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NOTE O ABBRIEVIATICHNS

The titles of books by Mary Austin (though not those
of her essays and contribubicns to perindicels) have been
abbreviated and referencas inssrted in the text, The abb-
reviations are ag follows:

The American Rythm (Poston an? Jew York, I930)
Christ in Italy (iew York, I5I12)
Tarth Horizon (Roston and Hew York, 1932)
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Fl: Tha rlock (Zoston and Jew York, 1706)
LLA: The Lend of Littls 83sin (Soston, I250)
L= Lost Zordars (uew Torx, I909)
033: One gucke auvories (Boston =nd New York, I93%4)
ST: A Small Town den (dew York, I925)
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INTRbDUCTION

lisry Austin (1868-1934) was a minor luminary on ‘the
American literary scene in the first three decades of this
century. For most of her 1life she wss a professional writer
and her output, prolific and variegated, included novels,
plays, books of soiritusl autoblography, poems, travel books,
short stories, =2nd esgaye on many soclsl and literary topics.
At various timeg she identified nerself with, or was inden-
tified with, varlous movements in literature and society:
feminism, Fablanism, regionalism, the Hew exico literary
movenent, the appreciation of Amerindlan art, and other wor:
thy causes. 3ince her death she has been largely forgotten

both by the rsadiin

3
oy

J

public and by academnic commentators, and

{

orobably this is deserved: provavly her place is only in the
history of the various contexts into whilch parte of her work
tend to f2ll., Zven so, one of the most interesting of these
contaxts, the one I have labsllsd 'folklorsf, hes bssn al-
together neglectad by her commentators.

The guslities and experience of 'the folk' were dom-
inant intsrests throughout Lary Austin's career. 1In 1934,

Tor instance, a note claizng "All of her tiu=aly-sevan btooks



but three deal in some manner with folkaess“%1 But #*folk-
ness™ is not folklore, and a considz2ration of her looser
and more general use of 'folk' ideas has had to be excluded
from the scope of-my thesis. I deal with a particular

group of Mary: Austin's works, two books of non-fiction
and two collections of short stories, three out of these
four belonging to the vary earliest yvears of her carcer.
These works objectify ¥fdlkkness' by their attention to the
compositlon of the folk grouv, those to whom the exverience
of "folkness" truly belongs, and to the forms bv which this
exoerlence or~enizes itself into art, the lore of the folk.

So, in The Land of Little Rain, The rloeck, Lost Bord=rs and

One Smoke Stories, folklore msk=zs itgell felt in the fabric

of the wokk itself as well as in 1ts rgenersl ideologiaal
orientation. I intend to show how thz folklore arisss from
a combination of 1ldeclogicel blas, literary conveation, and
Mary Austin's own exverience of a land, a people and a cul-
turs, how various literary coanventlons are adapt=ad so as to
giv=s maximum scove te thils folklore ilnterest, ond how kary
Austin's folklore measures un to sors more orthedox stan-
darde of the neture of folklore.

Fy use of the term 'folklore' is bound to ralse

aduestions of vro=riety and d=finition, soas of which will

fContributors to this Issus", South Atlantic
Quarterly, X<7IIT (1934%), v.

[



be covered in the flrst chapter and othesrs in the actual
discussion of ilary Austin's work, 2ZBult even then some lee-
way must be allowed; the conception I use is loose and
broad, and takes advantage of many of the equivocations and
ambiguities of conventional folklore theory. Just as Hary
Austin's folklore comes from her own experiencs of her sub-
ject-matter rather than from formsl preccnceptions, so my
uge of the term is tentative rather than dogmatic, =2nd
(thouzh I hopz ' avoid the more obvious indulgences) inclu-
sive rather than evxclusive., L fezl that ay coacent can sup=-

1

heterogensous materisl as 1 4

D

> al.

7

port on its verinhery such
with -~ the tzchnigques of naturisn ond locsl coloxr; the
theory of th=z short'story; Nary fustin's blography; speci-
fically literary influences ~ yet establish at 1ts centre
thz dominzat concarns and distlnet texturs of .sry Austin's
work, .

As ny first chavoter demonstrates, .lary Austin's
folklore exists within a large and forbidding body of tTheory
and prectise concern~d with the relationshivs of follk liter-~
sture end fermal litarature, the folk artist snd the formal
artist, the collector of fol¥klore and the formsl artist. T
12t a study of -“sry Austin's —ork cen substantiats

;1
g il

L}
i

gone of the abstrect wolnts brousnt un by thiz J2bats

L

thouzxh, lanvivebly, this »ust venala at the lavel of cou-
. TR h ) ST SO, s v A N
j=cturs=, ima calal valus of ..ary sfustla’z wori with folk-~

N aa R - T I ST R B W e T i A
lore 1s w0t a3 a tastiag “vount for foldiores Slweory Dut as



a vital amalgamation of dlsparate elements into a cohesglve
yet flexible body of material that can straddle distinc-
tions of subjective and objective, fiction and non-~fiction,
formsl and non-foimal, so as to form:a unique and irides-
cent image of formal litersture as a response to, and ser-

vant of, a larger, non-fermal, envirommsnt and culture.



CHAPTEZR I
AMERICAN FPCLELCRE AnwD AMERICAN LITIRATURE
For the student of culture and words the mystery and
misunderstanding surroundine the terams #folk? and
“folklore™ constitute a species of folklore in
itself.
Mary Austin's c¢laim to recognition as a folklorist

reste largely on her own account. In Barth Horizon she

writes of her ecarly awarsness of her destiny: "I would
give myself intransigently to the guality of experlence
called Folk" (ZH, vii) and claims folklore to be "the one
scholarly subject® in which she "can claim a creditable
oroficiency™, linking her interest in folklore with a orior
interest in myth and the early hisbtory of =aankind (3H, 188)

In the »nreface to her bilegraphy of Christ, A 3mall Town

Man, Wary Austin professes "the method of the folklorist, =2
discivline with which I have scquaintance” (3T, iii).
sut, although she clalms this acauailntsncs with the ma-

terial of folXlore and the dlscinline of its study, uslag

| N 3 1 L3 h) . : - “!2
1t as the bezsls for her thesoretlcal esseys "Anerican rolk™]

1B, A. Botkin, "fhe Ffolknsss of the Folk”, in

dorace F. Bzsck,ed,, Folklore ia 4dction (Fhiledzlonia,
A i by
1362), ». 44,

2 . . C s . v e
"Anaerican rolx", in o, A. sot¥Xio, ed., rolk-Say
- =N

(rorman, bkLa., 1235), o, 207=2.C.
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"folk Literature"s3 The Folk Story in America™ and "Am-
erindian Folklore"? her claim is uadermined by the neglect
of her work by vrofessional folklorists and folxklore theor-
istg. The only time she is wmentionesd ian any of ths stan-~
Jard textbooks 1g when Richard Ibrson acknowledges her as
a pooularizer who brought ths attentior of "real®™ folk-
lorists to the Spenish folk-drama of wew iexico with its
interesting nroblams of classification and analysls.

The purpose of this cheptsr is to lay a tentative
framework for coasidering the way in which liary Austin
uses the matarials and techniques of folklore, in combin-
atlion with other materisls and technicues, in her early

1

non-flction and short stories, but the lack of any cor-

3]

=

rozative recozgnition of her awareness of folklore presents

8

an cbvieus problem, ©behind this nroblen, however, lies one
larger and more Jifficult, and one that affects the study

of auch Anerican literature: what is folklore sad whah, if

Supo1k Literature”, 3zoturdsy Review of Literature,
V (1928), 33-35.

M”The Folk 3tory in A&merica™, South atlantlc zuar-
terly, X.JALIT (1934), i0-19.

-

%4 pgmerindlan Folklore™, Zookmen, LVI, (L222), 343-
3.5 "

6Anericnn Folklore (Chicazo, 1259), »n. 107,



any, 1s its exact relafionship to literature?

He ars dealing herewith what folklorists, while ad-
mitting that they might have something in common, insist
are two distinct and indevendent discislines. The study of
folklore is a cultursl sci=nce, analogousg Lo soclal an-
thropologyy literature 1s a humanistic study concsrned with
evaluatlve, moralistic and aesthetic aspects that occupy
only the merest periphery of the folklorists® concern.
Nevertheless, there has been wmuch confusion, both popular
and academlic, and this has been naricularly true of the

_study of American culture. There is a colloquisl identi-
flcation of folklore and that which is inraccurate and out-
moded - ‘Marxist folklore', 'the folklore dear to tired
minds® - and this s spilled over into acad=amic circles.
Descriptions of literature as "folksy”, "in the spirit of

o

folklore®™ and “full of folk flavour"” point to s ¢eneral-
lzed équation of folklore with literature tha®t 1s guslint
and vlcturasque in content, that uses tradltional motifs
and story elzsments (the supernatursl, for lnstaace) or

that is archalcaslly stylized in its structursl eleanents,

Purtheraore, loose taslk about “froantier numor” and "Folk

Jumor? has not made for clarifioetion.7 ¥& can see the

7& furthzr Alfficulty arise Leceusz thare is no
sensnblic ?latinction betirm=rn the naterisls Ol folklore =2a4ad
the Algcinline thet gtuiles thav, To avoild barbsrity I
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results of this confusion in any of the seemingly respect-

T

®

able university-editsd anthologles devotead to the sence

o

of Tfolklore in American literature, and %ncluding extracts

from Faulkner®s The Hamlet and from Leaves of Grass, stos’

ries like "The Gold Bug' and "The Devil and Danlel Webster®
and poems such as "Barbara Freitchie!, Joaquin Miller's
"Kit Csrson's Ride® and Vachel Lindsayfs * Bryan".8 That
literary criticea can vlace this type of matarisl within
the province of folklore and that most professional folk-
lorists would exclude 1t from thelr area of concern ig in-
dication enough that there is a large areas of controversy
and confuslion on the borderline of the two discinlines.
pefore looking wore closely into this area of con- =
fusion it would bz =s wall to have s folklorist's definition
of folklore, its 1limits =and llalsons. Different theorists,
of course, have differeat theories, and Fra=ncis Lse Jtley

] 1

togathar 1n the 3Jtandard Dictionery of rolklore asnd

o
]
o}
<
e
=
t

in ordar to present s comnoglte view of the

ig *lstinction 1a the text and hope that

hava not madz this
2xtg wlll indicatz narticular usas,

narticulsr cont

ny eveanla is John flanseesn a7 ‘rthur Falazr aud-
son, 2ds., folklore in Jvericen Literature (iveaston, I11.,

7iiaria Lesch, =d4,, 3tandsrd Dlctionsrv of rolklore
ani <vtholoay (uew York, 19435)




American folklorist's attitude to hig materisl:

Thus the statistical weight of authority ls for . . .
the inclusion of orsl (varbal, unwrlittzan) tradition
(transmission), primitive culture, =snd the fubcultures
of civilized society, both rursl =nd urban.

Utley's commentary on his anelysis indicates the way in
which folklore has been pulled between the demands of sci-
entific and huneanlstic study, and, while regretting that
folklore 1s assoclating 1tself increasingly with cultural
anthropology, he does nothing to steay this course when he
adoopts the traditional and all-important criterion of orsl
transnission in reachling his operational definition of folk

11

literature: "litersture orally btransmitted®. Ideally, he

imvlies, ths story, proverb or ballzd (thers seens to be s
taclt azreewent among folXklorists to disregard the large
area of orsl history) should not be conteminated by print
until it is publlished in a revort of field work.

ot

This composite and Utley's commentary on it provid

<i

[0}

a falr image of the folklorist's attitude to the 1inm

e

ts

O
Hh

his area of concern. Jithout an unimpeachable history of

oral Ttransmission nothing can b= regarded as folklore. It

lo"Folk Litersturex ai

i n Overstional D=finitlon”, in
Alan undse, 24,, Th=2 3tudy of felklor> (inzlewood Cliffs,
Ne Juy 19653, r.e 10, [ Imohasis in the orizine=l_)

M1via., o. 24,
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is basically s "hard line® apbroach and the best way of

gseeing what happens when this hard 1line comes into contact
with the softer snd more indulgsnt interesfs vasted 1n the
sturdy of literature 1s to refsr to a syamposuim, HEFolklore

in Literature”, oublished in the Journs) of American Folk-

lore in 1957.12 The symposium purports to attempt a
détente between "folklore scholarshivp and literary criti-
clsm' and to sugeest "possibilities of fruitful collabor-
atlon, but the grgument is welghted heavily on the side of
the non-collaborating hard-line folklorists. On ths 1lit-
erary slie the examples ussd by John W. Ashton to indicate

the golden age of folklore-literary relations are, at best,

"

tenuous: the fairies in A WMidsummer wnight's Dregm, the

4

ghost in Hamle®, the treditionsl form of Ben Jonson's

comedles, and the sllegories of state of the Zlizabethan .
prose writzrs. To Ashten sll thesse are pleces of genuine

folklore successfully incornorated lnto litersture without

logss of integrity or vitslity. Concerned largely with An-~

erican literature, the countersrsuuents by Richard Dorson

and Daniel Hoffman deride this sort of claim. They 4distia-

guish folklors from myth, from srchetypnal motifs, and, less

12p0a1el doffman et. al., "Folklore in Litersbure:
a Symposium?, Journal of Amaricen rolklore, Lx«X (1357),
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convincingly, from legenidry, as well as from the merely
quaint and stylized. The folklorists'arguments are the
more convincing just becsuse they have a tighter and muors
coherent body of theory at their disvosal, but this boldy
makes them constrictive, limiting discusslon to material
which stands uvo to the oral transmlisslon criterion.

Richard Dorson's maln point, for instance, 1s that you must
first prove that the material is genulne and valid as folk-
lore. In his summary Hoffman mekes the important concom-~
itant point that the concepts "folk"?, #folk-culture? and
"folklore™ are positions in 2 dialectic, Thay are opposed
to snd negsatively 4dzfined by, the cultursl values of the
non-folk™, the inhabltsnts of the urban-industrizl soci=-
ety., folk literature - "literature orally traasnittzq? -
can only flourlsh in =2 sub-culture lsolated by zsagraphy or
by ethnic or occupetiongl composition from the iastitutioa-
2lized mass~culture tynicsl of western societv. relklors
b2longs to the comaunlty-centred, intra-psrsonal culture
tyoified by ths rurel conununity or the ethnic ninority.

.

Forn=l liter=turs besloazs to the citlas snd to the stend-

ariiz=d and sudre-nersonal arrangzanents of eiucsztion snd

13A leg2nd 1s "a parrative ~uovnogaily
f=ct with =2a intsruixture of tradltionsl watsrisls’ (Lasch,
Staodsed Sictiocasry, II, 612)., Ler2u’ry is = cstoanty
Wilen reless cenv auz=bicas l-norvisnt Yo Lhi= Jlecusslod,
it i1l bs r=turned to i~n thls and later ch-vtavrs,

J—
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and cultbture.
In this symposium we see a hard and a soft position
in cénflict, with the hard position winning out merely ULy
virtus of its haridness and never bsing forced to justify it~
galf. The somewhat pedantic nature of the discussion ls e~
pitomnized by the running sguabble over T. 8. Thorpe's "The
3ig Bear of Arkansas®™., Is this story a zenulne folk--
crzation almost asccidentslly elevated into literature or is
it a consclous literary invention masguerading as folklore?

