integrity of
self that are required of a politician like Garwood Jones are
simply impossible for Johnny to accept in his own life.

Still unsettled by the upheavals in his life, Johnny goes to
New York to try his hand as a playwright, seeking in the theatre
the meaning of post-war America. Here he meets another of his
boyhood friends, Cassius P. “Cash” Carney, a successful but
lonely financier. He is also the epitome of the self-made man, the
utilitarian individualist who has succeeded largely by his own
efforts. In so doing Cash has developed a philosophy that if each
individual pursues his own self interest the larger good of society
will automatically be served. “Money makes money, not just for
the capitalist, but for everybody,” he tells Johnny. “That’s the
American secret as I see it.” (828) Looking down on the
smoldering yards during the great 1877 railway strike in Pitts-
burgh, Cash extols the sacred rights of the individual to own
property, to invest capital and to use his wealth however he sees
fit. Johnny can no more accept this view of life than he can that
of Garwood Jones.

In New York Johnny also meets Cash Carney’s mistress,
Laura Golden, a famous actress who represents the glitter and
artificiality of the city. Johnny is attracted to her, but ultimately
disillusioned by her city values. Laura, like the city, has some-
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thing forbidden to teach Johnny, and this makes him uncomfort.
able. Just as Laura is on the verge of revealing herself and her
meaning to him, in the mysterious mirror-lined upstairs room of
her elaborate city dwelling, Johnny is called home because of his
mother’s death. Headed back to Raintree County, his education
of the new urban America complete, the questing hero is ready
to resume his life among more compatible surroundings.

Back in Raintree County, Johnny meets Esther Root, g
former student, now also a teacher, some fourteen years his
junior, and after a troubled public courtship, which brings him
into conflict with Esther’s father, they are married in 1878. They
have three children, including Eva who is a reader and dreamer
like her father. He becomes principal of the local school and,
though the differences between him and his father-in-law are
never reconciled, Johnny settles into the rather quiet pattern of
life in Raintree County. But the lower case mr. shawnessy still
struggles inside of him, and Johnny is still searching for the
meaning of life. He resumes work on his American epic,
convinced after his stay in New York that he must continue even
though he senses it will never be completed because epics such
as his may no longer be possible in the new America of
industrialism and cities.

Yet Johnny never gives up his dream of understanding the
meaning of his life as it is connected to that of his country and his
community. He has, through the years, come to know himself.
He understands that whatever successes he may have in life, his
real “victory is not in consummations but in quests.” (1059) The
novel ends on midnight of the Fourth of July, 1892, with Johnny
much as has always been, “a dreamer, dreaming dreams in an
upstairs bedroom of a little town beside a road in America.”
(1060) Like Nathaniel Hawthorne’s patient hero, Ernest, in the
short story “The Great Stone Face,” Johnny has achieved a
rooted dignity through maintaining his hopes and his commit-
ment to the people and events of his “home place.”

Thus Johnny Shawnessy, the forever young hero (even at
fifty-three he appears youthful) is engaged throughout the years
of his life in a quest for personal identity and meaning. But in
contrast to other restless, mobile and lonely figures which
dominate American culture, Johnny’s search is enmeshed within

[T

Habits of the Heart in Raintree County 105

the lives and events, past and present, of the place in which he
lives and the nation of which he and his home are so much a part.
As Johnny says at one point, “Here where the two roads cross
[the County Road and the National Road] I study and study the
riddle of the Sphinx, the intersection of my life with the
Republic.” (273) In this he is unlike such uprooted and isolated
figures as Captain Ahab and Jay Gatsby, or Jack Kerouac’s Sal
Paradise and Dean Morarity, or any of the lonely movie cow-
boys and tough T.V. cops. Yet he is in some ways as lonely and
at times as isolated as these cultural figures, the difference being
that Johnny finally remains rooted in a place, or enters into
leave-takings like other ritual questing heroes who return home
after their wanderings.

Johnny Shawnessy’s life can be seen, then, in terms of the
individualism/community dialogue which forms so integral a
part of American culture, and which has recently been em-
phasized by the authors of Habits of the Heart. At the core of
Shawnessy’s being is the struggle of what Bellah and his col-
leagues call an “expressive” individualist to understand his
relationship, and thus maintain his commitment, to both the local -
community and the larger society. As this dichotomy between
modern individualism and a commitment to community is at the
center of Bellah’s concerns so is it the main source of tension in
Raintree County. The resolution of that tension in the novel is an
uneasy one, for while Mr. Shawnessy is outwardly a respected
member of the community, the lower case mr. shawnessy
continues to live in a vivid imagination which struggles against
all social restrictions.

It is only in an ironic sense that Mr. John Shawnessy, a
middle-aged, small town Hoosier school teacher can be con-
sidered heroic—an irony not lost on his alter ego, “Perfesser”
Jerusalem Webster Stiles, Yet Johnny Shawnessy, whose in-
dividualism borders at times on narcissism, is the real hero of
Raintree County. Like Ernest in Hawthorne’s story, Johnny is a
true hero not because he returns as a rich and famous politician
(like Garwood Jones) or industrialist (like Cash Carney), but
because in rejecting the kinds of successes and utilitarian indi-
vidualism they represent he finds his commitment and content-
ment among his own people in his own home place. In Johnny's
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life, then, the conflict between individualism and commitment,
first observed by Tocqueville and recently restated by Robert
Bellah and his colleagues, has achieved an uneasy truce. In-
dividualism and commitment are not, finally, at odds in Raintree
County, but rather exist in a troubled harmony.

Case Western Reserve University
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THE ORIENTAL CONNECTION:
ZEN AND REPRESENTATIONS OF THE MIDWEST
IN THE COLLECTED POEMS OF LUCIEN STRYK

DanIEL L. GUILLORY

In 1967 Lucien Stryk edited Heartland: Poets of the Mid-
west, and in his Introduction to that anthology he underscores
the aesthetic and poetic possibilities inherent in the Midwestern
experience. Although many critics have denigrated the region
for being flat and “colorless,” Stryk insists that the Midwest can
be “rich, complicated, thrilling” (Heartland xiv). In the poetry
he chooses for that anthology and, more importantly, in his own
work, Stryk dramatizes again and again that the Midwest is

made up of the stuff of poetry. And once those living in it

begin to see its details—cornfields, skyscrapers, small-town

streets, whatever—with the help of their poets, they will

tind it not only more possible to live with some measure of

contentment among its particulars but even, miraculously,

begin to love them and the poems they fill. (Heartland xiv)

After this aesthetic manifesto, it is not surprising to discover

that the opening poem in Stryk’s Collected Poems, 1953-1983, is
“Farmer,” a powerful evocation of the agrarian life that typifies
the region. Without rancor or sentimentality, the farmer beholds
the landscape purely, observing a world “bound tight as wheat,
packed / hard as dirt.” His life and even his dwelling place are
subsumed by the larger reality of the prairie:

While night-fields quicken,

shadows slanting right, then left

across the moonlit furrows,

he shelters in the farmhouse

merged with trees, a skin of wood,

as much the earth’s as his. (CP 2)

107
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In “Old Folks Home,” a later and more meditative poem,
Stryk imagines such a farmer at the end of his days, useless apd
unproductive but still tied to the fields 1.3}' pI‘angent memories
and subtleties of perception. From his pr}‘sc?n-hke cel} in the rest
home, he follows the “empty path” to “fields pul§mg / g-old,:
green under / vapors, rain-fresh / furrmfvs stret.chmg / miles
(CP 192). Then he is overcome by memories of his lost farm and
long-dead wife:

he stands hours, keen

to the cool scent

of fullness—now

without purpose where

corn-tassels blow.

Returns tohthﬁ bare 4

room, high above cedars

gathé:ringg gold and green. (CP 193)

The “corn-tassels” are just one of the consti.tuen_t Midwestern
“details” that Stryk invokes in his Introduction to Heartland;
earlier, in Notes for a Guidebook (1965), he re.fers to the
importance of “small particulars” (CP 22), and‘ in a refcellllt
interview with this author, Stryk insists on the primacy o ft e
finely perceived detail. He explains that some years ago, after

returning from one of his many trips to Japan, he ('iEtemIl(mﬁ:l
“to make a minute inspection of my own wor.ld in DeKalb,
Hlinois . . . You see the smallest things become‘lmportar‘l‘t as ﬁ
source of revelation” (Guillory 8). This emphasis on the “sma

particulars” is a' stylistic hallmark of Lucien Stryk’s work. He

rarely paints with a broad brush; his method is to fo“cus on sifn§le
objects, moments, and scenes. In his long poem, A Sheaf for j

Chicago™ Stryk reduces Sandburgs comprehensive “city of the

big shoulders” to particular scenes. Stryk’s own childhood in

Chicago is suggested by a catalogue of details, including dis-
carded automobile parts and Christmas trees:

We gathered fenders, axles, blasted hoods
To build Cockaigne and Never-never Land,
Then beat for dragons in the oily weeds.
That cindered lot and twisted auto mound,
That realm to be defended with the blood,
Became, as New Year swung armmd,-

A scene of holocaust, where pile on pile
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Of Christmas trees would char the heavens

And robe us demon-wild and genie-tall

To swirl the hell of 63rd Place . . . (CP) 23-24)

Another poem dealing with the theme of childhood is “Rites
of Passage,” a much later work in which Stryk, the former
Chicago street urchin, has become a kind of Wordsworthian
man, wandering through a rural corn field with his own son. The
poet is even more aware of the importance of details and the
intensity of childhood moments, here glimpsed through the eyes
of his own son. The poem turns into a kind of incantation in
which human language is replaced by the altogether more
powerful language of nature itself:

soybeans, corn, cicadas. Stone rings
touch the bank, ripple up my arm.
In the grass
a worm twists in the webbed air (how things
absorb each other)—on a branch
a sparrow
tenses, gray. As grass stirs it bursts
from leaves, devouring. I close my book,
With so much
doing everywhere, words swimming green,
why read? I see and taste silence. (CP 153)

In “Rites of Passage” the words become living entities, as if
Stryk short-circuits the linguistic process and returns to an
earlier time in pre-history when every word was the actual name
of 2 living entity—a development described exhaustively by
Ernst Cassirer in his classic work, Language and Myth (48-55)

Not all Midwestern moments, however, are the basis for
transcendent experiences; many characteristic events inspire
anxiety or outright terror. The region is visited by every
meteorological curse imaginable, including freezing rain, dust
storms, ice storms, hail, tornadoes, floods, and earthquakes.
These natural disasters occur as background or foreground in
many of Lucien Stryk’s poems, although he gives each terrifying
event a peculiarly personal stamp. In “The Quake,” for ex-
ample, the poet and his wife are thrown out of bed by the
mysterious rumbling underground. Their love-making is inter-
tupted by a natural occurrence that shatters their tender inter-
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lude of shared intimacy. At first, they view the event as

comic:
We laughed when the bed
Heaved twice then threw
Us to the floor. When a.ll
Was calm again, you said
It took an earthquake
To untwine us. Thgn 1
Stopped your sﬁlakmg
With my mouth. ]
The “shaking” persists, however, as doubts anfi 'f(:a:skc;EgF in 3
their psyches, fault-lines of a deeper and more siniste :

Then why should dream
Return us to that fragile
Shelf of land? And why,
Our bodies twined upon
This couch lc;f ?.totne,_ng
e be listening,
i}ill?él lge;vd sinners, for the quake? (CP 4.8) _
The most terrifying of all the natural dls.ast(i;'i; 1sI nt “% V;)lls-
do—deadly, unmerciful, and always unpredl_cta (le.b L
?:r” the poet a,nd his family wait oul“il th; (sitorm 1/n :hce;: b ta;si e
o has already “touched down / a c
T::’?letclil Z tsci:rz?l?/ of homes, taking t\n:,enty' lives. (Iflk% cq“i::;l:;zf
others, they study the “piled up junk while wondering

ahead™ :
We listen; ever
silent, for the roar out of the west,
whatever’s zeroing in with terror
in its wake. The all clear soun.ds, '
a pop song hits above. ll:dad}? it
ce again. We shove t' e chairs
ggainstg the wall, climb into the light. (CP 115)

» - £11 4 t
Like the earthquake in “Quake,” the tornado in “Twis

i i hence
breaks the numbing routine of ordinary existence and, ,

. . - cioht
i o rtunity for spiritual insig . 3
I(J;r(:zl?]is ?;mgf;) on the edge of death, such disasters force al

iati —the mystelg

instantaneous awareness of—and appreﬁlah&n f;;ett}tlreamsgof g
ile li Paradoxically, the :

ious and fragile life force. 1d he p Speal

ls(::i:h potential disasters into positive aesthetic triumphs. 5p :
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ing of all the possible sethacks to be encountered in writing
poetry about the Midwest, Stryk remarks that “if the poet is
worth his salt he is certain to get as much out of it as those who
live elsewhere . . . (Heartland xv),

Natural disasters are not the only kinds of setbacks that
figure prominently in the poetry of Lucien Stryk; he gives a
good deal of attention to the “Babbitry” (Heartland xix) that
often typifies small-town life in the Midwest. Social disasters
seem to occur just as often as natural ones. Every town has its
share of malingers and ne’er-do-wells, like the “toughs” and
dropouts” described in “The Park”:

All summer long rednecks,
high-school dropouts rev
motorbikes and souped-up
cars across the isle of
grass, jeer at cops cruising
as the horseshoes fly.

Strollers, joggers, children

traipsing to the city pool

flinch at hoots and whistles,

radio blasts recoiling from

the trees. (CP 190)

The sociology of prejudice and ostracism is the ugly core at the
center of “The Cannery,” another poem about malaise in the
small midland town. Local residents resent—and fear—the
annual influx of migrant workers, especially poor Southern

whites and illegal Mexicans who form a cheap labor pool for the
local cannery:

In summer this town is full of rebels

Come up from Tennessee to shell the peas.

And wetbacks roam the supermarkets, making

A Tijuana of the drab main street.

The Swedes and Poles who work at Wurlitzer,
And can’t stand music, are all dug in:

Doors are bolted, their pretty children warned,
Where they wait for the autumnal peace. (CP 74)

Some of the “disasters” may seem minor to someone who has

- Dever attempted the supremely difficult task of poetic composi-
i ton, a process that requires intense powers of concentration.

he poet’s frustration in “Here and Now” is more than un-
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derstandable: a poem has been scuttled by the importunate
knocking of an Alcoa salesman. The poet’s indignation turns on
itself again and becomes the catalyst for a poem about not being
able to write a poem in peace:

Hear a knocking

at the front. No muse,

a salesman

from the Alcoa

Aluminum Company

inspired by the siding

of our rented house. (CP 117)

The greatest disaster, perhaps, is to fall victim to the
sameness and plainness that, at least on first sight, characterize
the Midwestern scene. “And if the poets of the heartland,” asks
Stryk, “see their territory as often luminous and wild, are we to
conclude that the weary passer-through who views it as a 2
terrible sameness may, in fact, be seeing nothing other than §
himself” (Heartland xix)? In point of fact, seeing thingsinanew 2
way is one of the primary results of Zen training, and while itis
true that good artists acquire this trait in many ways—not
merely from Zen—it is also true that Lucien Stryk’s work bears
an especially strong affinity to Zen. For years he has translated .
Zen poetry and taught Asian literature; he has actually lived in
Japan for a number of years. His most recent books are eloquent :
examples of his life-long attention to this meditative and aesthe-
tic discipline: On Love and Barley: Haiku of Basho (Penguin, -
1985) and Triumph of the Sparrow: Zen Poems of Shinkichi
Takahashi (University of Illinois Press, 1986). “I think my life
has been profoundly affected by Zen and by meditation, J
reading, and translating,” Stryk observes. “I think about Zen §
constantly; I believe I'm easier to live with, more able to handle
life. And I take joy in reality of a kind that I could not have taken 2
without such Zen training” (Guillory 13). The kind of joy Stryk
means in this remark is well illustrated by the little poem 7§
“Constellation,” 2 kind of poetic diary-entry in which the poet §
records the surprising discovery of beautiful sunflowers in 2 3
most unlikely setting: E:

Behind the super-
market where we
forage for our
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lives, beyond the

parking lot, crammed
garbage bins—

thick heads of
bee-swarmed
seed-choked

sunflowers blaze

down on me through
fogged noon air. (CP 178)

Stryk is quite conscious of his unique way of looking at ordinary
Midwestern artifacts: he describes himself as “someone whose
experiences have all the limitations and, of course, all the pos-
sibilities of this particular corner of the universe” (Guillory 6).

Elm trees, to cite one example, represent one of the many
“possibilities” for the poet. Once so numerous that their leafy

- branches were a trademark of every small town in the Midwest

and now virtually extinct because of Dutch elm disease, the elm
is a kind of totem for the region. In “Elm” the poet mourns the
loss of his elm, a personal favarite destroyed by “beetles smaller
than / rice grains.” Then the season changed and frost “spiked”

the twigless air. Soon

snow filled emptiness
between the shrubs. I

fed my elm-logs to the

fire, sending ghost-

blossoms to the sky. (CP 156)

Those “ghost blossoms™ are an unexpected and wholly Zen-
inspired touch, as are the novel ways of seeing clothes hanging
on a clothesline in “Words on a Windy Day™:

I watch in wonder
As the wind fills
Trouserlegs and sweaters,
Whips them light and dark.
In that frayed coat
I courted her a year,
These mildewed ghosts of love
That life, for lack of something
Simple as a clothespin,
Let fall, one by one. (CP 38)
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Even more inventive is “Storm,” a kind of extended metaphor:
The green horse of the tree
bucks in the wind
as lightning hits beyond.
We will ride it out together
Or together fall. (CP 114)

But the poem that best illustrates the Zen method is “Wil-
lows,” the final selection in Collected Poems. Stryk describes
the poem as a” embodiment of Zen learning,” explaining that it
is “based on an old Zen exercise known as ‘mind pointing’.”
Mind pointing involves focusing

on some everyday scene or object, something you en-
counter but take for granted. It could be anything .
there’s a stand of willows near the lagoon on the campus of
Northern Ilincis University, and my self-imposed exercise
was to go by the willows, seeing whether in fact I could
really look at them without thinking of what happened
yesterday, what will happen tomorrow, problems or what-
ever. And the finished poem is a detailing of that exper-
ience.” {(Guillory 10}

At one level, “Willows” is a kind of journal of a great
experiment that fails, because Stryk never fully succeeds at
ridding his mind of distractions. At another level, however,
“Willows” is a magnificent accomplishment because it drama-
tizes the great Zen notion that the search and the thing sought
are one and the same. Perhaps the poet does not fully appre-
hend all twenty-seven of the willows, but he does perceive them
in a new way as they become “delicate / tents of greens and
browns.” Although he once makes it to the seventeenth tree, his
trials are marked with various gestures of frustration, wrung
hands and clenched teeth. But even his distractions are valuable.
Shifting his focus from the nearest tree to the farthest one in the
row, he beholds a shower” of leaves. In his passionate attention

to the trees, the whole world becomes intense and vivid, and 3§
even the distractions are raised to the level of pure comprehen- §
sion. The poet may not be granted perfect awareness of all 3
twenty-seven trees, but he does receive unmediated impressions §
of reality as if the world around him were suddenly and §

magically translated into haiku-like imagery:

The Oriental Connection: 115

the flap of duck, goose, a limping

footstep on the path behind,

sun-flash on the pond. (CP 198)
“Willows” concludes with the poet still “practicing” on the trees
“over, over again” because in each failure lies the magnificent
gift of incidental poetry.

Like Japanese art, the poetry of Lucien Stryk is spare,
compressed, and simple—minimalist art at its very best. But
Stryk is no Japanese, and his representations of tornadoes, elm
trees, willows, and farms revitalize these primary images of
midland America. Without them there could be no Midwest;
and Stryk deserves the gratitude of his readers for helping to
rescue this precious world from oblivion. In “Awakening” Stryk
reminds his readers that poetry is the greatest form of aware-
ness; to be fully alive is to participate in the fundamental joy of

- seeing and, even, of not seeing, as in the final moments of every

sunset on the prairie:

and what I love about

this hour is the way the trees
are taken, one by one,

into the great wash of darkness.
At this hour T am always happy,
ready to be taken myself

fully aware. (CP 108)

Milliken University
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MARK TWAIN, SHERWOOD ANDERSON,
SAUL BELLOW, AND
THE TERRITORIES OF THE SPIRIT

Davip D. ANDERSON

Two decades before the Civil War a pre-adolescent boy
ponders his fate on an Arkansas farm and concludes that “] 4 i
reckon I got to light out for the Territory ahead of the rest, #
because Aunt Sally she’s going to adopt me and sivilize me and I 3§
can’t stand it. I been there before.”

In the last decade of the nineteenth century, as American 3
innocence became empire, a young man not yet twenty-one §
boards a train in a Midwestern village, and his creator tells us §
that “The young man’s mind was carried away by his growing §
passion for dreams. . . . With the recollection of little things §
occupying his mind he closed his eyes and leaned back in the car
seat. He stayed that way for a long time and when he aroused §
himself and again looked out of the car window the town of &
Winesburg had disappeared and his life there had become but a |
background on which to paint the dreams of his manhood.” 3

Nearly half a century later another young man, nearly thirty, 3
driving alone by night through the wreckage of war on the
Belgian coast, proclaims exhuberantly to himself, “. . . Look at ]
me, going everywhere! Why, I am a sort of Columbus of those §
near-at-hand and believe you can come to them in this imme- §
diate terra incognita that spreads out in every gaze. [ may well
be a flop at this line of endeavor. Columbus too thought he was a
flop, probably, when they sent him back in chains. Which didn’t ]
prove there was no America.” 1

The first incident is the final scene in Mark Twain’s The |
Adventures of Huckleberry Finn; the second, the final scene in ;

116

Mark Twain, Sherwood Anderson, Saul Bellow 117

Sherwood Anderson’s Winesburg, Ohio; the third, the final scene
in Saul Bellow’s The Adventures of Augie March. But that final
scene does not suggest a conclusion in any of the novels; rather, it
suggests in each the continuation of what had gone before, with,
at most, a turn in physical or geographical direction. In each
case, the goal or the objective of each is seen to himself as neither
material success nor spiritual fulfillment; it is, in simplest terms,
the continuation of the movement that had given substance and
purpose to his life.

Thus, Huckleberry Finn, the frontier pre-adolescent, having
run out of frontier river, the road of destiny in pre-Civil War
America, finds it necessary to turn West, the only path away
from a society at once civilized and corrupt in spite of its
romantic and moral self-image. For Huck, the continued jour-
ney, as was the earlier, is not toward something; it is away from
that which threatens to mould him in its own image.

George Willard, approaching manhood in an age that saw its
destiny in the cities, moves simultaneously West toward the
setting sun and to the great city that had become the new Queen
City of the new Midwest, having replaced Cincinnati as royal
city and as Porkopolis. But George’s journey has overtones of the
pure poetry of American myth. He has learned all that the village
had to teach him; he has gained the sophistication that tran-
scends the flesh in the moments that permit it; he has learned the
secret of the twisted apples, and, unlike his predecessor Sam
McPherson, he seeks those moments in which he can know truth
in communion with another human being.

The third young man is Augie March, older than the others,
but no less innocent, an expatriate living in Paris with his actress
wife. Having leamed all that Chicago—his Near-North Side
Chicago—had to teach him, having eluded “adoption” and

civilizing by a rich woman, having served his country and

drifted in mid-ocean, Augie is embarked on the search that

l?egan in Chicago: to find “a good enough fate” by which he can
live. Augie drives on through the night, renewed, as he pursues
whatever fate he can find.

Each of the novels is a novel of movement—for Huck down

Fhe river on the raft with Jim; for George, the spiritual journey
into the hearts of the people of Winesburg; for Augie, a journey
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both literal and metaphorical as he moves from Chicago to
Mexico to war to Paris, and as he learns the ultimate ambiguity
of modern experience, he drives on, recognizing “the animg]
ridens in me, the laughing creature, forever rising up,” and
nearly finding a way beyond the impossible opposites of love
and independence.

Central to each of the novels is, literally and metaphorically, &
the American faith in movement, in transcending space, not 3
aimlessly but deliberately, as movement is elevated into the
myth of progress as change becomes fulfillment. Consequently, 3
as each young man pauses in mid-journey, however briefly, his §
confidence in his search is clear: he can escape into the territory;
he can appease his “hunger to see beneath the surface of lives;”
he can evade those dimensions of life that would deny him his
freedom, his individuality, his selfhood.

As each of them ponders the continuation of the journey
become search, each transcends—or ignores—or refuses to con-
sider—the deterministic evidence that threatens their continued
journey, their progress toward fulfillment. Each has learned
from the people in his life that the search interrupted is the
search threatened, that permanence in place or in spirit is the
frustration of final defeat.

These people—in St. Petersburg, in Winesburg, in Chicago— §
are those who cannot flee, who cannot search, who cannot #
know, even for a moment, the freedom of the raft, the fair- §
grounds, the open road, or even that of the lifeboat adrift. Fixed §
in space and time by circumstances beyond their control, by %
elements of society and biology that inhibit their growth and
limit the perimeters of their lives, these are the people who
know, as Huck, as George, as Augie do not, the flip side of the
American myth, of regression, of stagnation, of ignominious §
defeat. !

These are the people, too, whom Anderson called “gro- §
tesques,” those who, however twisted physically or spiritually or £
both, seek to make sons—surrogate or real—out of the young g
men. In their efforts to provide the young men with direction, §
with understanding, with faith, they instead try to recreate the §
protagonists in their own image. Thus, although each grotesque §§
gives something of himself or herself to the young man, each,
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too, provides him with part of the impetus to flee, to begin the
search for fulfillment. And ultimately, as the search continues,
each of the young men finds the equilibrium that enables him to
go on, that holds out the promise of fulfillment.

Thus, those who would recreate Huck Finn in their own
jmages are as sharply contrasted as are the twin images of God,
that of Miss Watson, with its overtones of Jonathan Edwards,
and that of the Widow Douglas, with whom “a poor chap would
stand considerable show.” In the background is the image of Pap
Finn, who has neither a God nor the moral nature of a noble
savage, but shares instead the manners and morals of the hogs
with whom he often sleeps.

As Huck and Jim push off on the raft, it becomes evident that
both share. an innocence tempered by faith—that they will go
South to Cairo, Illinois, sell the raft, and go up the Ohio to a

~ legalistic freedom for Jim, an abstract freedom for Huck—that

combine to prevent the grotesqueness of those they leave behind
as well as many of those they encounter each time they re-join,
however briefly, American civilization in the nineteenth century.

Their innocence and faith are betrayed by chance—or the
vagaries of determinism—as they pass Cairo in the fog, but
neither knows that faith and innocence are also betrayed as they
continue South, ironically deeper into the slave country in search
of the freedom that never comes—except in moments on the raft
in the middle of the river at night. “There warn’t no home like a
raft,” Huck says—but one must keep a sharp lockout for skiffs,
rafts, steamboats, sand bars, and debris—and the cross-section
of American types—Amerlcan grotesques—they encounter
ashore.

Each of those shore-bound grotesques, with the exception of
the innocent Wilks girls who share Huck’s faith, has, in Ander-
son’s terms, seized a fact become truth and in living by it had
made it a falsehood and had consequently become a grotesque.
Thus the Grangerfords and Shepherdsons turn courage and
honor into horror and death; old Boggs turns bravado into
suicide; Colonel Sherburn’s courage reflects not human warmth
but its opposite; the King and the Duke have a shrewd under-
standing of human nature—up to a point. As Jim and Huck come
to journey’s end—or more properly its interruption—as Jim
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finally finds freedom, virtue momentarily triumphs over greed.
But Huck learns that “Human beings can be awful cruel to one
another,” and he learns, too, that hell may be preferable to
- respectability. As Huck loses his innocence if not his faith, both
Huck and Jim find through cosmic coincidence that Pikesville,
Arkansas, and St. Petersburg, Missouri, are one.

At this point Huck determines to turn West as Americans
continue to do, but his journey becomes a projected flight from
the civilizing influences of grotesqueness rather than a search for
freedom. And behind him, he knows, is Tom Sawyer, with an
“outfit,” and the trappings of romance in search of “Howling
adventures.” As Huck might again say, “I been there before.”

Huck’s journey—his search and his proposed flight—become
increasingly metaphorical and his decisions conscious rather
than accidental. But his decision to turn West—away from the
river and into Indian Territory—does not imply that he will
indeed go; more likely is the suggestion implied by the conflict
betweeen determinism and romance—in fact, the river itself is as
much or more deterministic than it is romantic—that Huck will
remain where he is, with Aunt Sally and Uncle Silas and that, as
he attains and moves through adolescence, whatever flight is
possible remains inward, forever at war with the deterministic
forces of civilization.

Consequently, in many respects, Sherwood Anderson’s
Winesburg, Ohio takes up where Huck Finn’s potential and
probable domestic fate threatens. Not only is George Willard a
late adolescent on the verge of going out into the world, but the
time of the novel is the late nineteenth century, and chattel
slavery is ended, but urbanism and industrialism, echoes of
which filter down into the village, impose a new kind of
economic and social slavery on the people. The village of
Winesburg is itself poised on the verge of industrial growth, and

George, as reporter on the Winesburg Eagle, is attuned as much f
to the greater world beyond as he is to the events of the village as 2

Anderson records the circumstances of his last year there.

That last year in the village marks George’s metaphorical
journey into adulthood at the same time that he learns to j
penetrate the appearance of human reality and comes to know, S
in revealing moments of insight, the esential worth of each |
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human being as he or she cries out for compassion and love.
Consequently, just as Huck Finn’s literal journey is peopled with
those grotesques who try to shape him into images of them-
selves, Winesburg is full of those who seek not only to direct
George, but to find vicariously in him the understanding and
fulfillment that has eluded them. But the secret knowledge that
they ultimately teach George is not that of human cruelty nor is it
that of the dehumanizing effects of human society; it is, rather
the truth of human nature, that, in the words of Dr. E;arcival’
who pleads with George to write the book that he cannot “thai
everyone is Christ and they are all crucified.” ,

Each of the grotesques who seeks out George, and whom, in
turn, George learns to seek out, leaves something of himself’ or
herself with him; thus, each teaches George more about the
secret of the people who, physically or spiritually or both, are
like the twisted apples in the orchards outside of Winesh:urg.
Ultimately he learns to transcend the barriers of appearance
whether of eccentricity or repulsiveness at one extreme or of se);
at the other, and to find those moments of complete acceptance
and love, those moments when, in Anderson’s words, he dis-
covers “the thing that makes the mature life of men.andj women
in the modern world possible.”

