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but a means to its enhancement.

Our arts show signs of this change. It is the aim
of the Seven Arts to become a channel for the flow of
these new tendencies: an expression of our American arts
that shall be fundamentally an expression of our American
life.

We have no tradition to continue; we have no school
of‘style to build up. What we ask of the writer is simply
self-expression without regard to current magazine standards.
We should prefer that portion of his work which is done
through a joyous necessity of the writer himself.

The Seven Arts will publish stories, short plays, poems,
essays, and brief editorials. Such arts as caﬂnot be
directly set forth in a magazine will receive expression
through critical writing, which, it is hoped, will be no
less creative than the fiction and poetry.

In short, the Seven Arts is not a magazine for artists,
but an expression of artists for the community.

The time seemed appropriate for such a journal. Its only com-
petitor among intellectuals and artists was the Masses, the maga-
zine that, speaking from Greenwich Village, served as the conscience
as well as the voice of the American radical intellectual community.
The Masses, edited by Max Eastman, was dedicated to social change,

but The Seven Arts was to demand an artistic revolution; while the

Masses championed political and economical upheaval, The Seven Arts

would seek a new lyrical voice for the nation. The Seven Arts, its

editors determined, would provide artistic expression for the new
order that their colleagues on the Masses proclaimed from their
masthead. Thus, they envisioned a two-dimensional assault on the
critical and aesthetic conscience of the nation: socio-economic

through the Masses and aesthetic through The Seven Arts,

Consequently, to match the manifesto-broadside-circular in
impressiveness, Oppenheim recruited a seven-person Advisory Board

which never sat but which occupied a prominent position on the
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masthead, together with Oppenheim's designation as editor, Waldo
as associate editor, and Rosenfeld as music editor. The board in-
cluded VanWyck Brooks (qoon to become an associated editor, provid-
ing, Oppenheim later commented, Anglo-Saxon distinction to the
masthead), Louis Untermeyer, who became poetry editor, Kahlil
Gilbran, Robert Frost, Edna Kenton, David Manners, and Robert
Edmond Jones. In the spring of 1917 the staff was joined by
Randolph Bourne, who for allvpractical purposes was to become war
editor for the duration of the war and the magazine's existence.

The initial result of the announcement, Oppenheim recalled,
was "a shower of manuscripts that stunned us." Among them was a
sheaf of copy paper from a Chicago advertising man who sent it in
response to a query from Frank, who had heard about a Chicago
busingssman-writer whose first novel was to appear shortly. The
sheaf of copy was the manuscript of "The Untold Lie," the first
of many that Andérson was to send off to the Seven Arts. It was
followed quickly by "Queer," by poems, by other stories, more often
than not accompanied by letters to Frank.

More immediately important to Anderson, however, was the re-
view of Windy McPherson's Son which Frank wrote for the first

issue of the journal in November 1916. . Its title was "Emerging

Greatness." Largely the tribute of one man whose first novel was
to appear shortly to another new novelist~-Frank's The Unwelcome
Man was to be published in January, 1917--the review defined the

new literature as Anderson and Frank were writing it and as the

Seven Arts sought to become its voice:

This much is sure, however--and true particularly
of the novel--that our artists have been of two ex-
tremes: those who have gained an almost unbelievable
purity of expression by the very violence of their self-
isolation, and those who, Plunging into the American
maelstrom, were submerged in it, lost their vision
altogéther, and gave forth a gross chronicle and a

blind cult of the American fact. The significance of
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mystique of it is Thomas McGrath of North Dakota, whose long Letter
Lo an Imaginary Friend resembles Williams' major work in style
though not in argument. McGrath begins with the spot of earth that
gave him his own origins. He is certain that by doing so he will
discover that "North Dakota is everywhere" (compare Whitman, who,

though less narrowly focussed, hoped to express through American
circumstances the "thoughts of all men in all ages and lands").

Buﬁ if North Dakota is everywhere, then one might conclude--
with an apology to the logician--that everywhere perhaps is North
Dakota. If every place is the same, how can a particular place
matter?