43—

This sort of srgument, 1 suzeest, Adoes not sttenpt to solve

Q

the vroblens ralssd by the popular coafusion of folXlore
and cartain tynaes of litersture., Any further approsch must
comn=a throuch az questioning of the basic oral-transnission

. 15 . s . . .
criterion. This 1g 2 historicel as well as a2 theoretliczl
svunbling-block, and ons sy to svproach it is ©to loox atb
the gource=s ¢f the nopular folklore-litsrsature confusion,

It is int=2resting that it 1s only in relstion to

Anerican matarial that “felklorz2" avpears as a nroblem 1a

Wiorfaen, o, 18.

lSI Mave aot baen entir=ly falr to Thls syanogiun.
The arsunents arz nct as unscphisticated as 1 neve presen-
ted than although Chair mala contours hav: besn £-it-72"01y
raagisrad, thars is a eao? daal of loaterasting matarisl

covera?l inclisntally, inciuiling = survev of the ways in

which verious fmericsn esuthors mave facz2i or lroor=2d the
propblene nyagasbh=? wy tha sgelinilation of feollllaora 1luto

th=2ir worK., dsary =sustin is nob -sntioned.

g
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the sgtudy of literature. I would suggest two reasons: the

of a flourishing "local color” school of writing

»

xishenc

(&)

dquring the ninsteenth and esrly twentieth centuries, and a

somewhat unique combination of circumstsaces surrounding

the developunent of litersry culture in the trans-Mississippil

west.,. Both thssz are lmportsnt in indlcating the necessity
of taking a libersl view of the folXklorists' oral-trans-
wission criterion, in establishing a rapport between folk-
lore, literature, and the study of folklore and, thus, in
defining Mary Austin's materisl asnd its handling.
Local color writing is by no means pecullar to
Americs, but it is only in the Unite? States that 1t be-
i3 s (] 2 16"
comes a Tlourlshing tradition of popular literature, . 1The
movement - 1t is useful =2nd not too misleading to consider
it as such - consolidated itself in the yeare followlug the
¢ivil war and oy 1892 a commentabtor could write “<hnere are
scarcely a2 dozen consplicuous statzsg now which have not
t’rlr\i"l AT 1 1 5 ~T 3 - b1 ]_7 ot 1
nelr own local novelists®, tiost of these local suthors

have been Justifiably forgotten, obut for soms, the identi-

. léThe pritish writers idantified with s psrticular
locality - Hardy is the obvious example -~ have been conslest
sistently min=? for "folklore”, llke their “merican coun-
terparvs, 2a1 a similar, thouth l2es well-markas® coafusioa
of terms has resulted., for nsne aveanle, sse Toasld David-
son, "The iraditionsl 22sis of Hardy's Fiection", in 3till
Yanks=2g, 3till 3ebels (Louisisne, 1957), op. 43-51.

=
f=)
D

79, 4, Zoy:ns=n quoted ia Jaraer certhoff, The
£ 3221ismn (w=w York, 1965), o. 0.
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fication with a particular reglion or locality during all
or part of a career, was the source of imaglinatlive energy
and real literary achisvement. Twaln's Mississippi shore-
land, Cable's New Orleans, the "MiAddle Border" of Hamlin
Garland and Joseph Lirkland, the wew Znglsnd of the ¥Yisses
Jewett and Feeman, even Bret Harte's Colifornis and (I sug-
gest) the California-Sevada border of iary Austin's best
work: 211 th=se Aeserve a vlace in the literary history of
America as well as in its s=ntimental geography.

At his (or, just as frequently, her) most basic the
locsal color writer sets out to extract the essence of a
distinctive locale and of the unique characters in the
lower strata of its'society -~ the disadvantagzed faraers of
Wigconsin, the creoles and 'cajuns of Louislana, the negro
sharecropners snd gervants of the Carolinas, the miners of
Placer and Calaveras Counties. Grest pesins were taken to
make the locallty =ni 1ts inhabitents truly distinctive,
and locsl color writing developed certain tricks to ach-
ieve this end: disgleect humor, much olay on pzacullar turas
of ohrase, savings, provervs, the descrivption of straage
customs and =soclial activitiss, the charectaristic “fraue
Azvice" (Twsin's story of Jim 3miley's story of the cele-
brated jumnping froe, Jo=2l Chandler .darris® storiss of
Uacle d=zmus® stori=s) to len authenticity =ad to =2suabdlish
2 Alstiactly "local”™ cultursl =milieu, Locsl color ~ribtlns

~ q

was llberasturs aboubt tha "folk', sbout thoze =0 1ive
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close to the soll, end there =zamg to have been an 1dentli-
ficatlion on the part of the writers and their sudience, of
this material, imaginative Adesgcription of the folk and their
ways snd folklore,

We have 2 concrsete connection between local-color
writars and ths new intsrest in folklore in the Chicago
rolklor= 3Sociaty of the eighteen-nineties.

The fileg of the soci=ty contain letters from damlin
Garland, Gaorge Jdashliagton Cable, Joel CYhandler Harris,
vary tartwell Catherwood, Joseph alrklaend, :arriet
Monroe, ilzrry Stillwell sdwerds, will N. Harbzn, and
Will A1len Tromegooles Herris writass he i1s too shy to
speak publicly, Cable knows no negro folXklore, Whittler
refzrs to the specter ship of 3Sslem, Catherwood states
her use of orsl lezands frown Mackinack Islasnd, Hirkland
and 3dwards vromlse to glve vapzrs, varland says he has
sookXen an tha ladian aAcoma dance. This corresnond=nce
provags that some late nineteentn century authors under-
stood the cengeot of folklore and its ussfulness to.
their craft,t

wayaerthaless, thrson insists that local color writers are

nct folklorists, that thsir collsction of orsl amaterisl is

0
n

insufficiently rigorous (enthusiasn &

)

Kine tht vlzcz of the

\
\

nronar sclentific sceoticlilsu) and that theilr srtistic assim-
1lation of this materisl beurs no organic reistionship to
real folklore. The Chic=ago Yolklore society ca2n b2 remem-

bered only as evidence of a widespread colloiuliel 1dzati-

o
1“nicharﬂ Dorson in woffmen, v. 6. Ibrson does not
explore Celle's surnricine Asnisl, Cabtle 1s the only one
ol thas writzsrs nentlon=z? tTho has zay clalan to b2 2 zenuinz
folxxlorist; ha ecoll=ectad creole, 'cajun acd nagro lora for
its ovwn soke pg w21l as for ss3siniletion lnbto Mls stories

IR

!
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fication of folklore and local color, with the consequent
confusgion responsible for the wideransing and haphazard
character of the folklore in American literature antholo-
gies.

The folklorlsts' denial of relevance to lewal color
rests largely on the denial of authenticity to the folklore
presented. While Ibrson adunlits some gernuine folklore, ver:
irified by indevendent research in the field, does find its
way lnto local color materisl, even this is ususlly worth-
less to the folxklorist si itg collection is made in the

ne
nane of art rather than of sclence and that 1t is unrecog-

(D

nizeable as folklore after 1t has be=sn dressed snd reflned
for purpos=s other than thoss of exact rzproduction. This
s=2emg to be the weak voint in the arsumant, Torson usas

it To justify folklorists giving lscald. calor zs wlde a bertn

as well be used 25 aa lndi-

Y
m
&
03]
Ul
P
O
—J

L
o

O

-
-

[
O
O
<
L
[T}

Cde
fwn
cr

j\Y)

1

catlon that they should evrlorz2 the subjsct rather wore

h fewer owra-coacalved ilonressslions about

the asole valldity of the orsl-transaission oriterion, than
they have itherto “one, It 1s 4ifficult, a2iwost hopeless-

ly difficult, to separaste local color folxleor> from its

aad aovels. w2 v

2sz2y, "he Tracs 0

of tha i-agiwnative £1=] i =ctio . C a7
Lzach =01 describad lester in this Unr\1g, e Jeaace in
Place Coago® cen b2 fou:id in Satle, Srseles and "Cajuas
(~a York, 1252), no, 2695-2373,
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literary formulation, snd, in view of this, verhaps the
stress should bs on understanding the forces that bind the
two together rather than those that drive them apart. “the
folklorist would vesnefilt from this as much sag the litersry
critic, for 1t would throw some nuch-needed light on the
troublesome sresassg of legendry aad oral history, nsglected
by folklorists but much Qsed by the locsl colorists, as
well as on the dynasmics of folklore itself. Later in this
chapter I will discuss two thaories of folklors which indi-
cate the usafulness of this svprosch, but here 1 wish to
make use of a concrate avample, Csble's "3alome Mﬁller, the
2 19

“Jhite 3lave?,

7

in wnich the author neith=r mentions nor

imnlies the use of f»1%lore. The story A=2monstratzs not

only the A3ifficulties of
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sugzragstive ond lamorteat natsrisl i1wplizd in not dolng so.
Salome arrives in wew Orleans, three years old, - .
with her father, an Alsation immizrant who is lamadistely

contracted into servics Lo redzen hisg nassage, All trace

~

of the famlly 1g lost, until, twenty-five yeasrs later,
Salonwe 1s Adlscevered gs a lisht-skinned slavs; recently
snld to =2a Itelian Levern-k2ever. Th2 4a2ia nert ¢f the

story 1s coqaceras? with the shruezle of ey friends aod

e

172~ C . , " " . a
“Camorys <Jashinston Cable, 3brsac=s irue sStories of
’\ﬁ*\) R

uisi=na (wevw York, 13223), onn. 1535-1.1.
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and relatives to establisﬁ her identity, her race and her
freedom. Cable uses the story as an lronlc comment on
slavery and the attendant comvlexities of light-skin and
mixed Plood. ine insists that he is constructing his story
from the actual documents of the case (" . . .holding the
courtts official cooy of Judgement in hand, as I do at the
moment . . «"29) and the factual reminiscences of vartici-
pants. Cable Jemanded historical veracity from his "strange
true stories”, but he also demanded that thsy should have
"artistic” merit, At the beginning of the volume he com-
ments on the Aifficultiss involved:
True stories sre not often good art. The relations and
experiences of real men and wonen vsrely fall ia such
gymmetrical ord=r as to make an artistic whole . .« .
yet I have lsarnt to believe that good stories hapven
oftener than oncs 1 thought they did.*
Cable is s=zarching for form in history and real 1ife, and
in the story of 3alone iuller he balieves he has found 1it.
~ow the reason that the story ls effesctive as art, that it
porsasgsges the necesssry "symmetrical order®, is its uncon-
geinus reworking of =a widespread and comoletal v authentic

. . - 22
motlif of folk literature = the rescus of the lost child.

20

Ibid., p. 123,

ZJ‘Ibid. $ p‘ 1.

22 - - . pso T A e Tos
5tith Yhompson, wiotif Index of rfolk Litersture
(Bloomington, Ind., 13553), II1, 500ff.
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It is not, of course, told-as a folktale but as a plece of
historys; yet the coincidence of the two 1s obvious and
striking. At first glance, however, it 1s a mere coinci=-
dence: the nature-imitating-art factor certalnly sults
Cable's purposes very well. A closer consideration, though,
reveals the pvossibiltiy of a somewhat deeper relationship
than one of coincidence or artistic expedlency.

Some abstraction and speculstion ls necessary here.
Three creative facters, interdependent but still avallable
to categorization, can be abstracted from Cablefs story:
the historicity of the coatant, the form lent to it by folk
literature, and the author, the literary artist who works
these into a viable viece of local color. There is s8lso a
fourth factor, an integrative force working not within but
behind the story - the immense body of oral lore concernsed
with the hazsards of durovean immigration, rsdeumptioners,
- mixed blood, light-skinned slaves, free men of color and
other aspects of wew Orleasng life touched on in "3alome
Hgller”. All this is only vaguely indicated in the pvartic-
ular story ("you might have heard . . .", " . . . tzles a-
bound . . .") snd its imvortance cen only be fully real-
1zed whan "Ss2lome Haller“ is returned to its originel con-
taxt of Cable's waew Orlesns. Throughout his career of wri-
ting about the locality Cable makes consistent use of this
larges and lachoate body of mnaterial, scrsvs of oral history,

local legendry, anecdotes and reninisceaaces, a2ll of which
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can be grouped under the general heading of "folk history®.
He uses it for loecsl color atmosphere, for -motifs, and, in

Strange True Stories of Loulsiana he uses it for the stor-

ies themselveg. "Salome Maller”, for 211 its historicity
and its consummate literary form, has a close relatlionship
to this formless materizl, for it was here that the story
belonged, in scraps and fragments, before Cable verified
them, pleced themn together and put the whole story into
print. Before Cable made them iato a whole, then, the
parts of the story existed in a local, oral, near "folk"
culture, and an awareness of this context lendis a certain
cultural relevence to the moral and historical significance
of the story's content and to the sesthetic significance of
its form., And the local culture to which the story belongs

has as much, perheps more; relsvance to the study of folk-

lore than to the study of higtory or literature, for tnls
body of folk history is ths stuff of which folk literatu
is made. 1lndeed, it would be hard to vlace a rizid dis-
tinction betwessn the two cateeoriss. Hicherd wrson Joes
suggest, albelt unenthusiastically, that oral hlstory sad
and local leg2anliry might have s valld vlsce ia the idzanti-

- .. . 23 .
fieatioa sa3 shudy of felwlore, =~ Bul the Aifficultiss of

making a forasl recogaltlon of this velidity would Tt: zuor-
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mous. 1he anorphous naturs of the wmaterial defies the DIO -
cegses of collectlon, corroboration and classiflilcation with
which the folklorist works., with his exclusively rigorous
methodology the scientific folklorist cannot handle this
material, a2ad 1T he wishes to use it he must rely on the
imagilnative discretion of the literary srtigts who have
usually been the only ones concerned with 1ts collection
snd assimilation. It is not survrising, therefore, that
when a plece of folk history shows the sie¢ns of developing
into 5 work of folk literature, as 1t do=s in the case of
"Salome %gller”, it should do so in print rather than with-
in a2 strictly orsl context.

.1

Mis discussion of one story proves nothing but,

0]
N
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T

aquite indevendently from sny theory, it doeg indicate ¢

tein thines which interf=re with the folklorist's conven-

p]

tional sevearation of folkiore from litaresture, varilicularly
Amerlican folklore from dmericen locel color litsrature.
flrst, folklore exists not only a2s s finished product ready
for scholarly collection but in a vprotesn relstionship with
its sources, with the cultural environnent from which it
springs, and, indeed, with its collector. A meaningful
study of folklore should condider thesge relationshivs, aajd
iag many coas2s thig can b2 lones throuch the forael litera-
ture which takess th=2 culture of a particuler loe=llity for
its subjsct~matter, Jscond, fol¥lore nnxes itsalf felt in

various w=vs =ad in un2vynected nlaces, in fora=l liters-
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ture and even in historical narrative., <his would suggest
that the categories themselves - folklore, literature, hig-
tory = arz less than definitive. The presence of all can
be noticed in much local coloxr literature but they are of.-. .
ten fused together by the author's sssimilation snd use of
the 1egendry and oral history of a particulsar locallty.
While this process falsifies and disgulses much '"pure'
folklore, the admission of impurities does throw much in-
cldentsl licht on the localized dynanics of folk culturse
and its charscteristic expressions. In Cablefs story of
Salome ﬁﬁller, artter all, folklore is revzalesd as something
vibrant snd vigorous, bresking free of the confines of oral
trangnission aad wotlf corroboration to which it has been
consigned bty wmonst of 1ts studants.