Interestingly, although many of the people of Winesburg
have known fear, hate, and even cruelty, and some of them
respond in kind to the world around them, George’s innocence
Emlike Huck’s, remains intact at the end, even as his metapho'ricai
journey into the essence of human lives turns literal, and, like
Huck’s proposed journey, George’s actual journey is to the West
and to the City, combining the old American path of empire and
success and the new. And yet the metaphorical dimension
remains: “I just want to go away and look at people and think,”
he had told his mother, whose death ultimately freed him to g(,).
George appears to be one of thousands of young men who went
out of the towns into the city in the fading years of the nineteenth
century, and yet is not one of them. As the train pulls out, he
dreams not of success but understanding, of remembering :md

recreating the lives of those who had touched his in those
moments of meaning,. ' '
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Mark Twain’s America is clearly adolescent and Anderson’s
has come of age, but Saul Bellow’s America is America’s
maturity; its reality is the city—"that somber city,” Chicago, and
its time that of prohibition and depression and war and its
aftermath, through all of which Augie March moves, like his
predecessors, in innocence, with all the dignity and courage and
purpose he can muster. His journey is at once flight and search,
at once metaphorical and real.

As the novel told by Augie opens, Augie, pre-adolescent, is a
streetwise rather than river-wise Huck Finn; like Huck, he is
being simultaneously civilized and corrupted—or taught to play
the urban angles—by Grandma Lausch, the March boarder and
surrogate mother to Augie, to his older brother Simon, destined
to be rich at any cost, to his feeble-minded younger brother
Georgie, destined for an institution, and even to his ineffectual,
deserted, passive mother.

Just as the grotesques of Winesburg attempted to shape and
direct George Willard’s destiny, so do those of Chicago and
beyond attempt to do the same with Augie March. Through the
three decades of the American reality and Augie’s life—the
twenties, in which Augie becomes streetwise, the thirties, in
which he explores the world beyond Chicago, in geographic
rather than intellectual or emotional terms, and the forties, that
take him to war and to Europe, again essentially in geographic
terms, Augie carries Chicago with him, as George Willard two
generations earlier had carried Winesburg into the larger world,
and as Huck had carried with him the village and the river and
the raft in a younger but no less complex or threatening age.

Like both Huck and George before him, Augie takes what
life and people have to teach him; thus, at eight he learns from
Grandma Lausch how to con free eyeglasses for his mother from
the city; at twelve, on his own, he turns employment as an elf
working with a department store Santa into a lucrative con—and
takes his lumps when it fails—but he cannot and will not become
the respectable and soulless exploiter into which Grandma
Lausch successfully turns Simon.

In adolescence Augie runs errands for the crippled operator
William Einhorn; from him Augie learns not to be intimidated by
physical limitations or even by circumstance as Einhorn is wiped
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out but not destroyed by the stock market crash. Nor is Einhorn
repulsed by Augie’s brief, unsuccessful venture into crime.
“You've got opposition in you,” he tells Augie; “You don’t slide
through life.” For a high school graduation present, Einhorn
takes Augie to a brothel. But Augie will not become the operator
Einhorn wants him to become.

Nor will he become “civilized” for the wealthy Renlings who
want to “adopt” him so that he may become a suitable com-
panion; Augie flees as had Huck, having picked up a few
pointers and having met and fled also from the rich and
beautiful Fenchel sisters, Esther and Thea. Briefly and unsuccess-
fully he joins his old companion in crime in smuggling aliens
from Canada; he narrowly escapes arrest in Buffalo and Erie and
rides the rods back to Chicago. Simon marries well and begins
his rise; Augie steals textbooks to order for graduate students,
reading them before delivery, to satisfy his curiosity, while he
mover easily through the complicated lives of his contempo-
raries and humiliates Simon, who wants his brother to marry as
well as he had.

Augie moves to Mexico with Thea Fenchel, to hunt iguana
with her eagle, which he helps train—unsuccessfully—and Augie,
nearly in love, finds a curious kinship with the bird, nearly
succumbing as well to the drinking, gambling, and sexual
preoccupations of the expatriate community. Escaping the in-
creasingly surrealistic relationship, society escapades, and land-
scape, Augie returns to Chicago. Refusing “to lead a disappointed
life,” he decides he has been “a runner after good things, servant
of love, embarker on schemes, recruit of sublime ideas, and
Good Time Charlie.” As research assistant for an eccentric
millionaire historian, Augie determines that he must simplify his
life, that there is nothing in life that he wants to prove to anyone,

But complications ensue. With the coming of the war Augie,
after an operation for a hernia brought on by the strenuous life in
Mexico, joins the merchant marine; in training he meets once
more a young actress, Stella Chesney, whom he had known in
Mexico; they fall in love, marry, and Augie, rejecting the cynical
advice of Harold Metouchian, ships out, while his new wife goes
to Alaska with a USO troupe. In mid-Atlantic, Augie’s ship is
torpedoed, and he finds himself adrift in a lifeboat with the
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ship’s carpenter, a mad genius. After rescue and hospita'llizati(m
he returns home. At war’s end, he and Stella move to Paris where
she can pursue her career, while Augie, still in pgrsuit of the
simplicity that eludes him, drives on through the night.

In each of the three decades of Augie’s life that th.e novel
covers, he rejects that pressure or advice or ter.n‘ptahon that
promises him meaning and success, and at each critical moment
he flees in a new direction, determined to escape not only the
promise but the promiser, each of whom is as .truly grotesque as
the people in Winesburg. But, unlike Huck Finn, Wl‘.IO hopes to
escape civilizing—and adulthood—and Ceoyge Willard, who
hopes to understand people and life, Augie searc.:hes for a
simplification that precludes the psychic destructlon. of I'ns
brother Simon, the passive destruction of his mother, the insanity
of his brother, the grotesque limitations of the others. Truly the
comic hero, as Huck Finn very nearly was, still as innocent as
Huck or George, Augie goes on into night, destined perhaps to
suffer but in the meantime to live.

Each of the novels, in covering part of the emerging literary
and social maturity of America, reflects clearly both the move-
ment and the search at the heart of each of them. And each of tl3e
novels is as episodic, as fragmented as American.expt.arience in
each protagonist’s own time, and each protagonist flirts, hovfr-
ever briefly, with the madness of his age and his people, often, in
both Bellow and Twain, of bachanalian if not gargantuan
proportions.

Both Huck and Augie are comic narrators, the comedy a
veneer that hides tragedy, and both seek an external fulfillment
in time and space. George Willard, conversely, is written about—
Anderson rarely wrote comedy or used first person—and George
seeks a human but elusive truth. But as the three young men
move through time and space, confident in their innocence,
certain in their faith, in spite of the darkness of experience, each
reflects, for his-time and ours, the limitless dimensions of a
promise and a search at once American, mythic, and immortal.

Michigan State University
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FAREWELL TO THE REGIONAL COLUMNIST:
THE MEANING OF BOB GREENE'S SUCCESS

RicHARD SHEREIKIS

Over the past hundred years, Chicago has spawned a re-
markable number of newspapermen whose distinctly regional
voices have won them national fame. Early signs appeared in the
1880s, when Eugene Field’s “Sharps and Flats” column was first
published in the Chicago Daily News: and by the 1890s, when

'Finley Peter Dunne and George Ade recorded their witty and

worldly observations in the Chicago Post and Chicago Record,
the tradition was firmly established. Ring Lardner kept it alive
with his urbane humor in the Tribune’s “In the Wake of the
News” column, and writers like Ben Hecht, Carl Sandburg, and -
Floyd -Dell have brought distinction to Chicago’s reputation with
their columns, reviews, and features in the city’s many news-
papers. More recently, Mike Royko has assumed the role of
quintessential Chicago columnist—street smart, tough, and ready
to flay corruption or take up the cudgels for the common man.

As varied as these many writers have been, they all, in their
best work, have had a distinctly Chicago flavor. Much of the
time, their subjects are Chicago subjects: the life and drama of
ethnic neighborhoods, the perennial chicanery at City Hall, the
tales and tribulations of newcomers learning to cope with
strange and puzzling ways. Their roots are deep in the city, and,
as James DeMuth points out in Small Town Chicago, the early
columnists played an especially important role in helping the
city’s many recent arrivals adjust to life in “the abbatoir by the
lake™: “. .. [T]hey reduced the chaos and complexity of Chicago
to the familiar routines, modest ambitions, and homely virtues of
its ordinary citizens. They demonstrated, with brief stories of the

125
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familiar domestic circumstances in which working-class and
middle-class people lived, that Chicago could be understood
and that one might find satisfaction and humor in being 3
Chicagoan.”

Even when their subjects weren’t distinctly Chicagoan, the
attitudes and values of the best of the columnists had a Windy
City edge. Mr. Dooley’s clear-eyed assessments of Teddy
Roosevelt's ego, Ade’s ironic fables about the booby traps of
upward mobility, and Royko’s recent critiques of the character
of international terrorists all emerged from what might be called
a Chicago sensibility. Tempered by the facts of life in the
sprawling, dirty, crooked, but lively city, writers like these
brought no-nonsense judgments, caustic humor, and straight-
forward styles to their observations of contemporary life.

Eventually, many of these distinctly regional voices captured
" national attention, and, for good or ill, the best of the Chicago
columnists became national figures, writing for syndication or,
like Ade, branching into other fields. While confining himself
mostly to Chicago topics from 1893 to 1898, for example, Dunne
broadened his range in the late 1890s, and, by 1900, he had
moved to New York, from where he wrote a nationally syn-
dicated column. By 1900, too, George Ade had given up his
column to devote himself to fables and pieces for the operatic
and legitimate stages. And Mike Royko, while still working fror.n
Chicago, has taken on more national subjects because of his
syndication.

But however widely they roamed, however varied their
material became, there was never any mistaking the Chicago
point of view in the best of the city’s columnists. In fact it is this
regional quality which, paradoxically, gives the best work of
writers like Dunne, Ade, and Royko its wide appeal: it is the
Chicago flavor—funny, critical, contentious, and full of wisdom
and distinctive insights—which makes this work memorable.

Now, inexorable, the city’s voice is growing less distinct,
muffled by mass communications and technology. Speech be-
comes standardized, experience is homogenized, and values are
softened into a kind of Buscaglian (as in Leo) pulp as we move

closer to McLuhan’s global village. And one clear sign of that
movement is the fame and fortune of Bob Greene, the syn- _'

Y
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dicated Tribune and Esquire columnist and media personality.
His popularity signals a loss of regional character in our journal-
ism, and his success is an alarming omen in our progress—read
decline—toward a bland and innocuous national character.

Before we examine the implications of Greene’s fame, how-
ever, let us first remind ourselves of what is at stake when writers
lose their regional identities and values. Let us look at the things
which make a Dunne or a Royko distinctive so we can appre-
ciate what the popularity of a Bob Greene means. Let us remind
ourselves of what a scholar named John T. Frederick said in 1944
about the importance of regional writing:

A good regional writer is a good writer who uses
regional materials. His regionalism is an incident and condi-
tion, not a purpose or motive. It means simply that he uses
the literary substance which he knows best . . . the material
about which he is most likely to be able to write with
meaning. His work has literary importance only in so far as
it meets the standards of good writing . . . Yet in a country
so vast and varied as ours the regional writer gives special
service to the nation as a whole by revealing and interpret-
ing the people of his own region to those of other regions. -
He serves most significantly if he can reveal and interpret
the people of his region to themselves.

Finley Peter Dunne’s Mr. Dooley is perhaps the greatest
single creation of any of the Chicago columnists. Mr. Dooley, the
Irish bartender/philosopher from “Archey Road” in Bridgeport,
held forth in over 700 dialect essays, mostly in the 1890s, and
people from coast to coast were familiar with his worldly
observations. When Dunne put together the first authorized
collection of Dooley pieces in 1898, under the title Mr. Dooley in
Peace and War, the volumes sold at a rate of 10,000 copies a
month, and pirated versions appeared in England. But the
volume had a strong Chicago flavor, as witness the presence of a
piece like “On Oratory in Politics,” which contains Dooley’s
analysis of the aldermanic election between the incumbent,
William J. O’Brien (who was, in fact, an alderman from Bridge-
port at that time), and a young reformer by the name of Smith
O’Brien Dorgan. :

Dorgan, says Dooley, “was wan iv th’ most iloquint young
la-ads that ever made a speakin’ thrumpet iv his face. He cud
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holler like th’ impire iv a baseball game.” And young Dorgan had
high ideals, according to Mr. Doley:

“He planned the campaign himsilf. Tl not re-sort,” says
he, ‘to th’ ordin’ry methods,” he says. “Th’ thing to do,” he
says, ‘is to prisint th’ issues iv th” day to th’ voters,’ .he says.
‘T'll burn up ivry precin’t in th’ ward with me illoquince,” he
says. an’ he bought a long black coat, an” wint out to spread
th’ light.

“He talked ivrywhere. Th® people jammed Finucane’s
Hall, an’ he tol’ thim th’ time had come f1 th’ masses to
r-rise. ‘Raymimber,” says he, ‘th’ idees iv Novimb’r,: he says.
‘Raymimber Demosthens an’ Cicero an’ Oak Park,” he says.
‘Raymimber th’ thraditions ov ye'er fathers, iv Wa_shm,ton
an’ Jefferson an’ Andhrew Jackson an’ John L. Sullivan,” he
.says . . .

But this is Chicago—the future neighborhood of Richard J.
Daley, in fact—and Dorgan is doomed, because the incumbent
O’Brien runs a classic Chicago campaign:

“Now all this time Bill O‘Brien was campaignin’ in his
own way. He niver med wan speech. No wan knew
whether he was fr a tariff or again wan, or whether he
sthud be Jefferson or was knockin’ him, or whether he had
th’ inthrests iv th’ toilin’ masses at hear-rt or whether he wint 3
to mass at all, at all. But he got th’ superintendent iv th’
rollin’ mills with him; an’ he put three or four good fam’h‘e§

- to wurruk in th’ gas-house where he knew th’'main guy, an’ §
he made reg’lar calls on the bar-rn boss iv th’ streetcaars. He, 4
wint to th’ picnics, an’ hired th’ orchesthry f'r th’ dances, an”
voted himself th’ most pop’lar man at the church fair atan 3
expinse ov af laste five hundherd dollars. No wan that come
near him wanted £r money. He had headquarters in ivry §
saloon frm wan end ov th’ ward to th’ other. All the pa- ¢
apers printed his pitcher, an” sthud by him as th’frind iv th E
poor.

When O’Brien commiserates with Dorgan on the challenger’s 3
humiliating loss, Dunne dramatizes, for all the world to see, §
some fundamental facts about Chicago politics:

... ‘Well,” says O’Brien, ‘how does it suit ye? he says. * ‘
‘It's sthrange,.” says Dorgan. ‘Not strange at all,” says Willum §
J. O’Brien. ‘Whin ye've been in politics as long as I have,_ ]
ye'll know, he says, ‘that the rolyboly is th’ gr-reatest

Farewell to the Regional Columnist: 129

or-rator on earth.” he says. “Th’ American nation in th’ Sixth
Ward is a fine people,” he says. ‘They love th’ eagle,” he says,
‘on th’ back ov a dollar,” he says. ‘Well,” says Dorgan, ‘I can’t
undherstand it,” he says. ‘T med as manny as three thousan’
speeches,” he says. ‘Well,’ says Willum J. O’Brien,’ that was
my majority,” he says. ‘Have a dhrink,” he says.

The point, I hope, is clear. What gave Finley Peter Dunne his
unique identity and, paradoxically, his national fame, were his
talent for “revealing and interpreting the people of his own
region to those of other regions,” and his ability to “reveal and
interpret the people of his region to themselves.”

Mike Rovko’s abilities at those kinds of revelations and
interpretations are fresher in our minds and so need less detailed
sumnmary. Anyone who reads him with any regularity knows that
his is a classic Chicago personna: tough, caustic, contentious,
cynical about people in power. Whether he’s tweaking a corrupt
alderman, panning the pretensions of foreign movies, celebrat-
ing a little guy who won or lost a bout with some bully, cutting a
cowardly terrorist down for sending his pregnant girlfriend onto
a plane with a bomb, or attacking Indiana for being—well, for
being Indiana, Royko’s values and perspectives are as Chicago
as Maxwell Street, and his work is the richer for it. You learn
from Royko how the Slats Grobniks of the city see things; and
you get a sense of what it’s like to live in a neighborhood, to be a
regular in a neighborhood bar, to mix it up in the alleys or on the
playing fields with a bunch of your buddies and rivals. It feels
like city life, in short—gritty and real and interesting.

But to move from Royko’s world to Bob Greene’s is like
moving from Bridgeport to a bland and sterile lake-front high-
rise. There’s no edge to anything in Greene’s work, no distinct
flavor to the courses he serves, no strong prejudices or beliefs
that you can challenge or accept. (It’s significant, I think, that
Royko will occasionally print some of the more colorful hate
mail he gets, while Greene only tells you of his fawning and
supportive letters. And I suspect that the mail which Royko and
Greene share with us is representative, too, since Royko makes
you take a position while Greene does little more than celebrate
the banal in American life.)

A look at Cheeseburgers, Greens’s most recent collection of
pieces from the T'ribune and Esquire, suggests how radically



130 MIDAMERICA XIII

Greene departs from the most important figures in the Chicago
tradition of columnists. Cheeseburgers (which is sub-titled The
Best of Bob Greene, by the way), reveals the alarming degree to
which regional differences are becoming blurred in the face of
mass communications, standardized speech, sanitized values,
and the “neutrality” of contemporary journalists.

In his introduction to Cheeseburgers, Greene tells us of his
intentions: “I'd like to think of my stories as snapshots of life in
America in the Eighties—snapshots taken as I wander around the
country seeing what turns up.” What he strives for, he says, is “to
tell the same story in the newspaper that I would tell my firends
later in the bar.”

These are decent goals, of course, but the 72 pieces in
Cheeseburgers leave the impression that Greene hangs out
mostly in luxury hotel bars and the kinds of suburban places that
feature hanging plants and wicker furniture. There’s nothing
here for the denizens of a real Chicago bar—nothing to argue
about, nothing to fight over, nothing to laugh at. His “snapshots,”
for the most part, are taken from a bland, narrowly middle-class
point of view, and they lack the punch or grit that have been the
staples of the best Chicago columnists from Dunne to Royko.

The collection includes the normal fare of a regular colum-
nist, broadend by Greene’s celebrity connections and his un-
limited travel and telephone budgets. They range from inter-
views with public figures like Richard Nixon and Meryl Streep;
to nostalgic or sentimental examinations- of icons of popular
culture like View Masters and the Playboy Mansion; to clumsy
attempts at humor (his grandmother’s membership in the Play-
boy Club, for example); to sentimental personal reminiscences
about being cut from his junior high basketball team in Bexley,
Ohio, and about working in the shoe-bronzing business which
his father owned (which may explain everything).

As a “newspaperman” trained in a journalism school, Greene
believes that simply trotting out these stories and snapshots is
enough. But Greene is a columnist, and what we usually want
from a columnist—what we've always got from the great
Chicago ones—is some evidence of a core of values, a set of
beliefs, some healthy prejudices to enliven the writer’s reporting.
Think of Royko’s street-smart judgments about the shenanigans
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at City Hall; then think of Bob Greene celebrating the compla-
cency and comfort of Bexley. Dunne gave us Mr. Dooley; Royko
gives us Slats Grobnik. Bob Greene gives us the journalistic
equivalent of the Pillsbury Dough Boy.

He tells us of crises, sometimes, but they're the kinds that
only a yuppie could care about. He tells us about the tribulations
of going on book tours as a successful writer. He tells us what to
look for in luxury hotels—in case were ever on a book tour,
presumably. He tells us of the guilt and torment a funeral
director feels when he gets himself a platinum credit card. He
gives us first-person testimonials about how hard it is to be Alice
Cooper, the washed-up rock personality, or Richard Nixon, the
washed-up national disgrace. But what does it all mean? What, if
anything, does Bob Greene think or feel about it all? We don’t
need sermons, of course, but we could use some idea of what the
writer makes of all the cultural flotsam which clutters our
country and dominates his columns. Dunne and Royko take their
stands on a strong foundation of values, beliefs, and prejudices;
Greene takes his on the shifting sands of popular tastes and fads.

Greene does on occasion allow an opinion to seep out, and a -
few examples suggest the banality of his rare explicit judgments:
“All of a sudden, people seem to be in an insane hurry to get too
much done in too little time,” he tells us, portentously (in “The
Twitching of America”); “[I]t’s becoming increasingly hard to
make sense of these times,” he tells us earnestly (in “A Stranger in
the House”); and, about 15 pages into his vacuous interview with
Richard Nixon, he offers this astonishing appraisal: “I was
getting the impression that some of his days were emptier than
he would like.” That would be a great line, delivered ironically,
of course; but Greene seems to mean it as a serious insight.

Creen’s account of his relationship with Alice Cooper pro-
vides the best implicit revelation of his values. Greene, a
personal friend of Cooper’s, admits that Cooper’s acts were
“leering incitements of his young audiences,” “. . . a forerunner
of today’s fascination with violence, harsh sexuality, and an-
drogyny.” Greene “can’t exactly” disagree with a characteriza-
tion of Cooper as someone who is “deliberately trying to involve
these kids in sadomasochism,” and “peddling the culture of the
concentration camp” through his “anthems of necrophelia.” Yet



132 MIDAMERICA XII{

Greene clearly takes pride in his friendship with Cooper, calling
him “one of the brightest, funniest people 1 ever met.” As for
Cooper’s harmful effects on the kids who paid millions to watch
his lurid spectacles? “[H]e was selling his young audiences what
they were eager to buy,” Greene blandly admits. But that was
OK, by Greene’s lights, because Cooper “was full of a sense of
irony about it.” Why mess with regret or embarrassment or guilt
when you can feel ironic?

But Cooper had more than irony going for him, according to
Greene: “He was as appalled by [his fans’] acceptance of his
show’s bloodlust as was the most conservative fundamentalist
minister; the difference was, even though he was appalled, he
was becoming wealthy from it.” If you can’t be ironic, you can at
least be rich (which seemed to have been Nixon's saving grace,
in Greene’s opinion).

So Bob Greene's appeal isn't hard to explain. His columns
are, in fact, “snapshots of life in America in the Eighties,” from a
point of view which millions, unfortunately, share. His points of
reference are rock music (especially the Beatles), network
television and the celebrities spawned by the popular press
(especially Time). His “neighborhoods” are luxury hotels, sub-
urban shopping malls, and fern bars, safe and sterile, alike in
every region of the country. His reminiscences tell us much
about what it was like watching TV and listening to the Beatles
in Bexley, Ohio, but little about the life and texture of the streets
and alleys or people in the town. He owes less to Bexley than he
does to the electronic global village. Whether or not he coined
the term, he’s the ultimate yuppie, in short,—rootless, shallow,
bland, and complacent—traits, by the way, which are reinforced
by his innocuous style.

That’s what makes his popularity so frightening and what
bodes so ill for regional writing in general and for the rich
tradition of Chicago columnists in particular. It's not that Greene

is the latest in the long, unruly line that extends from Dunne to

Royko. It’s that Greene may be the first in a new line that is §

smooth, inoffensive and predictable, a breed whose beat is not }
precise and local, who have no region to reveal and interpret for §
the people in or out of it. Greene calls his Esquire column $§
“American Beat,” and, unfortunately, the title is all too accurate. 2
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Thomas Boswell, a fine contemporary writer whose beat is the
baseball park, has, in another context, aptly described the world
that Bob Greene inhabits and documents:

We live in a time when one of the most common
experiences of American travelers is a sense that urban life
is acquiring a deadly, homogenous dreariness. Our sense of
place, of region and accent and local tradition, is ground

- down in the face of identical, toneless, expressionless

Eyewitness Anchorpersons whose duty it is to make Cincin-
nati or Oakland the identical bland equal to Chicago or
New York. From the airport to the shopping mall, from the
neon gas-and-gulp thoroughfares to the gaudiest clerestory
lobby of the ritziest hundred-dollar-a-day hotel in town, the
distinctions between one city and another, between one
region and another, are disappearing,

. The more you travel, the harder it is to remember where
you are. (Why Time Begins on Opening Day, p. 19)

What we lose, on Bob Greene’s sanitized American Beat, is
the feel and flavor and values of a special place, the accents and
thythms of distinctive speech. We lose that sense of “the near,
the low, the common,” which Emerson embraced as part of his
belief that “the near explains the far.” We lose, in short, that
sense of ourselves which can only come form a chorus of
regional voices. Whether Bob Grene is a cause or only a
symptom, the illness is debilitating.

Sangamon State University



CAN THESE, TOO, BE MIDWESTERN?
STUDIES OF TWO FILIPINO WRITERS

ROGER J. BRESNAHAN

The larger purpose of these studies is to test the resiliency of
the borders of what we call the Midwest. In this sense, they are
explorations of a territory. The thesis being worked out is that to
be a regional writer is to want to be part of a community that is
very much attached to the land. John T. Frederick, in the
introduction to his 1944 anthology, Out of the Midwest, ob-
served that “the regional writer gives special service to the nation
as a whole by revealing and interpreting the people of his own
region to those of other regions. He serves most significantly if
he can reveal and interpret the people of his region to them-
selves.” The farthest reaches of this intellectual geography are
“local color,” which David D. Anderson has consistently shown
to be a trivialization of regionalism, and the notion that Bien-
venido N. Santos discredits: el sitio nada importa—place doesn’t
mafter, quoted, out of context, from “Ultimo Adios,” the poem
penned by Filipino patriot José Rizal the night before he was
executed in 1896.

L. Elsitio nada importa: The Midwest of Bienvenido N. Santos

Bienvenido N. Santos is arguably the most Midwestern—in
theme, in mentality, and in style—of the dozen or so Filipino
writers who have written or sojourned in America. Now retired
from Wichita State University, Santos became a U.S. citizen
during the Marcos years. He now spends winters in the Philip-
pines and summers with his son in Greeley, Colorado. His 1983
novel, The Man Who (Thought He) Looked Like Robert Taylor,

14
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is a work of great complexity clothed in apparent simplicity.
Through shifts in frames of perception and planes of action,
through flashbacks, montage, and a disjunctive reshuffling of
time frames, Santos forces us as readers to consider the issue of
alienation through face-saving and face-losing and to speculate
on the function of place in the definition of identity. Its plot is
deceptive in its apparent simplicity. In brief, an aging Filipino
who has worked in America since the '30s becomes aware of the
sterility of his life and sets out from Chicago to visit the places of
his past.in America. His earlier belief, that “el sitio nada
importa,” gives way to a desire not just to revisit, but even to
savor, the places and people of his younger days. The overriding
humor of this potentially melodramatic situation is conveyed by
the title. Solomon King has always thought he looked like Robert
Taylor—the perfect profile—and thus formed a false identity.
When newspapers had reported Bob was a three-pack-a-day
smoker, Sol wrote him a letter begging him to quit, vaguely
believing that Taylor’s fate somehow conditions his own. It is
when he reads in the newspaper that the actor has finally died
that Sol is provoked to take up his retrospective quest.

That no one has ever noticed the supposed facial similarity
between the white actor and the brown immigrant does more to
embitter Sol against the perceptions of others than it does to
awaken him to his own alienation. Often, he has suffered the
exquisite pain of near recognition. People have seemed on the
verge of observing that he looked like someone but then were
distracted. Or thay have said he reminded them of “that actor”
but couldn’t remember the actor’s name. Thus, Ben Santos’s wry
humor comes into play because no one has accorded Solomon
King the face he covets, and Sol neither perceives the face that
others see nor accepts the only identity which can be his. In a
very real sense, therefore, this novel is about a person who
regains his own face after years of losing face by failing to be
recognized for another’s face.

The bulk of the novel forms a series of flashbacks in the life
of Solomon King in Chicago where he has risen to the position of
supervisor in stockyards which are themselves on the verge of
closing. Much of the action of this part of the novel occurs in
King’s mind, interspersed with flashbacks to the Philippines and
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to long-ago conversations with other o.t.’s (old timers, a common
term for Filipinos working in America since before Philippine
independence). This part of the novel also demonstrates Sol’s
alienation from everything and everyone around him. Most
obvious is his unlikely first name, coupled with the strange desire
to be mistaken for Robert Taylor. His office in the stockyards
insulates him from the stench of Bubbly Creek. His apartment in
the midst of a huge Polish neighborhood separates him from
other Filipinos. He meets them only in his flashbacks to social
gatherings of earlier years at the office of the Philippine Com-
monwealth in Washington or at the Philippine Consulate in
Chicago. When he meets other Filipinos on the street he hesitates
to acknowledge them or even greet them in the native language,
so great is his withdrawal.

Each year Sol has come back to the stockyards from his
annual vacation to describe the places all over America that he
has visited. Those vacations are actually spent in his apartment
poring over travel brochures and cataloguing pictures of Ameri-
can places not visited and Philippine places nearly forgotten.
Until he shelters Blanche Hardman and her baby boy, Jerry,
from a raging Chicago snowstorm, his relations with women are
entirely sexual. His two longest affairs were with a much older
American wonan named Barbara, whom he visits at the very end
of the novel, and a much younger one named Ursula—just as
Robert Taylor had been married to Barbara Stanwyck and
Ursula Theiss.

Upon hearing of the death of Robert Taylor, Sol begins his
final vacation and retirement. Oblivious to the raging snow-
storm, he drives to the Greyhound bus depot at Clark and
Randolph to obtain schedules. There he finds the young woman
and her baby returning to Dowagiac, Michigan, after visiting the
child’s father at the Illinois State Penitentiary in Joliet. As
Blanche Hardman is ill-prepared for the cold weather, Sol

provides her with an extra coat he keeps in his car and buys food -

for her and milk for Jerry. When it appears no busses will move
at least until the next day, he takes the two to his apartment.
Blanche and Jerry remain there for several days after the
snowstorm and Sol showers them with presents—new clothes,
food for the rest of their trip, toys for Jerry.
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By the time Blanche and Jerry finally board a bus to resume
their journey, Sol has begun to get in touch with himself and his
own past. He boards a bus for Washington, leaving the cold and
isolation of Chicago and abandoning his putative likeness for
Robert Taylor. In Washington he confronts his own past with an
old roommate, Noli, visits Barbara in her nursing home, and has
visions of his dead parents in the Philippines. As the novel ends,
we do not know whether Sol will continue to pursue this trip into
the past. But we are fairly certain he will not return to the
cultural isolation which Chicago represents.

In the course of this novel, Sol discovers himself and his
roots. In doing that, he erases the colonial past that Chicago
imposes on the Filipino. Indeed, in much of Santos’s fiction,
Chicago represents a tentative refuge and flickering warmth
against a world of loneliness and cold far from home and the
extended family basic to Philippine culture. For the o.t.’s whom
Santos has so sensitively portrayed in his fiction, Chicago is the
quintessential American city in that it spiritually embodies the
isolation of American individualism against the Filipino cultural
value of togetherness, as it physically embodies the bone-chilling
cold of America against the warmth of the tropical homeland.
That Chicago is the place of alienation is not because there aren’t
other Filipinos there. Rather, Sol has invented a Chicago without
Filipinos as an actualization of his own alienation. And this
invention requires that he live in a part of Chicago where all his
neighbors are Polish and therefore as alienated from mainstream
America as he is, despite his attempts to identify with a movie
hero.