The reader may recall that Hawthorne and Jamgs.catalogued
America's shortfalls, but Thoreau insisted that everything needful
is right here. Archibald MacLeish, a native of Illinois, in
"American Letter" seems to accept something of both positions:
"America,“ he writes, "is neither a land nor a people, / A word's
shape it is . . ." America offers only a little, it appears, but
that little is what the writer must work with.

The strongest argument against the idea of place asserts that
a poem is verbal invention, a structure of words that itself makés
the place the writer perceives. In his poem "Description Without
Place," Wallace Stevens says that laﬁguage creates the world,
including the speaker himself and his place. Evidence for this,
Stevens holds, is that "everything we say / Of the past is des-
cription without place . . ."

The future too, he says, must arrive by what the reader takes
to be esthetic parthenogenesis: it must seem to be "like rubies
reddened by rubies reddening." 1In the context, this gemological
'simile appears to mean that the future will take its own unique
shape, not one given to it by a particular geographical origin.

It is typical of Stevens that he holds back, suggesting that
creation by the word may only seem to be the fact. But his re-
fraining from absolute commitment does not belie the fact that he
thinks it most likely that place is essentially a verbal act of the
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mind. Such Stevens poems as "Farewell to Florida" and "The Idea of
Order at Key West" may incorporate details of observation and exper-
ience, but, one gathers, they are parents, perhaps, of a place
rather than offspring of it.

Does place then have only whatever importance one chooses to
give it? what about unconscious shaping by the language and
culture of a place? Someone remarks on the difference in attitude
of householders hearing that a goat coverea with paint is in the
backyard. In most of North America and Europe, the surprise would
be at the presence of the animal. In much of the rest of the
world, it would be at the fact that the creature was painted.

Marianne Moore, a native of St. Louis, writes in "New York"
that the attraction of the metropolis for the poet ié not "the
savage's romance" of its business dealings nor its "dime-novel
exterior" nor its "atmosphere of ingenuity." What the city offers
is "accessibility.fo experience."” The experience she has in mind
is the city's enormous variety of observation and feeling, rather
that its specifics as a local place.

Walter Havighurst sums it up as well as anyone (Newsletter,
Summer 1979). "The imagination," he writes, "rests on place but
not in it. In the particular it sees the universal." Yet, he
adds, "locality is important to the writer." It provides "the air
he breathes, the currents of life he feels, the traditions he dis-
covers." What is important for most writers is "the place they
belong to, the background they best understand." Havighurst goes
on to cite advantages of the Midwest, at least for those whose roots
are here. But the writer must still invent. The people of fiction,
Havighurst observes, "never lived except in the imagination, and
they never died. They become the heartbeat of our cultural herit-
age."

The matter comes back, that is, to one of making. It is not
where the writer finds whatever he uses that is important, but
rather what he does with it. For most writers, the resources of

one's own native territory will be most plentiful and best under-
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essential social equipment.

Thus, tyrannical as the code was, he would have agreed with
the "Sages'" analysis of typical perversions: "Jealousy, lust,
and ambition put a man out of the world.“13 He made jealousy the
ruling agency of "Queer," in which Elmer Cowley of "Cowley and
Sons," a general store that is generally unpatronized, envies and
hates George Willard of the "Winesburg Eagle," an important part
of society, to the point of battering him with blows and escaping
with the parting statement, "I guess I showed him I ain't so queer"
(201). This impulse embraces the entire narrative: it is the
result of humiliation at not realizing the truth of equal standing
to which he feels entitled and it is the direct cause of violence.
However, the blows do no more than stun their victiﬁ because jeal-
ousy is sterile. But it is nevertheless destructive: when it has
worked itself out on Elmer's life, it makes his "queerness" stand
out all the more.