There 1is a further gener=l point to bs made about

R

the felationship of folklore end local color writing,
folklorists =oul? detsynine the relstionship by subjecting
individual pleces to tests of authenticlty to dzclde, on sn
individual basts, which are us=2ful to the folklorist. If,
on the othsr hsand, folXlore znd locsal color are sesen as
collective vnenomena of the Anericsn cultursl exverience,
they aorear to evlst in very much the gsme arsa of cultural
concarn. They sharzs the same culiural/egcogrsvhicsl bias in
evpressiaz r=slistance to the fornsl, standardized urban-
ladustrial culture of th: bure=soalng anericsn nstlon. the

succase of 2 vni=zce of local color writine denends larsezly
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on the success with which the locality can be credibly iso-
lated from these standsrdizing forces. The local colorists
ware often sveciflcally concerned with making a record of
the picturesque folkways of thelr localities before they
dissonesred, becsuse they recognizzd in them cultural, mor-
al snd aesthetic values highsr than those of the surrounding
gilde? agge.zLF At this stage, this genersl similarity should

not be overstressed, for, although folklore and locel color

might be snimated by thls seme impulse to resistance, the

]

expressions take different foras: one, unconsclously
< 3 3

’

throuzn oral medla, and the other in the consclously formal
literature. 4&l1 the sene, there are too many similarities
in the dynsmics of the two and too much overlap in thelr
material to vlaces a rigid line through théir mutual area,

1ding fol%loristic she=n from zosts on the sole basls of
the oral-tr=nsnission critaorion.

My ¢lain that 1t 1s possible and worthwhlile to con-
sider folklorz =2nl local color in s sinllar mannar rests,
adnittedly, on a son2what thz2oretical and speculstive bhasis
dowsvar, loc=2l color is only one of the sources of the con-
fusion of Am=aricen folklore =nd fmerican literature., The

other is thsz interesting cultursal dynsvics of Anerica west

of the .ilssissiovl, geary Jdustin's west, I have intlcestsd

21 . -
vor thils sspvzct of locsl color, =ze —osviloliiy

0., 70-91.

£
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the Iimportance to conventional folklore theory of the model
of soclety that rests on a rigid dlistinction between the
concents of folk society/folk culture/ oral transmission
and "wass' society/fnass' culture/non-oral transmission.
This model, however, is only reslly useful in considsring
areas with established histories of settlenent and developu
ment. It does not anvly to the ploneer west. In the plon=
eer gettlements we have 2 casse of close conformnlity to the
criteria of folk soclety: comrunitlies isolated by geograohy
and frequently by occupational composition (mining and
sheeoherding in much of Hary Austints material) and with a
comununity-based culturs, orasl and intra»gersonal.zB At the
sane tiue they were only one very short rznove from the de-
vices that wer= to b=come charascteristlic of mass soclety .
and mass culture - rallroads, mail-orier, mass-circulation
newsnapers, oublic education - the enemnles of 21l that can
be called *folk'., wWith the juxtaposition of these two or-
ders of 1ife, rather than the gradual assimilation of one

into the other, cemne a similar Juxtasposition of the sopro-

e}

riate medla of ewpression, oarticularly a significant in~-
terplay of those involving orsl and non-orsl narticiovation.

The institutlion of nevwsnaper free-gvascs 1s zu 2xsavle of

25 C s o
285 au thinkiny of communitizs of wreovlusntly

Zritish stock, the ethmic 2nclaves of tha nrairizs =43 the
Soenlsh south-wagt are more coavactlonally scoavus- %
f

folk-conrmaalties asd, thus, ss sourcazs of folxlora,
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this. The newspapers of the ploneer communities, pernaps
becauge of the paucity of regular copy or to compeansate for
an excessive reliesnce on bollsr-plate material, would ope
its vages to anyone with a grievaace to alr or a story to
tell. Bven when free-space was de-emphasized, 1ts spirlt
was continued by the country newspaver’s notorious lack of
distinction between fact and fiction, humor and reportage.
Consequently the newspsaper filas of the west are recog-
nized as a valild, if minor, source of hardw=line folklore:
tall tales, animal and weather lore, proverbs and Jests.
Eut the flles slso pnossess g greater wealith of what I have
called 'folk history® - local legendry, folk etymology,
character sketches and versonsl reminiscences, all this be=-
ing the raw matzarlisl of folklore and the tinting of local
color-.26 Agalin, theré is no wasy of effectively sevarating
the different el nts a2nd votentisls from each other, and

no way of fixzing the exact lmvortance of oral transmission

261 know of no comonrehanslive account or study of
the folklore 2nd quasi-folklore to bs found in newspspsrs,
in spite of the feeclt that povular works like the folklore
s2ctions of the Federal ‘riters Froject state zuides,
groun“vrearing antholoeies sueh ag Franklia J. ielns's
M211 Tales of the 3Sonthwast (dew York, 1930), ezi evan tha

199)

U
rerional folklore nario”lcals rely hPPVle on fras-gpacs
2124 simil-=r =steriel,.

Jark Tweln bhegen Mls cars2r os a dbrofessionzl jour-
aslist only nfter a spell as s free~spsce contributor of
perodleg 207 humorous sketchesz to the Virginia City lerri-
tori=1 asaterorice, and thzrz 1s 2 uqeful Doty of matarisl

[ i 1S
on the coirlitions of western journslism cenbaering eround
thils. oSetter than th e gioantard ulkPT““} iza sre ILvesn bpsuson,

®
o
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in the fusing vprocess. In this ploneer culture we see print

rather than sveech as a natural, almost inevitaeble, medium
of folk literature snd folk history. The student working
in this area must find it difficult to maintain objective
integrity while insisting on the 2pplicebility of the cul~-
ture/folk culture model and on the vaiidity of the oral-
transmissicn criterion.

Living in the mininz and subsistence-ranching coun-
try on the borders of Californias, these were very nmuch the
gsort of cultursl conditions undsr which Fary Austin wrote

her early work. Her =ssrly stories, varticularly those col-

lected in Lost Eorders (1909), provide an invaluable record
of the lives and ways of its settlers and of the culture in
which they expressed thsunselves. In her introduction to
Lost borders, for instance, she has an anecdote lndicating
the fgtlity of using thc orel—-trangnission criterion as an

instrunent of anslysis gnd clarificstion. A prospector

tells her of an Indlan pot he found erbedded wit
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Yerk fwein'e estern Ysars (Staanford, 1938); Paul Fatout,

dark Twaln in Virsinia City (Jlogmla_ton, 1)64), and Lark
T9sin of tn- aatarnrise (fsrkeley, 1757), a collsctioa of
hia 13entiflabtle contrivutions =d4itz2d by ‘ienry wsash Smith

and rraierick Anlerson.

Trner2 1s = usaful account of how fnlklors azboric
found its way iate »rianbt 1o th2 rorsl newsvanars of anothar
ection of the country in Thowras 3, Clark, &

oy e Tas o e Z -
Country Iilitor (Glouc=zzter, sss., 1964), oo, Ol
nore =2vi i2es tne® orink=7 ~eottar, Darbloqurl? LERTROTLAY
1atzrial, csanot U= v out ;5

=7
ganulaz folxklors,

-
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oure gold:

"You ought to find a story about that som newhere.

I was sore then about not getting nyself believed in

some d emnentary matters, such as thabt horne? Tosds are
not noisonous =2nd that InﬂlPﬁS reslly hseve the Lowels
of comvassion. 3Said I: *1 =will 4o better than that,

I =11l make a story.” (LB, 6-7).
sult=s consclougly, she concocts a story of romsnce and ad-

nines that

[\"l
{ I)

veature, and publishes it in "one of those magszli
comonly circulate in miners' bosrding houses®, only to

laarn from a readar "the thing was well known in his coun-
try®, =nd to nave vrospectors coning down from paseas "at
great walns to teil me where my version differed from the

* v . ~
.ihile Ca

5

accevted onse in the nills* (L2, 7). ble s2ts outb

to write the trus story of Sa2loae faller, which turned out
to hevs gtrong fol¥ undertones, &Hary austia 32t out to fab-
ricatz 2 story which turned out to be true, or tru= snough
to anvesr =3 =2 record of ccmnon lore. This might be ano-
ther case of nsture lnitsting srt in =odvance or of art iwmi-
tating nebturza without the zligntaet iuntentloa of doling so.
3ither wiey 1t nolunts towards a wezakaning of categories and
critaria, with formsl 1it§rature becoming, 1in <snit=s of it-
self, transcrivtive ss well =28 cvreativs., Hary JjAustin's
gtory would b2 lernor=? by folklorists 3s & conscious 1lit-
to stu-

eats of litarstur= becsusa of 1its »nuraly local intirest

N

and itz croven crowiality to the aou-art foraz of wossivn and

L

canfire verauine., It 2vlsts aelithar =9 surs Tolilors or os

wors litesture, vut as a product of the particular co.u-—

ey
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ditions of ploneer culturs,’

Wwith theilr creative asssimilsation of the forms and
material of folk litersture and folk history, then, locsal
color and the ploneer culture deal with much that is inter-
esting to, but ignored by, mosgst folklorists. wevertheless,
there have ba=n a few abtempts to liberallize the concent
of folklore so as to resumove the discepancy between the dif-
fuseness and instabllity of the msterisl and the rigid ex-
clusiveness of conventiornal folklore theory. The best
known and historically the most important of these attampts
1s the work of a grouv active in the esarly thirties and
loogely connected with the namss of Carl Sanburg, J. Frank
Iobie, and varticularly with the folklorist o. A. Dotkin
and hls annual Folk-3ay, which he published from noruan,
Qklahoma between 1929 and 1932, dary Austin wes aggoci-

ated with this sroun, and 1lx=3ay published not only her

poens and storles, but slso sevaral essays sbout the folk
2nd fol¥lore.

The Folk-3Say srouv, it is falr to say at the out-

set, wes reclly a vroselitizing group rather than one con-

cernad with a Adstsch=4 an2lyslis of the croblans of folklore

my

me reforwmlaticns 1t collzctive

D

thzory. 1

=

nogstulated wers

S

the results of a consciovs effort to make folklore, in its
widest zens2, avallable anl relavant to the zcadruic worl i
and the gapzrel osublic, =nd thare are meny ressons iy wa

1 q-

sfoul d take thalr recowazniatiocons with a nlach of szlt.
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The loose formulation of the group made it somnething of s
catcech-all for romantic Marxists, conservstive antlquarisasns
and lady poets from West Texas. But it 4id include soms
genuine and serious folklorists, and out of the mixture come
tww ldeas that are relevant to a discussion of folklore-
literature in America. They are the rcaffirmastion of the
cultural strength of distinctive reglons and localitles,
and the 1ldea that folk history and similar floasting mater-
ial is organically connected with pure folklore, and that
gseparation of the two is artificial.

At 1ts most coherent folk-3ay's reglonalism evolved
an impressionistic theory of the regions of America (par-

ticularly its 2cme recion of thes "gew” Southwest) as the

63}

repositorie of the cultural health of the nation:

The folk of the Southwest are those people who have some
of the soll of fthe region still clinging to thelr feet,
who have not become so standardized that they are as un-
localized &s the veople of Alexsndria, Indiana, or
Winesburg, Ohio . . « « A plant that dozs not Dut “own
roots must feed on the 2ir., Such a plant is called an
epiphyte. Zpiphytes lack fiber, sap, juioe.27

s

This 1g 2an explicit statement of the reglonal bias that pro-
vidzd an imnetus for the local color movenznt. In the sane

way, the folk-3ay regilonalism is a gesture of resistence to

the standardizineg forces of masgs-soclzsty and mass-culture.

Literature, folklore collection and feolklore 1ts=lf Dzcoms

Q

273. crank Iobie, "Provincislism”, Ffolk-3ay (1330),
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equally valild exoressions of this resistsasnce, =and éf the
stubborn strength of the regionally distinct, the culturslly
autonomous. The gloriously indiscriminate attitude toward
folklore shown by the contents of Folk-3ay is a direct re-
sult of this regilonallism. Short stories, poems and cracker-
barrelrphilosophy are include together)with much folk his-
tory material. 'The region and the expression of the region
become the sole criteriq: of all litsrature, whether con-
ventionslly ‘fol%" or conventionslly formal. The criteria
of oral trensmission, corroboration and compliance to the
idea of folk culture are Jispensed with absolutely.
Cbviously the inclusion of fglgzégies heterogene-
oug matarial =within the bounig of folklore necessitates a
theoretical broadenine of these bounds. Zotkin, the

group’s theorist, gives this with his explanation of the

9]

veriodicnl 'g ticle, T'ifclksay? is Ys word which 1 coinz=d in

1

1228 to “desigasata unwritten history and literature in car-

ticulsr s2ad orel, linsuistic aad flosting materisl in gen-
w 28 . . . .
2reol ®, is is =2 verv oven-=nded conceot, ~nd in vaerious

EA

pleces —otkin hag a2llowsd 1t to cover natarial from the

1

dla ("new fol't crestioans cuch =g Fickey iiouse zn

{
[N

23 . .. - - .
Lo%kia auet=2d i -ruce Jackgon, ed., folkloxr= in
- PO ce . - N7 P
Jocizty (isthore, Fr., 1355} o. ix.

mee
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Donald Iuok“),29literature Jabout the folkmo0 and literaxry
plec2s in which the individual artist can *lose his~seifm
consciousness in order to merge his individuelity with that
of the group“.31 While Botkin insists that the concept of
folksay 1s an extenslon of, not a substitute for, folklore,
he clearly regards the two as orgsnicelly connescted and only
slightly differant aspects of the same phenomenon, His

well-known Tressury of American Folklore, for instance, con-

taing vary 1little that 1is folklore in the strict sense. It
includes old~time reminiscences, litersry ghost stories

with an emphasized recional or ethnic setting, collections
of Enock Knock and Little %oron Jjokeg, boiler-nlate aceounts
of Taul Eunyan and Eoy Bean, and the presremn of bouffalo
Bill's Wild Jest 3Show. Ibrson's tirade agalast the "aas-
sive treazsuries cramming together anecdotal slabs of local
color, Jjocularity, seantiaent and nostalgle . in ths neae of
folklore"32 geems Justified, for, in spite of his protest-

ations, Dotkin seems to have felt himself justified in in-

29,

B, A, Botkin, ed., A Treasury of Avericsn Folk-
lore (dew York, 1944), p. xxili.

Tobid.

M Egli-3ay (1930), p. 18.