In one of Santos’s earliest Chicago stories, “My Most Memo-
rable Christmas in America,” the narrator, who is named Ben, is
a Filipino student at the University of Illinois. After the capitu-
lation to the Japanese at Bataan, his letters to his family in the
Philippines have come back marked “Service Suspended.” Ben
is brought to the Chicago YMCA near Hyde Park by friends who
are going home to Muncie, Indiana. Significantly the friends do
not bring him to the human warmth of their families in Muncie.
Instead, they circle far out of their way to bring him from one
isolation to another. Though at the Y, “there were always a few
men in the lobby warming themselves by the fire,” by Christmas
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the place was practically deserted. The hblidayf is spent eating
canned foods with other isolates—the Negro janitor of the Y and
a Jew from Boston about to be drafted.

The other memorable story of Chicago is Santos’s widely
anthologized, “The Day the Dancers Came.” In that story an o.t,,
Fil Acayan, rushes down to the Hamilton H_ote'l tq invite a
travelling Philippine dance troupe to tour the city in his car an.d
eat Filipino food in his apartment. The shabby old man is
scorned by the elegant, young dancers. Still, he gets front-row,
reserved seats and tape-records the dancers’ performance. The
tape is to be a memento connecting him to the homeland he
cannot return to. When Fil offers hospitality to the young
people, he finds they are “always moving away. 'As if by
common consent, they had decided to avoid him, ignore hl.S
presence.” In the end Fil loses the dancers, the tape, and hl.S
dying roommate, Tony. For as he ministers to Tony, the tape is
accidentally erased. That could happen anywhere, ,of course,
though the snow and the ever-present cold of Sa.ntos s Chlcgg'o
are prominent in the story. Solomon King’s belief tha.t el sitio
nada importa is, in fact, true in Chicago where the loneliness and
the cold are so alien—whether to Fil Acayan in “The Day the
Dancers Came,” or to Ben in “My Most Memorable Christmas in
America,” or to Solomon King in The Man Who (Thought He)
Looked Like Robert Taylor.

Solomon King’s interlude with Blanche Hardman and littlfa
Jerry is the fulfillment, at a remove of many years, of Fil
Acayan’s dream of showing Filipino hospitality to the dancers.
Fil had explained to Tony: ,
“All I wanted was to talk to them, guide them around
Chicago, spend money on them so that they would have
something special to remember about us when they return
to our country. They would tell their folks: We met a kind,
old man who took us to his apartment. It was not much of a
place. It was old—like him. When we sat on the sofa in the
living rooin, the bottom sank heavily, the broken springs
touching the floor. But what a cook that man was! And how
kind!”

That was his hope. “But, Tony, they would not come. T'hey

thanked me, but they said they had no time. Others said nothing.
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They looked through me. I didn’t exist. Or worse, I was unclean.
Basura. Garbage. They were ashamed of me. How could I be
Filipino?”

Immediately before the episode with Blanche and Jerry,
Santos 'inserts two stories as flashbacks in Solomon King's
imagination. One was published separately as “Immigration
Blues,” the first story in Santos’s collection, Scent of Apples.
There Alipio Palma, a widowed o.t. living in San Francisco, is
visited by the wife of a friend and her younger sister. Through
typically Filipino strategies of indirection, the older woman
suggests Alipio marry her sister from the Philippines so that the
young woman can remain in the United States. This stratagem
for outwitting the immigration authorities is a common one: it
was under identical circumstances that Alipio had met his first
wife, Seniang. The older sister goes to the grocery store, leaving
the two alone for a long time. Returning, she asks in their dialect,
KumustaP, which Santos coyly translates as “much more that
‘how are you’ or how has it been?” ” The story ends with Alipio’s
eyes following the young woman'’s legs, speculating whether she
will lose her way to the kitchen and end up in the bedroom.

As with the leering of Alipio, who thinks gleefully to himself
that lightning has struck twice, Sol’s affairs are less of the heart
and more of the body. In The Man Who (Thought He) Looked
Like Robert Taylor,“Immigration Blues” is placed between Sol’s
recollection of two torrid but self-centered affairs, his first and
his last in Chicago. The first was with Morningstar, whom Sol
had visited every morning, from seven until quarter of eight, on
his way to work. The last was Ursula. Both women complained
that Sol only wanted sex, and both dropped him before he knew
the affair was over:

There were times when he felt like calling up the one man
in the world with whom he felt a kinship not easily
explained, much less understood. It did not surprise him to
read somewhere in a signed article by a well-known
reporter who had covered Hollywood during the golden
era of the 30’s and 40’s, how Robert Taylor was kicked
around by women. First Greta, who gave him the cold
shoulder without explanation after what appeared to be a
promising relationship during the filming of “Camille.” And
there was Barbara who, in Bob’s own words, treated him as
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“nothing more than a toy, someone to have around the
house like a dog or a cat.” Poor Bob! Poor Sol!

Blanche and Jerry repair Solomon King’s human .isolati()n,
But they also allow him to become a Filipino once again as they
allow him to show hospitality, perhaps the IFIOSt important
Philippine cultural value. In the ﬂas}?back which f.olllc.)ws the
breakup with Morningstar, Sol is telling a.nother Fll.lpmo that
they should help each other in America. His companion knows
Sol's isolation well, for he retorts: “Look who's talking. You the
guy who run away when you see an old Pinoy appro?ch you....
But what’s the use, my smartaleck paisano, you wont recognize
loneliness even when it's served you on a bamboo tray.

After Blanche and Jerry, Sol need no longer live wholly in the
land of the colonial masters, his Filipino identity maskec.l by the:
white face of Robert Taylor. He goes to Washington to find Noh
and Barbara and tell them what they have really meant to him.
The flood of memories provoked by the bus trip to Wa§h1ngt0n
results in “a cameraman’s error of a dream, the same film used
twice, slides of scenes and events superimposed twice over...a
weird combination of places and differing times and geople out
of the present and the past.” In one such montage: along the
bridle paths in Rock Creek Park little brown farmer boys led
their carabaos to graze at will. They stared in amazement at the
tall red-faced Americans walking by.” Mount Mayon, a.volca’no
visible from the house Santos built for himself in h_1s naFwe
province of Albay, is superimposed over the cemetery in Arling-
ton. And the sound of the bus engine and the wheels on the
highway seem to him the muffled sound of a flag-draped
caisson. Flashback: driving a cab in Washington as a young man,
Sol takes an old couple to see the White House, but th(? street
becomes a cobblestone road in Manila as Sol glimpses his dead
parents in the rear-view mirror.

Finally, Sol can safely recollect old times in conversation
with Noli. He no longer needs his pictures, his travel brochures,
or his hardened isolation. With Noli he can recollect the old
times of Benny’s barbershop at Fourth and F, the center of
Philippine life in Washington during the years of the Common-
wealth, and the yo-yo contest Noli had entered, coached by Sol,

where he was chosen winner though he was the clumsiest,
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because the company wanted not an artist but a clown in a
zoot-suit short enough to stand in the store’s windows. Through
Noli he finds Barbara, now living in a nursing home in the
Virginia suburbs. Their interview is inconclusive, but Sol brings
her a blanket to keep her warm. As he leaves the nursing home at
the novel's end, Barbara unintentionally reminds him, and us,
that Filipinos are at risk in the land of the colonizer where there
is neither warmth nor identity. She calls out: “Be sure you don’t
catch your death out in that cold.”

II. Arrivals and Departures: Paul Stephen Lim

Born into a Manila Chinese family in 1944, Paul Stephen Lim
came to the United States in 1968. He teaches in the English
Department at the University of Kansas in Lawrence, where two
of the stories are set that will be considered here. To date, he has
published one collection of stories. Several of Lim’s plays and
stories have won the prestigious Palanca Awards in the Philip-
pines. In 1979 he received a summer fellowship from the
Midwest Playwrights Laboratory. His play, “Woeman,” was
produced in New York in 1982. A collection of Lim’s plays is to
be brought out next year by a publisher in the Philippines. The
same house, New Day, brought out Lim’s collection of short
stories in 1982, entitled Some Arrivals, But Mostly Departures.
Of the eight stories in that collection, three indicate Lim’s
yearning for community in the Midwestern landscape: “Flight,”

“The Third and Final Dream of Samue] Toeppffer,” and “Dots
and Dashes.”

“Flight,” the first story in the collection, comprises the diary
of Wing, a 24-year-old Chinese Filipino going to Kansas to study
English literature. The early diary entries are made on the plane
as Wing crosses the Pacific to find the America he had read
about in Time and Newsweek. He puns on his name: “he who
‘slouches toward Bethlehem to be born’ is not so fortunate as he
who wings his way to California to be reborn.” Seventeen
months later Wing finds the diary and begins to write in it again.
His first entry of this phase notes a bumper sticker he has seen:
“Committing Suicide in Kansas is Redundant.” Wing’s is a
bifurcated identity. Though his parents can identify with Amoy
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and Chungking where they had grown up, Wing has never b;eﬁn
to mainland China, or even to Taiwan, urllde,r whose passt'?r he
travels as an Overseas Chinese. Thus, Wing's status as a Filipino
is one of regret and denial: . .
" “I am gChinese and yet I do not syr_npathize with Chiang
Kaishek. . . . I do not sympathize w1t1.1 .Ma.o Tsetun%l. !
am Chinese and yet my roots are Phlh];_)pme. So Wl yhls it
that I have never identified (anc! continue to fepq, that I
never will identify) completely with the Filipinost
Brought up a Protestant after his‘ mot'her, co'nver‘ted_ fro.m
Buddhism, and educated by the ]esu{ts, ng s al1enat1f)n ironic-
ally echoes the moment in the Cathghc ritual when Chr;]s.t is n,:}(:s:
closely identified with humanity: I know on¥y.orﬁe t mi Saa
every day I feel the alienation grovamg—”what is it the priest says
at MassP—through me, with me, in me. o
Through Wing’s diary run verses of .“M‘oon River, atm(felzta}r]]-
choly song that is all the more sugg(.astlve in th.e context o ?
Overseas Chinese. Later, as the diary goes. into aRs‘erle”s 0
reminiscences on Wing’s father, tl:e verses of” Moon River ar:}ec
replaced by those of Joan Baez’s “Baby Blue.. A custocins a%ﬁn
at Honolulu triggers a different set of associations an anoh er
aspect of Wing’s alienation when she .asks ho.w,much mfoney1 \ i :;
bringing “to the mainland.” In his fan-rnly s set of cultu
associations the mainland can only be China.

Wing suffers the alienation that all .immigrants and};gomr;}t:ri
ultimately suffer when loved ones die bac.:k home.11 {}sv .r:llo thzt
telephones from Manila and, speaking Fukienese, tells Wing at
his father has died. With only his father’s al.nethyst’rmg it_
calendar watch as mementoes, Wing recall§ his father’s plar zinf
words at the Manila airport: “Don’t forge_at to reset the calen : ;e
date on the watch when you get to America! Be sure to turn .
hands back! You gain a full day when you Cross the ¥nte1.'nat19nes :
Date Line!” Realizing the bizarre connotations, Wing 1ma.g1n0t f
that “technically speaking, as of that rnolment my fathfzr v;as Irln ;
yet dead. . . . My father was going to die all over again, for my E -
benefit—in Kansas!” 3

The last story in Some Arrivals, But Mo'st.ly‘ Depm:turest 1:’;
“Dots and Dashes.” An unnamed Chinese F111p1n9 (Wn}(g zsas_
later date?) has finished his English language studies in Ka ;
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and is working in Tokyo. He decides to return to Manila aboard
the President Wilson for a vacation by way of Taipei and Hong
Kong. For an Overseas Chinese to visit Hong Kong requires
considerable logistics. Visiting Taiwan is a nightmare of red
tape. Though travelling on a Taiwanese passport, a visa is still
required. As if this formality did not sufficiently describe the
young man’s alienation, he must admit to the Taiwan consular
officer in Tokyo that though well ecucated and working on a
Japanese edition of Encyclopedia Britannica, he cannot fill out
the forms unaided because he cannot speak Mandarin or even
read and write kanji. His job, reducing the encyclopedia’s
articles to one-third their original length so that a Japanese
edition will have no more volumes than the English one, results

in the following comic response from the Taiwanese consular
official:

“Ah, so! You born in Philippines, but you carry Chinese
passport. You study in America, but you work in Japan.
You make people buy Encyclopedia Britannica, but it is not
really Encyclopedia Britannica. . . . You cut down Britan-

nica article on Taiwan? How you do it? How you cut down .
Taiwan three times?”

Aboard the President Wilson, the young man, now finally on
his journey, overhears a bejewelled American dowager bemoan-
ing the fact that the ship will be “anchoring in Keelung for only
less than 24 hours, because she absolutely adored Taipei—the -
jades were so exquisite, the silks so delicate, the food so divine,
the prices so cheap, the people so quaint.” The young man turns
to speak to her but is severly rebuked for his presumption. As the
woman ostentatiously swings her diamond-studded evening bag
and denounces the implication that she’s a racist, he addresses
her in a Charlie Chan imitation. The question is who knows the
Chinese better. The young man insists on his superior claim:
“You're not Chinese. I am. And I know.” Yet later, as he tours the
Nationa! Palace Museum in Taipei, he confronts his alienation:

I'really don’t know what I'm looking at when Ilook at Asian
art objects. . . . While the National Palace Museumn makes
me feel proud to be part of such an ancient race of cultured
and sophisticated people, it also makes me feel superbly
ignorant of my own heritage, my own origin, my own roots.
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The principal character of “The Third ancli Fir?al Dream of
Samuel Toeppffer” is an instructor at the_ University of Kar}sas
who is powerfully impelled to immerse himself, folr an evening,
in the low-life of Kansas City. Fed up with reading freshman
themes, he bolts out of the student union, rushes t? the bus
station, and boards a bus which becomes a sort of a ship of fools
as Samuel muses about “his travelling companions for the next 5'5
or 60 miles.” The brunette next to him brushes her leg against his
whenever she shifts position, but there is no real cqntact. The
woman in the seat ahead falls asleep and the earpiece of her
portable radio falls over the back of the seat to dangle before
Samuel, enabling him to catch strains of love songs that cry out

for human contact:

ra Streisand confesses how she trembled with fear
El?crlb:citasy when “He Touched Me.” Frank Sinatra bull,-’
shitting some girt with how “I Only H.zve Eyes For You
and how “I've Got You Under My Skin” and then beggl‘ng
the same girl to “Take All of Me,” Elvis Presley bemoaning
the fate of his “Wooden Heart,” Peter and Gordon explain-
ing why “I Go To Pieces,” ad misericordiam.

When he gets off the bus at the filthy station in Kansa§ City,
Samuel walks along seedy 13th Street to 13th and Baltimore,
imagining that “Theodore Dreiser must have stood on the same
spot, many times.” Another block, at 13th and Wyandotte, stands
“the back entrance to the world-famous Muehlebach Hote'],
which Ernest Hemingway once said had the widest b‘eds in
Kansas City.” Two more blocks and he finds himself (.)uts‘l‘de the
Old Chelsea Theatre where two violent and degrad'mg Super
SeXX” films are playing. On impulse, Samue} ducks_m, pays the
exorbitant admission, and is “at once confronted V\flth the mos,t,
confusing and most tedious parade of anatgn?ical images. . - .
He sits through the three-hour ordeal where hl.S eyes were being
forced by the camera to focus only on disjointed parts (or
sometimes even sub-parts, and sub-parts of sub’-,parts) of the
human anatomy;” interrupting his “entertainment” only once to
use the men’s room where he finds graffiti so unlike thos.e of the
campus: “entirely without wit or humor, filleFl (?nlyf w1,l;'h da:rk
despair, with awful unfulfillment, with vulga}r imitation.” Whip-
ping out the red ballpoint he uses to grade his freshman themes,
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Samuel adds his own not very clever scatological contribution to
“the pornography-covered latrine wall. . . . ‘Kansas City . . . Here
I Come!””

Stumbling out of the theatre, “bleary-eyed and lonelier than
he had ever been in his life,” Samuel enters an adult bookstore.
Now thoroughly frustrated and alienated, he buys three maga-
zines to read on the bus back to Lawrence: Reader’s Digest, New
Yorker, and Playgirl because he had read that the editor claimed
she didn’t pose nude men “as sex-objects” but “as something of
social value.” An underaged teenage boy has seen Samuel
purchase Playgirl and accosts him outside the bookstore. The
boy asks Samuel to accompany him to the men’s room of the
Muehlebach because “he seems like a kind person. . . . like an
older brother.” Though claiming not to be gay, Samuel ac-
quiesces and thus solves the mystery of a dream he has been

“having. While engaged in homosexual acts with the boy, Samuel

remembers a childhood friend whose call for human contact he
had spurned. As he returns to the campus, Samuel is no less
insular than before since he remains unaware that his activity
with the boy is hostile to community values. An isolate in his own
community, little more than a cipher in the university’s freshman
composition program, Samuel both yearns for and spurns com-
munity. Neglecting the present community, he reaches out for
the childhood friend, now dead, whom he formerly spurned. He
believes that he has “brought another human being to a kind of
completeness,” and “that was all that seemed to matter at the
moment.”

Is Paul Stephen Lim a Midwestern writer? Does merely
living in Kansas for twenty years make one a Midwestern writer
in any essential way? How would Lim himself respond to the
label? 1 suspect he would be mystified, perhaps outraged, since
he has been chary even of being called a Filipino writer. He
might respond as Bienvenido Santos once did when I suggested
to him an interpretation of one of his stories: “Where do you
critics get these fantastic ideas?” Yet Lim’s consciousness, as
shown in these three stories, is one of seeking community and
stability. That's quintessential Midwestern—to wit: Winesburg,
Ohio, Spoon River Anthology, “Neighbor Rosicky,” Main Street,
Sister Carrie. Still, three stories do not comprise a writer’s
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oeuvre. Paul Stephen Lim may yet be a significant Midwestern
writer in more than his place of residence. We shall have to see
the direction he chooses to take.

The principal object of these essays was to stretch the
boundaries of what is generally considered Midwestern. O. E,
Rolvaag surely was a Midwestern writer, though he wrote in
Norwegian and his books were published in Norway. Santos and
Lim are writing in English, though only some of their works are
set in the Midwest. The expression of a need for human
community in Lim's writing is as Midwestern as Winesburg,
Ohio. Even when his character is travelling from Japan to Manila
by way of Taipei, there is something of the Kansas that he has
left. Indeed, this young man is recovering from surgery per-
formed in Kansas. Is it too much black humor to suggest he has
left a part of himself in Kansas? Santos, too, may be said to have
folded the Midwest into his worldwide geography. As we satin
his office at Wichita State University nearly seven years ago, he
told me he could lock out at the rolling fields and see the
ricelands of the Philippines. Perhaps that was an exaggeration,
for Santos is not above stringing along a gullible admirer. The
truth is that Santos’s characters are as lovingly sculpted as
Cather’s, and they are as dependent upon place. In the fiction of
both Santos and Lim, the Midwest remains a place where
community is both sought and shunned, a condition less de-
pendent upon post-modern than upon post-colonial alienation.

Michigan State University

A NOTE ON SOURCES
4
Scent of Apples, a retrospective collection of Bienvenido N. Santos’s stories, was
published in 1979 by University of Washington Press. It contains both “Immigration
Blues” and “The Day the Dancers Came,” as well as the wonderfully evocative

Midwestern story, “Scent of Apples.” New Day Publishers in the Philippines has -
published two of his novels, The Praying Man (1982) and The Man Who { Thought He)
Looked Like Robert Taylor (1983}, and Dwell in the Wilderness (1985), a collection of
pre-war stories. New Day has recently brought out new editions of Santos’s two early :
novels, The Volcano and Villa Magdalena. New Day's exclusive U.S. distributor is the
Cellar Book Shop (18090 Wyoming St., Detroit, Mich, 48221). Distances: In Time, a

selection of Santos’s poems, was published in 1983 by Ateneo de Manila University Press
{distributed in the U.$. by University of Hawaii Press). Still out-or-print are his first

collection of poems, The Wounded Stag {1958), and three collections of stories, You 3
Lovely People (1955), Brother, My Brother (1960), and The Day the Dancers Cameg
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{1967), which contains “My Most Memorable Christmas in America.” The post-colenial
anguish of The Maen Who (Thought He) Looked Like Robert Taylor is carried yet
another step in Santos’s just completed but not yet published novel, tentatively titled So
What the Hell For You Lost Your Heart in San FranciscoP