Berdichevsky's "The Mourner or Worlds Apart" (Hakadish O shney

rekhokim) shows the full communal ravage of jealousy. Nathan-Arie,
an ultra-conventional and well respected synagogue superintendent,
becomes so maddened at the religious competition of the "Hasidim"
or pietists that he burns down their newly built synagogue. The
result is that both his own and the homes of neighboring streets
are burned down, his grandchildren die in the fire, and his family's
fortune is consumed. In consequence, he is banished to a despised
part of town, where he does lonely penance and dies with but one
mourner, a boy considered "strange" and equally despised. The
truth, which was once level-~headed integrity, turns into combined
destruction and isolation, changing him into a type figure of the
banished: the combined agency of jealousy and fanaticism brings
about a new identification. Berdichevsky has compassion for him
and the boy, as he has for all outcasts. But he also understands
that the atrocity of which Nathan-Arie is guilty must lead to
punishment. '

The domination of lust could explain the mysterious oddness
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of Dr. Reefy, the main character of "Paper Pills" and a paradigma-
tic figure in Winesburg. It is clear, in the first place, that he
had "the seeds of something fine" (35) in him before his story
begins. However, this quality, perhaps love, has since turned into
the curious pungency of "twisted apples" (38) with enough
"sweetness" (38) to seduce an appealing woman to marry him. The
new quality is one of violent and realized sensuality. Thus, as
against the young woman's dreams of the lusty teeth of a talkative
suitor on her body, "she became in a family way to the one who said
nothing at all but who in the moment of his passion actually did
bite her shoulder so that for days the marks of his teeth showed"
(38) . But disaster follows the wedding when she dies only two
seasons later and Dr. Reefy becomés confirmed in his habit of
scribbling "truths,"” the "something fine," on little slips of
paper and cramming them into his pocket, where they become round,
hard, and diminished. They suffer a convulsive reduction
through disuse while the perversions that caused their stunting
grow large.

In "Kelonimos and Naomi," lust has the biological force of
a mania with influence over successive generations. It can pro-
duce insanity, death, and brutalization. Malka, Naomi's mother,
is so desirable that the pain of desire drives her first husband
insane and causes his death. When she remarries, this time to
a widower with two children, the disease is passed on to the
relationship between her daughter and stepson, Kelonimos. Though
calm and almost ideal at its teenage outset, this turns into horror
when his parents' match-making wrenches him away from Naomi to a
rich girl from a neighboring village: Naomi's pining takes the
form of losing her mind and humanity. She is no longer able to
eat, speak, or dress herself like a human being and is given a
pallet on the floor in the kitchen, removed from life.

This outcome has a dimension well defined by the perversion
of "ambition." Kelonimos is ambitious for knowledge-~he is always

bent over a book--and this desire brings him to the ultimate
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strength of God was in me and I broke it with my fist" (156).

In Berdichevsky's "The Red Cow," apostasy, accompanied by
jealousy, sweeps through the community. This title is no mere
symbol. A red cow is the reward for God-fearingness which Elijah
the Prophet deals out to a husbandman in search of cattle for his
farm.15 Likewise, a sleek red Holstein and the admiration of the
community are Rueven's rewards for a life spent in devoted
husbandry. However, the "evil impulse," another source of depar-
ture from the code,16 will not allow him to enjoy her. The cow
is slaughtered in a group plot that resembles the ritual murder of
God by unbelievers. There is no doubt here; there is only impiety,
ruin, and victimization.

Berdichevsky knew that both the cow and her owner were cases
of pure victimization in which the community could make its own
truths suffer. The people could turn against its values. He
could also not refrain from bitterness at the sight af cruelty,
and a heavy-handed but angry irony set the scene of "Kelonimos and
Naomi" in a village named "Tranquil" ("Shi;xga").l7 Moreover, he
must have felt that even Nathan-Arie was worthy of some compassion,
if only because he collected to himself a pure victim, the mourning
boy. As a vanguard realist, he found it imperative to react against
the tyranny of folk morality over the lives of individuals, espec-
ially in the context of a Jewish community in which society was

18 For this

held to be everything and the individual nothing.
reason, it was especially necessary to reveal the precise con-
sequence of traditional disobedience to traditional morality.

In like fashion, all of Anderson's figures in Winesburg,
Ohio are victims. Sometimes they are victimized by social cir-
cumstances (Elmer Cowley), sometimes by misunderstanding (Reverend
Hartman), and sometimes even by adherence to truth (Dr. Reefy).
In each case, however, a moral perversion is instrumehtal. It was
therefore necessary to devise a protest through ironic gesture:
Elmer Cowley's escape on the roof of a train at a time when he is

most bound; Dr. Reefy's crippling adherence to stuffing "truths"
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