32

orson, American Folklore, p. 3.
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cluding a1l this within the province of "folklore'l.
Botkin has since recanted a good desl of the liber-
al theorizing that surrounded the publicstion of Folk*3ay

and the Treagury of Aunerican Folklore., Historicslly,

though, 1t is stilll important, and particularly in relation
to Mary Austin. Mary Austin sppears to have entered whole-
heartedly into the movement, and her essay "*American Folk"
is an elegant summary of the movement's ideas and their
mplications for literature. She emphasizes the ironic
tension between .the 1dea of the "folk” and the American
ideals of equality and mobility, and, rather unoriginally,
cites the culturs of the Afmerican nezro and American lhdisn
as examples of the stubbborn strength and artistic value of
folk traditions. ©he does not, however, limit the sounrce
of folklore to such recogniz=ad 2nd c]earlyﬂde in=2d grouvns.
Instead she stresses a folkness common or accessible to all.
ier centra2l thesls 18 this:
To be shsped in 71ind and socisl reaction, and to some
extent in character, and so finelly in exoression, by
one glven environment, that is to be Folk., It does
not mean that one actually refuses the wultinle 1n-
fluences that flow from the worlid as a whole, taken as
environment, but 1t does mean thst after long exoosure
to vrofounad saturation with a lirlte? environaent, Har-
ticulaxr groups do become indurated to other iufluences

so that thelr respons:z is slow and uawilling.J3

This "orofound saturstion with a 1ivitsd eaviro.-

JJiary Mustin, "Americsn folk?, n. 287,
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ment"tis the keynote of HMary Austin's theory of folklore,
and it 1is behind the idess in "Folk Literature” and "The
Folk Story in America®. As a tool of analysis the concept
is of little value, and Mary Austin's attempts to press it

into service to explain the grestness of Hashliagton Sguare

and The House of the Seven Gables, or the intznded great-

ness of her own novel of wew rlexico, Starry Adveature, are

not impressive.34 But as a commentary on her sarly work
it is inveluable. “Folk" she describes as a "quality of
experlience’', and thls quality can be achieved by any ar-
tist, whether working in oral or non-orszl medlsa, who 1is
prepared to experiencs M"oprofound saturation with a limited

-

environnent, ‘Tere 1s a clear and cloge connsction here

with Sotkin's id=2sl of the conscious foik artist who must :

be prepsred to fmerge hig individuality with that of the

h

Mary Austin's thesoriziag is sn unalstekeshle pro-
Auct of her .connectlon with ths FolXk-3ay group. Ler owa
work bafore she bzcame i1dentifisd 7ith the groun could have
nrovided a testing groundi for thelr theoriss and even per-
hans an Imnztus for than, The articulation of thege theor-

~ A
1

128 nrovi‘iaes 2 besis Tor coasliz=riny lary lustin's work as

19

folk litersture, Jal the foci véiains that for wost
3[‘!’.‘.- a . ) “ s s Al e L. L R O |
wary Justin, "3eglonsilisn la S ETLC AL fiCULOIL
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serious folklorists the iﬁportanoe of the Folk-3Say group
is only as one of the eccentricities with which their disci-
pline sbounds. I gather that Zotkin is still regarded as
something of a maverick and his liberal theories are not
given too much attention. Support for the Folk~3ay line of
approach, however, comes from an unexpcceted source, from
facBdward Leach, a fleld collector and theorist respected
by the most rigorous and sclentific of folklorists.

Leach's theoriesB5 arrive at almost the same conclusions

as Folk~Sev's, admitting the possibilities of consclous in-
dividusl creation of folklore and stressing 'saturation’
both in the crezation snd the collection vrocess, although
they have tr ve]l@d different routes, with Leach -forking
outward from the intarnal dynsamics of folklore rather than

from folkXlora'®s literary votantial.

First, Lezach dismlsses the idea of anonymous or
collective transmission of folklore, polnting out what in

an isolated community it 1s ususlly one psrson, acd one
nerson alone, who acis =s the repository of the community's
lore and the agent of transmission snd modification.

Though Leach doss still insist on the orsl-transmission

criverion for TfolXlors, his recognition of the possibiiity

o

Silac MwarA Leach, "Problems of Collecting Cral
Litersture?, 1n Jenneth and ay Clarie, eds., A dlklors
3eader (iew York, 1265), »~. 48-61,

™
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of conscloug individusl participation in the transmission
process places folk literature in a much closer relation=-
ship to formal literature than is usually admitted.
second, Leach is a functionsl folklorist. He 1is

concerned not only with individual pleces of lore but also
with the role these vlay in thelr cultural context and
thelir relationship to the "folk matrix"™ from which they
originate. It is impossibl=e to classify or even meaning-
fully to collect without a de=p and sympathetic under-
standing of the énvironment to which the collectanea
belong:

The collector must not be content with merely collect-

ing the =gqgng or the story; he must collect the matrix

as well, 30
As an example he coutrasts two experiences of a genuine
folk-song, the Jamalcan "Ranana Zoat Song®: hearing it
sung in Carnegie Hall a2nd heering it 1n its originel con-
text, sung by the Jdawn gang loading the boats on the King-
cston dockside. Cut ewsy from its setting and abstractad
te the concert hall, the song loses not only its strangth
and vitelity but a2lso 1ts meaning, valus =nd relevance.
he same avplies to folk litzrature as to folk wmisic, and
Liegach imolies that conventionsl =wmsthodz of folklore col-

lection ars Just as destructive as -ovularizstion, raduc-
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ing folklore to arbitrary and generslized series of classes
and categories. To restore the aesthetic and cultural val-
ue of a viece of folklore 1t must be restored to its unique
context, and collectzsd and studled in relstion to that con-
text.

This comes very near to the heart of the folklore-
literature sguabble. Bicherd Dbrson dismlsses as serious
collectlon ths attempts of one writer tec assimllate pleces
of local lore into nhis work:

Jome were recognizeable folktales . . . but Green made
no distinction betwieen the "travelling! fiction znd the
getual or embroldersed incldsnts he listened to his

townsmeg witnh the ears of the srtist, not of the clas-
sifier.37
] -

Leach's point (zlthough, adnittedly, this is not =2xvlicit)

hing of an artist; clag-

<t

1s that thes collactor must bs some

-

gificetion 1s just w0t =2nough., The collsactor must subaerg

e

]

hi=gelf in the

AY]

ife znd evpression of the covaunity h=2 is

D

studying., e must list=sn no% only to recogpizeanvle folk-
taleg” but to 9oesip, to cassual coaversation, to zccouats
of work and of ordinary or vacullar incidsnts, 2nd he aust

than reduce these lnchoate lmnressions to a form and ordser,

uginz th2 laasg

1.0

s5tivse discr=2tion of Tths =srtist rethzr biiaa

5

[

n

N

e risorous sclzantific meinnd of the couvantionsl fieid

colliecbor, L omngt estursts hilasell with 2 1isite? envi-

Il qnepnnn, n.
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ronment, and from this séturation will come a meaningful
record of folklore and its cultural relations. There has
been a certaliln anount of lip~ssrvice vald to the concspt
of a folklore thaet is both functionsl and sesthetic, but
few attempts to establish Leach's method as gtaendard {ield
collsction vractise. For anything like this sympathetic
approach to folklore in its own envirvonment we must go not
to folklorse shcolarship but to litersture; and almost to
where we started, to the mors consclentious gatheres of
local color; Cable, say, or iary Lustin. Furthernore, the
ways in which local color is driven to assoclate itselfl with
legendry and oral history maks 1t a2lmost a svecies of folke-
lore in itself, oonéistently inseparable from the environ-
ment which vroduces 1t. Warner berthofl wrlites:
At 1tz most compellinzg American local color realism
points towards an imsginative soclolozy that is st once
obiective and visionary. The images it yields up coa-

nose the frag-ents of a book of ths neople, an essential
histery of their lives' comnon COﬂdlulOﬂlﬂD.B

aax

At its best (it must be repeated) local color writing comes
close to Lesch's ideal of field collection.
artist, the collector of folklore, toth have 2s their sub-

ject this 'common coniltioniag? of the lives end =x¥prezssions
nf o liite? eaviroameat. 4ad thelr methads of achicving 1t

arse not without affinitv,

Q
BOberthoff, . 100,
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The configuration of iLdeas about the relstionship
of folklore to American literature provides the necessary
background to sny study of ¥Mary Austin. he close rela-
tionship evident in the locsl color movement and in the dy-
namics of ploneer culture indicates the historical and
literary contcxt in which Mary Austin uses folklore. The
thzories of daciBdward Leach offer the vossibility that she
is not only using folklorse but defining a2nd evaluating as
she does so, and those of the Folk-3ay group suggest that
she 1is actuslly creating materisl that would pass as folk-
lore by their own definitions. All these intertwining
connections and relationships indicate the various ways by
which the creative ilmaginatlion can travel between pure
folklore and pure literature. The ambiguous character of
non-oral transmission, the relevance of *‘folk history' and
the stress on locality and limited envirorment mark some
of these routss, and the area they cover is alsoc the area
covered by ¥Mary Austin's work to be discussed in the

following chapters.



CHAPTER II

BEARLY NON-FICTION: NATURISM AND LOCAL COLOR

Hary Austin was twenty when, in:1l888, she moved
with her family from Illinois to a homestead in Kern Coun-
ty, California. Drawn west by the hppe of good, cheap
land, the family soon exoverlenced most of the hardships and
privations of life on one of the last American frontliers.
In 1891 Mary Austin married, and for ten years lived in
various towns in the Owens Valley (the Inyo of her books)e
while her nusband falled in successglive agriculutural, mining
and commercial enterprises. Mary Austin's Californla was a
high dry country, cut off by desert and mountain from the
main routes and centres of progress, and settled, sparsely
but stubbornly, by peonle of varicus occupations and raclal
stocks: wandering banids of Flaute and Sh%hone Indians; .i3x-
ican farmers, Anglo-Saxon and Celtic miners and vrospectors;
French and Basque sheevherders, and consumptives from the
Zast taking advantage of the Fdry mountain air. Scenes of
graat natural beauty wers countsrvointed by the human volg-
nancy of lonely graves, dilapidated farms and derelict min-
ing camons. This country is recellad in the third pverson of
Mary Austin's sutdoblography:
y s firet there, 1life stcod at the breathlag
atw=zen the old wayvs snd the naw. In Jeath Valley
racks lay undlgturbz® la the sand whers unhapdy

.39

Hdhea tieory
vause bs
wheal t
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Jayhawkars had passed in '49, and marks of tent-pegs
where Booth had »nlayed "Julius Caesar' in the great
days of the Comstock, faintly traced on the ground.
There were veople who remembered these things. Others
recalled when the Plautes in thelr last stand were
driven into the bitter waters of the lake, and dying,
sunk there(EH, 234).

This is the land Mary Austin set out to capbure in her flirst

two books. The Land of Little Rain (1903) is a collection

of deliquescent and highly personal sketches &af the Owens
Valley and Death Valley region. The Flock (1906), though
similar in form, 1s a more resgilient and more clearly uni-
fied book, centreé on the California sheep trade at the
turn of the century.

The two books are Mary Austin's first attempt tor use
folklore creatively., The attempt is not casual and not
merely atmospheric. Insteasd it seems almost demanded by
the character of her material and the intentlion of the
books, indicating a method whereby she can establisi the
basic patterns of the human and natural 1life of the country.

In Mary Austin's own accounts of her developing sxperience

)
4

o}

the country we come acress fragmeats of a Sistinct
rationale for her us=z of folkloré. I wish to sketech the re-
construct=d outlines of this rstionale in this chapter.

At first all asvects of the country ware equally and
completely stranse to her.
Her trouble was that the country failed to eyplaln it-
self., If it had s hilstory, n~body could recount 1it,

Its ecreatures had no knecwn life eveent such as she could
dlcover by unremitting vigilance of observation; 1its



bi
plants had no names that her Midwestern botany could
supply (ZH, 194-195).
In her first attempts to come to grips with this strange
land Mary Austin used this "unremitting vigilance of ob=- .
servation” in the interests of natural history. She had
already received her Eachelor of Schkence degree in botany
from Blackburn College, Illinols, and there is much of the

half-trained botanist in The Land of Little Rain. She did,

in fact, add to the information about Death Valley flora
gathered by the Colville Expedition of 1893, and she re-
ports her collection and classgification of over three hun-
Ared hitherto unrecorded species of mountain herb in Kear-
sage Canyon (LLR, 79). In thls way, by the sheer accu-

mulation of factual data, Mary Austin managed to overcome

some of the land's inscrutability. 2ut The Land of Little
Rain and The Flock ars imeginative rather than sclentifiec
recorés, and to Mary Austin, the creative writer, the land
did not present the utter incomprehensibility that it
showed to Mary Austin the scientist. As a scientist she
had only h=2r =zctusl materizl of study: as a cresative writer
she also had at her disposal sny relevsnt imaginative and
literary conventions. The assumptions of this chepter ars

2t baslic variance with Carl ¥an Ibhren's id4za that <ary

Austin annroached the Jdesert country and the Indians with

a kind of intellectusl tabula rasa and that [l first

philo=sphers she knew were sllent men innocent of sophist-
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ication; the first poets she knew were Indians whose songs
had in them none of the divided art of white America".l
There i1s overwhelming evidence, internal and external, that,
even befors she went to California, Mary Austin was fully
aware of the conventions of popular philosophy and liter-
ature of "white America®. There are two sets of conventions
of particular importance here, those of logal color and
those of "naturism", DBoth repressented flourishing, if mi-
nor, traditions of popular literaturs at the time of Mary
Austin's first nublications; both had strongly marked
assoclatiors with California, and both presented distinct
literary formulae for dealing with Mary Austin's type of

material, Somc basic princliples .of local color have been 3

briefly discussed in the preavious chaptar and will be re-
turned to In this, but the lssser-known concept of '"ns-
turism® is so important in establishing the immediats con-
text of Mary Austin's early work that it demands immedlate
att=ntion.

Henry Chester Tracy's encomiwm, Anerican naturists,

: s . . a2
provides a useful survey of the naturlist "novament?®~. The

book contains anpreclations of Trorszau, John Huir, John
fhalite $ $

1an Doren, Yany Minds (sewr York, 1326), o. 6.

2 o -

“There is a shorter, mors selective ani detachedly
level-headed sccount in ians .luth, .aturs and the Anerican
(Berkeley, 1957), po. 87-104 and po. L129-147,
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Burroughs, Ernest Thompson Seton and many less familiar
Figures including Mary Austin. Though he attempts to glve
naturism a more coherent framework, Tracy reveals that the
term is as loosely defined as its subject-matter , covering
a range of orientation from Emersonian transcendentalism

to conservation provaganda, and, following this diffuseness
of intention, naturist literature tskes many varied forms,
including sentimental animnal stories and popular science,
spiritual manlifesto and essays in the tradition of belles-
lettres., #evertheless, Tracy's conspectus does ilsolate

two factors that he feels bind together diffsrent works of
naturism and make them somsthing more than mere 'natural-
ism'., In the first place a distinction is made between

the naturists of the late nineteenth century and an earlier,

T o ey

Imperfect group? for #Alexander Wilson, the Bertrams and
Audubon "dature was either more or less a conventlon or
remained unverbalized”? Secondly, true naturism 1s sub-
jective as well as literary. It:.is an "originsl mode of

1!1‘"

perception and stresses not the hard facts of the scien-
tist but the individual commentator's rsre and private
vpercention of the facts of the natural world. All the

naturists were concerned with establishing the prover

3

Tracy, Amzrican wsaturists {w=w York, 1930), p. 73.