Paul Stephen Lim’s collection of stories, Some Arrivals, But Mostly Departures, was
published in the Philippines by New Day in 1982 (available from the Cellar Book Shop).
Three plays, Flesh, Flash and Frank Harris: A Recreation in Two Acts (1984), Woemnen:
A Recreation in Two Acts (1985), and Homerica: A Trilogy on Sexual Liberation (1985)
have been published by Aran Press (1320 S. Third Street, Louisville, KY 40208),
Conpersonas: A Reereation in Two Acts may be ordered from Samuel French (25 West
45th Street, New York, NY 10036), Heatchet Club (1983) was printed in Plays: A Quarterly
Vol. 1, No. 1 {Dec. 1985), published by Oracle Press (5323 Heatherstone Drive, Baton
Rouge, LA 70820). Excerpts from Points of Departure: A Play in-One Act appeared in
Bridge: An Asian-American Perspective, Summer 1977. Lim reports that he is working on
five new plays. -
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NUKEER 18 (1984).
BEKNETT+ JOHN Me 1 WAS NOY SPITTING. (POETRY) JUXTADOSITION. 2410}, 1984.
BENNETT» JOHN M. ND MATTER! NO SNAKES; NO SDAP. (POETAY) POEMS 1978=1983, COLUMAUS! OH1O ARTS
COUNCIL: 1984.
BENNETT. JOHN M. NO-GIRL WAKES UPI THE DARK: YES-BDY 400KS FOR NO. (FOETRY] CRAWLSPACE.
NUHMBER 8 (1984},
BENNETT+ JOHN M. ND-BUY DOGS: SPUNGE MIRROR. IPDETRY) MC. NUMBER £ (1938},
SENNETT» JOMN M. NOSEDEATH. (POETRY) COLUMBUS. OMI LUNA BISONTE PRODUCTIONS. 1984.
BENNETTs JOHN M. SAX AND DEATH! GLASSES UNDER THE FAUCFT. (POETRV) IJHDUSTRIAL SABOTAGE.
NUMBER 29 {(1984).
BENNETT. JOHN M. THE SPITTER; SPEEDING CHAIR. EPDETRY) FYTTS. NUMBER & (1984).
BENNETTs JOWN M. THE SPITTLE; SP1T OEPT; THE CELL{ 501T ¥ROM THE WHEEL; SHOE BDILING; ABOUT
HAMMERS. {POETRY) LOST ANO FOUNG TIMES, NUMBER 16 [1984).
BENHETT+ JDHN M. THE LADDER. (PDETRY} PUDOINGs NUMASR 10 (1938},
BENMETY» JDHN M. THE HOUSE. (POETRY) RANDOM WIERDKNE3ZS. NUMBER 3 (19B84}.
BEMNETT; JOHN M. TOILET WaALL3: TRUNK LI1E: SPEEDING CHalR., (POETPY} TRULY FINE. T(i}. 1984.
IBERGERs THOMAS). THOMAS BERGER'S ARTHUR REX! GALAMAD AND TARTHLY POWER. 8Y RUDD. JAY.
CCRITICISM) CRITIGUE. 25 (WINTER 1984). 92-100.
BERKLEY s JUNE. CERTAIN KNOWLEDGE. (POETRY) ENGLISH JOURNALs 73 (FEBRUARY 19840 62.
BERMAN: RUTH. PLACEKENT COMMITTEE. (POETRY) XANSAS QUARTERLY. 16 (WINTER-5PRING 1984). 63.
{BERRYMAN, JOHN3: “HIS TOY: HIS ORCAM. HIS REST™. BY KELLY» XATHLEEN. (CRITICISM} EXPLICATOR,
42 (SPRING 196a}s Sb.
(BERRYMAN, JOHN). JOHN BERRYMAK: THE POETICS OF MARTYRDOM. AY HEFFERNAN: MTCHAEL. [CRITICISM}E
AMERICAN POETRY REVIEW: 1] IMARCH=APRIL 19€4}s Fel2y
BEATOLING» JAMES. THE ANTS. (PDETRY) INDIANA REVIEW, 7 [SPRING 1984), 6.
BETHANCOURT, T ERNESTD. DORIS FEINI LEGACY OF TERRQOR. (JUVENILE FICTION) HEW YORK: HDLIDAY
HOUSEs 1984y (CHICAGO}S{ILLINOIS),
BIENVENU, ROBERTA. ELEGY. (PDETRY] INDIANA FEVIEW: 7 (SUMMER 19843, 53,
(DIERCE« AMBROSE). AMBROSE RIERCE: THE MAKING OF A MISANTHROPE. DY SAUNDERS: RICHARD.
(CRITICISM) SaN FRANCISCDs CAZ CHRONICLE BDOKS» 1944,
{B1ERCEs AMERDSE). GIERCE'S "AN GCCURFENCE AT C¥wL C¢AEEK BRIDGE™. BY CHEATHAM: GEGRGE AND
CHEATHAM: JUDY. (CRITICISM) EXPLICATORs 43 {FALL [9Pa)s #45-a7T.
(BJEACE, AMBROSE). THE EXPERIMENTAL FICTIUN DF AMSRDSE BIERCE: STAUCTUREING THE INEFFARLE. BY
DAYIDSON. CATHY Mo (CRIVICISM) LENCOLN. MNE: UNMIVEASITY OF MECRASKA PRESS. 1964,
BLELs MORBERT. STARS. {SHORT FICTIUNY FRIQUARTEFLYs NUMBER 60 (SPRING-SUMHER 198&4), 193=2127.
BLY: RDBERT. IN RAIKY SEPIEMEER. (POETRY) KEY REPUBLIC, 190 (JANUARY 9y AND 16+ 1984Y. 36.
BLYs ROBERT. MIGHT WINDS, (POETRY) ATLANTIC MONTHLY, 283 (JINE 19PFa}. 98.
BLYe ROBERT. OUT OF THE ROLLING OCGAN AND OTHER LOVE POEMS., {POETRY) ST PAUL.s MN: ALLY PRESS.
1984,
1BLY» ROBEATJ. KAPERT ELY: A PRLMARY PIELIOGRAPHY: PART [+ BY RUBEFSONs WILLIAM H,
{BIBLIOGRAPHY) BULLETIN OF GIBLIDGRAPHY, 41 (JUNE 19643. RI-95.
tALYs ROBERT). ROBERT BLY» AN INTRODUCTLON TO THE PDETQY, @Y NELSON, HOWARD. {CAITICISHI.
{POETRY) NEW YORK: COLUMBLA UNIVERSITY FRESS: 1934,
BOES. OON, THE BATS: GUARDING THE DDDR, (PRETRY) PRAIRIE SCHNONERs 58 (SUMMEIR 19841. 34-3%5.
BGGEN: ©OM. POLICIES. (PDETRY} INDIANA REVIEWS 7 {SPRING L9Ra)e 22,
BOHLINGs+ BETH SEE CATHER. WILLA.
BOKD s ANETA. LETTER YO JONATHAN, {FOETRY) KANSAS OQUARTERLY. 16 {WINTER=FPRING 1%4a}, 18.
BOOTHy PHILIP. GROWING UP IN KANKAKEE, [POETRY) TRIGUARTERLYs NUHBER 40 {(SPRING=SUMHEF L1884)¢
32z,
BORDENs WILLIAM. WALHALLA, KNDe. (ROETRY)} FEGASUS REVIEW: SPRING 19Ha4.
BORICHs MICHAEL. NANA'S ARK. (NMOVEL) NEW YORK: THOMAS (ELSGM: PUFLISHERS: 1988,
fEOURJAILYs VANCE). VANCE POURJAILY'S THE EKD ©'F MY LIFF, BY ALOFIDGEs JOHN W. (CPITICISM),
(AUTOBIOGRABHY) CENTENMIAL REVIEW, 28 (SPRIKG 1984). 100-105.
BOWERSs NEAL. SLEEPING LATE. (POETAY) VICHIGAN GUARTERLY REVIEW: 23 (WINTFR 1964), 30.
(BOYLEs KAY). KAY ECYLE==PARIS WASN'T LIKE THAT. BY LITHNAKs LFC. (CRI¥ICISM) NEW YORK TIMFS
BOOK REVEEW: B9 {1f JULY 1984} L. 32=33.
HOYLEs To CORAGHESSAN. BUDDIKG PROSPECTIS: A& PASTORAL, {NOVEL) NEW YDRK: VIKING PRESS. 1984,
IBRADBURY ¢ HAY AND REAMY, FOM ARD SIMAK, CLIFFORD D,)a ALIENY INVADE THE MIDNEST. eY
LINKFISLO s THOMAS Po (CRITICISMY $SML KCWSLETTER, 4 (SPRING 1984)s M0~a0.
(BRADBURYs RAY): PAY BRADBURY ARD THE PGETICS OF REVERIET FANTASY, SCIENCE FICTION, AND THE
READER. DY TOURONCE, WILLIAM Fu (CRITICISH) ANN AABQR. FIF UV¥] RESEARCH PRESS. 19hi.
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(BRADBUARY: RAY). SOME ASPECTS OF SURREALISM TN THE WOAK OF RAY B -
Fa (CRITICISM} EXFRAPOLATION, 2% (FALL 1984&), 225-:5. FAY BRADGURY: BY TOUPOKCE, WILLEAH
BRAHAM: JEANNE SEE BELLOW. SAUL.
BRANSs JO SEE SELLOW: SaUL.
BREMERs SIDNEY H SEE CATHER: WILLA«
BRENNAN: MATTHEW. STONE MOUNTAIN. (POE -
e AN D e S IOME MOUNTAL HARLANIRV’ KANSAS OQUARTEALYs 16 (WINTER=SPRING 19841, 109.
BRIDENs EARL F. SEE CLEMENS. SAMUEL L,
EBRICGFORD, KIM. A DROP OF SUHMER. {PDETRY) KANSAS GUARTERLY. 15 (W -
BRINDEL+ JUNE. THE APPOINTMENT. (POETRY) KANSAS OUARTERLYs 18 tu:n;:;sgp:?:éufs:r:?:5123'
anno:g;-::gnnuLvn. INTERYIEW. (AUTOBIOGRAPHY} TRIQUARTERLYs NUMBER 60 (SPRING-SUMMER 1984 ).
(BRODKSs GWENDOLYN]. DUAL V1S1ON IN GWENDOLYN BROGKSY MAUD MARTHA.
lsnu::;‘ln- VERNON E. [CRITICISM) CRITIGQUE, 25 (SUMHER 1984). :eo-a:f CATTIN: PATRICIA  AND
¢ GMENDOLYN}. GNENDOLYN ARUDKSS THE EMERGIN TIC W .
[CRITICISH} GREAT LAKES REVIEW: 10 (FALL 19!:3? :252;5 GIEE: BY GREASLEY: PHILE? ar
anovggg::CAzgagluE. FUSUDA THE ARCHEP. (SHORT FICTIDN) KANSAS CUARTERLY. I8 EWINTER-SPRING
» 2332,
BROWN. ANDREW PORTER. COURSING. (SHORT FICTIGNY KANS TERLY. 1 -
Bsuuu. RDBERT 8 SEE CLEMENS, SAMUEL L. As o © (FALL 19843. 208-it.
BRUHMELSe J.¥. "MAKE ME AN ANGEL™; A BYSTANDER: BILLY IN THE STREET:
PL1GHT, (POETAY} MIDWEST QUARTERLY. 25 {SUMMER 1988)s 357-402, HES XIFE consineRs HeR
BRUNNERe EDWARD SEE CRANE, HART.
BRUSHs THOMAS. AKSARBEN, (PDETAY) INDIANA FEVIEW 7 {SPRING 198&)s 20,
BRYER, JACKSON R SEE FI1TZGERALD+ F SCDTT.
BUGEJAs MTICHAEL J. VOLLEYRALL OECOMES SOCCER AT THE INTERNAYIONAL P1CNIC. (POETRY) IND1ANA
REVIEW: 7 (SUMMER 1984}: 6.
Buxoizéuzszrunuv. THI5 HEAT. (SHORT FICTION) KAKSAS QUARTERLYs 16 (WINTER-SPRING 1984)»
BURGESSs ANTHONY. ENDERBY*S DARK LADY: dfe KO END TO ENDERBY: COMPOSED TO PLACATE Kine
READERS OF THE CLOCKWORK TESTAMENT, DR ENDERBY*S END. WHC DBJECTED TO MY CASUALLY
EILLING MY HERD. [NOVEL} NEW YORK: MCGRAW-HILL, 1984, [JNDIANA}.
BURLEINGs WILLEAM J SEE CREJSER, YHEODORE.
auwus; "=CH‘FL' SUMMER SOLSTICE. COUNTRY NIGWT. (POSTRY) KANSAS OUARTERLY. 16 (MINTER-SPRING
19B4). 60.
BUTCHER. GRACE. ALL DF US IN THE WORLD. {POETAY] IMAGES, O {SUMMEP 10B&}, 3.
BUTCHERs GRACE. BI1PTHDAY. {PUETAY} UMIO JOURNAL+ 8 (FALL 1084)s 5.
BUTgHER. GRACE. JOURNEY. (POETRY) CAPE ROCKs 12C3Fs L9B4, 4.
BUTCHERs GRACE. TWD. (POETRY) ANTHOLDGY OF HAGAZINE ¥
BEvERLEY LA TeasoEany) AnTHOLOGY OF GAZINE VERSE AND YEARBOOX OF AMERICAN POETRY.
BUTLERs BEVERLY. GHOST CAT. (JUVENTILE FICTION) HEW YORK: DODD« MEAD. 1984, {WISCONSING.
BUTL?:;];RANCELIA- THE LUCKY PIFCE. (NOVEL} CAMDRIDGE, WA! VAN VACTOR AND GODDHEART, 1984,
le
BUTLERs ROBERT JAMES SEE wRIGHT, RECHARDG.
CAGLE s CHARLES. HOGBACK PUCCINI. (SHORT FICTFIOM) KANSAS QUARTERLYs -
CAMPIONs DAN. APRIL. EPDETRY) LYRICAL IO¥As NUMBER 39 {1984}« &#3. 1E (RALL 1mBA3. ST-1i1
CAMPIONe DAN, (REDO. [POETRYI LIGHT YEAR *B5; CLEVELANGs OH: BITS PRESS, 10B&, 77-78.
CAMPIONs DAN. DAEDALUS. [POEIRY) PLAINS POETPY JOURNAL, NUM3ER 18 (APRTL 1984). 33,
CAMPIONs OuN. LITILE SJSTER. (POETAY) PIERIAN SPRINGs & {AUTUNK 19840, t1.
CAMPION: DAN. THE BENEDICTION. (POEYRY) VOTCLS FOR PSACE. MUMBER 127 (DECEWOER §0B4Y, 12.
CAMPICN: DAN. THE NEGHTSHIP. (PDETRY) NEGATIVE CAPABILITY. 4 SPRENG 19B4. 65.
CAMPIUNy DAN. THE POAD TO XAKADU: SOCIAL CIRCUIT., (PRETRYH UNCLE. 3 {WINTER 1984=198%}, 34-35,
CAMPIONs DANs THE TwD ELM TREFS. [(POETRY) THIFG ¥IND. 2 {SPAING L9B4 ), 69
CANTONI, LOUIS Js DIRGE. {PDETRY) PDET: 2% (FEBRUARY 19B&4}s S5.
CANTONL, LOUTS Ju IN A NORTHERN FOREST, [PCETPY) CAPE ARCK. 19 (NOVEMBEP 19880, 5.
CANTCNTs LOUIS Jo KOALAG LITTLE TIGER. [POETRY) ORPHIC LUTEs FALL 19844 0.
CANTONI» LDUIS Js NIGHT TRAINS. (FOETRY) PANGONTINENTAL PREMIER POETS, EBIYES BY E FALROWSKTs
AND OTHERS. CAMPBELL, CA! WORLD PRETRY SCCIETYs L984» 70.
CANTONI s LOULS Ja REACH QUT TQ HE. (PDETRY) MDDERN IMAGES: NUMBER 8% (APRIL=JUNE 108&3e 16.
canvg::;,Lnr;s Jo STUCK WITH YOURSELF. [POETRY) MODERN IMAGES, KUMBER 66 (JULY~SEPTEMBER
" +
CANTONI« LOUSS J. TENDING, [PDETRY) PARNASSUS. 8 (SUMMER LPA4}s S3a
CANTONIs LDUIS Ju THE SECOND MIRACLE. (PRETRY} ORPHIC LUTE: SUMMER 1988, 29.
CANTOND+ LOUTS 2o THE FLOW. {PDETRY) POET: 25 (JUNE 1984)s 51a
CANTONI+ LOUTS J. THIS PARADQX. (ROETRY) WCDERN IMAGES, NUMBER 64 (JANUARY=MARCH 19841, 21.
CANTONL4 LQUIS Js THIS OLD MAH. (PDETRY) MODERN IMAGES, NUMBER &7 (FALL 19B4)s 3.
CANTONIs LOUIS Jo THEY SURROUND ME. (POETAY) PENINSULA POETS, 3% (SFCOND GUARTERs 19843s 13«
CANTONI» LOUIS Jo WOODS AND MEADOWS. {POETRY) PGETs 2% (OCTOEER 1084}, 2€,.
CANTONI+ LOUIS Jo ¥YOU KNOW I LOVE YOU. {POETRY} SOU?H END, 3B (SEPTEMBER 1984 )s 3.
CARE:;JN:&MAEL As THE PIPEH OF FARRAGUT, (PDETRV} MIDWEST QUARTERLYs NUMBER 25 {SUMNER 19841,
-804, .
CARRINGTON, GEORGE € JR SEE MOWELLS. WILLIAM GEAN.
cnnﬂg;k-g:auL. FOOTBALL WEATHER. (POCTRY} TRIGUARTERLY, NUNBER &0 {SERING=SUMMER 19841,
CARTERs JARED. DEAR FRIEND; LIGHTNINGs {FOETRY) CHICAGD REVIEWs 34 (SUMMER 984}, 22-23.
CARTWRIGHT, KENT SEE FITZGLRALDs F 3€ATT.
{CASPARYs VERA). YERA CASPARY'S CHICAGD, SYMEDL AND SETTING. BY RAKERMAN, JANE S. (CRITICISM)
MIDAMERICA XY (1984), B1-89.
casut;:vszoanns. BUS RIGEZ LANGUAGE. {PDETPY) KANSAS JUARTERLYs 16 (NINTER=SPRING 1984 ),
{CATHERs WILLAY. CATHER*S CONFOUNDED CONUNDRUMS IN T3 PAOFESECOR!'S HOUSE. BY WORK. JAMES €.
{CRITICISH) WESTERM AMERICAN LITERATURE. 18 (FESRUARY 1964%s 303=13,
SCATHERs WILLA). CRITFCAL ESSAYS DN WILLA CATHER, 8Y MURPHY. JOMN J. LEPITICISMIL LESSAYSD
BOSTON: G X HALL+ 1984,
(CATHER s WILLAYs WY ANTONLA: EMERGENCE AND AUTHCRTAL REVELATIONS. BY SHAW. PATRICK W.
{CRITICISH) AMERICAN LITERATURE. 58 {DECEMDER 1986}, $27+40.
(CATHERs WILLAN. STRATEGIES OF SELF=DECEPTION 3N WILLA CATHYR*S PROFFSSDRYS HOUSE. BY
MAXFIELD. JAMES Fo ICRITICISMY STUDIES IN THE NOYEL: 16 (SPRING 10aA)s F2=B6.
CCATHER, WILLAY. THE “REAUTIFUL™ WAR 1N ONE OF DURS. 8Y¥ SCHWINDs JEAN. (CRIFICISM} MODERN
FICTIDN STUBIESs 30 {SPRING 1984)s 53-71.
(CATHERs WILLAJ. THE HUSOAND OF MY ANTONIA. BY BOHLING. BETH. (CRITICISM) WESTERN AMERICAN
LITERATUREs 19 (MAY 1084}, 29=3G,
{CATHER, WILLA), THE PRDFSSSDR®S HOUSE AND “RIP VAN WINKLE™, DY VONGUE, PATRICTA LEE.
[CRITICISM) WESTEAN AMERJCAN LIFERATURE, 18 {FEBRUARY 1¢64), 2Z&1-97.
(CATHERs WILLA}. TOM OUTLAND: EMERSON'S AMEARTCAN SCHOLAR IN THE PRGFESSOR'S HOUSE. BY DILLWAN.
RICHARD. (CRITICISM) MIDWESY QUARTERLYs 25 (SUMMES 1934), 375=Ffs,
(CATHERy WILLAJ. WILLA CATHER'S LOST CHICAGO SISTERS. &Y DREMERs SIDNEY H. (CRITICISHY.
LCHICAGO) s LTLLINGIS) WOMEN 4RITERS akd THE €1TYe ECGITED BY 5 M SQUIER; KNOXVILLE .
TH: UNIVERSITY OF TENNESSEE PRESS+ 19944
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{CATHERs WILLA). WILLA CATHER®S SHORT FICTION. BY ARNOLOs MARILYN., {(FICTION) ATHENSs OH:z OK10
UHIVERSITY PRESSy 1984.

(CATHER» WILLAK. WILLA CATHER'S 1016 MESA VERGE ES5AY: THE GEKESIS OF THE PROFESSOR®S HOUSE.
BY ROSCOWSKI. SUSAN J- AND SLOTE. BERENICE. (CREITICISM} PRATRIE SCHOONER. S8 (WINTER
1954)s D192,

(CATHER. WILLAK. WILLAS THE LIFE OF WILLA CATHER. BY R08INSOH. PHYLLIS C. (BTOGRAPHY) GARDEN
CITYs NY: DOUBLEDAYs 1983.

CCATHER: WELLAY. WILLA CATHER'S ONE OF DURS: A NOVEL OF THE GPEAT PLAINS AND THE GREAT WAR.
BY WILSON, RAYMOND J TEF. (CRITICISM) MEDAMERICA XI {19B4), 20-33,

CHAFFIN, TOM SEE CRANEs HART -

CHAMBERLAINs BO8BY J SEE CLEKENS+ SAMUEL L.

CHAVKINs ALLAN SEE BELLOW: SAlUL.

CHEATHAMy GEDRGE SEE BIERCEs AMBROSE.

CHEATHAM, JUDY SEE BIERCEr AMSROSEX

CHENEYs ANNE SEE HANSBERRYs LORRAINE.

CHERNOFFs MAXINE AND COLTER. {YRUS AND DYBECK. STUART AND GIBEDNS. PEGINALD AND SHAFERs FRED.
THE WRITER IN CHICAGO: A ROUNDTABLE. (CRITICISH} TRIQUARTERLYs NUMBER 50
{SPRING=SUMHER 1984ks 325=47, {CHICAGO}, LILLINDIS).

CHERNOFF: MAXINE., BOP. (SHORT FICTION) TRIGUARTEPLYs NUKBER 6T UISPRING=SUMMER 19B&}s 24961,

CHERAY, KELLY, DAY IN BLUE SHELLS. EPODETRY) MEW LETTERSr, 51 (FALL I9BA4Y, 17.

CHERRY+ KELLY, DESTINY. [PUETAY) BELLINGHAM REVIEW, 7 (FALL 1%86).

CHERRY» KELLY. FORECAST. (PDETRY) ANTHOLOGY OF FAGAZINE VERSE AND YEARBOOK OF AMERICAK
POETRYS BEVERLY HILLSs CAI MONITOR GODK €O., 1984 77.

CHERRYs KELLY. MY HOUSE. (POETAY) CROSSCURRENTS: THE LITERARY OLYMPIaNSs 6(2) tos4s 161+

CHERRY s KELLY. MY Tw0 GHOSTS. (PDETRY) AIRWAVES, OCTOBER 1984, 30.

CHERRYs KELLY. SKY. (PDETAY) POETRY REVIEW, 2(1) 1984: 87-

CHERRYs KELLY. THE LOST TRAVELLER*S OREAM. (NOVEL} SAN DIEGOs €A HARCOURT BRACE JOVAKOVICHs
1984.

CHERRY. KELLY. THE OTHER SIDE OF TIME. (POETRY) PRAIRIE SCHOONERs SE {SUMMER 19B4}s S55-56.

CHERRYs KELLY. THE OM.Y CHOICZ YOU'VE GOT. (PDETRY) CUMBERLAND POETRY REVIEW. & (FALL 19841,
15.

{CHESNUTT, CHARLES W.), "THE GRAY WOLF'S MA*NT: CHARLES W. CHESNUTT'S INSTRUCTIVE FAILURE. BY
GIGOENs NANCY ANN. ECRITICISH] CLA JOURNALs 27 [JUNE 1984}e 4C6-10.

CHRICHYON. ANDREW B SEE CLEMENSs SAMUEL L.

CHMRISTENSEN, ERLEEN J. HEAT WAVE. (POETRY} KANSAS OUARTERLYs 16 IWINTER-SPRING 30841, 59.

CHRISTINAs MARTE. BLUEGRASS FESTIVAL. (POETRY) GREATY LAKES REVIEW. 10 (FALL 1984)r 43«

C1FELLY s EDMARG SEE FITIGERALDs F SCOTT.

CITINOy DAYIGa ON A DAY WHEN [ CAN'T GEY OUT OF MYSELF: THE HISTORY OF woOD. {POETRY) PRAIRIE
SCHODNER» 58 {SUMKER 1%84)+ 58.

CITIND, DAVID. THE DATE. {POETRY) MICHIGAN GUARTERLY REVIEW. 23 (SPRING 1934}, 208-209.

CLAMPITTs AMY. HOMESICK IN WOODSICGE. CALIFORNIA. (POUSTRY} NEW REPUBLIC, 191s {AUGUST 27,
1968, 32.

CLAWPITT, AMY. POR TD LA VALLEY. (PDETRY} NEW REPUBLICs 191+ (NOVEMDER 19, 19841, 38.

CLARKs MARY HIGGINS. STILLWATCH. ENOVEL) NEW YORK: STMON ANC SCHUSTER. 1984,

LLARKs MICHAEL SEE GARLANDs HAMLIN.

CLEMENS+ SAMUEL L. THE SCIENCE FICTION OF MARK TWAIN. (ANTHOLCGY}s{SCIENCE FICTION} EDITED BY
DAYID XETHIEGERS HAMDEN. C€T: ARCHIN BOOKS: 19P4.

LCLEMENSs SAMUEL L.l ONE HUNDRED YEARS DF MARK TWAIN'S MUCKLEBEPRY FINN. BY COSTANIQy ANGELO.
{CRITICISM) PROYEUST A JOUANAL DF 1DFAS. 1 {FALL 19883, X-X1.

[CLEMENSs SAMUEL La)e. THE MYTHOLGGLZING OF MARX TWAIN. BY DAVIS: SARA DE SAUSSURE AND BEIDLER.
PHILIPy EDSs). CCRITICISH) UNIVERSITY. AL UNIVERSITY OF ALABAMA PRESS. 1984+

(CLEMENSs SAMUEL L), ROLLING ALUNG WETH HULCK AND TIM DOWK THE MIGHTY MISSTISSIPPI A RUNDRED
YEARS LATER. BY CHRICHMTON. ANDREW Ba (CRITI{1SM) PROTEUS: A JOURKAL DF IDEAS, I
IFALL 1984). 18-18.

[CLEMENSs SAMUEL L.)e FRONTIER HUMOR BN HUCKLEBERRY FINN AND CARYALHOG'S 0O CORONEL EQ
LOBISOMEN. BY CHAMBEALAINs BOBBY Jo (CRETEICISH) COMPARATIVE LITERATURE STUDIESs 21
{SUNMER 19843, 201-16.

{CLEMENS, SAMUEL L,J. THE LIE THAT I AM 1! PARADOXES OF IDENFITY IN MARK TwAIN®S “HAOLEYBURGY,
BY BRIGENs EARL Fe AND PRESCOTTs MARY. {CRITICISM) STUPIFS IN SHORT FICTIONs 21
(FALL L98a), 383-0l.

CCLEMENS+ SAMUEL L.). HUCKLEBERRY FENN: THE END LIES IN THE BEGIKNING. BY BASSETT: JOMN EARL.
({CRITICISH) AMERICAN LITERARY REALISM 1870-1910s 17 [SPRING 198A), 69-08.

(CLEMENS: SANUEL L.)s PATERNAL RELATIONSHIPS IN HUCKLEBERRY FI1NN. BY DORRIS, RONALD.
(CRITICISM) PROVEUSE A JOURNAL OF IDEAS, 1 (FALL 19Ba4l}. 57-61.

CCLEMENSs SAMUEL L)« “FIVE OLUSHES. TEN SHUDDERS AND & YOMIT#; MARK TWAIN ON AVBROSE BIFRCE'S
NUGGETS AND DUST. BY SRENAMOER: M. €. (CRITICISH) AVERICAN LITERARY REALISH
1870=1910s 17 (AUTUMN 1288). 16979,

(CLEMENS: SAMUEL LJ). WYHE GHEATEST SPECTACLE"} FROCESSIONS IN THE WORKS OF HARK Twalk. @Y
MERRITTs CHR!S. [CRITICISM) AMERICAN LITERARY REALISK LAT0-1010s 17 {AUTUNN 19843,
150=02.

(CLEMENS, SAMUEL L}+ AN ANNOTATED CHCCKL1IST OF TWAIN ALLUSTUNS [N HAPPER'S HMONTHLY» 185841900,
8Y WELLS, DANIEL A+ (BIBLTOGRAPHY) AMERICAN LITERARY AEALISM 1£70-1010: 17 (SPRING
1984)s 117=23. 1

{CLEMENSs SAMUEL L)+ & “SUPPRESSED™ MARK TWAIN CHAPTEZ. 8Y KARANOVICHe NICK. (CRIFICISKD,
(BIBLIOGRAPHY] ANERICAN BODK COLLECTOR: £ (JULY=AUGLST 1984), 23-11,

{CLEMENS, SAMUEL L), WUCKLEHMERRY FINN AS A POPULAR NOVEL. BY KELLEY. XAROL. ICRITICIEM)
PRGTEUST A JOURNAL OF IDEAS+ 1 (FALL 198&ls 19-26.

{CLEMENSs SAMUEL L), HUCKLEBERRY FINN: THE BOOX WE LOVE TO HATE. BY FIEOLER, LESLIE #.
CCRITICISM) PRGTEUS: A JOURNAL DF 10EAS, ] {FALL 1984}, E-E.

{CLEMENS: SAMUEL L). MOWELLS AND TWAING BEING AND STAYLING FRIENDS. &Y EELEs KENNETH E.
(CRITICISM) OLD NORVHWEST. 10 {SPRING 1584): 51+106.

(CLEMENSs SAMUEL L) HUCKLEBERRY FINN, ALIVE AT 100. BY MAILERs NORFAN. (LRITICISM} NEw YORK
TIMES BOOK HEVIEWs 29 L9 DECEMBER 19843 1» 34=37.

[CLEMENSy SAWUEL L). HUCK FINN AND THE SLAVE NAPRATIVES: LIGHTING CUT AS DESIGN. EY MACKETHAN,
LUCINDA He (CRITICISMY SOUTHEAN REVIEWs 20 LAPRIL 156838 28764,

{CLEMENSs SAMUEL L)« LTALIAN ACCUUNTS OF MARK TwAIN: &M INTFAVIEW AND A VIS1T1 FROHM THE
CORRIERE DELLA SERA. 8Y LUSCHERs ROBERT. {CRITICISM) AMERTCAN LI1TERARY REALISM
1870219010, 17 {AUTUMN L9B4)s 216-24.

(CLEMENSs SAMUEL L). ILLERATE'S PROGRESS! THE OESCENT INTO LITEPLCY IN MHUCKLEBERRY FINK. BY
MUAPHYs KEVIN. {CP1T1C1SM} TEXAS STURTES PN LITEAATURE AND LANGUAGE: 76 FRINTER
19883, J63-87.

(CLEMENSs SAMUEL L). INDEXES TC VOLUMES 1-21 OF THE MADK Twalk JOUPKALs 1936-1983+ BY DGGEL.
L TERZY ANG NELLESs WILLIAM. EDITORS, {EIALTOGRAPHIES) CHARLESTONs G4: MARK THAILN
JOURNALs 1585,

(CLEMENSe SAMUEL L)a. MARK TWAIN: 4 REFERENCE GUINE; SEVENTH AhkUAL SUFFLEMENT. BY TEHKNEY.
THOMAS As (UIBL10GRAPHY) AMERICAN LITERARY REALISM 18T0~1910+ 16 (19E3)s 1A3-222.

ICLEMENS:s SAMUEL L)« MARK FKAIN AND ThHE THEATRE. BY SCHIRE®, THCMAS. (CRITIEISM) NEURKFERGS
GERMANY: YERLAG MANS CARL» 18HW,
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CCLEMENS, SAMUEL L}, MARK TWAIN, ALICE WALKERs AND THE AESTHET
. PCS OF JOY. .
(CLEGCRITIEISM) PRGTEUS: 4 JOURNAL OF XDEAS. 1 IFALL 1984}, $-14. oY+ BY KRAUTML LELAND
MENSs SAHUEL L). MARK TMAIN, EDITED AND BOWDLERIZED. BY KL INGELHOF
] TCRITICISM) 4 B BODKMAN'S WEEKLY, 73 (14 MAY 19843, 3755=54. LHOFER: MERRERT E-
CLEMENS: SAMUEL L). ONE HUNDRED YEARS OF HUCK FINN AY BROWN: RO
. BERT B. ]
(LITERARY HISTORY) AMERICAN HERTTAGEs 35 {JUNE-JULY 19€4). 81-85, feRTTICIsNY,
(CLEMENS+ SAMUEL L}. SAMUEL CLEMENS AND THE DETROIT CUS REPORTER. BY PRAUSs ALEXIG«
(CRITICISM) ,LBIDGRAPHY ) MICHIGAN HOSTORY. 658 (HAY-JUNE 19883, 30-32.
LCLEMENS. SAMUEL L}. THE SOCIAL FOCUS OM MARK TWAIN®S PHOTGSRASHIC EYE IN HUCKLEBERRY FINNe
BY UMPHLETT+ WILEY LEE. (CRITICYISM} PROTEUSI A JOURNA OF IDEAS. 1 (FALL 198ap, S0+56.
(CLEMENSs SAMUEL L). THE ADVEMTURES OF MUCKLEBERRY FINN AS MORAL MONDLOGUE, BY LINDBERGs JOHN
reus écnxr:c:su) PROTEUS? A JOURNAL OF IDEASs 1 (FALL 1984}, 41=49. )
EMENS, SAMUEL L). TWAIN'S THE ADVENTURE DF HUCKLEBERRY FINNs 8Y JOM
{CRITICISH) EXPLICATOR, 43 {FALL 1984}, 43,. ' ESr HORACE Be
(CLEMENS: SAMUEL LJ. THE AUTHRNTIC MARK FWAINT A LITERARY ATOGRAPHY OF
SAMUEL L CLEMENS,.
EMERSON+ EVEREYT. {810GRAPHY} PHILADELPHIA: UNIVERSITY OF PENNSYLVANIA PRESS, Loanf o
¢CLEMENSs SANUEL L). THE FIRST EDITION DF HUCKLEBERRY FINN: AN OVERVIEW, BY FREEDMAMs SAMUEL
M. {CRITICISH) PROTEUS® A JOURMAL OF IDEASs 1 {FALL 1984), 38=40.
(CLEMENS, SAMUEL). LAW AND NATURE IN THE ADVENTURES DF HUCKLEBERRY FINN. 8Y ZUCKERT»
CATHERINE H. (CRITICISM) PROYEBS: A JOURNAL OF IDEAS. 1 (FALL 1084}, 27-3s.
CLINE, GHARLES. EP1PHANY+ (POETAY) POET, 25 (BECEMBER 15u4}s 9.
CLINEs CHARLES. POETIC ART. (POETRY} POET. 25 (JUNE 19A4}, 53,
CLIMEs CHARLES. SPRINGFALLI TAMING OF THE BEAST. (POETRY} LIFE AND LOVE:
. . E3 WADR ND1a:
CL[N;AGSRE INSTITUTE OF CREATIYE WRITING INTERNATIONAL. I9Bas 59, 63. As- poIA
+ CHARLES. SYMPHONY IN BRONSDN PARK. (POETRY) PREMIZR POETYS: ™ H
SOCIETY [NTERMATIONAL. 1984. 56, P WAGRAS: INDIAT WORLD PorvRY
CLINEw CHARLES. TAGELEID: SWINGING TRIPS {I): BOARDING UP THE WINDOWS
H oW S -
. {PDETRY) VERBEIA. NUMBER & (1584)s 3+ 1&. 16. P NOT UnTIL NOw
ét:u:. EHAHLES. THE #a5T« (POETRY) ¥OICES INTERNWATIONAL: 1% (FALL 1984)s ZI.
NE» CHARLES. THE SHADOW WHEEL. {POETRY) HADRAS, INOIAT TAGOR
WRITING INTERNATIONAL» E084. " = INSTITUTE OF CREATIVE
CLINE: CHARLES. TO PROGRESS! CAVEAT. (POCTRY} POETICAL RAINBOW
. - (SUMMER 19843, 2.
CLINTON, DEWITT. CONTEMPORARY BOETIC IMPROVISATIONS OF CIVIL NAR INCIDENTS. CPOCTRY}s
CCRITICKSM) GREAT LAKES REVIEW. 10 (FALL 1984)s 36-41.
CLINTON: DEWTTT, KANSAS IOWA OHEQ} ROEMZ FAKE WALK. (POETRY) PCETRY DHIO: :
co MARIONs OH: CORNFIELD REVIEW. 1984, 0P ARY oF THE SlaTE:
HEN+ HELEN DEGEN. TO THE POET JIMENEZs HAN OF ANDALUCLA. (POETRY} Ka
e WELEN DEGEN. 10 THE PO } KANSAS GUARTERLY. 18
COLLINS. MAX ALLAN, TRUE DETECTIVE. (NOVEL) KEW YORK! ST MARTIN'S
Ing. MAX A PRESS s 1984+ (ILLINOISH,
COLLINSs MAX ALLANs KILL YOUR DARLINGS {NOVEL} NEW YORK: WALKER »
0 H 1984 (CHICAGO) + TTLLTNDI =
COLTER. CYRUS AND DYBECKs STUART AND GIBEONSs REGINALD AND SHAFERs FRED SEE CMERNOFFs Mlll:;
CONNELLYr JOHN. THE HOLIDAYSs (SHORT FICTIUN) TNOIANA REVIEW 7 (WINTEF 19B4), T0-10t.
CBNNE?;dsgiﬂLEv. APPGINTHENTS ! LONELTNESS. {POETRY) KANSAS OUARTEALY. 14 [¥INTER-SPRING 1984},
- -
CONNIFFs BRIAN. A LAKE IN INDIANA. (PDETRY) SOUTHERN REVIEW, 20 (APRL
L 19843, 364-65.
COMRADs NICK. YOYAGEUR TRAIL--GRAND PORTAGE+ MINNESATA. (POETRY)
- KANSA
ININTER=SPRING 1984)s 128, ¥ OUARTERLY. 18
tCOOVER, RDBERT). ROBERT CDOVER? A DIBLIDGRAPHY  1¢ CHRONICLE OF PR
IMARY MATERIALS. BY
ALLENSWORTHs J» {BIBLIDGRAPHIES) BULLETIN OF BIBLIDGSRAPHY» 41 (JUNE 19B6)s 61~ﬁ;o
CCOOVERW RDSERT). RDBERT COOVER®S DISSIDENT WORKS. BY ANDERSCN. PICHARD. {CREITICISM}
MID-AMERICAN REVIEW, 4 ISPRING 1584). 105-13,
CUREY;Q:I-!:?.]ETI'E. RAPID 1 MOVEMENT. {SHORT FICTION) KANSAS GUAPTERLY: 16 [WINTER-SERING (904},
-95.
COSTANZO. ANGELD SEE CLEMENS. SAMUEL L.
COUCHr DEBURAH. LAST RITES. C(PDETRY) ENGLISH JOURNALe 73 (SEPTEHBER IPA.
COWLEY, MALCOLM SEE HEMINGWAY, ERNEST. ' At B0
(CRANEs HART). HART CRANE'S ™OUAKER HILL™: A PLEA FOR A PDSITIVE PERSP
: ECTIVE. BY TINGLEY
cn S;EPHANIE A. {CRITICISH) ENGLISH LANGUAGE NGTES, 22 (SEFTEMBER 198&), 55-62. ’
ANEs HART). SPLENDID FAILURE:Z HART CRANE AND THE MAKING DFf THE BRID ER Wk
wn (CRITICISM} URBAMAI UNWIVERIITY DF ILLUNOIS FRESSs 19844 GE+ BY BRuNN > FOWARD.
ANE+ HART3. TOWARD A POETICS GF TECHNODLGGY: HART CRANE AND THE AMERICAN SUBLIME= BY
CRUNCT:EFINc TEM. {GAITICISH) SQUIHERN REVIEW, 20 {JANUARY L84}, 68=83. suarne
L] + BRIAN. NOJES ON *THE UNFORGETTABLE FIRE. (POETRY) YEL ;
loeTaBEn 1osay. Ba-oe. LOw BUFTERFLYs WUMBER &
ERONWALLY BRIAN. WEGOING PRAYER: BAPTISM. (POEIRY} LIOWFEATHFR -
CROWLEYs JOHH ¥ SEE HUWELLS»s WILLIAM DEAN. TR ARALL dmssbe To8e
CURLEYs DANIEL. LIES AND CEREHONIESs CEREMONIES AND LIES. (SHORT
£s. FICTIONY KAN;
16 (MINTER-SPRING 1983}y §15=22, $AS CURRTERLY:
CUTLERs BRUCE. DARK FIRE. {POCTRY) KANSAS CiT¥e. MOz 3AKMK PRESS. LloPk,
DAHLs CURTIS SEE FITZGERALD. F SCOTT.
(DAHLBERGs EDWARD). EDWARD DAHLBERG AND KANSAS CITY. AY BEASLEYs CO
LETTERS, S1 {WINTER 1984-1985, 53-62. P CONGER JR- (CRITISISHY Ne
ckNl;g:OBERI. WATCHING YHE NIGHTHAWZSS BIVE. IPDETRY) SEUGRGIA BEVIEWs 30 (SUMMER 15843,
=90,
DANIELS« CELIA As CLANS OF STOME. (PUETRY) KANSAS GUARTERLY, L& ININTER=SPR
=SPRING 19B4Ps 158,
Danlitg:’Jlu; v;uzau IN THE FACTORY: Y FATHER®S CABIN. (POZTRY) GREAT LAKES REVIENWs 18 {FALL
» A7-ud,
DAVIDSONs CATHY N SEE BIERCE. AMBROSE .
CAVISs RONALD J SEE THOMAS: AUGUSTUS.
DAVIS: SARA CE SAUSSWAE SEE CLEMENSs SAMUEL L.
DEKIN, Y:MOTHV. FOR A FRIEND, RANDOGHLY MURDERED 1IN L A. {POETRY) CHICAGO REVIEWs 3% (FALL
19843, 63.
IDELLs FLOYD). FLOYD OELL® AN ARNQTATED BIBLIOGRAPHY OF SECONDARY SOUR
E CESy 1916~ B
o NIERMAN: JUDITH. (RIBLIOGRAPHY) METUCHEMN, NJI SCARSCROM PRESS: 198ia. ' tomieAt. By
ELTONe JUDY. NEAR QCCASION OF SIN. {NOVEL) NEW YORK: HAPCDURT BRACE JOVAH
[HILXAUKEE )+ (w1 5CONSIND < ' ) SVICHs TR%
DEMARR+ MARY JEAN SEE FAIRABANK: JANET AYER.
:ssv. PETER. TEACHER. (POEIRY) ENGLISH JOURNALs 73 (MARCH 19883, T0.
EMTSCHe LAYHIE TIENA. MEETING FRANRIE AT THE MODSE LODGE: STREET 3 i
OUARTERLY IEVIEW, 23 (FALL 1984), $56-20. + (POETRYI micHts
DEW. ROHB FORMAM, THE TIME OF HER LIFE, {NOVEL} NEW YORK: WILLIAM MDRROW:
. 3 : 1984, (MISSDUR]}
PI PIEROr W 5. LAKE MICHIGAN: THE ICE MAN., (PUETRY) TQRICUARTERLY: NUMCER 80 ‘SI:'RING‘SUVPEF.
1984} 37T,
DICKSONs JOHN4 WHEATE THE ARAGON BALLROOM. (FOETPY) TIIQUARTIRLY. HUKB P -
1984}, 293-97. 7 HURRER 66 GSPRINGTSummen
DILLMAN. RICH4RD SEE CATHER, WILLA.
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OIOMEDE + MATTHEW. MORNING CONVERSATIOM. (POETRY) CENFENNTAL REYIEWs 28 (WINTER 1988): 47.

DPI1ONy WARC, FOR YHE GIRL MOST LIKELY TO EXCEEDa. {POETRY) KANSAS GUARTERLYs 16 {SUMMER 198a),
52+

DOANE+ R MICHAEL. THE LEGENDS OF JUESSE CARK. (NOVEL) NEW YORK: KNOPF, 1984« (SOUTH DAKOTA).
{HINNESOFAY.

bOERR+ KEN. BACKSEND» HANDSPRING, FULL TWIST, (POETRY) XANSAS ODUARTERLY. 16 (WINTER=SPRING
1984}, lal.

DOMMERGUES» P ISRRE SEE BELLOW+ SAUL.

DONALDSDN, SCOTT EDIYOR SEE FITIGERALDs F SCOTT.

DORRIS: RONALD SEE CLEMENS: SAHUEL L.

POWELLs RICHARD ¥ SEE DREISERs THEODORE.

DOYLEs Pea SEE DREISERs THECDORE,

(OREISERs THEGDORED. *BUTCHER ROGAUM®S CODRM: NREISER'S EARLY TALE OF REW YORK. BY GRIFFIN,
JOSEPH, (CRITIC1SH) AMERICAN LITERARY REALISM 1879-I910. 17 (SPRING 1984)s 24-31.

{DREISERs THEDSOREY+ *THE FEAST OF BELSHAZIAR™ 4ND SISTER CARRIE. BY BURLINGs WILLEAM Ju
CCRITICISM) AMERICAN LITERARY REALISM L8TC=-21010s 1T {SPRING [984): a80-al,

{DREISERs THEODBRE}» 4 DREISER CHECKLISTs 198Z. BY RUSCH. FREQERIC F. (BISL10GRAPHY) DREISER
NEMSLETTER: 15 (FALL 1984)s 18-22.

(CREISER: THEODDRE). DREISER'S ERLY LABDRS (EQODK REYIEW OF AN AMATEUR LABORER}+ BY RIGGIO.
THOMAS P, (CRITICISK) DRETSER NEWSLETTER, 1% {SPRING %843, 10-1J.

[DREISER+ THEODOREY}. DREISER ANO RANDOM HOUSE. BY WESTe JAMES L. Y. IIl. (CRITICISM) CREISER
REWSLETTERes 15 {FALL 19B4)+ 13=1T.

IDREISERs THEQDORE). DREISER AND THE HOSTILE CRITICS. BY LEHANs RICHARD. {CRITICISM) OLD
NDRTHWEST» 10 (FALL- 1988). 307-17.

{CREISER+ THEODORE}. DRETSER®S CDWPERWDODP AND THE DYNAMICS DF NATURALISH. BY HUGHSON. LOIS.
(CRITICISM) STUDIES IN THE NOVEL: 14 {SPRING 1934)s b2=T71.

{DREISER: THEODOREZ ). DREISER AND HIS FICTIONI A TWENTIETH-CENTURY QUEST. BY HUSSHMANs LAWREMCE
E JRe ICRITICISM) PHILADELPH1A: UNIVERSITY CF PENNSYLVANIA PRESS. 19E3.

(DREISER» THEDDORE). DREISER*S COURTSHIP LETTERS: PORTENMTS OF A DODHED MARRIAGE. BY CONWELL,
RICHARD w. (BIDGRAPHY ), (CORRESPONCENCE) DREISER NEWSLETTER: 15 (SPRING 1984}, 14-20.
{DREISER+ THEODDGRE) . FLUX METAPHORS IN SISTER CARRIE. BY MCALEER. JOMH J. {CRITLICISH) DREISER

NEWSLETTER» 15 (SPRING 1984), 1-9.
(PREISERs THEODORE}» LYCURGUS AND DREISER*S AN AMERICAN TRAGEDY. BY RUSCHs FREDERIC E.
[CRITICISM) NOTES ON MODERN AMERICAN LITERATUREs 8 (WINTER 1984), ITEH 18.
(DREISER» THEODORE}. SAME BELL-B0Y{ DIFFERENT NAMES. BY DOVYLE. Pe.As (CRITICISH) DREISER
NEWSLETTERs 15 {FALL 1984)s 12,
{DRETSERs THEDDGRE). WHAT A DIFFERENCE THIRTY YEARS MAKE: & PLACE 1IN THE SUN TODAY. @Y
HUDDLESYON: EUGEMNE L. (CRIT1CISK) DREISER MEWSLETTER, 15 (FALL 19B4). 1=12«
DREISSER+ THEODORE. AN AMATEUR LADORER. {AUTCBTOGRAFHY) PHILADELFHIAD UNIVERSITY OF
PENNSYLYANTA PRESS, 1984,
DRISCOLLs JACK. A STRATEGY. {PDETRY) INCIANA REVIEW 7 (SPHRING [9B4), 21,
DRYM, CHRIS SEE GUNNs JAMES.
DUGGEN» LORRAINE. TD MY BROTHER. wWHO WASH'T WEARING A& HELMUT. (PDETRY) PRAIRIE SCHOONER, 58
(SUMMER 1984}y 68-80Q.
DUNLOPs # H SEE GAALANDs HAMLIN.
DUPREEs ELLEN PHILLIPS SEE LEWIS. SINLCLAIR.
DUREN» FRANCIS. SHREW, {POETFY) KANSAS QUARTERLY. 16 (FALL 1%8&)s 136,
DWYERs DAYI0. LOVE AND POETRY AT GROUND 2ERO, {FDETRY} PRAIRIE SCHOONER. 58 {WINTER 1968)s
G4=08.
DYBEK» STUART. FROM OUTTAKES. (SHORT FICTION) TRIQUARTEHLY. NUMBER &0 (SPRING=SUMKER: §084),
362-57,
DYERs JOYCE COYNE SEE SWANDERs HARY.
EBLEe KENNETH E SEE HOWELLS, WILLIAM DEAN.
EBLEy KENNETH E SEE CLEMERNS» SAMUEL L.
EAYs CECIL D SEE HMEMINGWAYs ERNEST.
(EGGLESTON, EDWARD) s THE HODOSIER SCHOOLMASTER REVISITED. BY WEST+ JEFRY. (CRETICISM) SSML
REWSLETTERs 14 (SPRING 1784), 21~28.
{ELKIN: STANLEY)« AN INTERVIEWM W1TA SYANLEY ELKIN I¥ ST LDULS. BY SALEs HICHARD, (CRITICISH),
CINTERVIEWS) STUDIES IN THE NOVEL, 16 (FALL 198a)a 314-25.
ELLEDGE» Jim SEE ANDERSCONs SHERWOOD.
ELVARDs JAMES. A5K FOR NROTHING MORE, (HOYEL) NEW YOAK: HARPER ANJY ROws 1988« (CHICAGD)«
LILLINGIS ).
EMANSy ELAINE V. CYCLES. (POETRY) CARE ROCK. 13 (WINTER 19843, 2.
EMANSs ELAINE V. ELEGY. (POETRY) BLUE UNICORN, 7 {MUNE 19B4).
EHANS s ELAINE V. MOUSE: AUTUMN VILLANELLE. (PDETRY? XANSAS QUARTERLY, 16 {WINTER-SPRING 1984},
112=13.
EMANS s ELAINE V. ORB-WEAVER{ WOMEN'*S LIB; GUELIN-SLAYER. (PCETRY) POETRY MEWSLETTER. HUMBCR
6% (FALL 19843}y 1-2,
EMANS: ELAINE V. WAITING FOR VENUS; PETAL FALL. {POETRY) LYRICs 64 (FALL 10243« 93,
EHANSe» ELAINE V. WANTEDD: SMALL BUGLER. {PUETRY) SONGs NUMBER 18 INIKTER 196384}, 15.
EMERSON, EVERETT SEE CLEMENSs SAMUEL L.
ENGBERGs SUSAN. DOILIHNG PIYER. {SHORT FICTION) INDIANA REVIEW: 7 [SUMMER 1084)s TE-195.
ERDRICHs LDUISE. LOVE MEQDICINE. [NOVEL)} NEW YORK: HILT» RINEHART ARD rINSTDN- 1984, {NORTH
DAKDTAY.
ERDRICHs LOUISE. FHE GEADS. {FICTION) NGRTH DAKOTA IJUARTERLYs 52 {SERING 1884)s Z6-=61.
ERICKSON» PETER 8 S5EE MORRISON» TONis
ERTELs RACHEL SEE BELLOW, 3SAMLs
ESBENSENs BAREBARA JUSTER, COLO STARS AND FIREFLIES. (PUETRY) NEW YORK: CROWELL aND HARPER AND
ADOW. LOBL,. .
ESTILLs KATHERINE. MR ROGEAS AT NIGHT. (SHORT FICTION} HISSOURI REYVIEW. 7E3) 1984). 143=55.
ESTLEMANs LOREN D+ KILL ZONE. (NOVEL} NEW YORK! MYSTERIDUS PRESSs 1484s (DETRUIT) +IMICHIGAN).
ESTLEMAMN: LOREN D. SUGARTOWN. (NOVEL} BOSTONI HOUGHTONs MIFFLING 984 (DETREBITILAMICHIGAND,
ESTLEMAN: LOREN 0. THE STRANGLERS, [NOVEL)} NEW YORK: JODUBLEDAY, 1984,
ETTERs DAVE. CAIRO. (POETRY) NORVHEAST. SERJES 2 NUMBER 17 (SUMMER 1984).
ETTER+ DAYE, CHICAGO. (POETRY} TRIQUARTERLYs NUNEBER 50 (SPRING-SUHMER 1%8a). 319-21.
ETYERs DAVE. COURTHDUSE SCUARES FOURTEEN AND & HALF! LJCAL YOKEL+ {PQETRY} MIDWEST QUARTERLY,
NUMBER 2% {SUMMER 1988)« 405=407.
ETTER+ QAVE. DULUTH. (POITRY) LONG POND REVIEws NUMBER 9 (WINTER 190&~198%5)1.
ETTERs DAVE. HOT SUMMER NIGHT IN CENTRAL ILLINDIS. UPOETRY) BLUEFISM. 1 ESPRING 198a).
ETTERs DAVE, HOTEL NAUVOOD: MALLS PIKE SOUNTY! TALLGRASS PRAIRIE PLOT] LUST! IGNORANCED
TROUBLES AT THE PQEM FACTORY: THE UPPER CLEUST: PIPE $-OKING: THFE OT15 TRAP. (POETRY)
SPODON ARIVER QUARTERLYs ¢ IFALL 19841.
ETTERy DAVE. LIVE AT IWE SILVER DDLLAR. (PDETRY) 5PO0Y RIVER QUARTERLYs 9 (SPRING 15B4).
ETTER: DAVE. REDS: DAYOREAK JN ANDTHER TOWN. {PDETRY) SLKHORN REYIEWs 1| (WINTER 198a=1965).
EVANSs FREEMAN. GOVERED WAGONS. (NOVEL} MEW YORK: BALLAHNTINE BOOKS: 1984, (1DWA),
EZEKIEL+ TISH O*DOWDs FLOATERS. CNMOVEL} KEW YORK: ATHENEUM»s 1984w (MICHIGAN}.
(FAIRBANK . JANET AYER). GALENA IN BOOM AND DECLINE: JANEY AYER FATREANK®S THE BRIGHT LAND. ay
DEMARR s MARY JEAN, [CRITICISM) MIDAMFRICA XTI {1984}, S4=al.
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FELLONES» PETER. BACKYARD SABBAT
ey ATH. (PDETRY) TRIGUARTERLY. NUMBER &0 {SPRING*SUMMER 19pa),
FERRELLy KEITH SEE HEMINGMAY: ERNEST.
FETROW. FRED ™ SEE HAYDEN. ROBERT.
;:E:::n- LESLIE 4 SCE CLEMENSs SAMUEL L.
He HARRY L JR. E
K AR VANISHING SPECIES. (SMORT FICTIONT KANSAS OUARTERLY.
::::Et; gg::tg. ::: :i NEEG. (POETAY} CHICAGD PEVIEW 34 (SUMMER 1984), 21,
i - NOLY ONESI SALISBURY €
STREET S smmens hOLY ONEST < ATHEDRAL FROM THE BISHOP*S GROUND. {POETRY} SRAND
fgi::ggzxL:ATHeqlNE. NORTHERN LIGHTS. (POETRY) CENTENNTAL REVIEW, 28 (SPRING 1924
ZERALD, :lzggxipgn?ucu¢:gvguJAcx AND HEMINGWAY, ERNEST). THE AMERICAN DREAM :;p THE
1 N ALS0 RISES. THE GREAT GATSEYs aND
8Y SAUNDERSs KIMBERLY. (CRITICISM) SSML Wi ; pa1. 3o ranERITED
. EWSLETIER: t4 {SUMMER Is -
(FITZGERALD. F 5COTT). DOCTOR DIVER AND GEN: S enore o
. ZRAL GRANT IN FIT2GERALD*
WEXELBLATT, ADBERT. (CRIT S B
SAELOLAT fCRITICISH) NOTES ON MADEAN ANERICAN LI1TERATURE. & [YINTER 1984}, o
(FITZGERALD, F SCOTT). INVENTED LIVES: F SCOTT AND ZELDA FI1TZGERALD.
(FlriggéIlgzsg)géalocﬂapuv) BOSTONT HOUGHTEN MIFFLIN. toaa.
. NTT3. CRITICAL ESSAYS ON F 5C0TT FITZGERA
LD*S “THE
tFIngN;LQSDN- SCOTY EDITOR. (CRITTICISM) BOSTON: G K HALL. 1084, CREAT GATSEY". By
TH: ::n. F SCOTV). GREEN LIGHT AND FOOLISK FIRE: FUTZGERALDSS USE OF THE Wipp-g¢=
EAT GATSBYs BY PETRYs ALICE MALL. (CRETICISH} NOTES ON MODERN AMER Hise N
;F;rkééin‘T”PE' 5 LAUTUMN 1984)s ITEM 9. ERLEAN
ALDs F SCOTT)a NICK CARRAWAY AS AN UNRELIABLE NA i
NARRATOR. BY €
(Flriggé:igxs$152;$$?s_ou LANGUAGE AND LITERATURE: 20 [5PRING tpa&)-.g:zfggur' KenT
1 . + THE CRITICAL REPUTATION OF F 5COTT FI1TZGERA '
Lo LG: 1 BIBLIOGR
i;g:;u SUPPLEMENT ONE YHEQUGH 1981. BY BRYEfia JACKSON R. (B IBLEOGRAPHY) HAMDAPHICAE
PRESS. 1988, B v
lF]TgsEg::E. : sgntv:- FITIGERALDYS USE DF AMERICAN ARCHIVECTURAL STYLES IN TH
lFleGERALD. ru:cgi;)‘CR;TICIS“, AMERICAN STUDIES, 25 {SOPRING 1984)s 9]=102
. s BERNICE'S LIBERATION: FITZGERALD'S ~BERNICE ap) .
SDBS HER HAIRw,
T e A R Y
AN, . CTION) KANSAS GUARTERLYs 16 {WINTER-SPRING 1084}
FLEESONy TYLER. DUSK+ [POETRY] INDIANA REVIEW
FLEMINGs ROBERT £ SEE HEMINGWAY: ERNEST. P 7 SIER 1eeaae a2
FONTANAs ERNEST SEE HEMINGMAYs ERNEST.
FORDs WILLIAM. THE GRAYEYARG AT ROCHESTER H
IWINTER-SPRING 19843, 20=21. T EORAT THE PIMPLE. [POETRY) KANSAS QuARTERLY. 18
FORELLE: HELEMN. EVENING SONG. {POE
EhoiErELEN, EvENIN VAY} HOMESTONESs FREEMAN, SOUTH DAKOTA! VERMILL 1N LITERARY
FD:ELLE- HELEN. FAILURE. [POETRY) PASOGUE PETALS. 58 (MAY 1984)s 187.
FORELLE . HELEN. FREEDOM. (PDETRY) PASOUE PETALS. so (SEPTEMAER 1984)s a3
:E:ELLE- HELEM. GULFSTAR. (POETRY) PASOQUE PETALS. 59 (JUNE 1984), 8. '
FORELLE MELEN: NISSISSimmI. (homirs cosone aors TEAiSs 08 (MRcH 1900, 115
- . ¥} PASCUE PETALS. 59 (OCTOBER 1984 .
FORELLE» HELEN. PFARL OF HDUR. {POETRY} PASQUE ean
- PETALSe 59 [JULY 1984 .
:g:s:;s- :itzu.s:;sggzi $POETRY) PASQUE PETALS, %2 (FESRUARY 1984), :5 s
. . - = [SHORT FICTIONY TRIGUARTERLY, WUMSER 60 (SPRIN
5 ING=5UMMER -
FORSTERs LOUIS. VISITING BELLEVILLE FOR THE WEEKEND. (POETRY) KANSAS OUAR PSS
{WINTER-SPRING §9B&), 124, VARTERLY 16
:::E:Mle SAMUEL N SEE CLEMENS: SAMUEL L.
ISINGER» RANDALL R. RUNNIKG PATYERNS. (POETRY
A . } KANSAS QUARTERLY. 1.
FREISINGERs RANDALL P. NEWS BRIEFs (POETRY) KANSAS QUARTERLY, 16 H:AL: ::;:L 126"' 13
FUCHS» DANIEL SEE BELLOW. SaUL. et
FUENTESs NORGERTO SEE HEMINGWAYs ERNEST.
GAECDERTs LOUANN. DAFFODILS IN T 3
R easY HE SNOW. {JUYENILE FICTION) NEW YORK: E P OUTTON: 1984,
GAFFNEY. ELIZABETH. REPLY TD [OwaA+ (POETRY) €O
LLEGE EN
é:tL;GHER' KATHLEEN SEE WRIGHTs RICHARD. EUGLISHY 46 (DECEMBER 1984ty 796
¥INs JAMES. SENTENCE
H i uari il § FOR A FRIEND SNOWEO IN. (POETRY) ATLANTIC MONTHLY, 254 INOVEMBER
(GARDNERs JOHN). A WOPLO DF ORDER AND LIGHT: 1
2 THE FICFION OF JOHN GARDNER.
IGA“;EE;Flgzazﬁl.::a:E;s: ATHENS! UNIVERSITY DF GEORGIA PREsS., 198&. FRe BY MERAIS: GRedumy
[ - ARDNER: AN ANNGTAT
N (O1BL 10GA ALY S neu anoNERE au AN 1985? SECONDARY B1BLIOGRAPHY. BY HORACEs RADERT .
ARDNERs JOEN}. JOKN GARONER®S GRENDEL AND THE iN
H TERPRETATIGN OF MOG: .
ROBERT. (CRITICISM) AMERICAN LLTERATURE: %6 (MAY 1984), 162-£0 FRN FASLES: ey MeRaiLL.
fARDNERn THOKAS SEE ROETHKE, THCODODRE, :
GARLAND. HAMLINY. HEREERT SPENCER: MAMLIN GiF:
SPE LANDs AND ROSE CF CUTCHEA'S CO .
" H:ICHAEL- fCRITICISM) AMEFICAN LITERRRY REALTGH 1870-1910s 17 {AUTUHN l:gs%&v_ogzzgkann-
ARLANDs HAHLIN). UNFINISKED BUSINESS: MAKLIN GARLAND AND E(WARD HACDOMELL. BY O .
. Rv;cnleClsu) OLD NORTHWESTs 10 {SUMMZR 14843, L175=a5, ' GNLaE M He
ARVERs DANw AT THE UNIVEASITY DF MELANCHOLY. {POEIRY
1 INDIANA REVIEW. 7 {SPRIK
GASHs JGE. PRIESTLY MUR| . c: sas tenteranss
TncinoialE DERSs {NOVELJ MEW YCRK® POLTe RINEZHART AND WINETON, 198&s (CHICAGO),
GASSs WILLIAK H. CULP. {SHORT FICTICM) GPAND STR
EETe 3 {SUMHFP 1%84): 26-57.
1GASSs WILLIAMI. AN INTERVIEW WITH WILLIAN GASS, BY SALTZMAN, ;n1Hup'n. CINTERVIEW)
6‘51;22171c15n) CONTEMPQRARY LITERATURE, 2% (SUMMER 1944), 121-3% *
Re JOSEPH. UNDATED SNAPSHOT. TUCKED Lh A : . i B
TRIQUARTERLY+ NUMBER 61 (FALL ;ga-:. U906, SECONDINND' BOOKT GELLADGMNA: (PDETRY)
GERBER» PHILIP L SEE WILSONs GILBEWT.
GERBERs PHILIP L SEE WILSON, GILBERT,
GERBERs PHILIP &, SEE WILSON. GILBERT.
GERRARDs RUTK ANN SEE TARKINGTON. BGOYH.
gigggzé N;N;v ANN SEE CHESNUTT, CHARLES w.
¢ BARRY. aN UNCOATUNATE WOMAN. (NQV :
Tercason i oAy INCVEL } BERKELEY: CA: CREATIVE ARTS DOOK COMPANY, 1084,
GILLIGAH: THOMAS & SEE HARRISON, JIM.
:ILLIGAN- THOMAS MAHER SEE hEMINGWAY: CRNFST.
LASER» ELTON. STORM OAMAGE. {PDETRY} CHICAGD Rey
. IENs 34 [SUMPER 1984), &8,
‘GLAi:i:b; S?EfN:és?g::N GLASPELL: YDICE FROM THE HEARTLAND. BY ROEs H;DC[A ACRITICTI50)
. H M
b TLLINDIS UNIVERSETYs 19634 (#ESTERN ILLINGIS MONOGRAPH SERIES,
COLDBARTH, ALSERT. A BLANXET. {PDITR
- . LTAYY TRIQUARTERLY. NUMBFS 48 {SPRING= -
COLOBARTHe ALAERT. ALBERY, (POETRY) PRAIRIE SCHOONER, 58 LELTRY 44 19"".53:!$g_lvaay. 1a6mas.

16 {FaLL 19843,

108-109,

BY MELLOW:. JAMES A

E GREAT GaTsBy,
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GRANGER+ BILL. THE ZIURICH NUMBERS. {NOVEL) NEW YODRK: CROWH, 198hs {CHICAGD}s [ILLIKOIS).
GRAYe ROCKWELL SEE BELLDW. S5AUL. NDOL YA
PHILIP A SEE BROOXS» GHE| - . B
g:i::té:: PHILIP A. BEYOMO SRUTALITYZ FORGING MIDWESTERN URBAN+THOUSTRIAL MYTHOLOGY
1T SM) MIDAMERICA X1 L1986}s 9-19. .
GREE:.E:. ::;RE‘ #e LORD OF THE DANCE. (NOVEL} NEW YORK: WARNER BOCKS, t984s (CHICAGO).
LLINDIS ).
(GRE;:EV'NANQRE' Mla SIN AND SALYATION--THE NDVELS OF ANORENW M GREELEV;EE:!EARRI DONALD »
~ INOVELS)+(FICTIONY NEW YORK TIMES BOOK REVIEW. B¢ (17 JUNE 19841, .
GRENANDER. Me E SEE {LEMENS: SAMUEL L.
GRIFFINs JOSEPH SEE DREISERs THEOQDORE.
¥S CROW SEE GRUBER. FRANK. . L
g:g:::: gg:vs CROW. PERE=LACRAISE. (POETRY) FLEET STREET DDET-.A HEMGR:::N;N;:EEgGYlz:‘fllﬂl

JOHNSON: LT84-1984y EDITED BY J. H. WORGANs NOTRE DAME. IN: FOUNDA .

GRDV;;: OORYS CROW. THE SEASQN*S EOGE, {(POETRY) COLERIDGE IN HENggéAH:“: P?EIRY ANTHOLOGY TO

SAMUEL TAYLCOR COLERIDGE, 1834-1984, EDITED BY J H MORGaMs KO [ o] . H

FDUNDATIONS PRESSs 1984, 178 .

(GRUB:R. FRANKY« FRANK GRUBER AND THME MYSTERY NOVEL. BY GRDVER- ::::‘5 :?-D\;OO:NQVELSI.

Rt Y pine eones o DE'ECTID:‘Y? ;2:’::’:: ;C:g:ﬁznt 548 :ulNTER 198&) ., F2+73,

i R
GRUNST» ROBERT. THE PINE CONE; SMELT. {PDE N n e 1oaar T
ETRY} INDIANA REVIEW. 7 (S
DY+ JEFF. WATER HOVING THROUGH CONCRETE. (PO S
2::N..JAHE5. END OF YHE WGRLD. (SHORT FICTIDN) ANALgﬁ.IIO;N(’::NU::;.wB‘h vo-a7
AMES o GER} TIGER:., (NOVEL) POLK SITYs EAD CHRIS ‘e . : s
fgS:Q.JJAi:s:IIA J;IIES GUNN CHECKLIST. BY DRUMs CHRIS, (BIBLIDGRAFHY} PDLK CITY: TAZ CHRE
g CCTOBRER 1984} 106-29.
- THE HOUR, (SHMORT FICTION) ANALQG, 104 | .
?g::;llJ::E:AS:tNTEl:EE HDVELS BY JAMES GUMN: AMERICAN DREAMS REYISED. BY LINKFLELD. THDMAS P
SH) SSML HEWSLETTER» k4 (SUMMER 19841+ 31-27. _ ;
GUﬂLé:?’:ég;GE H JRa NATIVE TONGUE. (POETRY)} KANSAS QUARTEHLV-J:E [WINTER-S5PRING |9B4)s 2B
HALLs DONALD. COUPLET. {POETRY) NEW PEPUBLICe 190 (JUNE 10840 25; ULy 19881s 98
R eRanRY s LoRRATHE S Lo le*Ens.S;EuETRV;!‘lhE:;:C :s:;HL:éIﬂGRADNT, BOSTONI TWAYNEs» 1984,

ERRY, LORRATINE}a LORRAINE HAN RRY - v Al . ﬁ
:1:::::- TD;p THE MAN IN THE MDON®*S LGONEY BROTHER. [POZJRY) KANSAS QUARTERLY: 1

AWINTER-SFRING 1984). 61, [A% DEAN

T ARL N« SEE HDWFLLS. WILL . Ny,
::::E:D:I-EJIH' SUNDOG. (NOVEL) NEW YDRK: DUTTON-SEYMOUR LAWRENCE+ :QEQ;N(MTI:::fS :.
tHARRISON, JIM).« MYTH AND REALITY IN JIM HARRISON'S WARLOCK, BY GILLIG .

S 14T=%3.

(CRITICISHY} CRITIQUE. 25 (SPRENS 19B%)r .
HART: JOANNE. THE WOMEN QF CHICAGD. {POETRY) ICWA WOMaN. 5 (IIN;EHGI?B::;siz QUARTERLY. 16
HARTH» SIDNEY. OISODRDERED PPOGRAMS WITH FAULTY LOGIG, (SHORT FICTION

(FALL 1984}, lEG=92,
HASKELL+ DIAMA SEE ANDERSON: SHERWOOD,

AMs GERALD SEE MILTONs JOHN Ra R -
:::;E-'leclhel'. STARS ABOVE. STARS RELOW. {POETRY) ST PAULs MN: MEW RIVERS PRESS. 1924.