“Traoy, p- 2o
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sheép". The conservation movement, in which Mulr took a
large part, struck for the preservation of land completely
untainted by humanity. Nature was to be preserved as a
spiritual, aesthefic and sclentific resource untoushed by
human hand. Thls, the experience of California naturism
made clear, was nature at its most valuable, and it cry-
stallizes a coherent system of attitudes toward+ nature in
California which Mary #ustin, after some acquaintance, was
to reject.

Both the general intellectual framework of nabur-
1ém and the varticular form 1t took in Californis are ex-
pressedritost elegantly and concissly not by Mulr but by
Clarence King, a prdfessional geologlst and man of letters,

in his Mountaineering in the 3ierra Nevadas: (1872)., This

was an early_popular acccunt of the Cadlifornia mountalns
and one which iMary Austn, with her early interest in geo-
logy (EH, 104-105) and her interest in the natural history
of California, almost c=2rtainly knew. While King always
regards Nature asg a viable and caplitalized entity, he is
torn between regarding 1ts study as a onrecise scientiic
endeavour and as pvart of the Enersonlan pattern of using
tine Adevices of assthetic sensibility for sniritual =nds.

The followlng extracts present some relevant varlants on

6John Muir, Steso Trails. (wvew York, 1918), o. 18.

pee
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the debate:

I was delighted to ride thus alone, and expose myself,
as one uncovers a sensitized photogiraphic plate, to be
influenced; for this 1s a respite from scientific work,
when through months vou held yourself accountable for
seeing everything, for analyzing, for instituting per-
petual comparisons, and as it were sharing in the ad-
ministration of the physical world. dNo tongue can tell
the relief to simply withdraw sclentific observation,
and let Neture imvbress you in the dear old way with all
her mystery and glory, with those wvague 1ndescrlbab%e
enotions which tremble between wondser and sympathy.

The paleontologist of our survey, my senior in rank and
experience, had just sald of me, rather in sorrow than
in unkindness, yet with unwontad zeverity, "I believe
that fellow had rather =it on a peak all day, and stare
at those snows, then find a fossil in the metamorphic
Sierra®, and, in spite of me, all that weary ride his
Judgement rang in my ear.

Can 1t be? I asked myself; has a student of geo-
logy so far forgotten his devotion to science? Am I
really fallen to the level of a mere nature-lover? La-
ter when evening approzched and our wheels began to
rumble over upturned edges of Sierra slate, every Jjolt
seemed almed at me, every thin sharp outcrop appeared
risen up to preach a sermon on my friendis text.

I re-~dedicated myself to geology, and was fram-
ing a resolution to delve for that greatly important
but missing 1link of evidence, the fossil which should
clear up an unsolved rididle of uphsaval age, when over
to eastward a fz2rvid crimson light smote the vapor-bank
and cleared a bright vathway through Tto tanes peaks, and
on to a pale sea-green sky. Through this gateway of
rolling 2o0ld and red cloud the summits seesmed infinite-
ly high and far, thelr stone and snow huag in the sky
with lucent Adellicacy of hue, brilllant as gems yat soft

as slr,- a mosslc of ameyhyst and opal traasfigured -.." "

with passéonate light, as gloriously above words as be-
yond art,

7

£ing, tiountaineering in the Sierra wavadas (wnew

YOI’I{, 1935’)3 Do 142,

Sﬁing, p. 193,

e

e



On another occasion King ruminates on the great bulk of
Mount Whitney:

For s moment T was back in the Aryan myth days, when
they saw afar that snowy peak, and celled it Dhavsla-
garl (white elephant), and invested it with mythic
powers.

These pecuvlliar moments, rarzs enough in the 11if
of a scientiflc man, when one trembles on the edge of
myth-making, are of interest, as unfoldiding the origin
and manner of savage beliefs, and ag awakening the un-
varishing germ of primitlive manhood which 1s buried
within us all under so much c@ilture and science,

This leads him to lament the tone of the majority of books
about mounteins "which once lifted above the fatiguing re-
petition of gymnastics, is almost inverisbly scientific®
and to wish for more awareness of the mythic qualities of
mountainsg and of Nature, HDis reverie is interrupted by an
0l4d Indian who tells him the mountalan is an old man who
watches over the valley to protect the Indians while pun-
ishing the whites.
I looked at his whitensd halr and kesn,black eye. I
watched the spare, bronze face, upon which wzs written
the burden of a hundrsd dark and gloomy superstitloas;
and as he trudgad awav across the sands, I could but
feel the libsrating »nowsr of modera culture which un-
fetterg us from ths mors than lron bonds of self-made

myths,

In these passages and throughout Fouatalneering in

~53

e

the 3Sierra nsvadas #ing specifically sets up and deals with

various int=2llectual dlchoteomnies: sclence and aesthetilc

appreciation; culture snd myth; art a2nd sature; wature aad

9Ring, e 305-300.
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man; sclentific observabion and Nature's "mystery and glo-
ry". While King, as author, 1& concerned with the tensions
thus established within hls own experience, he 1ls not inter-
2gted in using his experience of nature to resolwe his -
dichotomies. He regards "culture® (pressumably rational and
sclentific culture, Spengler's "clvilization") and myth,
for instancs, as absolute and mutually Jdefined concepts.
The mountain can be elther the mythic guardiasn of the valley
or a magnificent spectacle of glacliated granites it cennct
be both, and science shows which one it ls. Nature, for
King, is not a catalyst but a formal eatity, complete in it-
gelf, and which demands a correspondingly formal absolution
in its interpretation.

This forral, almost abstract conception of nature
is a characteristic of California naturism. In The Moun-

tains of California (18%1), John Muilr demonstrates its aes-

thetic implications:

Pursuing my lon=ly way down the valley, I turned agaln
and again to gaze on the glorious plcture, throwing up
my arms to snclose it as in a frame. After long ages
of growth in the darkness beneath the glacier, through
sunshine and storms, 1t s=emed now to be ready and walt-
ing for the elected artist, likse ysllow wheat for the
reaper; and I could not help wishing that I might carry
colors Bnd brushes with me on ny travels and learn to
vaint.-

1Oﬁuir, “he Mountains of California (waw York,

1911), o. 50.

e

el
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The aesthetlic of King and Malr demands that man stand be-
fore Nature as before a painting, natural wonders "harmo-

11To

niouvsly correlated and fashioned like works of art".
all intents nNature is finlshed, complete, and man experi-
ences a moment of absolute truth before it. An lsolated
t{"lonely") individual 1s confronted by Nature with no in-
tervening qualifications or distractions. His tools, the
painter's brushes, the writer's pen, the geologist's field
instruments or the transcendentalistfs techniques of con-
temvlation, can only hope to establish a temporary and
quasi-mystical relationshlip between the source and its in-
divlidual recipient. But thls precarious relationship, like
Ngture itself, 1s fdrmally and exclusgively complete: 1t
forbids all distractions; it excludes all other relation=
ships. In particular , it excludes other people. When-
ever Xing and Muir gdescribe the inhabitants of the Sierras,
whether Indian or white, their comments are invariably dis-
paraging and unsympathetic. The obvious example 1s King's
famous sketch "The Newbtys of Pike"l,2 but there asre many
others. Men are always nasty, brutish and short when the
scale 1s provided by tiount Whitney, Mount Kern and the high

pesks of the Yosemite, Man is the greatest contaminator of

11John Muir, The Mountalans of Californa, p. 69.

12,
King, pp.117.728

L
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Nature's purity and should be dlsmissed by naturists.

Mary Austin's The Land of Little Rain must cer-

tainly have owed its original publication to the vogue for
the subjective literary naturallsm typlfied by the work of
King and Muir, and the book's reoputation is built on its
naturist relation. In 1950, for instance, Houghton Mifflin
reissued 1t in s uniform edition with John Mulr's Yosemite

and the Sierra Nevada., Criticism of The Land of Little

Haln 1s also limited to this aspeoﬁ, Dudley Wynn rele-
gates his comments to an appendix on "Nature Writing"%uand
T,M, Pearce seeg the book asgs the first manifestation of

Mary Austin's characteristic "keleological naturism”%5ﬂary

Austin herself tended to encourage this approach. In Earth

T

Horizon she makes many references to her *Yearly career as =
a naturist”" and her symvathy for the aims of the movement
1s evident., She Adefenis John Hulr, for instance, agalnst
accusations of "poeticlzing™ by revorting on his own reac-

tlons to naturs as well as on "the appearance, the:  hsbits,

13There is a suzgestive analogy h=re betw=en the
Nature-in-literature argument and the conventional argu-
ment about folklore-in-literature: man stands in the same
contaminatine relationshiv to nNature as priant to folklore.

.
Iaiudley Wynn, A Critical Study of the Jritings
of Mary Hunter Austin  -.noublished Ph.D. thesis (uew York
Univzrsity, 1941), po. 316~349,

M. Pearce, Jiary [Tunter fustin (Kew York, 1965),
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the incidents of the wild" (EH, 188). There is, in fact,

much that The Land of Little Rain has in common with

Californian naturism:

The first effect of cloud studyp 1ls a sense of presence
and intention in storm processes. It is the vislble
manifestation of the Spirit wmoving itself in the void.
It gathers itgelf togethsr under the heavens; ralns,
snows, yearns mightily in the wind, smiles; and the
Weather Buresu, situated advantageously for that very
business, taps the record on his lastruments and going
out on the street deinkes his God, not having gathered t
the sense of what he has sesen, Hardliy anybody takes
account of the fact that John Muir, who knows more of
mountain storms than any other, is a devout man (LLR,

90).
Here is the typical largeness of scope of the California
naturists, thelr familiar debate about sclentiflic and spir-
itual discovery, and even a direct reférence to the leading
naturist of the time. There are many passages like this

one in The Land of Little Bailn.

But, although The Land of Little Rain does owe much

to ths conventions of naturism, Mary Austin implicitly re=-
Jects certain important naturist demands: the demand for
farmmal apprecliation of nature and the demand for the mater-
1al of "Wild wnature®, that is, Nature completely separate
from the world of man., There are quite concrete reasons
why Mary Austin should reject this anti-human aspect of
naturism. Althouzh tlary Austin's Californlia and the Calif-
ornia of dMuir eand King are gsogrsphically close they are
not coterminous, and this “differencs in eeogranhy is the

sign of a larger AdAiff=rence in the Iiterary potential of
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the two countries., Although the Land of Little Bain might
have been *wiild" enough for Hought@n Mifflin's readers it
could not vrovide the material expected of naturism. Mary
Austin's country is lower, more varled and less lmmedlate-
ly spectacular than the High Slerras; not primarily a land
to admire, it is one on which people try to work and live,
Certainly this land is not conducive to the naturist ap-
preclation of pure nvNature, even 1f such a thing exists
within its borders. <To ignore the humsn element wouvld be
to falsify the character of the land. In Mary Austin's
California = and this is one of her recurrent themes - the
'natural and the human are interdevnendent aad often insep-
arable,

If the compulsion of Mary Austin's work to take
people as well as nature into account separates 1t from
California naturism, more orthodox forms of local color
would seem to offer compensatory conventions and analogous
material., Local color, after all, is very basically con-
cerned with the people, "the folk", in their presuned day-
to~day activity. HMary Austin wust have been aware of the
cultural vartiality of local color, which offered the same
kind of protest as Mulr's naturism against felse, aArerican,
materialistic séclety. She certainly knew of local color
as a source of materials and conveuntlons specific to Calif-

ornia. BEBefore going West "she knew nothing except what she



had read in Bret Harte and Helen Hunt' Jackson [author of
Ramonsal", even though "that was all of time past® (Zd, 177).
We should not be surprissd that her early work shows a
strong local color influence,

While a conslideration of The Land of Little Haln

must begin with the assumptions and coxnventions of nabures
ism, the book itself ends, quite literslly, within the con-
ventions and ideology of local c¢olor. The last sketch in
the book, "The Little Town of the Grape Vines", is about
a Mexican community in Owens Valley. 1t begins:
There are still some Dlaces in the West where the
gquails cry "culdadd'; where all the speech 1s soft, 2all
the manners gentle: where all the dishes have chils in
them, znd they make more of the Slxteenth of September

than they do of the Fourth of July (LLR,97).

In The Flock Mary Austin acknowledges use of the same pre-

B i S R LR E R

servatlive palette she ascribes to Bret Harte,

When ¥ir. Harte found himself with a fresh palette and
his varticular local color fading from the West, he

did what he considered the only safe thing, and carried
his young impression avay to be worked out untroubled
by any newer fact (LLR, 39).

Thnis year at Bution wWillow they sheared the flocks by
machinery, which is to say thet ths nost likeable fea-
tures of thes old Csalifornia sheev ranches are devarting.
That is why I am at the palins of setting down here a
little of what weaat on at the Ranchos Tejon before the
clana of machinery overlays its lelsurely plcture’ sque-
ness (Fl1, 216).

Theses nzssal

e

rags suegsst that Hdary dustin understanis the lo-
cal color conventlons, realliz=s thelir votznti=1l to svpress

h2r own feslings about har wmaterial and also reslizes thea
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dangers of over-rellance on them,

Bret Harte 1s the local colorist most relevant to
her own material and locale, and her comments on Harte mark
the way, once again, in which she moves from literary con-
ventions to forms more sultasd to her own exverience and
purposes. Her criticisn of Harte 1s not the usual and ex-

pected cne, that his world is "a world insufficiently roo-

16

ted in fact to have realistic validity”y~ Indsed Mary
Austin's own experience in the mining camps of California
and Nevada gives é certain amount of reallistic welght to
darte's creations:

Dodge was sn old timer whose svery word was interlarded
with the gqualnt=st blasphemles; bebwesen priceless id~
loms of thes ¢amp. By this time ilary had come to real-
ize that blasphemies were a sort of poeticizing (ZH,

235).

Bill wWithrow, a Eret Harte type, broad-hatted, frock-
coated, and the only man, besides Mary's husband, who
habitually wore a boiled shirt (EH, 237).

+s 1., Fanshawe, the gentlemanly faro desler of those
parts, built for the role of Oakhurst, going white-
shirted and frock=coated in a comnunity of overslls...
By his own account and the evidencs of Mis manners he
had been bred for a clerzyman, a2nd he c2rcvalnly has
gifts for the part...For an account of his killiags,
for his way with wom=n% and the way of womnen for him, I
r=fer you to Brown of Calaveras and othzars of that
strive (LLR, 42-437).