IN| TA YOICES PROJECF: 19). . enEss
HASSé:;:RED:E LINDA M. CAUGHT BY DHE WING. (PNETRY} SAN FRANCISCOs Cac JULIE D HOLIGHE .
: MD
HASS::::‘DDNALD M, GRAVITY IR TME MOANING. IPOETRY) COETRY: MIRRCR fJF THE ARTSs CLEVELAND.
OH: P 6" LEAGUE OF GREATER CLEVELANDs §96&.: B.
HASSLER gE;ALD M: FY WIFE; ONE CONTINUAL CIRCLsz;c::BEI:;; r;l‘jiﬂ;g::n:‘lz:ila.l::ﬂ,)BFT;HE
TIAL S
HASSLERs DONALD My SONNET FOR A NEW RESIDEN 5 -
RANFIELD REVIEW: 1984, S4.

STATE:T AN ANTHOLOGY OF OHIO POEMS. HARIDNs €O 30.
HASSLERs OONALD M. THE WOUNDE A NEM YEaR. (POETRY) THIRTEEN (OCTngp ;:g;;-Jfﬁ;cngT[ctsn,
IHATCHER ; HARLAKRY . HARLAM HATCHER'S MIDWESTERK MOVELS. RY SRESHAHAN,

MIDAHERICA XI (19841 69=80. 26,
NATHA:AV- JEANINE & HIGNI;ICAH COUNSEL.,. (POETRY) KANSAS QUARTERLYs 16 (FALL 19B4), 272

KATHLEEN A SEE ROXBOROUGHs ELSIE. N tons.
et ey Pamert o Y PINDVEL) WEW YORKS G B UTNAMIS SONS. 17Das (RANGAS.

N OREY » THE SUNFLOWER FORESTe. (NOVEL H N iy
:;::51': :AMES. AWAY ¥ITH BOARDS. {PDETRY) KANSAS OUARTERLY. 14 ;:i:lﬂ:pzz:;:i ;:::;.;:ERICAN
HEARSTs JAMES. WAITING FOR THE FART MITH THE SITE OUT DF HE TO -

ViE 269 (SEPTEMPER 1%B4). 624 . e
HEAHE?!’J::‘ES- WHAT MATTERS; THE TRIMHED BUSH. (POETRY) NORTH AMERICAM REVIEW. 269 (DECE

1984}, 43. N+ JOHN

FERNAN, MICHAEL SEE BEKRYMAN: - ) : Jacom LINPS
:fiFERNAN: MICHASL. THE SUN DFF FLAWDERS: FlL::é::SE.N:N;g;lgg I:];’;in!i;;:?. :53-27,
HOME OYER THE RIVER. (FODETRY) HICWEST OUA . “”:N.TEP oay Tae)
HMAEL. LIBERTY. (POETRY) GEORGIA REVIEW, 38 . "
:E;:E::::: ::EHAEL. AMID A PLACE OF 3TONE. {POETRY} MIDOWEST QUARTERLYs WNUMBLER 26 [AUTUM
" o =SUMMER
HEINE‘::NI:: LARAYs GALLAGHER*S DLD MAMN. (SHORT FICTIOMY TRIQUARTERLY, NU'NEEQ 60 (SPRING

1284}, 280-A5.

HELLER+s JANET RUTH. LEGEND. {PDEYRY)} SUNRUST, FALL 1984. 16. 1980, (PGETAY) POETS VOICE
HELLER» JANET RUTH. SNAPSHOTS OF E R A HARCH: CHIGAGO: MAY 0. . Tee onaas, Toas . ar.

1984, EGITED K IDDINGS AND T GAYTON. SAN DIEGDs CAZ SAN DIEGD POE ":L‘CE:  emtanGs
HELLERs JANET RUTH. TRANSFORMATION. (POUETARY} LIGHT YEAR *8%, EDITED £Y R

©Oh: BITS PRESSs 1264+ 76, ) (1964t 114

TH. SNUBBED. (POETRY) MEKDOGING REVIEW. 0O L3 N _
:5:;:‘:;\1:.:;;5:\:. FIRST LOYES. (SHURT FICTION} TRIOUARTERLYs HUMEBER &¢ (SPRING-SUMMER 1984)s
e + NEW
HEHI:::A:? ERMNEST. LERNLST HEMINOWAY OR wWilTING, (ANTHOLOGYY} ECITED AY LARRY W PHILLIPSS

YORK: CHARLES SCRIBNER'S SONGs 1924, MEVERS
CHEMINGWAY , ERNESTY . COMMUNTCAT IONS lPRI;'{ét?OE:ﬁgﬁa 1:;!?::;5:;;;5!:232.‘:];85:' YERS»

EFFREY, (BIALIDGRAPHY) EULLETIN OF » N .
IHEK:NGHJY- ERNEST) . CASSANDRA'S UAUGHTERSI THE WOMEN IN HEIH::NAY. BY WHITLOW. ROGE!

{CRITICISM) ( (DICGRAPHY) WESTROAT. €F: GREENWDOD $PRESS. I9c .uy %A, € NAGESWARA
(HEMINGWAY,s ERNEST). ERMEST HEMINGWAYI A STUDY OF HIs QHETUR;Q- r

{CRITICISH) ATLANTIL HIGHLANDS: NJP RUMANITIES PRESS, 19 .5' FERRELL. KEITH. (210GRAPHY)
IHEMINGWAY » ERNEST)« ERNEST HEMINGwAY: THE SEARCH FOr COURAGE E .

EW YORK: W EVANSs 1934, . . B1TICISM)
IHEH’:NGNAY- ERHEST) « ERNEST HEMINCNAYZ JOURNALIST lV:DB:WTI‘:‘- EY KABLERs J F. (LR} .

ANN ARBORs MI: UKI RESEARCH PRESSy 198%. . '
tnzuizéezgtp:;:{ssn. ﬁPNE;Y REMINGWAY: THE WRITER 1IN CONTEXT. EY NAGFLs JAHES. (CRITICISM

MADISDN! UNIVERSITY DF #ISCONSIN PRESS. 19284, n
IHEMINGUiV. ERMEST) . FAME BECAME OF Hlm: HEMINGRAY ASEPUBLICF:§;;EP;gix.RAEBURN| JOHN .

(BIOGRAPHY}» {CRITIC1SH) BLOOMINGTDN:T [MCIAMA UNIVERSITY .
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(HEMINGWAY: EANEST). GERALD MURPHY AND ERNEST HEHINGWAY: PART 1. BY MILLER: LINDA PATTERSON.
SCRITICISMY STUDIES IN AMERICAN FTCTIGNs 12 (AUTUMN 19841s 129-a4,

CHEMINGMAY, ERNEST) . HEMINGWAY AND CEZANNE: DOINE THE COUNTRY. BY JOHNSTON. KENNETH G.
(CRITICISH} AMERICAN LITERATURE. 56 (MARCH 1983), 28237,

(HEMINGWAY, ERNEST). HEMINGWAYSS SECOND WAR: THE GRECO-TURKISM CONFLICT» 1920-1922, BY MEYERS.
JEFFREY. (CRITICISH) MODERN FICTION STUDIES, 30 (SPRING 19641, 25-36,

(HEMINGWAY, ERNEST). HENINGNAY®S & PURSUIT RACE. BY FONTANA: ERNEST. (CRITICISH} EXPLICATOR:
%2 [SUMMER 1984)s a43=45,

THEMINGWAY, ERNEST) . HEMINGWAY®S WOMEN®S MOVEMENT.
HEMINGWAY REVIEW: 3 (SPRING 19841, 14=232,
CHEMINGWAY, ERNEST). HEMINGMAY'S LIFE AND WORKS.

(BIDGRAPHY) NEW YORK: FACTS DN FILE, 1984,

(HEHINGWAY, ERNEST)a HEMINGNAY'S “THE KILLERS"! THE MAP AND THE YERRITOMY. BY FLEMINGs ROBERT
Ex [CRITICISM) HEMINGWAY REVIENs & (FALL 19643, 40-43.

(HEHINGUAY, ERNESTY. HEMINGWAY IN CUBA. BY FUENTES+ NORGERTO. (CRITICISH} 2 {BIOGRAPHY )
SECAUCUSs NJ; LYLE STUART: 198&.

[HEMINGWAY, ERNEST). MEMINGWAY*S WOUND==AND 118 CONSEQUENCES FOR AMERICAN LITERATURE. BY
COMLEY. MALCOLM. {CRITICISH) GEORGIA REVIEN: 35 [SUMHER 1084), 223=39.

FHEMINGWAY s ERNEST). HEMINGWAY™S “HILLS LIKE WHTE ELEPHANTS®, BY SIPIDRAs PHILLIP,
{CRITICISM) EXPLICATOR, 42 [SPRING 1984} s G50.

CHEMINGWAY. FRNEST). KIPLING AND MEMINGWAYZ THE LESSON OF THE MASTER. BY MEYERS, JEFFREY.
{CREVICISH) AMERICAN LITERATURE. 56 (MARCH 1984}, aB=90,

CHEMINGWAY, ERNEST). LOVERS® DISCOURSE IN THE SUN ALSH RISE=Z A COCK AND BULL STOPY. By
SCHWARTZ, NINA: {CRITICISH} CRITICISH. 26 (WINTER 1084), 40-89.

THEMINGWAY, ERNESTI..MANY WARRIAGES AS A POST=MODERN NOVEL. BY STQUCKks DAYID. (CRITICISH)

. MIDMESTERN MISCELLANY X3T (19841, 15=22.

(HEMENGWAY, ERNEST). TOPOGRAPHY IN HEMINGWAY*S WHILLS LIKE WHITE ELEPHANTS™. BY GILLIGAN,
THOMAS MAMER. (CRITICISMI NOTES ON WODERN AMERICAN LiTERATURE. 2 ISPRING =
SUMMER21983)s I1TEM 2.

CHEMINGWAY, ERNEST). THE SOUL IN ERNEST HEWINGWAY. BY EBY. CECIL D.
AMERICAN FLICTIONS 12 (AUTUNN 19843, 223-26,

{HEMINGWAY, ERNEST). VICTOREAN KEYS TO THE EARLY HEMINGWAY:

PART IT--FAUNTLERQY AND FIMN, 8Y
SPILEA, MARK, {EIOGRAPHY} 4 (CRITICISMY JOURNAL OF HODERN LITERATURE. 10 MJUNE tomat.
289-310,

{HEMINGWAY. ERNEST). W1TH HEMINGWAY: A YEAR IN KEY WEST AND CUBA. By SAHUELSON, ARNOLD.
(CRITICISM) +(BIDGRAPHY) NEW YORK: RANGOM HOUSEs 1984,

tHEMINGNAY, ERNEST). WHARTON'S FORGOTTEN PREFACE TO YIVIEMNE DE WATTEVILL®S SPEAK TD THE
EARTHI A LINK WITH HEMINGWAY'S “YHE SNDWS OF KILIMANJARO®. BY TINTNERs ADELINE R.
{CRITICISM) NDTES ON MOBERN AMERICAN LITERATURE+: B LAUTUMN 19843y ITENM 10.

HENLEY« LLOYD. SHAGONS TN THE CAVE. {POETRY) KANSAS OUARTERALYs 16 ININTER=SPRING l9pa},
190=91,

(HERBST. JOSEPHINE). JOSEPHINE HERBST. BY LANGERs ELINOR. (BI1O0GRAPHY) BOSTANS LITTLE, ERDWN
1984,

(HERBST» JOSEPHINE). WHO WAS JOSEPHINE HERBST. BY KRAMZR . HILTON, (CRITICISH) NEW CRITERICN,
3 {SEPTEMBER 1984)s 1-14.

HERHAN. GEORGE RICHARD. AFTER SEETING HER AGAIN, (PDETRY} RANSAS GUARTERLY. 16
1984) s 158,

HERRIGESs GREG. SOMEPLACE SAFE.
CILLINDES ).

HILBERRY: CONRAD. THE MOOM SEEN AS A SLICE DF PINEAPPLE,
GEGRGIA PRESS, %84,

HINKMEYERs MICHAEL Te A TIME TO REAP. INOVEL) NEW YORK: ST MARTEIN'S PRESSs P984 (MEKNESDTA).

HOHEISELs PETER. WINTER S00iGa [POETRY) KANSAS QUARTERLYs 26 ININTER=SPRING J084)s 206=207.

HOLDEN. JOWATHAN. MIGHT! DBRIVING THE BL1ZZARD. (POETRY) INDIANA REVIEW, 7 (SUMMER 19843,
14=15,

HOLTZ. WILLIAM SEE LANE: RDSE WILOER.

HOOGESTRAAT: JANE. BROKEN PRAIRIE. (POETRY) NORTH DAKOTA GUARTERLY» £2 (SPRING 19843, 15,
HAOPES» GAVID BRENOAM. THE CHERUB*S SWORL. (POETPY) KANSAS QUARTERLY. 16 {SUMMER 198&}e 34,

EHDUDINTe HARRY}, MARRY MOUDINI IN YHE WMIDWEST. BY 1 INKFIELD. THOMAS P. [CRTTICISM) SSML
NEWSLETTERs 14 (FALL 19B4)}, 90=47,

HOUSEe ELYZAGETH 8 SEE MORRISONs TONI.
HOWELLS» WILLTAM DEAN: THE REAL DLARY OF & BOY: HOWELLS IN GHID, 18082=1853. (BIOGRAPHY),
{AUTOBIOGRAPHY) THOMAS WORTHAM, EDITORS OLD NORTHWEST, 1b (SPRING 1uBA)e 3=40.
{HOWELLSs WILLIAM DEAN). HDWELLS AKD THE HIGH CDST DF JuNK. BY WASSERSTROM, WILLIAM,

{CRITICTEH) OLD NORTHWEST. 10 {SPRING 19E4). 277=99,

{HOWELLS« WILLIAM OEAN). DHIO'S REACTION TG WILL1AM DEAM HOMWELLS. BY BAKER,
(CRITICISM)«{BIDGRAPHY) MIDAMERICA XD {19843, 117-a8.

{HOWELLS» WILLIAM DEAN)« HOWELLS AND TWAIN: DEING ANO STAYING FRIENDS, OY EBLE. KENNETH E.
(CRITICISM) OLD NORTHWEST. 10 ISPRING 1984), 21-106,

CHOWELLSs WILLIAM DEAN}. FIFTEEN AMERICAN AUTHORS BEFORE 1900} BIBLIDGRAPHIL ESSAYS 0N
RESEARCH AND CRITICISM: REVISED EDITIGH. BY HARBERT. FARL Na AND PEES: ROBERYT A
EDITORS. (A1BLIOGRAPHY) .IESSAYS) HADISONs WI: UNIVERSITY OF WISCONSIN PRESS: 1984,

LHOVELLSs WILLIAM DEANY. WINIFRED HOWELLS AND THE EGONOMY OF PAlNs BY CPOWLEY. JUWN w,
{CRITICISM) OLD NDATHWEST. 10 {SPRING 1884) s 41~7S.

THOWELLSs WILLIAM OFANJ. THE OH1D WORLD OF WILLIAM DRAN HOWELLS==EVER OTSTANT.
PAYNEs ALMA J. tCRITICISM) DLD NORTHWESTs 10 {SPRING 1984}, 127=-37.

{HOWELLS, WILLIAM DEAMN). HUWELLS AND THE DRAFATIC ESSAY. BY CARRINGTON, GEDRGE € JR.
ICRITICISM} AMERILAN LITERARY REALISM 1870-191Cs 17 {SPRING 1984, &44vb8.

(HOWELL S+ WILL1AM CEAN). THE LANDLORE AT L1OKN'S HEAO: HOWELLS AND “THE RIDDLE OF YHE PaINFUL
EARTH™. BY LOVE+ GLEW A. {CRITICISH) OLD NORTHWEST, 10 NSPRING 19843, 167-25.

HRIBALy C J. MATTY®S HEART. IFICTION) ST PAULs MN! NEW % I¥ERS FRESSs 1984+ (MINNESOTA VDICES
PROJELT, 203,

HUDOLESTONs EUGENE L SEE DREISERs THEDDORE o

HUGHSON. LOIS SEE DREISER, THEODORE.

FTHUNTLEYs STANLEY}. SPODPENDYKE®S BAKDIAT SOME HUMOROU
BY SAUM, LEWIS O, iPDETRY )4 (PHOSE } 4 (CARITICISH) NOK
1P84}s 14=31, [NDRTH DAKOTA).

HUSSHANS LAWRENCE E JR SEE DREISERs THMEDDORE .

HUTCHINGS s PAT. GETTING BaCk 1o BO1SE. {PDETRY) KANSAS QUARTERLY. 16 (FALL to8ad, 152,

BUTCHINGS s PUTs SPANMING. {POETHY) KANSAS QUARTERLYs 15 {FALL 1984). 1s8.

ILLINDIS AUTHORS. LEIBLIDGRAPHY )+ { ILLTNOIS ) SPRINGFIELDs IL! ILLINDIS STATE LiBRARY
(198334 {a PUBLICATION OF "READ ILLINCIS ).

JACKSDN+ ANGELA. FPOM TREEMONT STaNI . (RHORT FICTIONY FRIQUARTERLY» NUYPER 60
{SPRING=SUMMERD 1984 )+ 154=70,

JACKSON o ANGELA. THE SPIDER'S MANTEAL THE HDUSE OF THE SPIDER: SPICER DIVINE:
SPIRER CLTIMAS AND AMALYZES; [N HER 50L FTUDE 3
SPEAKS ON THE NEEG FOR SOLIOARITYD Why 1 MUST
NUMBER 3T 4+ SPRING=SUMHLER21934.

BY NOLAN: CHARLES J JR. (CRITICISM)

BY NMELSDN» GERALD B. AND JONES, GLORY.

[CRITICISM] STUDIES IN

(NINTER~SPRING

(NDVEL) NEW YORK: ST MARTIN®S PRESS, 19844 (CHICAGD).

{POETRY} ATHENS: UNIVERSITY of

WILL[AK OEANS

ZVE? NEAR. BY
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MAKE LANGUAGE. {POETRY} CPEN PLACES s
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JACOBs JOHN. BLUES. (SHORT FICTION) TREGUARTERLY. NUMBER &0 (SPRING-SUMMER®19841+ 285-90.

UAMESs DAKOTA. GREENHOUSE. (HDVEL) NEW YORK: DDNALD [ FINE 1984.

JAHES. OAVIDs THE SPARRON. (POETRY) KANSAS OUARTERLYs 18 (FALL 15641+ 14.

JELLEMA, ROD+ THE EIGHTH DAY: NEW AND SELECTED POEMS. (PCETRY) WASHINGTONZ DRYAD PRESS. 1984.

JOHNSON: MICHAEL. TO A ROSE DRESS: A TRANSLATION FROM THEGPHILE GAUTIERS FOR KATHLEEN.
(POETRY) KANSAS DUARTEALY. 16 (SUMMER 1984)s B89-90.

JOHNSTON, KENNETH € SEE HEMINGWAY, ERNEST.

JONES+ GLDRY SEE HEMINGWAY» ERNESTX

JONESs HORACE P SEE CLEMENS. SAMUEL L.

UDNES, RODEMT €. FOR VAN GOGH AT ARLES. {PDETRY) AMERIGA. 151 (29 SEPTEMBER®1984)s 165.

JOMESs ROBERT C. THE SLEEPING ROCKS DO DREAM. (POETRY) NEW LETTERS. 51 {SUMHER 1588)s S8+59,

JORDANs CATHLEENa & CAROL IN THE DARK. (NOVEL) NEW YORKZ WALKER, 1084y [SOUTH DAKOTAZ.

UOYCEs JANET. FIELDS OF PROMISE. {HOYEL? NEW YORK: ROCKET BDOKS, 1989 (MEBRASKAD -

KABLER, J F SEE HEMINGWAYs ERNGST.

KAMINSKYs STUART M. THE FALA FACIOR. (NDYEL} NEW YORK: 5T MARTIN'S PRESS, 1984,

KAMINSKYs STUART M. BLACK KNIGHT IN RED SGUARE. (NOVEL] NEW YORK: CHARTER BDOKSs 1984.

KARANOVICHs NICK SEE CLEMENS: SAMUEL L.

KELLEY, KARDL SEE CLEMENSe SAMUEL L.

KELLY. KATHLEEN SEE BERRYMaN: JOHN.

KENHEY« CATHERINE MCSHEE SEE THURBER» JAMES.

KERKREUR+ MARIE PIERRE SEE BELLOW. SAUL»

KETZERs JOMN (PSEUD}. MY FIRET YEAR OUT. ISHORT FICTION) OEARBORN. MIZ JAYELL ENTERPRISESs
1984,

KIENZILE» WILLTAM Xu KILL AKD TELL. (NOVYEL) FAIRWAY: K5I ANDREWS. MCMEEL ANC PARKERs I9B4s
(DETROITI + {HTCHIGAN)

KILARs JEREMY W SEE EEAUMONT DE LA SBONNINIERE: GUSTAVE AGUST DE.

KILLOUGH, LEE AMD KILLOUGHr PAT. KEEFING THE CUSTOMER SATISFIED. (SHORT FICTION) TOMDRROW'S
VOICES: NEM YORK: DIAL PRESS» 1984+ 14458,

KILLOUGHs LEE. SYMPHONY FOR A LDST TRAVELER. (5HORT FICTIOWY ANALOG 104 (HARCH 1984)s 140=83.

KILLOUCH, LEE. THE LEOPARD*S DAUGHTER. (SHORT FICTION) ISAAC AS1wQ¥'S SCIENCE FICTION
MAGAZINE, 8 (FEERUARY31984, ¥a-112-

KILLOUGHs PAT SEE KILLOUGHs LEE

KINGs KATHLEEN. A HOUSE DIVIDED. {POETRY} ALCHEMIST REVIEW: NUKDER 8 ISPRING 198&Fs 60=563.

KIHKMEADs J+ As RUBY SLIPPERS. (POZTRY) XANSAS QUARTERLY. 18 (XTNTER-SPRING 1[984}s 192.

KINSELLAs We P. THE MOCCASIN TELEGRAPH AND OTHER STORIES. C(SHORT FICTION} BOSTGN+ MAT GODINE,
1984,

KLINGELHMOFGER + HERBERT E SEE CLEMENS+ SAMUEL L.

KLOEFKORNs WILL1AM. SOLITUDE. ¢PDET¥) PRAIRIE SCHODNER. ISUMMER 19843 89.

KDERTGE. NOREYTA. VALLEY OF THE AMAZONSs [NDVEL) NEW YORK: ST MARTIN'S PRESS. 1988+ (INDIANAY,

KODSE£R. TEDs 0OGS. (SHORT FICTION} ORAIRIE SCHOONEAs 58 [FALL 19€4ls 53-85.

XOVAL [NYe GREGORY. LARGER HALL. (POETRY¥) ONEOTA REVIEW. L2 (SPRING 19843, 24,

KRAMER, HILTNM SEE HERBST: JOSEPHINE,.

KRAUTHs LELAND SEE CLEMENSs SAMUEL L.

KRAUTHs LELAND SEE MASTERS, ERGAR LEE.

KROEKER. ELLEN. LAMENT FOR MOTHER, {(POETRY] KANSAS QUARTERLY. 16 {WINTER-SPRING 19B&}s 18%.

KROGFUS s+ MILES. HARION AND HENRY ADAMS ON TOUR. (RCETRY) KANSAS OUARTERLYs 14 (RISUMMER 1984}
132=33.

KROGFUS, MILES+ TD & FRIEND IN THERAPYs (PDETRY) KANSAS OUARTERLY. 16 {SUMMER 15883, 63,

KULYCKY s MICHAEL. UNTITLED. [POGTRY) KANSAS @UARTEALY: 16 {¥INTER-SPRING 1984)s 226.

KUZMAs GREGs+ THREE PDENSE KISS3 THE LAKEI A BEAUTY. (PAETEY) KANSAS GUARTERLYs 18 (FALL 198a},
Ta=T9.

KUZIMAs GREGs TWENTY OOLLAR BILL. tSDETAY) MIKRNESOTA REVIEW: NS+ 22 {SPRING 1984)« 204

KYLERe INGE LOGENBURGs SUPERIOR SHANTIESs (POETRY? WOQOS=RUNNERs NUMBER 51 (DECEMBER 158a&1).

KYLERs INGE LOGENBURG. THE OWLING. {POETRY)} PENINSULA POETSe 29 {FOURTH QUARTER 1988)+ 11.

KYLERs INGE LOGEMBURG. INVOCATION. (POETRY) WODDS-RUNNER, NUMEER a0 {SEPTEMBER 19841,

KYLER, LNGE LOGENBURG, DOWN WESTEAN TRAILSs (POETRY) WOODS~RUNNER. NUMBER 3¢ CJANUARY 19840

CLANE, RDSE WILOER). THE LITTLE HOUSE OK THE DESERY: THY REAL €TORY OF ROSE WILOER. 8Y HOLTI.
WILLIAMs (CRTTICISM) ARAMCO WORLD+ 35 INOVEWBER-DECEMBER 19841. 28-33.

LANGERs ELINDR SEE MERRST: JOSEPHINE.

{LARDNER» RING)s RINGE A BIOGRAPHY BF RING LAPDNER. BY YARDLEY, JONATHAN: tBIGGRAPHY) NEW
YORKS ATHENEUM, 1984.

LATTINs PATRICIA H SEE BROOKS. GWENDOL YN »

LATTIN. VERNON E SEE BRDOKSs GWENDOL YN%

LEGBETTEARs KEN: TOO MANY BLALKBIRDS, (NQVEL) NEY YORK:D BEAUFORT B00KS, 1984 (KANSAS)

LEHANs RICHMARD SEE CREISE9s THEODORE.

LEITHAUSERs BRAD. HESITANCY,. {POETAY) NEW REPUBLIC.: 190 (APRIL 1 19843, 38,

LEITHAUSER: BRAD: THE TIGERS OF NANZEN=J1« [PDETRYY ATLANTIC MONTHLYs 2353 (MAY 19843 T8a

LESTER-MASSHANs GORDON= THE EDDY. (PDETRY] KAHSAS QUARTERLY. 6 {FALL 19CA)s LAS=4T.

LEWINs MICHAEL. OUT DF SEASON. INOVEL) NEW YORKT WILLIAM MORROWe 1984+ (INDLANAPOLIS)
CINDIANAY .

LEW154 JEFFREY. THE REBIRTH SLUES. (POETAY) KANSAS QUARTERLY. 18 (FALL 198&), 183=Ba,

(LEWISs SINCLAIR) . WHARTONs LEWIS AND THE NOBEL PR1ZE ADDRESS. BY DUFREEs ELLEN PHILLIPS.
{CRITICISMY AMERICAN LITERATURE. 56 {HAY 1984), 282=70. 1

LI=YOUNG» LEZE. TWD POEMSS DREAMING OF WAIR: THE GIFTe (PDETRY) AMERICAN POETRY REVIEW: I3
(JANUARY=FEBRUARY 1084}, J8-39,

LIEBERMANS LAURENGE. THE DOMINICAN COACHMEN: [POETRY} MICHTSAN QUARTERLY REVEEWs 23 [SPRING
19840, 2EY=82.

LINDBERGs JOHN SEE CLEMENS. SAMUEL L.

LINDSAYs JAMZS, TOY MONKEYS. (SHOR1 FICTION) INDIANA REVIEW. T [WINTER 1684}Fy =124

LINDSAYs YACHEL. THE POETRY OF VACHEL LINDSAY, EDITED BY PENNIS CAMP. (RFOETRY) PEORTA. ILZ
SpOgN RIVER PRESS: 1984, 2 vOLS.

(LINDSAYs YAGCHEL). JUAN RAMON JIMINEZ AND THE ILLIKDIS TRI1OS SANDBURGs LINDSAY. MASTERSs BY
WILCOXs JOHN Cu (BIDGRAPHY } s (CRITICISMY COMPARATIVE LITERATURE STUDIES. 21 (SUMMER
19841 186200+ (ILLINDIS).

LINKFIELDy THOMAS P SEE GUNN. THOMASs

LINKFIELDs THOMAS P SEE BRAGBURY s RAY AND REAMYy TOM AND STMAK, CLIFFORD P.

LINKFIELDs THDHMAS P SEE HOUDINI. HARRY.

LITWAK, LEO SEE BOYLE. KAY.

(LOCKRIDGEs RDS5). RAINTREE COUNTY ANC THE CRITICS OF ‘48. BY WHITEs RAY LEWES. {CRITTCISK}
HIGAKERICA XI (1988)s 548=TC.

LONG, JUBITH R SEE PORTER: GENE STRATTON.

LOVEs GLEN A SEE HOWELLS: WILLIAM DEAH.

LOW. DENISE. FLIGHY: STRATIFICATION OF SHOW. (FOETRY} MIKROKDZHOS: 30 (1984}, G1=42s

LOW. DENISEs OUILTING. (POETRY} LAWRENCEs K5I HOLISEVENTH PRESS.3 1984,

LO¥, DENISE, ROLLA TO LAWRENCE. {POETAY) KANSAS GUARTERLY, 15 CAPRIL. 1964)s 38

LOWs DENISEZ. SPRING GEESE AND OTHER PDEMS. (POETRY) LAWRENCE: UNIVERSITY OF KANSAS: HUSEUM OF
NATURAL HISTORY, 1984.
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LOW. CENISE. WINTER FAT: TOWARD SOLSTICE. {PDETRY)
i T
LUSCHER s RDBERT SEE CLEMENSs SAMUEL L. : ELLUS: NUMICR 8 (SUMMER 13843» 13714~
MACKETHANs LUCINDA M SEE CLEMENS: SAMUEL L.
WAILER, NDRMAN SEE CLEMENSs SAMUEL L.
MAINONEs ROBERT F. THE JOURNEY KORTH. (POETRY} KALA|
. WAZOD, HI: WONDERLAND FRESS a4,
IMANFREDs FREDERICK3}. FREDERICK MANFRED AND THE ANGLO-SANON CRAL FRADITIDNa BV’N;:SO‘N- MANCY
"ARK:::N-":gl:;;IElS:;E!ESYEHN AHERICAN LITERATURE, 19 {FEBRUARY - 19841+ 263=Ta
’ CHRISTMA "
a4y M f THAS PRESENT MYSTERY. (JUVENILE FICTION) EDSTONT HOUGHTON MIFFLIN,
MARTINs ABIGAIL SEE GLSEM. TILLIE.
HARTIN HE:BERT WOODWARD = 4 DREAMLESS WINTER. {PQETRY) BELOIT PDETRY JOURNAL. 3402} 1988, 1.
MARTIN MERBERT WODDYARD. AK DAVID. (POETRY} MDTHERING, NUMDER 3¢ (WINTER 19841, 112,
"ARYI:. ::RgE:: :’gg::::b- iEHARD POSTER. (PCETRY) CORNFIELD REVIEW. [(JULY 1984}, T7l.
’ D+ THE REVENANT: AS THE DAWN ED - -
R sana s oy, B GESs (POETRY) PAUNCH, NUMBERS 57=54
MARTINs HERBERT WOODWARD
1oman ag + GIRLS: BIRDS: WINDs CLOUDS. {POETRY) CENTCHMNIAL REVIEW, 285 {(WINYER
HARTIN, HERBERT WOODWARD. EVER¥THING SENSIBLE AMD EN.
i ERYTHI
DBSIDIANe B (SPRING 10843. #0-0%, NG LOVENSLY HUNAN. (POETRYS
MARTONE » MICHAEL. ALIVE AHND DEAD H
e, MICHA IN INDIANA: STORIES. (SMORT FICTION) NEW YORK: KNOPFs 1984
MARTOME. MICHAEL. PLENTY« (POETRY} WINOLESS ORCHARD, N
+ MUMAER 44 (19A43+ 13.
MARTONE, WICHAEL. RETURN 1O PONERS. (POETRY} LUNA TACK» NUWBERS S5 1384+
”A&TDNE. MICHAEL. SCHLIEMANN IN INOLAMNAPOLIS. (SHORT FICTIOM) FICTIGN "84, EDITED BPY R
PEASODY AND G JOHKSENs WASHINGTDN. - DCX PAYCOCK PRESSs 1984.
GMASIEE:‘;xeni;:ﬂties.c;ﬁ: JIMENEZ AND THE ILLINOES TRID> SANDEURGs LIWDSAY. MASTERS. BY
. .
186-200+ { CISM) COMPARATIVE LITERATURE STUDIES. P21 (SUMMER }1984)»
(MAGTERS+ EDGAR LEE). & VISIONED END: ECGAR LEE MAS
a TERS AND WILLIAM ST, -
("‘SI;ELAND- {CRITICISH)Y MIDAMERIGCA X1 (19841, QD'IET- " AFFORD. 8Y KRAUTH,
ERSs EDGAR LEE}. TWQ UNPUBLISHED EDGAR LEE MASTERS MANUSCRIP
TS+ BY wiLSD W, -
SCRITICTSH) s (HANUSCRIPTS) GREAT LAKES REVIEWs 10 (FALL 19280s 1-13, Mo AR &

MASTERS. MARC1A LEE. VIOLEN
ERs . TOLENCE [N SOUTH CARDLINA. (POZYRY) GREAT LAKES REVIEW. 10 (FALL 1984),

BATHESOHs T. J SEE VYONNEGUYr KURT.
MATTHE¥S. JACK. BRUMBACHER BREATHING. {SHORT FICTION} SODUTHER
- N REVIENs 20 ] -
MATTHEWS, WILLIAM. LISTEM. LPOETRY)} ATLANTIC MONTHLY 253 (JANUARY :5!;)- T:i LY 1omalbs TIOTIS
::I::?::. :;:;!Ax;RvHIDLLSH. (POETRY} ATLANTIC MONTHLY 253 {MARTH 19650, 98,
. - THERN SUMMER: NEW AND SELECTED P - H
SWALLOY PRESS ) 104 QEMS 1953=1983, (PODETRY) ATHENS»s OH:Z
HATTHIAS: JOHH. SIX PDEMS. (POETRY) SALMAGUNDI. HuM - -
e ikttt + NUMBER 63-84 (SPRING-SUMMER 19D04), 238-45,
MCALEERs JOHN J SEE DRETSER. THEGDODRE .
MCALLASTERs EL¥AL Mal
il . RIENTHAL TO BIG SUR. (POETRY) KANSAS QUARTERLY, 14 (NINTER-SPRING 19ah),
MCCOLLy MICHAEL . 1 MEAN CHILOREM. [PDETRY) KANSAS QU
. ARTERALY» 16 tWINTER~SPRING 1984)s 17.
:CCULLDUGHD KEN, ELEGY FOR DLD ANNA. (POETRY) NORTH DAKOTA OQUARTERLY: 52 I{SPRING 19!:)- 16=2¢9
Mgg?:?’;z' :;ti?a:‘l’“:‘:lg;g:a CYCLE x EXOPS Xy BIG TREE. CPOETRY) YAYAS, 141) 1984s 6=T. )
. - H
ity DF HONOR. (NOYEL) NEW YORKS ARBOR HOUSE: 1984, (CHICAGO}s
MCINERNYs RALPH. GETTING AWAY W1TH MURDER« {NOVEL) N H
- EM YORK: YANGUARDs 1984 t ND -
:g:::g:. j::s:- :l:;‘DF TH$ BLYE. (NOVEL} NEW YORK: CROWN. 1984, (CHIC;GO).(;LL::::SI:S)
. - NGE2 THE THIRD GUARK. (SHORY FICTION R
(SPRING=SUMMER 1984)s 311-18, } TRIGUARTERLY . HUMBER 60
HCPHERSON. WILLEAM, TESTTNG THE CURRENT. [HOVEL) N YORK = ]
e - . ¥ NEW YORK: 51MOK AND SCHUSTERs 1984
HEATSs STEPHEN. FALSE SPRING] WAITING IN THE GRITTY DARKS &
CHIL AL & -
"EISNIDHEST QUARTERLY: HUHBER 26 (AUTUMK 18341y T4-80. ' B FALLS ASLEEP. cPmEvAMI
SNERe BTLL. THE CUYFIELDER. {(SHORT FICTIOM) TNDFANA REVIER 7T
[SPRING 1984) 13
ME[SE:E?; B;:L' THE MAGICIAM, SAWIHG HIS WOMAN IN HALF4+ (POETRY) INDIANA REV]E; '."n(SPRlNG
1 . .
MELLOWs JAMES R SEE FITZIGERALO, F SCOTT.
MERRILL « RODERT SEE GARONERs JOHN.
MERRITT CHRIS SEE CLEMENS: SAMUEL L.
MESHER, DAYID R SEE BELLOW. SAUL.
MEYERS: JEFFREY SEE HEMINGWAY, ERNEST.
MEYERS » JEFFREY SEE HEMINGWAY: EHNEST.
MT:ERSo JEFFREY SEE HEMINGWAY.s ERNEST.
MILEY: JANES Da. COPYRIGHT 1980. {POETRY) MINNESOTA REVIEW: NEW
SERTESes 23 (FALL 198w .
FILLS::O:DHN Me PICTURES FROM AN INSTITUTION. {POETRY} PRAIRIE SCHOONER. 58 (FALL 19::):51
MILLER, LINDA PATTERSON SEE HEMINGWAY, ERNRSY.
MILLERe PAUL ¥ SEE PURDYs JAMES.
MILTAON, JOHN R. THE ¥ISION. (SHORT FICTION) CROSSCU
RRENTSs 4 (SEPTEMBER 984}, 61-81
IMILTON,s JOHN Rels AN INTERVIEW ¥W1TH JOHN R MILTON. AY HASLAM ¢ £
- GERALD
AMERICAN LITERATURE, 10 LAUGUST [9B4)e 113=124, ’ LEe (RITICISY MESTESN
:::i:n 3:0‘;'{. LgH‘I:NARE. {PDETRY} GEQRGIA REVIEW. 38 (SPRING 1084), 73.
v JUDITH. ORCH1DS3: THE LEGACY; WAKING NUSIC3 THE END OF SUMMERE WOUNDSS
o 5% PROWLING THE
RIDGE§ BURNING AGAINST THE WIND. (POETRY) GENERATION OF 2000 THIRTY ED;IYEHPDEIRY ™
“'NT:HE%g;:"PDETS- EDITED BY W HEYEK: CNTARID: ONTAQIC REVIEW PRESSs 1984,
" « THE MOUNT PLEASANT JOURNAL: MEETING MY FATHER
o e T E AL ITER 1508n 10880 3 AT THE PIVER. (PDETRY) PASSAGES
MINTY+ JUOITH. THE OLD wAYS. [POETRY) SMALL TOWNER.
1 (SPRING 198a).
MITCHELLs RGGER. THE HISTORY OF THE WIND3 AGING GRACELMSSLY:
Pt Lo ) Sk 3 TSS5LYI WKATEVER IT IS« [POETRY?Y LKOTANA
HITCHELL+ ROGER. WATCHING FROM THE BUSHES: & LAST FAREWELL
B e N s The. TQ THE SIXTIES. (POETRY) COLLEGE
MONFREDD» LOUISE. COURTRY CEMETARY, [POETRY) KANSAS QUARTERLY
s 16 [FALL 1984}, 19%9.
NBO‘I’K;:; ::Rpi‘u:.rasp;{;lcz OF SYRAMGERS: A FERALE CHICAGD ARTIST CONFRDNTS SALI:\' MAE HUNTER+
AEETS. (PDETRY)} OPEN PLACES. NUMSER -
HORACEs ROBERT A SEE GARDNEF: JOHN. ' 37 (SPRINGTSUNHER 18843
HORIN, EDMARD. BULLFINCHES MYTHOLOGY. {POETRY) HUDSON REYIEW
- A 37 (SPRING 1984 a
:gﬁ::o :g:::g- :EYIT DEJEUNER. (POETRYY! CHARITON REVIEW. 10 :FALI. 19841, 76-7':. s
. « THE EMPTY NEST GHAZAL; THE POEM AS A OECONSTR - y
16 TJUNE 19883e 121e22. i UCTED CAR« (PDETRY} PLOVGHSHARESS
MORINe EDWARD. THE OUTSQURCE BLUES. (POETRY! BROADS :
IDE: THE
NUMBER 15% [SEPTEMBER 1984}, l;. NATEONAL TORICAL SONG RAGAZINE.



160 MIDAMERICA XIII

MORKEMN: LUCINDA O. MISCARRIAGE: PROTECTED. {PDETRY) COUNTRY POET. SPRING: 1984,
MORKENs LUCINDA D. SUNRISE;] SHELTERED WORKSHUP. LPDETRY! INNER MISSION. JUNE 1934,
MORRISs GREGORY U SEE€ GARONERs JOHN.
{MORRISON: TONI). IMAGES OF NURTURANCE TN TONY MDRRISON'S TAR BABY. BY ERICKSON, PETER Bs
[CRITICISHY CLA JDURNALs 28 {SEPTEMBER 1984%, 11-32.
C(MORRISONs TONI). THE “SWEET LIFE* IN TON] MURRISON'S PICTION. BY HOUSE, ELTZARETH B.
tCRITICESM) AMERICAN LITERATURE: B6 (HAY 1928}, 18i-202.
ROSESe EDWIN. ASTONISHMENT OF HEART. INOVEL)} NEW YORKI MACMILLAN, 1984+ [KANSAS).
MUELLER» LISEL. IDENTICAL TWINS: FULFILLING THE PROMISE. {POETAY) TRIGUARTERLY. NUMBER 60
{SPRING+-SUMMER 1984), L50-53,
MUELLER. LISELs REASONS FOR NUMBERS. {PDETRY)} GECRGIA REVIEW.: 38 (SPRING 198414 102-103.
MUHAU» JOE. SYMPOSIUM OF PLACE IN THE LITERATURE OF THE TWENTIES. {CRITILISM) SSML NEWSLETTER.
14 {SUMMER 1984}, 21-2%5.
HURPHYs JOHN J SEE CATHER: WitLA.
HURPHYs KEVIN SEE CLEMENS, SAMUEL L.
MYERSs WALTER DEANe. THE DUTS1DE SHOT. (JUYENILE FICFION) KEY YORK: DELACORTEr 1%84, IMIDWEST).
KAGEL s JAMES SEE HEMINGWAY» ERNEST,
NAPORA» JOE. CRONUS;: TITAN. {POETAY) MINNESCTA REVIEW. NEW SERIES: 22 [SPRING 19Ba)s 47=49.
NASHs JAY ROBERT. THE MAFIA DIARIES. ({NOVEL) NEW YORK: OELACORTE: 1984, ICHICAGO).(ILLINOIS),
NELLESy WILLIAW: EDITDRS SEE CLEMENS: SAMUEL L%
NELMS+ SHERYL L. HEAD URDER GLASS. [PDETRY} KANSAS QUARTERLY: 1& IWINTER-SPRING 1984} 2264
NELSONs GERALD Be SEE HEMINGWAY s ERNEST.
HNELSONes HOWARD SEE BLY: ROBERT.
KELSONs NANCY OWEN SEE MANFRED, FREDERICK.
BELSON» RODNEY. REVISITIMNG THRUDVANG FARM. (PDETRY} KANSAS GUARTERLY. 16 (WINTER-SPRING 19843,
172e
MEVILLEs SUSAN. THE INVENTION OF FLIGHT. {SHCRT FICTION]} ATHENS: UNIVERSITY OF GEORGIA PRESS,
1984 {MIDWEST].
HEWMANe JUDIE SEE BELLOWs SAUL.
NIERMANs JUDITH SEE DELL. FLOYD.
NOEs MARCIA SEE GLASPELLe SUSAN.
NOLANe CHARLES J JR SEE HEMINGWAY. ERNEST.
NOLANDs JOHN. 5EA LIDNS AT CAPE ARAGO. (POETRY) KANSAS OUARTERLYs 16 {WINTER-SPRING I9B&4}. 62,
NORMAN: ANITA. BACKYARD GRAPEVINE, (POETRY) SMACKWARM: 12 (S5PRING 19843+ 56.
NORRISs KATHLEEM. WEDDING IN THE COURTHOUSE: STORY TIME. (PUOETRY) PRIRIE SCHOONER. 58 (WINYER
19841,
NUGEMTs BETH, CITY OF BOYS5s {SHORT FICTEON]I NORTH ABERICAN REVIEWs Z&9 [AUTUMN 9841 26-=32.
OYCONNDRs PATRICK. ENVOI QN QUR FAILURE. (POETRY) GREAT LAKES REVIEW: 10 {FALL 1984}, 42.
CATES, JOYCE CAROL. MNEW JERSEY MHITE=TAILED DEER. (POETAY) MICHIGAN QUARTERLY REVIEW. 23
{SPRING 198a), 253-55,
OATES+ JOYCE CARDL. WYSTERIES OF WINTERTRURN. {NMOYELF HEW YORKS CUTTON: 198a.
OATESs JOYCE CAROLs YHE MDUNTAIN L1OMI PAINI THE VAMPIRE, {POETRY) SOUTHERN REVIEW. 20 (JULY
19840, 400804,
OATES» JOYCE CAROL. LAST DAYS. LSHORT FICTION) NEW YURK: DUTTON: 1984,
DATES» JOYCE CARQLs FOR I WILL CONSIDER MY CAT JEQFFRY. (SHDRT FICTIQN) MICHIGAN QUARTERLY
REVIEM, 23 (S5UMMER 19853, 385-99.
DATES. JOYCE CAROL. THE CURE FOR FOLLY FROM MARYA? 4 LIFE. (SHDRT FICTION) TRIOUARTERLY.
NUMBER 59 (WINYER 1%#84}, 29-52,
OATES s JOYCE CARDL. CANAL ROAD. (SHORT FICTIDN} SOUTHERN REVIEW: 20 {JULY 1%84), 510=31.
{OATES» JOYCE CAROL . DATES®*S WHERE ARE YOU GOING, WHERE HAVE YOU BEEN. BY RUBIN, LARRY.
(CRITICISMY EXPLICATOR, &2 (SUMMER §9B&}. 57=d0.
OCHTRUP+ MONICA. WHAT I CANNDT SAY, I WILL SAY. (PRETRY) ST PAUL, MN; NMEW RIVERS PRESS. 1984.
QGGELs L TERRY SEE CLEMENSe SAMUEL L.
OLIVERs MARY. A YISITOR. {(POETRY) ATLANTIC MONTHLY 254 {JULY I5BAl. G8.
OLIVER: MARY. BOWING TD THZ EMPRESS. (PDETRY} ATLANTIC MONTHLY 233 (APRIL 1984). 124,
{OLSEN: TILLIE)a P¥ INTERVIEWS TILLIE DLSEN. BY SEEs LISA. (INTERVIEwS) PUBLISHERS WFEXLYs
226 (23 NQVEHBER loaal: 76, 78,
{OLSENs TILLIE}. TILLIE OLSEN. BY MARTIN: ABIGAIL. [BIOGRAPHY)}s (SRITICISM) RODISE, ID! BOISE
STATE UNIVERSITY. 1984.
OPDAHLs KEITH SEE BELLOW: SAUL.
QRLOCKs BICHAEL. THE AVIARY. (SHORT FI1CTION) TRIQUARTERLY, HUMEBER 80 (SPRING=SUHMER 19843,
83=100,
PADY+ ODNALD SEE BEASECKER. WOBERT
PAGEs TOM« DEIN IST MEIN GANZES HERZ§] THUNDERHEADI THE WICHITA CUTS. (PDETRY) {OTTONWOQD.
NUMBERS 31-32 [FALL 19830 100-102.
PAGEs TOMe ST AUGUSTINE, SPRING 1p48% BLACK MAGNOL1AST LAVENDER VICTORY. {(POETRY) MIKROKOSHOS,
NUMBER 30 (19841, 20=22.
PAIKTER+ PAMELA. THE KIOMASPERS. (SHORT FICTION) NORTH AMERICAN REVIEW 249 (JUNE 1984), 49-52.
PARETSKY+ SARA. DEADLOCK . {NOYEL) NEW YORK: CRUBLECAY+ 1984, ICHICAGO) o {ILLINOIS},
PAULSEN» GARY. TRAGKER, [JUVENSLE FICYIONY SCARSDALEs NY! BRADBURY FRESSe 19844 (HINNESDTA).
PAYNE: ALMA J SEE HOWELLS+ WILLIAM DEAN.
PAYNE: OLIVER, CONFLICT. {NOVEL) NEW YORK: HERKLEY B00KR5, 1%&4, (NORTHWEST TERRITORY, BODK 5).
PERRY» RDBERT. IN MEMDRY OF EARL ORGAN, {(PDETRY) PRAIRIE SCHOONERs 58[/{SPRING 1934). BO-52.
PETRYs ALICE HALL SEE FITIGERALD: F 5COTT.
PEINGSTONs ROGER. MILK, (PODETAY} COLLEGE ENGL]ISH: 45 (NOVEMBER 19B4), 66%5-686.
PHILLIPSs MICHAEL JDSESH, STAN 8+14=82 AT CAVEAT EMPTOR ARQUND THE CARD SECTION. (PODETRY})
POETRY TODAYs 2 (HARCH 10B4)s 27.
PHILLIPSs MICHAEL JOSEPH. SAMANTHA: BEAT GO GO MAIDEN| SAMANTHA: CENTER COURT HOY GIRL3
SAMANTHAL GO FUNNY BUNNY., (POETRY) DUTCH: B (SPRING 1388)s 17.
PIERCYs MARGE: FLY AWAY MOWME. (NOYEL) NEW YORK! SUHHIT BO0K5. 19084,
(PORTER: GENE STRATTON), DISCOVERY SUGGESTS EARLIER BOQK BY GENE STRATTON PORTER, BY LONGs
JUDITH Ra. (BIBLIOGRAPHY) AMYLGUE WEEK=-=TRI STATE TRADER (KNIGHTSTDWN. IN} 17 (25
JUNE 19843 12Ba -
PDMERSs WILLIAM, PERHAPS TMAGINED. (PDETRY! KAMSAS OUARTERLY: 16 (WINTER-SPRING 1984), 159.
PRAUS: ALEZX]5 SEE CLEMENSs SAMUEL L.
PRESCOTTs MARY SEE CLEMENS», SAMUEL L.X
(PURDYs JAWES), JAMES PUROY®S EARLY YEARS IN OHM10 AND MIS5 EARLY SHORT STORTES. BY MILLERs
PAUL W, C(CRITICISM)+(SHORY STORIES) MIDAHERTICA X1 (1984). f08=15,
QUILL, MONICA. AND THEN THERE WAS NUN. C[NOYEL} NEW YDRKI VANGUARD PRESS+ 108&. [CHICAGO)s
{ILLINOIS) .
RAEBURN» JOMN SEE HEMINGWAY.: ERNEST.
RAILTON, STEPHEN SEE S5TOWSs HARRIET BEECHER.
RAD» € NAGESWARA SEE HEMINGWAY. ERNEST.
fAYy DAYIO, A PORTRAIT. [POETRY) HELICON NINE, NUMBER 1I (i98&4).
RAYs DAYID. AN OLD WODDCUT. (POETRYY THE SPIRIT THAT MOGYES USs 7IlY 198A: 182«
RAY. DA¥ID. AT THE HEART OF ALL POVERTY. (POETRY) WAILE SOMEONE ELSK 15 CATINGS PRETS AND
NOVELISTS ON REAGANISM: EDITED BY £ SHORPRIS: NEZW YDRK: DOUBLEDAY, 1984.
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RAYs DAVID, CIVIL WAR BATTLEFIELD {POETRY)
- CHOUTEAU REVIEW
:::: :::::. E:ISON WINYER HOME. FORT HYERS. {PDETRY } KIVAK-'N:::;R‘E:A;IDB"'
- R HARRY 5 TAUMAN IN HELL. tPOETRY} THE SPIRIT THAT MOVES USs 7(1)r 1984, 58=59,

RAYs DAYID, FOR WANG HUI-MING: THE - H
1onars H HITCH-HIKER: ANNTVERSARY POEM, {POETRY) AMELTA. 1 (DCTOBER

RAYr DAVID, MR TITTLE®S CADIN:
10 (FALL 108a).
RAY¥» DAVID. NO FRISBEES ALLOW :
o LLOWED IN PRISON: YTHE MEDALS. (POETRY) OMIO JOURNAL.
RAYe DAVID. THE ASSASSING THE BATT
et H ERED HOUSE, [(POETRY) GREENFIELD REWIEW, 12 (SUMMER-FALL
RA¥s OAVID. THE ISLAND OF RHODES: LOVE ON A G H
aay G:U::HYI PARIS=ATLANTIC: NUMBER 3 lSPRINGEEE:Q:SL‘ND. THE ONE TABGD OF THE Istano.
» DAVID, THE OHELISK AS A SPINDLE FOR :
a‘i\":"BE“ L The aueL AR PAPERS] AIGHT WINGER. (POETRY) HARBORN REYVIEW.
* DAVID. THE PETRIFIED FOREST. (PDETRY) POETRY REVIEW
aa + 112). 1984
nA:;o:;:Ig.s{?:a:E::CH60;:n$;R;:RClN:1N~Arl POETAY REVIEW, NUNBER lZ‘(FALL 19843,
RN TH: MIDWESTERN SENSE OF PLACE. 1CRITICISH) HALCYON. & t19882,
REED» JOHN R. MOTH SUMMER. {SM
P {SHORT FICTION) MICHTGAK QUARTERLY REVIEW. 23 (SUNMER 193#3.
REESs ROBERT A EDITORS SEE MOWELLS, WILLIAM DN
EANX
REICHOWs ¥. L. BREAKING] S : 3
I L ? SURDEN CHANGES: SUMMERS THE DEER. (POETRY) INDIANA REVIEY, 7 {WINTER
::i:;::;.":TECIIzEJB“::gnﬁeézggi:,O&E. YORK: SIGNET BODKSs 1984» (CHICAGOFs{TLLINDIS),
SomamayLLIA 4. TH VOTIENT. ENOVEL) NEW YORK: ST MARTIN®S PRESS. 1oBas
RICEs MANCY HALL. FROM HDSE TO HDSER TO MOSEBAG: FO
3 FOLK Humo
ELINGUISTICS) WOMEN AND LANGUAGE, B (NINTER 198434 4#~§6AN” RISEYNY IN THE comnFIELDs.
RIDEOUT. WALTER A SEE ANDERSONs SHERWODD. "
RIEOELLy KARYN SEE ANCERSON.: SHERWODRD.
RIGGIO« THOMAS P SEE DREISERe THEODORE.
:naiasnu. WILLIAM H SEE BLY, ROSERT,
GBINSON. HWOLLY. KANSAS WEAT. {SHORY FICTION)
':::;':ﬁuu. PHYLL IS ¢ S0 c,"yugn, Ilia, MNORTH AMERECAN REVIEW: 265 CMARCH 1984). 36=aD,
KEs THEQDORE}s "NORTH AMERICAN SEQUENCEI» THE
z ODORE ROETHKE AND THE CONTEMP|
AMERICAN LONG POEM. BY GARDN DRy
AMERICAN LONG ER+ THOMAS, (CRITICISM) ESSAYS IN LITERATURE. 11 CEALL
ROGERS, PATTIANN. A SEASONAL TRADITION. {POETRY) CH
. TCAGD REVIEW 34 {SUj -
:gﬁg:ié.PS!I;AN:;E:H$HERIIEF IHITATION. (PDETRY) MISSOURI REVIEW, 1¢=,"153.5°§33' 1ooe0-
. - WIND IS 1IN THE SOUTH AN
503 CENTER Fon wieTemAlD IS IN ThE <o D OTHER STORIES. (SHORT FICTION} SIOUX FALLS:
ann:ane. HATTREW € SEE BELLOW. SAUL.
RO0Ts JUDITH, MATINEE. {PGETRY} NORTH AMERICAN
ROSCOWSKIs SUSAN Ju SEE CATHMER, WILLA. CAN REVIEN. 209 (ung 19s0). 30,
ROSENBLUM: HELEN FAYE. DESCENDING OR t
ROSEnPELD . houGFAYE. DESCEN SHERIuggf. {NDYEL) HEW YORK! G P EUTNAK 1480s {DHIO}.
tROXBORQUGHs ELSIE). THE WPASSING™ OF ELSIE ROXBO
ROVGH. 8Y HAUKE+ KATH .
SOIOGRAPMY) s {ORAHAD  (MICHIGAN] MICHIGAN QUARTERLY REVIEW, za'lspnlhzsrg‘n Ml
RUBINs LARRY SEE DATES. JDYCE CARQL. 38 138770,
RUCKHMANs I¥Y. NIGHT OF THE TWISTERS i :
P + CJUYENILE FICTIDN) NEW VORK:I THOMAS Y CROWELL, 31984,
RUDDs JAY SEE BERGERs THOMAS.
RUSCHs FRECERIC E SEE DREISERs THEGDORE.
:uscu. FREDERIC € SEE ORZISER: THEDDORE.
VSSELLs R. STEPHEN. AN s
ey STERHEN. FSSUE OF GEES, (SHORT FICTION) XANSAS OUARTERLY, 1g IWINTEA~SPRING
RUSSELL s THOMAS L. THE GRIM YEARS. (SHORT F
Saire michARE SEE ErnTa RN YEARS. TCFIONY KANSAS OUARTEPLY, 18 (FALL 1984), 183=41.
:ALTZHAN- ARTHUR M SEE GASSs WILLIAM,
ANS» PARKER Cu STALACTITE. (PDETRY) GREAT LAKE
?;uugusuu. ARNOLD SEE HEMINGWAY» ERNEST. ¥ AEVIER, 10 GRALL 18803, as.
ANDBURGH» CARL). JUAN RAMON JIKINEY AND THE ILLINOIS TR
107 SANDBURGs LINDSAY B
WILCOX» JOHN C. [GRITICISM) COMPARATIVE 0 syahsTERS, BY
. besooay,tonN €. reR: LITERATURE STUDIESe. 21 (SUNMER 1984},
ANDERS s MARK, WINTER FIELDS. (POETRYV) KANSAS QUARTERLY
SANDERS s SCOTT Ry FETCHING THE DEAD, s Iy P oAt Al A
P * ASHORT FICTION) CHAMPATGN, IL: WNIVERSITY OF [LLINOTS
SANDERSs WALTER. A VISIT TO AUNT ;
ey LTeR, IV¥r5. (SHORT FICTION) NORTH AMERICAN REVIEW, 260 {AUTUNN
f:::g:; ”::;T?lzl THE GITTEL. (SHORT FICTICN] GEORGIA REVIEW. 38 C1ALL 19843 S509=22
» e MAR] SANDGZ. BY STAUFFER, HELEN WINTZR. {BIDCRAPHY] BOISE : '
s UNIVERSITY. 1984, SEr 10f 80l BraTe
APPy JG. BALNEAR PORIFE
o0, RATICN. (SHORT FICTION) KANSAS QUARTERLY, 16 {NINTER=SPRENG 19847,
SARGENT» SARAMH, LURE OF THE CARKe {uv
swLmstusH:.lu:sconsma. . ENELE FICTIONY ORISTOL, FL: FOUR wINDS PRESS, 1084,
v JOHN. NATHANIEL. {NOVEL) NEW YORK: BANTAM
SAUMs LEWIS O SSE WUNTLEY. STANLEY, PODKSy 1988, {NEERASKA.
AUNDERS s KIMBERLY SEE FITIGERALDs F S5COTT aND C
:QUND!RS- RICHARD SEE BDIERCE, AMBROSE, OHROYs JACK AND HEMINGHAY: ERNEST.
HAAPy JANES C. GREASER'S FIRS
ARy TRET RIDE. [SHORT FICTION} KANSAS OUARTERLY, 16 (FALL 19840,
SCHAIN. ELIOT. COUNCIL BLUFFS. {PDET
. RY} GREAT LALFS REVIEW. 10 (FALL 19
SCHEEL+ MARK. FOR A STRANGER WHO DIED By THE ROAD. MARCH 18+ 1979. tpnsgzi; ::;Dluc
sc“géfecs:glna 19860, 87, + HoneER
v ROY. COROT'S CLOUDS: UPRIVEP (=e-THE M1 H
PRATRIE SCHOONER, S8 s ooipbn? YER (ee-ThE $50URTY; HOUSEHUNTINGI UNCLE LOU. (BORTRY)
SCHEER-SCHAEZLER: BRIGLTTE SEE BELLON, ShULa
:g:;:?:. THOMAS SEE CLEMENSs SAMUEL L,
ERs Re To WIND CHILL. {POETRY) KANSAS GUARY
b ERLYs 16 [WINTER-SPRING 1984 "
sc:g::s:::: ::; jg. ;TgTB::?::s“BER:Tzs H15 MUSE. (PQETRY) PEN WOMAN: %0 (MAY ;;n:s?'zv.
- SHOVER ANY USIC. (POETRY) MISSTSSIPPI VALLEY REVIEW, 15 (FALL=WINTER
HODNDVER, AMY JO. CROSS MY HEART. (p
« UPOETRY) PEN WDMAN, 850 (F
: EBRUARY 198
sg::g:::::. AMy Jo. THE SALUTATION. (ROETAY) LYRIC, &4 LSUMMER LpBa ). 56:" 33
» AMY JO. PRESENT POSSESSIVED LAST CHURUS. {(PDETRY) LYRRC, 64 (SPRING 159841, 48,

VISIT TO A TEMEMENT. LUDLDW STREET. (PCETRYY CHAR]TON REVIEW.