16Wallaoe Stegnsr, "Foreword”, The OQutcasts of Po-
ker Flat and Other Tales, by Bret Harte {(w>w York, 1961),
D, XV.
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This commendation of Harte as a realist, however, extends
only to his characters; Mary Austin can use them to define
and evaluate (and perhaps even to shape) the characters of
her own books and her own experience. She takes issue with
Harte over matters of form, feeling that the highly colored
melodrama of his treatment v{? event and experience is an
essential falsification of the life of the mining camps.
The discrepancy between Hatre's vivid unsubtle sense of the
dramatic and the actuality of Mary Austin's mining camps
provides the motif for her sketch of "Jimville, a Bret Harte
Town". Jimville is an "old toxrtoise" of a Gold Bush survi-
val way out in The Nevada desert, with "an atmosphere fa-
vorable to the type of a half-century back® (LLB, 39), the
sort of camp to whosge fading color Harte applied his fresh
palette:
At Jimville they see behaviour as history and Jjudge 1t
by the factsg, untroubled by inventlon and dramatic
sense (LLR, 43).
Lt is thls absence of drama, this non-conformity to fic~
tional prototypes, that provides ons of Mary Austin's most
succesgful themes:
Along with killing and drunkenness, coveting of women, .
charity, simplicity, there is a certaln indifference,
blankness, emptiness,;if you will of all vaporings, no
bubbling of the pot -1t wunts the German to coin a word
for that - no bresd-envy, no brother~fervor. Western
writers have not eensed it yet; they smack the savor
of lawlessness too much upon thelr tongues, but you
have thiese to witness that it is not mean-splritedness.

It is pure Greek in that it represents the courage to
shear off what 1s not worthwhile (LL3, 42).
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Thus it is this casual, understated, almost inarticulate
dramatic form inhsrent in the country and in the lives of
its peovle that take over from the preconceptions of local
color%7 After her comment on Harte's preservaltive palette
Mary Austin adds:

He should have gone to Jimville. There he would have

found cast up on the ore-ribbed hills the bleached

timbers of more tales and better ones (LLR, 39).
She cites the stoiry of the naming of Sguaw Gulch. A pros-
pector abandons his pregnaht squaw and Jim Calkins, out
prospecting, finds her dying in a ravine by the side of her
nawly-born child. He buries the mother and brings the child
child back to town., Afterward he acclientally strikes a
lode in the same ravine, regarding this pilece of luck as
his reward.

If it had been in medieval times you would have had a

legend or a ballad. Breb Hsrte would have given you a

tale. You see in me a mere recorder (LLZ,42).

Here we have iflary Austin's reactions to the two -

sets of convantions that hsiped shape her first books.

17 pgain, in The Flock, Hary Austin plays with the
dlscrevancy between the consciously dramatic form imposed
by local color conventlons and that which, truer and more
relevant, arises from the natursl enviromment: "Here grew
up dleznor and Virginia Cslheoun, nourished in dramnatic vos-
sibilities on the Adrana of life. I remember well how Vir-
ginla, Auring the rehearsals of 3Iamona, when we milled over
betwe=n us the possibllities of what an Indlan would or
would not do, broke off suddenly to say how clzarly the
peaks would swim above the middle haze of noon, oxr how she
had waked mornings to find the deer had ravaged the zarden,
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Although they are both important and worthy of conslder-
ation naturism and local color lesave her essentially un-
satisfied. Both are characteristically formal, preserving
thelr material in pre-concelved forms and, in effect,
fossilizing it; both neglect, or cannot cope with, the
element of human realism.lB But Mary Austin does not make a
detached evaluation of the conventions; she is more con-
cerned with adjusting these mechanlisms of expression to her
particular experience and her particular material. And
Mary Austin's experience of California was not the sudden
exposure of a sophisticated mind to a vast, lonely and in-
articulate grandeaur. Neither did it take the form of &
conscious search fof the romantic, plcturesque or exotic
materials expected of local color. HMary Austin's experis
ence was galned from fifteen years of living ahd working on
thes:land; it was an experience far closer to the soil than
that of King ox Muir or Harte. It is her awareness of the
difference between her own experience and the experience

of these previous commentators on the region that leads

or a bear in her playhouse under the oaks” (FlL, 223),

There is a relevant and vecullarly Austinesque
account of the negativs correlation of naturistic mountain-
worshlp in the west and the literature of human realism in
Thomas dornsby Ferril, "Rocky nountain aetephysics®, Folk-

Say (1930), pp. 305-316.

- s

e e
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to her rejection of thelr forms and attitudes and to her
own stress on the necessity of ‘'saturation' in the life of
the land, the saturation which, as we have seen, she was

later to formulate as the criterion of the folk artist.

SR (R



CHAPTER IIT
EARLY NON-FICTICN: FOLKLORE

In her own preface to The Land of Little Rain, Mary

Austin stresses the importance of living on the land for

anyone writing in depth about it = *the real heart and core

of the country are not to be come at in a month's vacatlion®

~ and emphasizes her own qualificatlons, as a dweller in

"the brown house under the willow tree at the end of the

village street® that %lies in a hill dimple at the foot of

Kearsage" (LLR, xviii). Near the beginning of The Flock
she makes two more concrete acknowledgements to her own

saturation in the land:

By two years of homesteading on the borders of Tejon,
by fifteen beside the Long Trail where 1t spindles out
through Inyo, by all the errands of necessity and de-
sire that made me know its moods and the calendar of
its shrubs and skies, by the chances of Slerra holldays
where there were slways bells jangling behind us in the
pines or flocks blethering before us in the meadows, by
the riot of shearings, by the faint winy smell in the
streets of certain of the towns of the San Joaguin that
appralses of the yearly inturning of the wanderiug of
the shepherds, I grew aware of all that you need here
and of much beside (Fl, 12).

I suppose of all the people who are concerned with the
making of a true book, the one who puts it to the ven
has the least to do with 1t. This is the book of Jimmy
Rosemeyre andJose Jesus Lopez, of Little Pete who loved
an antelope in the Ceriso,-~ the book of wnoriega, of
Sanger and the Manxman and Narcisse Duolin, and many
others who, wittingly or unwittingly, have contributed
to the performances set down in it (Fl, 11).

Mary Austin's 'saturation' - her orofound and continued

59
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awareness of the land in all its aspects ~ is, directly and
tangibly, at the root of her use of folklore in establish-
ing the patterns of human énd natural experlience. The
first of these extracts from The Flock is concerned with
the land as a human environment ss well as a series of nate
ural phenomena, and the second deals explicltly with people,
thelr experience and the records of thelr exnerience. The
author must saturate himself with this human experience of
the land as well as with its natural forms. 4t wasg by this
contact wilth human experience that ary Austin first began
to make sense of the seemingly inscrutable land, to realize
that 1t possessed certain patterns and forms and to realize
1ts potential sas literaturee

In Zarth Horizon Mary Austin recalls the importance
En

of her acgaintanceship with Genersl =dward Beale, an im-
portant floure in California history and, when she XKnew him,
a rancher in Xern County. He had bzen with rremont at the
congu=sgs”, parlayed with the last Mexlican goveracr, taien
the news of Sutter's will to Washinzton, had becen Coclifor-
niafs first Indisn commnissioner, had charge of Jefferson
Davig'! first camel herd, aad, pilcturesguely, had elven U. S.

Govermment sanction to a Plaute rainnakiag cersmounys

Do

1‘i‘his incidznt is “escribed in The Flock, o,

233,

R
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He put her in the way of getting Government
documents, old revorts of military explorations, agri-
cultural reports. He secured for her geological and
botanical surveys. There was at that time very little
availlable in print of the early history of California,
and there was nothing of which general Beale had not
some personal knowledge, of which ilary, through that
contact, was made free,

Immediately Mary was made 3ib to the Tejon re-
gion through explicit knowledge of 1t, she was able to
relax her strained fixity of attention, to take it en=-
joyingly (EH, 197).

There is an important difference between. Mary Austin's new=
found ability to take her subject "enjoyingly'" and Clarence
King's "relief simply to withdraw scientific observation®.

King, as we have seen, feels guilty about his surrender to N

Nature because he regards enjoyment and study as completely

antithetical. Mary Austin, on the other hand, feels no such
digtinction, for by relaxing her "strained fixity of atten-
tlon" she advances her understanding of a land that, ag she
has féund.out,Ais not avellable to purely scisntific study.
Her meetings with Beale; the information he makes available
and the experience hc shares allow her to integrate her sci-
entifically collected data and her own random imvpressions
into working vatterns of human relationship with the_land,
the "specific knowledge® she sought.

Beale supplies Mary Austin with two sorts of infor-
mation: access to channels of formal information - reports,
documents and surveys - but also, and more important, he

provides her with knowledgze that only he could zlve, his
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own informsl account of his unique and iridiscent relstlion-
ship with Southern California. In The Flock Beale appears
to be vakued not so much for the avenues he opens for the
gathering of secondary material as for his own recollec-
tions, unrecorded, casual, imaglstic pieces of oral hist-
ory. Mary Austin's acquaintanceship with Beale thus makes
her aware of the inchoate body of oral materlial floating
between folklore, history and literature and easily falling
within the area of folklore discussed in Chapter I. This
is the type of material thalt Mary Austin uses consistently
in her first books, recognizing in it both the material of
a purely phenomenal account and the materiagl of literary
artc.
More he told of hew he went up the canon, full of little
dark bays of shadow, with his father to bury old
Nations, of how the dead umountalneer looked to him
through the chinks of the cablin, large in death, and
how being no nearer than sizty miles to =z Bible, the
Genersl - he was Surveyor-General at one time -~ con-
trived a ceremony of what he could remember of the bure
lal service, and the Navy Chaplain's prayers, and the
tall, hard-riding Texzans and Tennesseans, clanking in
their spurs, came to be pall-~bearers, leain as wolves

drawn from the hollows of the mountains as lonely as
their lairs (Fl, 222).

By Hary Austin's own account, in The Flock and Earth Horie

zon, her acqualntanceshlp with Beale and the type of ma-
terlal he made avallable was of great iaportaince in indi-
catlng where her true intersst in the land lay. ©She would
study not only the land, as a sciexntist would, and not only

the land in r=lation to herself, as a naturist would. 3She
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would also study the ralsgtionship of the land to the peo-
ple living on it and, as a 1llterary folklorist would, she
would use their indigenous exvressions of thelr experience
to do so. The cultural expressions of the land - stories,
tales, gossip, reminlscences, casual conversition - were to
be saturated along with its purely factugl data. Even-
tually the twe aspects merge to become inseparable contri-
butions to a total literary statement combining the sclen-
tist’s detached analysis of natursl and human phenomena and
the committed "vision™ of the artist.

Mary Austin's aoproach to folklore from the position
of a natural higtorian sather than a student of culture is
unusual in itself aﬁd sets her apart from the literary folk-
lorists of the local color school, from Cable, for instance,
and his use of Creole lore. Mary Austin's approach sets
ner folklore in a much closer and more direct relationship
with its naturalistic enviromment and gives a consagueant de-
emphasis to aspects of formal autoromy, These casusl lines
from The Flock demonstrate both characteristicg:

One finds talss like this at every voint of contact with
the Tejon, raying out fanwise like thin, white runways
of rabbits from any waterhole in a rainless land (81,
221). -
fere the exactly reslized simile sunerimposss tne oral ma-
tarisl on the land so that it bescdomes almost a tovographical
feature. Since the coanection is so close, the cultural

phenomena can be assimilated by the author in the sane way

TR T
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as the natural phenomena. Sometimes, indeed, a direct
causal relationshlp is indicated:

The palpable sense of mystery in the desert alr breeds
fables, chiefly of lost treasure. Somewhsre within its
stark borders, if one belleves report, is a hill strewn
with nuggets; one seamed with virgin silver; an old
clayey water=bed where Indians scooped up earth to make
cooking=pots and shaped them reeking with grains of pure
£01d.01d miners drifting =2long the desert edges, wea-
thered into the semblance of the tawny hills, will tell
you tales 1like these convincingly. After a little so-
Journ in that land you will believe them on their own
account. It is a question whether it is not better to
be bitten by the little horned snake of the desert that
goes sldewlse and strikes without colling, than by the
tradition of a lost mine (LLR, 7).

Given this firm basis of Mary Austin's folklorvre,
saturated with the land itself, it is not surprising that

the folklore plays an important role even in The Land of

Little Raln, generally the most naturlstic of her books.

The folklore materlal 1is sometimes used .as a source of
information, sometimes as a point for debate. Always the
records of the folk, whether Indlan or white, represents
something of the texture of the land and the experience it
pregents:

You should hear Sslity Williamns tell. how he used to
drive eightesen~ and twenty-mule teams from the borax
marsh to Mo jave, ninety niles, with the trasll wagon
full of water barrels (LL3, 6.

The swamper he buried by the wey with stones upon him
to keen the coyotes from digzing him up, and seven
years later I rzad the pencilled lines on the pine
headboard, still bright and unwesthsred (LLR, 7).

When Timmie 0'Shea was lost on Armogosa Ilats for three
days without water, Long Tom Basset found him, not by
any trail, but by making stralght awey for the points
where he saw buzzards stoopling (&Qﬁ, 18).

T
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The flood went against the cablin of Bill Gerry—and
laid Bill stripped and broken on a sand bar at the
mouth of the Grape-vine, seven miles away (LLR, 26),

He was a perfect gossip of the woods., . » full of fas-
cinating small talk about the ebb and flow of creeks,
the pinon crop on Black ¥Mountaln, and the wolves of
Mesquite Valley (LLZ, 27).

It is true that I have bzen in Shoshone Land, but bhe-

fore that, long before, I had seen it through the eyes
of Winnenap' in a rosy mist of reminiscence. . . (LLR,

48), -

. « o bhe sames pinss of which ths Indians relate a le-
gzand mixed of brotherliness and the retribution of

God (LLRB, 48).

c +» « thisg while Seyavli and the boy lay up in the ca=
verns of the Black Rock and ate tule roots and fresh-

water clams that they dug out of the slough bottoms
with their toes (LLR, 59)

That was the Homeric age of settlement and passed into
tradition, Twelve years later one of the Clarks . . .
shot one of the Judsons (LLR, 82).
These random examples represent some of the types of oral
material, from legend to reminlscence to casual conver-
sation, that Mary Austin uses and some of the ways in which

1,

they are used. They also demonstrate the prassence of a
loosely~defined oral culture, a culture of story, arising
from experience of the land. Unlike the local colorists,
~however, kary Austin does not take the stories and legends
hat reach her through this culture and formulate them into
literary shape, abstracted from thelr enviro:ment. Instead

she stresses their casual but unavoildable insicuation into

her own saturation with the natural envircnmsnt. Given The
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Land of Little Rain's immediate naturist context, Mary

Austin's use of this oral secondary material is a signif-
icant bresk from the conventional forms of writing about
nature. Quite simply, her use of folklore brings "wild

Nature itself into direct contact with human experience:

There are many areas 1n the desert where drinkable
water lies within a few feet of the surface, indicated
by the mesguite and the bunch grass (Sporobulus aer-
odoles). It is the nearness of unimagined help that
makes the tragedy of desert deaths. It is related
that the final breakdown of that havpless party that !
gave Death Valley its forbidding neme occurred in a i
locallty where shallow wells would have saved them. i
But how were they to know that (LLR, 3).

In ¥Mary Austin's Californla, wherever there are facts like
this there are stories. The stories give the facts a human
relevance and h=zcome the central thread in the intercon- e
nected: patterns of natural phenomena and human experience,

A good example of Hary Austin's awareness of story
and its expression of Lhe relatlonship between natural and
human i1s her obsession with names and naming , the area that
might be c=2lled folk-~toponymy:

The trall begins properly at the place of the Year long
Wind, otherwise o jave (FlL, 74).