3 (FALL~WINTER
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SCHOONOYERs AMY JO. DR WHAT*S A HEAYEN FOR. (POETRY) POET. 2% (DECEMBER 1984}, 63.

SCHOONOYER e AMY JD. MUSICALE: FOR BILL. (PCETRY) GALAXY OF VERSEs 10 (FALL-WINTER 1983+84)s
10.

SCHOONOYER. ANMY JO. MORITURI TE SALUTAMUS. {PUOETRY) GREAT LAKES REVIEW. 10 {FALL 1984). 43.

SCHOQNQVER. AMY JO. HICKORY SREUNION. (PODETRY) COUNTRY POETs & (SPRING 1084). 50.

SCHODONOYER s AMY JOs FIRST DAY OF HUNTING SEASON. {PODEFRY) ENCOREs 18 (WINTER 1983=84). 9.

SCHOONDYER« AMY JO. DOPPELGAENGER. (POETRY) PIVOT: NUMBER 34 (19343+ 19.

SCHOQKOVER, AMY JD. ¥ELCOME HAPPY MORNING: SCRAPBOOK SUMMERS TRANSFORMATION. IPDETRY) ENCORE.
18 (SPRING E9BA}s 25 224 25

SCHCONDVER+ AMY JO. UN BEL DI. (POETRY)} ENCORE. 1% (FALL 1984}, =.

SCHOONDYERs AMY JC. TOD LATEs (POETRY)} TALISMAN: I LSUMMER 19B4}. 13.

SCHODNOVYERs AMY JO. THIRD DREAM FRAGKENT. C(PDETYHY) GRYPHONs & C(KINTER 1984&)s 31.

SCHUFF» KAREN E. AN IDLE FULL MDON. {POETRY) PENINSULA PGETS: 39 (SEPTEKBER 1984), 13.

SCHUFFs KAREN Ea ANGELS [N THE SNOW3I CANADIAN WEINDS: THANKSGI¥ING DJNNER: ON THE PAYID: FOG
HORNS AT DaAWN. (POETRY) BROKEN STREETS. NUMBER 4 INOVEMEER 19ma). 18.

SCHUFF, KAREN E. BEATEN PATH--WE HIKE3; CONCEITS OF SPRIMG. (POETRY) PEGASUSa. 13 (0CTORER
10840, 3.

SCHUFFs KARER E. BLAXZING SURRISE. IPCETRY} WIND CHIMESs NUMBER 13 (SEPTEMBER 19843}, 27.

SCHUFFy KAREN E. CANDLES SPUTTERINGe {PDETRY} PENINSULA FPOETSs 39 (FEBRUARY 1984}, 17.

SCHUFF: KAREN E. CARDINAL WINGS. (PGETRY) PUETS* ROUNDTABLE. NGVEMBER 1984%. 6.

SCHUFF, KAREN E. CHRYSANTHEMUMS. {PDETRY) ARCHER. 29 (SEPTEMBER 19E4):s 37.

SCHUFFs KAREN E. CRABAPPLE BLDS50DMS. (PDETRY) PENINSULA POETS. 39 {APRIL 198&)s+ 22,

SCHUFFy KAREN E. DETROIT RIVER COMPANIONS BARE AS HMARCH BIRCHES, (POETRY) JEAN®S JOURNALs 21
(FEBAUARY 1984)s 21, 46,

SCHUFF, KAREN E. EVEN AS EINSTEIN. (POETRY) PRODF ROCK», HUMBER 4 {WINTER 198&).

SCHUFF,. KAREN E. FALLEN OAK LEAYES: TRACKING IS NO EASY TASK. (POETRY) JEAN'S JOURNALS 21
(NOVEMBER 1984)» 57. 45.

SCHUFFs KAREMN Eu FIRST LIGHT [N MY ROOM: ROBINS PULLING WORMS. (POETRY) PIEDMONY LITERARY
REVIEMs 9 (MAY 1584), 49,

SCHUFF y KAREN E. FORSYTHIA BLOO¥SE MARCH WINDS. (PDETRY) DRAGONFLYs !2 (JULY 19883, 44.

SCHUFFs KAREN E. GOLDEN BIRCH TREES SWAY. (POETRY) ENCORE+ 18 (FEBRUARY 19841+ 15.

SCHUFF s KAREN E. GRANDFATHER CLOCK CHIMES. {PDETRY) PIEDMONT LITERARY REVIEWs @ (OCTDBER
1984} .

SCHUFF» KAREN E. GRANODFATHER CLOCK CHIMEST HAPHAZARD RED AARM. (PUETRY) RED PAGQDA, 1(3).
1984, 6. .

SCHUFF. KAREN E. GREEM AS APRIL WENE wE. LPDETRY) B-L POET, NUMBER 16 (AUGUST 19343,

SCHUFFs KAREN E. IN THE LANN. (POETRY) POETS' ROUNDTABLE s HAY 1934 7.

SCHUFFs KAREN E. PERIWINKLE SKY. {(POETRY) DRPHIL LUTE. MARCH 1584, 2%.

SCHUFF, KAREN E. PINK LUPINES FAOE. [PUETRY) PEMINSULA POETS: 39 {JULY 19B4},s }3.

SCHUFF, KAREN E. SPRING STINGS OF JUNE ! SING. (POETRY} ALURA GUARTERLYs % {HMAY 1928}, 10.

SCHUFR, KAREN Es+ SPRING MOONF YIOLEFS IN A BOWL. {POETRY} DRAGONFLYs 12 (APRIL 1984%. 48.

SCHUFF« KAREN E. SUPERMARKETS: LINES AND POINTS: GVER THE AIRWAVES, (POETAY} JEAN'S JDURNAL.
21 (MAY 198A)r 23 63,

SCHUFFs KARER E. THE CRUNCH OF THE TIRESS BESIDE RIVER'S EDGE. {POETRY) RED PAGODA, 1(4l}.
1984,

SCHUFF s KAREN E. TULIPS IN TI1SS5UE. SPGETRY) DRAGONFLYs 12 (JANUARY 1984)s a2.

SCHUPF. KAREN €., WHY 00 WE ALL BAVE TO PAY THE PENANCE FGOR HIS SATURDAY DRINKING BQUTS PINK
LUPINES. {POETRY} JEAN'S JOURNALs 21 (AUGUST 1984), Bd. 34,

SCHULER. 8508, MUSIC FOR MONET. (POETRY) PEORIAT S®00N RIVER POETRY PRESSe [784.

SCHMARTZs NINA SEE HEMIKNGWAY . EANEST.

SCHMIND, JEAN SEE CATHERs WILLA.

EEE+ LISA SEE OLSENs TILLIE.

SELLERSs JAMES E. THE FROPER MAINTENANCE OF LISTSa. {SHORT FICTION) CHICAGD REVIEW, 34 {(SUMHER
1984l Bl-854a,.

SHARMAN: JACK. SEANCE. {SHOAT FICTION) SOUTHERN REVIEW: 20 (JULY 1984k T01=709.

SHAW, JANET BEELER, FACM STALKING LEAVE', ISHORT FICTION} MEISSDUR] REVIEW, B(1) 116p4).
119-27.

SHAW. PATRICK W SEE CATHERs WILLA.

SHIELDSs DAVID. HERQESs (MOVEL) NEW YDAK: SIMON AND SCHUSTER+ 15834+« {I0NWAJ.

SHIRERs WILLIAM L. TWENTIETH CENTURY JCOURNEY: THE STARTI 190&=1930. (AUTOBIOGRAPHY} BDSTONZ
LITTLE» BROWN: 1984,

SHURA, MARY FRANCE®S. JESSICA. (JUVENILE FICTION) NEW YORK: SCHOLASTICA, 198%. (KANSAS}.

SIEGGREENs JOHN A+ ONCE 4 SOPHOMORE;: INDIAN CHIEF. (PAETRY) GREAT LAKES REVIEW, 1o {FalLL
1P84)e 80,

SILHOL+ ROMERY SEE BELLOW. SAUL.

SIMMONSs JOHN. LAMPLIGHTER. INOVEL) NEW YORK: FAWCETT+ 1983 (CHICAGO).{ILLINOIS),

S]KGHs AMRITJIT SEE WRIGHT» RICHARD.

SIPIORAs PHILLEIF SEE HEMINGWAY: ERNEST.

SKEENe ANITA. LESSONS FIXTRG THE MOON. {FOETRY) PRAIRIE SCHUONER: B8 (SUMHER 10843, 97-98.

SKELARs MORTY. POENM TO THE SUN. {PDETRY) THE SPIRIT THAT MOVES US. T{1) 19BAs 138,

SLOTE. BERENICE SEE CATHERs WILLAX

SHILEYs JANE= LILY. (SHORT FICTION) ATLANTIC HMDONTHLY. 284 (JULY 1984)e T6-30s 83=86,

SMITHs CARL S+ CHICAGD ANG THE LIVTERARY [MAGINATIONs 1880-1920, (CRITICISM) CHICAGO:
UNIVERSITY OF CHICAGO PRESS. 19084 {CHICAGD}+(ILLINOIS).

SHITHs LEONORA ANDERSOM, YISSING LEGACY. (POETRY) CENTENNIAL REVIEW. 28 LSUMMER 198a ). 22527,

SORNBERGER+ JUDITHs ALL MY GRANDMOTHERS €OULD SINGI POEHS BY NEGRASKA WDMEN. (POETRY) LINCOLN.
NED FREE REIN PRESS. 1984,

SPENGCER. BRENMT. THE SMALL THINGS THAT SAYE US. (SHORT FICTION) ATLANTIC HONTHLY 284 (OCTOBER
1984) e SO*6A, BP-T0,

SPILKAs MARK SEE HEHINGWAYs ERMEST.

STAAK s LYUCIEN. WILLOWS. (PDETRY) AMERICAN PDETRY REVIZ®. 1348} 1984, 33,

STAUFFERs HELEN WINTER SEE SANDDZ, MARI.

STEIN+ DONNA GAJER. BETWEEN SEASONS: SOMETIMES ¥OU SENSE THE OUFFERENCE. [POETRY! KANSAS
QUARTERLY» 18 (WIKTER=SPRING I984)s 217=18.

STEINs XEVIN 5SZC WRIGHT, JAHESs

STEIN. XEVIN. BEGGARWEED. (POETAY) KANSAS QUARTEALYs 16 (FALL 1084}. 120

STEINs XEVIN. GENUFLECTIDN, (POEFRYY! SEATTLE RFEVIEW: 7 (SPRING 1984)4 Sa.

STEINs KEVIN. THOSE TREES ABOYE USI BLUE WILLOW CHINA. (PCEFRY} TELESCOPE. 32} 1984, j2-13.

STEINBERGs SYBIL SEE WILLARD+ NANCY.

STEINGRABRERs SANORA. INSCRIPTION IN A BIRTHDAY CARD. {POETRY) MICHIGAN QUARTERLY REVIEW. 22
CHINTER 1984), 97-98,

STERN, GERALD. MY SWALLOWS; HUZZAs [PRETRY) GEORGIA REVIEW: 36 [SUMMER 198a): 380=47.

STOULKs DAVID SEE HEMINGWAY, ERHEST.

{STOWEs HARRIET BEECHER), MOYHERSs HWUSBANOS, AND UNCLE YOM. BY RAILTON. STEPHEN. (CRITICISN)
GEORG1A REVIFWe 32 (SPAING 1988}, 129=43.

STREET, DOUGLAS SEE BAUM. L FRANK.

STRYXs DANy BATS. [POETRY) THIQUARTERLY. NUMBER 60 (SPRING-SUMKER 1984)s 172+T3.
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STRV:; DAN. CROCUS GARDEN: WINTER BOUND. {POETRY) KANSAS CUAMRTERLY. 16 (MINTER-SPRING 15843
STRYKy LUCIEN. COLLECTED POEMS. 1953~1983. (POETAY) ATHENS GH: OHIO UNIVERSITY PRESS: 108k«
SFULL . DALENE WORKMAM. UNDERCURRENTE SYMBOLS AT PARTING. [POETRY) KANSAS GUARTERLY. 86 (FALL

19841, 219+220.

CSWANDERs MARY}. PORYRAIT 'OF AN IOVWA POET. BY YCE COTNE.

o AR RERTRALT OF AN T0 PYERs JOYC CCRITICISH) » {BIDGRAPHY) 10WA
SWANSON, ROBERT. ILLINOJS IN WINTER. [POETRY} KANSAS QUARTERLY» 16 (WINTER=SPRING 1984)s 111«
SZEMAN. SHERRI. PENELOPE TO ULVSSES. (POETRY) CENTENNIAL REVIEW. 26 (SPRING 19088)s 108=108s
{TARKINGTONs BOOTH} s RECOMMENDED: BO0TH TARKINGTON. 8Y GERRARDs RUTH ANN. CCRITICISM}f

{BIOGRAPHY) ENGLISH JOURNAL» 73 (FEBRUARY 1984). 95-98,

JAYLOR, MARCELLA. THE LOST DAUGHTER. (POETRY) CHICAGO, TL: RENAISSANCE PRESS, 1984.
TENNEY, THOMAS A SEE CLEMENS, SAMUEL L.
THEISENs LES S5COTT SEE WALLACE: LEW.
[THOMAS. AUGUSTUS), AUGUSTUS THOMAS. BY DAVIS. RONALD J. (BIOGRAPHY) BDSTON: TWAYNE. 1084.
THOMAS, JANE RESH. COURAGE AT TNDIAN DEEP. [JUVENTLE FICTRON) BDSTON: HOUGHTONs MIFFLIN, 1G84s
(MINNESDYA).
THOMAS. JIMe AFTERNOON PAINTER. {POETRY} KANSAS QUARTERLY. 16 [WINTER=SPRING }988), 152.
THORNDIKE+ NICK. BOILING CROM: ON THE DEATH OF JAMES WRIGHT. (POETRY) GREAT LAKES REVIEW. 10
IFALL 15841, 4B=49.
THRAf?ES;A:R:ST»L- A TASTE OF CAYLIGHT. (JUVENILE FICTION} NEW YORKD ATHENEUM, 1984,
A) .
(THURBERs JAMES). THURBER'S ANATOMY OF CONFUSION. BY KEMNEY. CATHERIME MCGHEE. {CRITICISM}

HAMDENs €7: ARCHON BoOKS==SHOE STRING PRESS, Lgaa,

TINGLEY, STEPHANIE A SEE CRANEs HART.

TINTNER.» ADELINE R SEE HEMINGWAY. ERNEST,

toTH;gsuan ALLEN. IVY DAYS: MAKING MY WAY DUT EAST. {AUTOBICGRAPHY) BDSTOM: LITTLE. BROWH.
B4,

TOUPDNCE s WILLTAM F SEE BRADEBURYs RAY.

TOUPONCEs WILLIA® F SEE BRADBURYs RAY.

TOWNER, DANIEL. RAGGED FIGURE. (POETRY) GEORGIA REVIEW, 38 {SPRING 1P&4), 124+

TRIMBLE, MARY. GRIEF. (PDETRY) TRIDUARTERLY: NUMBER 60 {SPRING*SUMMER 1984)s 390.

TRUDELL » OENNIS. CENTRAL AMERIGA. (POCTRY) INDIANA REVIEW. 7 (SPRING 19843e 24=25.
1RuD§:L;°DENNIS. MEDICE “THE DISAPPEARED™. {FOETRY) WINMESOTA WEVIEWs N.5, 23 [FALL 1984),
JRUDELL s DENNIS. THE WINGOW. (POETAY] GECRGIA REVIEW. 38 (SUMMER 1984)e 290.

JURKERs DOUG. THE HERO. (PBETRY) GREAT LAKES REVIEW: 10 {FALL 1984), 44,

UMPHLETT, WILEY LEE SEE CLEMENS» SAMUEL L.

UNGER, DOUGLAS. LEAVING THE LAND. {NOVEL) NEW YORK: HARPER AND ROW. 1984, (DAKOTAJ.

UPDIKE. JOHN SEE ANDERSON, SHERWOOD.

VERVAECKEs KRIS, KILLING CHICKENS. {PDETRY} KANSAS OUARTERLYs 15 (WINTER-SPRING 1084%s 196-07.
¥IDAL, GORE. LINCOLN. {NOVEL) NEW YORK: RANDOM HOUSE, 19Ga,

VINZs WARKa AGAINST THE WALL. (POETRY] MIDWEST OUARTERLYs NUMPER 25 (SUMMER 19843+ 415,
van T?:::;:;S?ICHOLaS. ORGANIZED CRFHES+ {NOVEL) NEW YORK: HARPER AND ROM: 1984+ {CHTCAGO}.
(¥ONNEGUT+ KURT1. WTHIS LOUSY LITTLE BOOK™I THE GENESIS AND DEVELOPMENT OF SLAUGHTERHOUSE

FIVE AS REVEALED IN CHAPTER ONE, BY MATHESONs Ta Jo {CRITIGISM} STUGIES IN THE NOVEL.

18 {SUMMER 1984)s 22840, -

VOSSEKUIL+ CHERYL. BENEATH YHE SURFACE. (PDETRY) CENTENNIAL REVIEW. 28 (SPRING 1984}, 10911l
WAGNERs CHARLES. THE OVERCOMING CHURCH. (PDETRY) KANSAS GUARTERLY, 16 (FALL 19843, 40.
WAHLE+ Fo KEITH. A SMALL TONNG THE INDIAN MOUND. {PDETRY} PDETRY ONIG: ART OF THE STATEL

MARIGNs GMT CORNFIELD RE¥IEWs 1984s 101.

WAHLE, F. KEITHs ALWAYS THE BLOOD. {POETRY) WEST SRANCH. NUMBER 1% (19843s 114.

WARLE« Fy KEITH. ONE NIGHT STAND. tPOETRY) YELLOW SILKs NUMBER 11 {SUMMER 1984). 33,

WAMLEs Fo KEITH, POETRY. {PGETRY) CINCINNATI POETRY REVIEW: NUMBER 11 (SPRING 1084}, 40=41.
WAHLE» Fo KEITHs THE HUNDRED~WORD STORY. {SHORT FICTION) WORMWDOD REVIEW. 2AtA3s 1084, 151,
WAHLEy F. KEITH. YHE FATHER.: (POETRY) MID-AMERICAN REVIEWs 4 {FALL 1984}, 127=213,

WAHLEe Fo KEITH. THE BIONLZ MAN FRAGMENTS MYSTERY. (POETRY) BEATNIKS FRON SPACEs NUMBER 5

LAUTUHN 159843, 804
WAHLE: Fo KEITH. WHEN I WaS A HUNCHBACKS WOMEN POETS; THE RESTLESS MUSE. (POETRY) CINCINNATI

ROETAY REVIEW, NUMBER 12 (FALL 1984), 64-67.

CWALLACEs LEW). “HY GODa DID I SET ALL OF THIS [N MOTION®E GENERAL LEW WALLACE AND SEN HUR.

BY THEISEN: LEE SCOTT. {CRITICISK) JOURNAL OF POPULAR CULTURE, 18 (FALL 1984}, 33-41,
WALLACE . RONALD. AN IHPOSSIELE SONNET. (POETRY) KANSAS GUARTERLY, 14 [SUMMER 19881 51.
WAMPLER+ MARTIN. NIGHT BEFORE THE wEDOING: AGE 221 FREEWAYs (POETRY) GREAT LAKES REVIEWs 10

{FALL 1584}, 4B.

WASSERSTROMs WILLIAM SEZ WOWELLS, WILLTAM DEaN,

WEDGEs PHILIF. THE SANDRITS. (POETRY) XANSAS QUARTERLYs 18 (VINTER=SPRING 15843, 164.

IEINI:AUB- Wo SAM GOTTLIEB"S HOT CA%e {SHORT FICTION) KANSAS DUARTERLY+ 16 (FALL G4}

T=45,
WELCHs DON. GROUND DWLS3 THE MILDLY SADISTIC GREAM OF THE JILTFO SOPCMORE GIRLs (POETRY)
SCRIVENERs SPRING (924,

WELCHs DONs IN THE COUNTAY OF SEPTEMBER. (POETRY) ELKHORN REVIEW, FALL 1984,

WELCHs DON. LATE SUMMER. {POETRY} WHOLE NOTES, RINTER L%Ba-1985.

WELCHs DONy THE FERRETs (POETRY) PRAIRIE SCHOONERs WINTER 10B4=1gm%,

WELCH» DON. THE DWL. (POETRY} ROUNG TABLE+ SPRING 1984.

WELCHs DON. TO DEAR BRYANY: SGMEWHERE ON THAT TALLER TOMER. [PDETRY) ARETE+ FALL 1984.

WELLS» DANIEL A SEE CLEMENS: SAHUEL Lo

WESTs JAMES L+ We 111 SEE DREISERs TFHECOORE.

WEST» JERRY SEE EGGLESTON, EDWARD.

WESTERFIELD, HARGIS. CONVENTIONEER'S RETURNS RITUAL FOR A VETERAN. {PCETAY} BLATTE VALLEY

REVIEWs 12 (SPRING 19841, 38=35.

WESTERFIELDs HARGIS, BRAHM®S SEGLOND SYMPKONY AND MARTINEZ. IPOETRY) WIND, 13 (JANUARY 10843.

WESTERF [ELPs HARG1ISs HANHATTANM LIMITED: EASTGOUND. [POETRY) PLAIKSONGSs & (FALL 19843,

WESTERFTELDs HARGIS. THE GREAT SUNLIGHT, (POETRY) WELLSPRINGS: 5 (FALL 1904).

WESTERFIELDs HARGIS. FACING THE S5KY. (POETRY! PLATNSONGSs & {WINTER 1084),

WESTERFIELDs MANCY. AMNESTY. (PDETRY)} COMMONWEAL. 111 4 MAY 198a), 37%.

WESTERFIELDs NANCY. GEORGE AT LARGEs {POETRY} YANKEE: APRIL 1984, 183.

WESTERFIELDs» NANCYe EVENING PRAYERS. (POETRY) SISTERS TODAY+ S8 [NOVEMBER 19841, 143.

WESTERFIELDs NANCYs BEE IN THE WINDOW. (PDETRY) LINCOLN LDGs SPRING 1004+ 15.

VESTERFIELD, MANCY. ARBOR DAY IM NEBRASKA. {POETAY) MODERN WATURITYs APRIL-MAYs 1988, 77.

WESTERFIELDs NANCY. THE SHORTNESS OF A WINTER*S DAY: BRONTE COUNTRY. (PDETAYY DAVIOSAN

MISCELLANY. 19 {SPRING 198a), 15-18.
YESTERF [ELDs MANCYs RUTH'S TRASH. {POETRY) PLAINSGNGS, 5 [FALL 1¢88)s 20.
HEsTisFIELD- MANCY. THE PLACEMATS. (POETRY) UNIVERSITY DF WINDSOR REVIEW: 18 {FALL=WINTER
B4, &5a
WESTERFIELDs NANCY. PET THERAPY. (POETRY) LIVING CHURCH. 189 (13 NDVEMBER 17843s L1
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WESTERFIELDs NANCY. NEBRASKA. (POETRY) FOUR QUARTETS, 32 (SPRING 1%8%).

WESTERFIELD» HNANCY. THE METEDRITE. (PUETRY} CHRISTIAN CENTURY. 101 122 FEBRUARY 1984}, 196.

WESTERFIELDs NANCY. LE MO¥z SITTING FOR THE CALLIGRAPHERT FOR GLAD TIDINGS. {POETRY) WIND+
NUMBER B0 (1984). 60-51a

WESTERFIELDs NANCY. LEARHING TO SKAYE: THE SHORTNESS OF A WINTER'S DAY. [POETRY) BLUE UNICORN.
8 (QCTABER 19B4)s &la

WESTERFIELDs NANCY. THE HOUR OF IMHORTALITY. (PQEZTRY} COMMONWEAL, 111 (10 AUGUST 19Ba). 437,

WEXELBLATT» ROPERT SEE FITIGERALD. F SCOTT.

WH1PPs LES. APRIL 11, 19843 DRIVING WESTWARC. (POETRY) PRAIRIE SCHODNERs 58 (SUMMER 1984},
6T=88. :

WHITE+ CAROLYNs ON THE CURBING OF PASSJION. (POETRY} KANSAS OUARTERLY+ 1& C(WINTER=SPRING 198a)s

WHITEe GAIL. SILOG A SLOW LEAFFNG. [POETRY}! PRAIRIE SCHOONER. 58 (FALL 1584)« 65-86a

WHITEs HARRY AND NEHMANIC. GERALD SEE BELLOW. SAULX

WHITEs RAY LEWIS SEE ANDERSONe SHERWODD.

WHITEs RAY LEWIS SEE ANDERSONs SHERWODOD.

WH1TE. RAY LEWIS SEE ANDERSCN, SHERWOOD.

WHITE, RAY LEWIS SEE LOCKRIDGE, ROSS.

WHITLOW,: ROGER SEE HEMINGWAY+ ERNEST.

WIEGAND. ROBERTA. THE YEAR DF THE COMET. (JUVENTLE FICTION} SCARSDALE. NY! BRADBURY PRESS.
1984, INEBRASKA).

WIEGHANs ROBYN, ROUTE 43 SOMEWHEREs {POETRY} INDIANA REVIEW: 7 (SPRING 1984), 40-49.

W]GGINe NEURIHE. HEART ATTACKa. (POETRY) KAMSAS OUARTERLY. 16 (FALL 1984)e 135. s

WILCOXs JOHMN C SEE LINDSAYs VACHEL.

WILCOK: JOHN € SEE MASTERSs. EDGAR LEE.

WILCOXs JOHN & SEE SANDBURGH» CARL.

WILDMAN: EUGENE. CLEOPATRA AT DUSK. (SHORT FJICTION) TRIGUARTERLY. NUMBER 60 (SPRING-SUMMER
1988k 308=Tha

(NILLARDs MANCY). PW INTERVIEWS NANCY WILLARD. BY STEINBERGs SYBILa (INTERYIEW}+(CRITICISH]
PUBLISHERS WEEKLY. 228 {14 DECEMBER 1984), 58-59.

WILL1AMSes KAREN. CONOUERING FEAR. (PCETRY) CENTENNIAL REVIEW: 28 {WINTER 1984)s &C6-&7.

WILLIAMSs PAUL O. THE SONG DF THE AXE. (NOVEL) KEW YORKZ BALLANTINE ¢+ 19844

{WILSON. GITEERT). A YDICE FROM THE THIRTIES (V=V¥1}I AN INTERVIEwW WITH GILBERT WILSDN. BY
GERBERs FHILIP L. €CRITICISM}2i1NTERVIEW} SEML NEWSLETTER 14 {FALL 1988). E=32,
CANDERSONy SHERWODD )« (DREISERs THECDORE).

(VILSON. GILBERT}. & YOILE FROM THE THIRTIES=~IIIi {AN INTERVIEW WITH GILBERT WILSON). BY
GERBERs PHILIF L. {INTERVIEW} «{CRITICISM) S5ML NEWSLETTER. 14 {SPRING 1984)s 1-20.

(NILEORs GILBERT). 4 VOICE FROM THE THIRTIES (IVI: AN INTERVIEN wITH GILBERT WILSON. BY
GERBER» PHMILIP L. {INTERVTEW}2{CRITIC1SH} S5ML NEWSLETTER. 18 {SUMMER 1984), 1-20.

WILSONs HOWARD A SEE MASTERSs EDGAR LEE.

WILSONs MILES. HUSBAMD IN THE GARDEN. {POETRY} SEWANEE REVIEW, 92 {SPRING 1088}, 202=203.

WILSONs MILES. LONG GREEN. (SHOAT FICTION} INDIANA REVIEW. 7 tWINTER t9B&}s 4547,

WILSON: RAYHDND J 111 SEE CATHERs WILLA.

WINSONe DOUGLAS. RED PENS FROM THE VILLAGEX THE ANVIL ANC THE LEFTs MIDWESTERN LITTLE
MAGAZINES DF THE EARLY 19305, (CRITICISH)+fLITTLE MAGAZINES) MIDAMERICA X1 1984
4z2-55.

WORKs JAWES € SEE CATHERs WILLA.

WORLEYs JEFF+ DIGGER'S COMPLAINT. {POETRY) INDIANA REVIEW 7 LSPRINE 19840, 52-53.

WRIGHT+ BETTY REN., GHDSTS BENEATH OUR FEET. (JUVENILE FICTION) NEW YORK: HOLIDAY HOUSE. 1984,
(MICHIGAN] .

(NRIGHT,» JAMESY. & REDEFINITIDN OF THE POETIC SELFI JAMES WRIGHT'S AMENITIES DF 5TONE. BY
STEINy KEVIN. (CRITIC1SK) OHIO REVIEW. 33 1984, 9=2B.

(WRIGHT+ RICHARD}., BIGGER®S GREAT LEAP TO THE FIGURATIVE. BY GALLAGHER+ KATHLEEM. (CRITIC1SM}
ChA JOURNAL, 27 {MARCH 19840, 293-314.

{whIGHTs RICHARD}. RICHARD WRIGHT*S THE DUTSIDER: EXISTENTIALIST EXEMPLAR QR CRITIQUE. BY-
SIHGHs AMRITJIT. [CRITICISM} CLA JOURNALj 27 {JUNE 1938). IET=T0.

{WR1GHT « RICHARD). WRIGHT*S WATIVE SON AND ITw0 NOVELS BY ZOLAS A COMPARATIVE STUDY. BY BUTLER.

ROBERT JAMES. (CRITICISH) BLALK AMERICAN LIVERATURE FORUM. 18 (FALL t9B4}s 100-103.

WUNSCHs JOSEPHINE. FREE AS A BIRD. (NUVEL) NEW YDRK: SILHOVETTEs 1984a [HICHIGANY .

YARDLEY+ JOMATHAN SEE LARONERs RING.

YONGUEs PATRICIA LEE SEE CATHER. WILLA.

YOUNG BEARe RAY A. FROM THE SPOTTED NIGHT: THE FIRST DIMENSION OF SKUNK. (PDETRY} AMERICAN
POETRY REVIEW,. 13 (NOVEMBER = DECEMBER 198&)s 30.

YOUNG BEARs RAY As THE KING COBRA AS POLITICAL ASSASS5ING WADASA NAKAKDDN» WIETHAM HEMODRIALS
IPOETRY) TRIDUARTERLYs NUHBER 59 (NMINTER 1984)y 27-100.

YOUNG BEARs RAY A TWO POEMS! FROM THE SPOTTED NIGHT: THE FIRST DIMENSIDN OF S5KUNK. (PGETRY)
AMERICAN POETRY REVIEW. 1318) 1984, 34, )

200Ky AMY JO. SEE. SCHDONOVERs AMY JO.

ZUCKERT4 CATHERINE H SEE CLEMENSs SAMUEL.
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