In the fall the Basques forgather at a place in Osak
Creek called by thve Indians 'Saosgaraw1te, Place-of-
the-kush-that-was-Afraid® (i1, 83)%

2In Tne American Rhythm (1930), iary Austin looks
back oan this name in its cultural setting, It is interest-
ing that she oarovoses the Indizn couczrn for na L33 as &
folk culture's equivalent for the int=all=actual concerns of
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In contrast to Illinois with "that curious poverty of the
naming faculty which 1g the earliest true note of middle-
westerness” (ZH, 7), she found Southern California's namnes
redolent of the history of the land and the experlence of
the namers., Just as her "middlewestern botany™ could not
supply her with the names of Californla plants, so the
California place names presented her with an entirely dif-
ferent world, and she apvears enthralled by thelr variety
and thelr cultursl relevance:
There 1s zlways a certain amount of local history to
read 1ln the names of mountaln hizhways where one touches
the successive waves of occupation or discovery, as 1in
the 01d villages where the nelghbourhoods are not bullt
but grow. Here you have the Spanish Californian in
Cerro Gordo and pinon; Symnes and Shepherd, pioneers
both; Tunawal, ovrobably Shoshone; Oak Creek, Kearsage -
easy to fix the date of that christening - Tinpah, Pie- -
aute that; Mist Canyon and Paddy Jacks (LLB, 67).
Mary Austin's account of the potential and human interest
of geogravhicsl names is qulte straightforward here but it

takes on more vortencvous overtones in her preface to The

Land of Little Rain, where she pralises the Indian habit of

naning subjectively, calling a man "iHighty-dunter or Man- -
afrald-of-a~-Bear accordingly as he is called friend or

enemy" (LLi, xvii). names, she rationalizes, express a

formal culture: "Sittine on the sunny side of the wickiuv,
conglidering with the elders of Sagharewlte how it came to be
called the Flace-where-they-gave-hin-nush-that-was-afraid, 1
thought of doctors disputling in thes tempies of sczlenlclians
loitering amid olive groves" (Ad, 39).

e
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relationship between the namer and the named, a record of
their mutual ekperience. This explains her own use of
Indian~derived, or -~entirely personal names to disgulise the
geography of the Little Rain country. Lone Pine Peak

takes its Indian nane, Oppapago, the Weeper; Owens Lake be=
comes Bitter Lake., But in spite of this it is really the
objective story-potential of names, rather than the subjec-
tive, that interests Mary Austin, their record of collec-= .
tive rather than individual experience. In her sketch of

Jimville she recalls the legend behind the naze of Squaw

Gulch - tThe story of a good deed and a reward - and she

glves a gloss on the name of the town itself:
Jim Calkins discovered the Bully Eoy. Jim Bsker lo- =
cated the Theresa, When Jim Jenkins opened an eating :
house in his tent he chalked up on the flap, "Best B
meals in Jimville "1,00%, and the nams stuck (LLR, 41),

The anecdote has a pleasing shape to it; it makes a good

story. 4And it does far more than sets of povulation sta-

tistics, even 1f such were available, to crystallize the

spontaneous develovment of the miniagg camps sud a part of

the history of the couatry.

In The Land of Little Rain dary Austin's use of

folklore material comes directly from her appreciation of a
particular locality, a vparicular natural environment, and
from hzr efforts to uadsrstand it. Alwmost literally, for
sary  Austin, the land speaks - it is available to the aural

as well as to the visual faculties. The legends, anecdotes
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casuvual conversations and stories she uses are a means of
getting at the hard facts of the nature of the land - pat-
terns of sattlemnent, problems of aridity and irrigation,
the character of mountaln storms and desert rainwashes, the
effect of the desert on the human mind, the ways of flors
and fauna. Thig is the most primitive level of capturing
and using the folk-experiencs; its expressions are casual,
inchoate and unvratentious, and they serve a purpose larger
than their own preservation. Yet even this casusl use of
folklore for scleatific and naturist vurposes marks the ex-
act voint at which Mary Austin moves arway Trom naturism.

It marks the point at which a natural environument presents
a cultural evperiernze as well ag the sclentific and spir-
itual experience of the nsturlsts, and the point at which
flary Austin's method 1s able to resolve the naturist di-
chiotomies of art and nature, man and nature, liferature and
sclence.

In The Flock sary Austin continues along this path
on which an incrzasingly conscious and dsliverate use of
folklore marks a retreat from naturism., Although at times,
she continues to use the folklore of the ilock in the same

way she used the folklore of The Land of Little Rain - to

evaluate facts and meke deductions sbout ths worikings of

natursl vhenomnena - thers 1s an iavortaant Aiff=r..ce of

stress, A sinele evample will illustrats this. GCGane of
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Mary AMustin's whimsically "scientific” concerns in The
Flock 1is to establish as fact her belief that sheep dogs
have all the necessary faculties to appreciate narrative.
This in itself indicates the way :dary Austin'’s mind is mo-
ving, thinking of story as a formally cohssive entity. She
attempts a proof by collating various expsriences of her
own and incidents told her by the shephsrds. For instance:

Fow long recollection stays by the dog is not certain,

but at least a twelvemonth; as was proved to Fillon

Gerard after he had lost a third of his band when the

Santa Anna came roaringz up by Lone Fine with a cloud

of saffron-colored dust on its wings (FL, 148),
Here she uses Filon Gerard's story as ostensible proof of
part of her theory, but the poetic flourish that describes
the wind indicates fhat viary Austin is really more con=- -
cerned with her method of vroof than with the orocof itself.
Thie faculties of sheepdogs are of less interest than the
natural envirorment of the shepherd's experience, and this,
in turn, is less imvortant than Filon Gerard's willingness
to shape thlis exverience and thig environnent into terms of
gstory. In a slight but iaportant way this indicates the
changing stress Mary Austin is placing on different asvects
of her material. 4t is too much to say that naturist pur-
poses are completely Aiscarded, but in The Flock she is
concerned more, rather than equally, with ths litsrary
notential of the land ralher then its scieatific and svir-
itual votentlel; mors with veovnle than the land itself;

nore wilith cultural sypressicn thaniwith its naturalistic
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origins. In The flock these things are of intrinsic rather
than accldental importance and the folklore of The Flggk,
both the material and Hary Austin's approach to it, has
much more in common with conventional ldeas of folklore

than the oral material of The Land of Little Rain.

En The Flock Mary Austin looks at folklore with a
sympathetic objectivity, restoring story to its tradition-
al role with her conslderation of oral narrative as a dis~
tinct art-form with its own cultural context, 1ts own aes-

3

thetlc and conventions. As her acknowledgement to "the

book of Norlega, of Sanger and the fanxman, of wnarcisse
/4 s -

Daplin and many others makes clear, she ls more free in

The Flock than in The Land of Little Rain to act as a "mere

recordar' of human activity and expression, as less of a
naturist and, perhaps, as less of an organizing sensibil-
ity. The structure of The Flock 1s less studied, less

claustrophobic, and iflary Austin's own contribution appears,

{

1

he 1

ct

e

S

for a large part of the book, as nothing more than
kage between stretches of oral narrative, dircectly or in-
directly related. She do=s not need to recreate the natur-

ist experience from her own point of view, sincz she has

3Other folk arts are touched in passing- Little
Fete's ballade (Fl, 67) and the "curious hendicrafts as old
as sheepheriing”sTE;, 102) = and ther: -re courtless v :fer-
ences to the customs, bellafs and suverstitioas of the
shepherds,
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many characters who, by virtue of their own activities
and experience, are better able to do this., Her Caslifornia
shepherds belong to a folk-culture that would be recognized
as such by the local colorists and by the theorists of the
Folk=-S8ay group; they are "men who have not lost the sense
of the earth being good to lie down upon® (FlL, 72) and
whose every expression is sasturated with their natural en-
vi:r‘omnent.LP Thelr culture would also be recognized by the
scientific folklorists. These shepherds are isolated by
thelr occupation and thelr various ethnic allegiances from
industrialism, urbsnization and mass culture. In conse-
quence they possess, as a group, the patterned stability
"necessary to permit the development and perpetuation of
verbal art forms characteristic of the imaginaﬁive vision
of the group toward the typical experiences of its life
and its attitude toward nature and intrapersonsl rela..
tions“.5 The cultural stability of the group not only
permits the story to develop as an art form but uses the
story as its symbol. Alone for months at a stretch, the

shepherds come together only for éhearing and lambing, and

4For the environmant-saturasted vhilosophy of the
shepherds see The Flock, pp. 66-67 and bp. 157-160,

5

Hoffman, "Folklore in Literature™, 17.



it 18 at these times that storlies and reminliscences come
to symbolize common experience and a common pattern of
life:
"We drove them to the Alvs in summer, I remember very
well. We went between the fenced pastures, feeding
every other day and driving at night. In the dark
we heard the bells shead and slept upon our feet,
Myself and another herd boy, we tled ourselves together
not to wander from the road. We slept upon our feet
but kept moving to the bells. This is the truth that I
tell: you. “henever shepherds from the Rhone are met
about camps Iin the Sierra they will be talking of how
they slept upon their feet and followed after the
bells" (FlL, 52).
It is not only particular stories, like this one, that pro-
vide the element of cultursl continuity, but the institution
of gbtory-telling itself, the exlstence of a story-culture.
flary Austlin describes the end of a shearing, with the shep-
herds gathered around a fire and a Basgue shepherd telling
the story of a bear that men&ced his flock in the Tres
Pinos country:
Hchenlque 1ifts up his staff and whistles to his dogss
like enough the flock will move out in the night to
feed and the nerder with him. Not until they meet
agaln, by chance in the summer meadows, will each and
several hear the end of the bear story (EL, 45).
Here, as throughout the book, ilary Austin recrsatss the ace-
tual circumstances of narratinn and emvhasizegs the necesii-
ty of placing the storv firmly within itz cultural context.
Tne followlng passage 1s an evltome of ihe rflock's
folklore. It illustrates how the conmon environaent and

e-nerience of the shepheris works itself up to story by

way of the thorcuzhly- traditional forwms of folk literature.
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Also, it shows fary Austin using the environment of the
sh spherds’ stories - her story, as it were, -~ as a frame
for thelr own stories of human and natursl z=nemieg:

"By noon, then, you should see a flock coming;
it should be White Mountain Joe. I passed him Tuesday.
He has 2 cougar's skin, the largest ever. Four nights
it came and on the fourth it stayed."

So announced snd forerun by word of thelr ad-
ventures the herders of the Long Trall come in. AT
night, like kinsmen met in hostelries, they talk be-
tween spread pallets by the dying fires.

*You Octavieu, you think you are the only one
who has the ill-fortune, you and your polsoned meadows!
When I came by Oak Crezk I lost two score of my lanbs
to the forest ranger. Two score fat and well grown.

We fed along the line of the reserve, and the flock
scattered. Ah, how should 1 know, there Delng no monu-
ments at the place! They went but a flock length over,
that I swear to you, and the ranger came riding on us
from the caks and charged the sheep; he was a new mnan
and a fool not to know that a broken flock travels up.
The more he ran after them the farther they went into
the Regerve., Two score lambs were lost in the stesp
rocks, or died in the running, azaad of the ewes that
lost their lambs sevan broke back into the right, and I
could not go into the Hazserve to hunt them, And how is
that for 111 fortune? You with your half-scors of
scabby wethers (Fl, L42-43),

The form of this tale of the forest ranger and the lost

heep is known to folklorists, somawhat disparagingly, as

193]

that of the “ecumulstive lie”. Although th= coatent of the
story 1is quite contemporary, relating to the situation that
2xisted after some of the best sheep-~pasture had been in-
cornorated izto the Yosemite satlional Park, i1ts form 1s one
of the oldest, most wlidcspread and most durable forms of
folk narration, part of a relaxed cyvcle of anecdotes and

tales desaling with any aspect of human experience. Another
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shepherd would try to top this story of ill-fortune Just as
the narrator had attempted to top Octavieu's. There are
other instances in The Flock in which a simple record of
experience 1s narrated through, and defined by, the time=-
honoured conventions of folk narrative: the story of how
Little Pete tricked another French shepherd out of water by
celebrating with him the Fourteenth of July, and the stories
of revenge on mean masters and hostile townsfolk. In this
way the "verbal art forms" of the shepherds establish the
"imaginagtive visién of the group towards the typlcal exper-
iences of its life and its attitudes toward nature and in-
trapersonsl relations“.6

But although folklorists might recognize the Qul~
ture and lore of The Flock as warranting thelr professionsal
attention, they would not ve hapny about the kind of at-
tention HMary Austin gives. The objectivity and detaclhment
of her trestment of folklore in The Flock, while belng a

goocd desl more noticeable than in The Land of Little RHaln,

come nowhere near satlsfying the rigorous demcnds of the
sclentific folklorists. They would orobably regard The
Flock as merely a sonewhat indulgant exercise in the creg~ |

Live use of local color. This is also the ovinlon of

6This, for Danlel fioffman, is the primary fuanction
of folk literaturs (Hoffman, 17).
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Dndley Wynn, who dismisses the book as a "romanticilzing
7
of human characters'" in the local color tradition. At
first glance there avpears to be a good deal of truth in
this, and dary Austin would be the first to deny her ex-
ploitation of the romantic elements inherent in her matar-
ial ¢
All the lost westhers of romance collect betwesen the
ranges of the San Joaquin, like old gzlleons adrift in
purvle open spaces of Sargasso. Shearing weather is s
derellict from the time of Admetus; gladness comes ocut
of the earth and exhales light, It has its note, too,
in ploings of the Dauphinolses, seated on the ground
with gilias comning up between thelr knzes while the
flutes remember Fraance (fl, 36).
sut one of The most interesting aspects of The Flock is
liary Austin's own sporaisal of her "romanticlzing'" and her
interpretation of the ldea of Romance. This, in iteelf, is
no mean achlevement, given the confusion of ideas about
folklore and local color that would have surrounded’ the pub=-
lic reception of her materisl, and it is imwortant in con-
sld=ring Mary Austin as s folklorist.
The concerns of the local color folklorists were
with ths gualint, the picturesque, the 1if= clecse to ths
soll and the divorcement from a stendardized culture of

technology and rationality. This led to the popular iden-

tification of the materials of locecsl color and the mater-

7Hynn, p. 329.

e



7

ials of folklore, as we have seen, and also to the identi-
fication of both with the elements ofvesoapism and nostal-
gia which gzo by the general name of Romance., The Flock,
howevsr, is more than a plece of local color exotica, and
there are two aspects of the book that indicate that its
folklore element can be abstracted from this confusion and
seen as more worthy of serlious consideration than most
local color folklore. First, Mary Austin is concerned
with the basic mechanics of story-telling in the oral tra-
dition (Chapters IV and V will deal with some of the ways
in which this influences her own stories), and, second,
fhough she admits Romance she is careful to distinguish be-
tween romance and “fradition”, romance and folklore,

She describes the Tejon country as ™a reach of
hills where mists of grey tradition deepen tc romance® (E;,
250) and implies, at least, a quantitative relationship, a
progress of materiasl and response from tradition to romance.
But she also makes the distinction between the two 2 well-

marked dilstinction of grality. She writes, for instance,

)

¢

of the camels lmported in the eighteem~Tifties to provide
passage over the Great American Desert:

Nothing remained of them but tradition aznd [my empha~
sis{ a bell with the Arabic inscriotion almost worn
out of it by usaze, cracked and thin . . . Hanging
above my desk, swinging, it sets in motion 2ll the
echoes of Romance {(Fl, 227).

In The Land of Little Rain and The Flock, in n2ithsar of




which is the term ffolklore®! actually used, "tradition®
stands for the body of oral lore that comes down to Mary
Austin in her saturation with the environment. "The real
repository of the traditions of TejJon is Jimmy Rosemeyre®
(F1L, 223), for instance. The tradition that exists in the
grey mists of oral lore is diffuse, sketchy and immediate-
ly inchoate, but it ig avallable to saturation, and Mary
Austin can, and does, use it to bring out the patterns of
1ife on the land. Tradition, though intangible, can be
rendered concrete, but exactly the opposite applles to
Bomance. Homance exlists in the camel bell, which is spe-
cific and can be weighed and measured. - But it is valued
for its vwowers of evocation, and these can never be for-
mulated into objectlive patterns; and never belag able to
avproach the objective forxrms of folk art, romance can
reign only in the realm of etheresl and subjectlve specu-
lation.
Hary Austin indulges in some provisional myth-

making to contain her conception of romance:

At any rate; 1t was not vneovle who went into the deser

merely to write it up who invanted the febled Hasgs-

yampa, of whose waters, if any drink, they can no more

see Tact as naked fact, but all radiznt with the color

of romance (LLZ, 7-8).
She. mentlons Hassayesmva, the spring of romances, in har

nrefatory voem to Lost Borders, but it is not until Christ

in Italy that she provides an elaboration:

78

t
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What happens 1f you have .drunk Hdassayampa is that all
place and time dissolve, so that if you should see, for
example, a young girl with the shadow of dresming in her
eyes, working purple roses on centre pleces and making
embroldered pillow shams, you would see much more be-
sidest maldensg spinning and spreading flax upon the
grass, Indlan women weaving baskets; savage women beat-
ing fibres from the palm, wild birds that gathser down -
sea. birds that take it from thelr bressts and mothering
ewes that tread out grassy hollows:; 1ift and urge of
the world.. « » Lt is to find no things inconsiderable
and few things ridiculous (CII, xi-xii)

Bomance, then, involves the systematic blunting and warping
of the mental tools of scientific engquiry and defles the
sense of the specific, the relative and distinct. ilary
Austin's usge of romsnce is like her use of folklore in that
it draws the mind away from the finlshed and excluslive ob-

Jjects of the sclentigts and naturists, But ner own use of

folklore - narrative and oral history - denies exclusivity
only to reach tne total objective truth suggested by her
own experience., She can work outwards from a study of
landscape or climate, for instance, to include their human
consequernces, but her ares of expansion is rigidly con-
trolled by the idea of belng "saturated with a limited en-
vironment™, Romance recognizss no such objective.limits; it
allows for a free sweep of the imagination, linking appar-
ently unrelatvted and incongruous imagzs to plcture the'lift
and urge of the worladf,.

A few examples from The Flock willl 1llusirate the
use of a positive conception of Romance. The book opens:

A great many lnteresting things hapvenzd about the time
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Rivera y foncada brought up the first of the flocks
from Velicata. That same year Danlel Boone, lacking
bread and salt and friends, heard with prophetic
repture the swaying of young rivers in the Dark and
Bloody Ground; that year British soldiers shot down
men in the streets of Boston for bheginning to be proud
to call themsgelves Americans and think accordingly:
that year Junipero Serra lifted the cross by a full
creek in the port of Honterey;- coughing of guns by the
eagstern sea, by the sea in the west the tinkle of altar
bells and soft blether of the flocks (Fl, 3-4).

It is only using Romance to relax her attention to environ-
ment that enables her‘to indicate an imagistic pattern this
large and this bold. In the same way she uses the lmagin-
ative pliancy of Bomance to evoke impressionistic images of
history that anchor themselvesg in images of circumstantial
reality but float back asgs far as imagination will alloﬁ:

"In the Pyrenees my father keep sheey, his father keep

sheep, his father™ -~ He threw out his hands inimitably
across the shifting shoulders of the flock; it was as
if he haid directed the imagination over a backward
stretch of time, tThat showed to its far dimianishing end
generations of small hairy m=2n, keeping sheev (#1, 45),
The stretch of time conjur=d by the shepherd's hsand reach-
es back beyond the 2rasp of objective history to the very
beginnings of menkind, but the workiags of Hassayamnpa bring
this era of mythical origins 1into direct contact with the

sheep trade in ths San Joaocuin Vallay. Of the wmany similar

vassagaes of evocation in The Flock, the one below is per-

)

hans the most striking., wnary Austin takes the fasque sheo-

Py

\

hards salt-call, a scrap of l=za2nd 2nd a n=2tursl laadscape
and, throuzh the workings of :assayamoa, crzetes a free-

ranging vet perfectly controlled viece of Homence:
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Suppose it were true-as we have read, that there was

“once an Atlantlis stationed toward the west, continulng
the empurpled FPyrenees. Suppose the first of these
Pyrenean folk were, as it is written, Just Atlantean
shepherds straying farthest from that hapoy island,
when the seas engulfed it; suppose they should have car-
ried forward with the inbred sheovherd hablt some roots
of speech, likeliest to have belonged to shepherding -
well then, when above the range of trees; when the wild
scarps 1ift rosily through the ineffably pure splendor
of the elpenglow, when the flock crovs the tufted grass
scattering widely on the steep, should you see these
little men of lone arms leaping among the rocks and all
the flock 1ift uvup thelr heads to hear the uvlulating
Ru-u-ubru-u-vuu! would not all these things leap toge-
ther in your min? and seem to mean something? Just sup-
vose (Fl, 130-131).

Tis passage is of-particular interest in a discussion of
Mary Austin®s folkKlore since it is based on a pilece of au-
thentic fol¥klore material - the salt-call of the Basque
shepherds. But thisg plece of folklore 1is used for rather
different purpvoses than the oral materisl treated in the
rest of this chavter. In combining thes experience of hear-
ing the s2lt-call with other elements, fary Austin is claim-
ing no objective suthority; nothing is being proved and
nothing is belng illustrated. The images and conjecltbures
relcased by the salt-call are pursly tentative and specula-
tive. Mary Austin recognizes this subjective and illusory
quality and, indeesd, emphasizes 1t. The image of the At~
lantean sheoherds' exploits an imaginative potential that
cannot te realized by conventional methods of elucidation
or, =ven, by Mary Austin's techniqus of saturation, but only
through the insubstantisl forms of sosculation and wonder.

Characteristically @ary Austin uses folklore to establish
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the reality of human sxperience on the land. She can also
use 1t as a component of dHomance, of an extfavagant yetbt
delicate luxury of the imagination.

A glanc= at some critical accounts of Mary &ustin's
first books 1indicates some of the dJdifficulties they
have presented., Categorization has besen a particular
problem. The books are technically non~fiction, yet they
are concelved in a thoroughly literary mode., Thus they
fell into a category of semi-literature that has always
trisd the technigues of strictly literary criticlsm, built
up on the study of fiction. FFurthermore, Hary Austin's

us

@

of materisls and conventions from various minor
genres does not facllitate analysis., How is the critic
who wishes to 3o mors than "anpreclate? the booksg, Tto ap=-
proach a comblnation of avtoblogrsovhy, popular nsturism,
local coloxr remance and chatauqua mysticisa? The prospect
ig slightly embarassing. The gsneral tandency nas baen
to force everything in the books into the patisrn sug-
gest=d by sny one of these genres, or, casgler still, to 1ig-
nore the hooks sltozether. Thoush Eearce mak=as much of

the philosonhy :iary Austin bases on the naturign of The

Land of Little 3ain and The Flock, ne does not really

con=iier the TDbocks themselvas. Dudley .ynn glves them

only cursory attention in his apnendix on ™ature
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Writing".8 Unfortunately these self-limiting approaches =-
Pearce's philosophical approach, Wynn's "Nature Writing®
and Van Wyck Brooks' "picturesque"9~ draw attention away
from the fact that the various types of material and atti-
tude that go into the books are only as important as the
method by which ¥ary Austin combines them all. Brooks 1s
the one critic who indicates anything at a1l of the com-

plexity of this method. For him, The Land of Little Rain

and The Flock are "singularly happy books, both deeply
felt and plcturesgue, though verhaps a little too cunning-
ly, or too consciously wroughte. 10  Though Brooks does not
expand his comment 1t seams 1likely that the structural com-
plexity he notes is very much a function of Hary Austin's
developing 1interest 1ln, and use of, various aspects of
folklore, In these early books iary Austin moves from
consideration of pure HNature to nature as envirvonment to
human experience of thig enviromment and its ~ultursl ex-
pression in folklore, and uses, wnen it sults her, the
techniques of autoblography, local color and Homance. Yet,

since this is only a schematic progression, Hary Austin

BSee Chavter I%¥I, p. 8 above,

9
“Van Wyck Brooks, The Confident Years (Wew York,
1952), p. 354,

10

- Ibid,

m
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need not abandon earlier material as she reaches new sta-
ges in the development. The books are constructeda“cunm
ningly" perhaps, from the point of view of 'a shifting re-
lationship between the actual environment, the personal
response of the author and the communal and cultural re-
soonse of received folklore.

None of the commnentabtors on The Land of Little Zalin

and The Flock mention folklore or, even, the use of oral
material%l yet this i1s the factor that distinguishes the
books from the literary traditions wilith which they would
otherwise tend to assocliate theanselves. Dudley Wynn's
comments illustrate the danger of neglecting this aspect,
Wynn links ilary sustin's early non-fiction very closely
with Muir's natuvrism and, while recognizing that she "glan-
ces frequently at the patterns of human cﬁlture instead of
looking only at wild nature™, he dismisses this as %o com-
paratively unimvortant consideration“%l In fact, #ary
Austin not only "glances 'at® human culture bhut looks at

"wild nature™ through the folklore forms of the culture.

Wynn's dismissal seems a wilful disrezard for his material

11Van oren does note dary Austin's rellance on an
equivocally-labelled "history" in dany siinds, D 7

12
Wynn, p. 325.
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and Mary Austin's, and his judgements of her short stories,
deprecatory and suverficilal, can be traced to this basic

misreading of The Land of Little Rain and The Flock.




CHAPTER IV

SHORT STORY INTO FOLK STORY: LOST RBORDERS

Mary Austin's short stories mark the point in form
at which she moves from the mere appreciation of folklore
to use the materials, conditions and techniques of folk-
lore in the interests of formal llterature and fiction.
Also, they constitute the very best of her flctional out-
put: Mary Austin is a far better writer of short stories
than she i1s a poet, novelist or dramatist. I suggest there
are grounds for seeing a connectlon between thése two face
tors.

Between 1890 and 1934 Mary Auétin published over a
hundred short stories, but the discussion here will be con-

fincd to two collecticns, Lost Rorders. published in 1909,

and One Smoke Stories, published in 1934. While these con-

tain only a third of her tetsl output they provids a rep-
resentative and coherent sample of her work ia the short
story form. Tne two collections will be discussed sevar-
ately since the stories in each are vesry different, seenlug
to represent absolutely oppossd methods of construction and
writing. DBut they have in common an attempt to use in flc-
tion 2svmects of the tvoe of folklore that fasclnated tiary
Austin in her earlier books about California. Though the

two coll=ctions are sgeparsted by a quarter of a ceantury the

86
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differences between them are best explained not only in

terms of chronological development (One Smoke Stories con-

tains some material that pre-dates Lost Borders) but in

terms of the complexity of Hary Austin's experience of
folklore and the aesthetic of folk life.

Both collections come out of the experience of
folklore related in the ostensible non-fiction of The Land

of Little Bain and The Flock. In these earllier books Hary

Austin celebrates oral narrative as a record of the folk
experience, as the response to saturstion with a limited
environnent, and there is a useful, if vague, formula for
distinguishing the continuation of this theme in Lost Boxr-

ders from the continustion in One Smoke Stories., In Lost

g

ders, as in The Land of Little Rain, Mary Austin is

conczrned with the origins of this response, in terms of

natural and cultural enviromment. In One Smoke Stories

she is more concerned with the formsl and finlshed nabture
of the response, following the direction 1indicasted by The
Flock,

Lost Rorders contains thirteen stories together

with a plece entitled "The Land®, a personalized introduc-
tion to the locale of the stories, the mining towns and
prosvectors' camps in the desert ecountry of the Death Val-
ley -FPanamints ~ Armagosa ssction along the California-

Nevada boundary. Lost Borders thus shares mushof its geo-




graphy with The Land of Little Bain, and this establishes

the short stories as a continued treatment of the non-

fiction material of the earlier book. Hary Austints image

of the relationship of the stories to thelr natural envi-

ronment substantiates the impression of continuity:
Bvery story of that country i1s colored by the fashion
of the l1life there, breaking up in swift, passionate
intervals between long, dun stretches, 1ike the land
that out of hot sinks of desolation heaves up great
bulks of grsnite ranges with opal shadows playing in
their shining, snow-piled curves(LB, 4).

The stories of the land share thelr insinuative,; environ-

mant satu rated character with the oral material of The

Land of Little BRain, and thlis enables ¥ary Austin to con-

tinue using the stories of lost Porders in the interests

of science and natural history. She introduces and e¥.
plains "The Pocket Hunter's Storyt:

The way he cane to tell me about it was this. I had
laid by for a nooning under the guaking-asn by Feters-
creek on the trall from Tunawal, and found him before
me with his head under ones of those woven shelters of
living boughs which the sheepherdsrs leave in that
country, and he moved nut to maske room for me in its
hand's breadth of shads.

Understand thers was no more shade to be 2ot
there., Straight before ug went the meagre sams; to
every yard or so of space its foot-high, sapless shrub.
Somewhere at the back of us 1ifted, out of a bank of
vinkish-violet mist, silerras white and airy. Zastward
where tha earth se=gged on its axis, in some dreary,
begeared sleev, vale, wisplsh clouds went up. wow and
then to no wind the quaking-asps clattered thelr dry
bones of laaves (LB, 139).

Between the two there i1s talk of the way in wnich, in the

desert, the mind g=ens to mnove anead of the body, travel-
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ling forward on its own.

I had said that this accounted to me not only for the
extraordinary feats of endurance in desert travel, but
for the great difficulty pnrospectors have in relocating
places they have narked, so mazed they ars by that
mixed aspsct of strangsness and familiarity that every
district wears, which, long befors it had bsen entered
by the body, had b=en appralsed by the eye of the =ind.

"But the mind can only take notice? I protested.
"1t can't Ao anything without its vody.”

"0r another one,” surgested the Pocket-Huntar,

"ah," sald I, "tell me the story.® (LB, 140).

Here the story liary Austin anticiovabt2s is used ostensibly
at least to induce and prove, to throw light on somethlng
she wishes to =2stsblish and quaantify as a scleantiflic phe-

nomenon. A4s in The Land of Little Rain, the preliminary

thesis in its natural context snd rary Austin's catalyst-

-

1lke involvement with it are gliven as auch welght as the
story itself,

But there are thr=e ilaportant 3Jifferencss between

®

the inductive use ofi story in The Land of Little Rain and

in this example from Lost Porders. rfirst, the thesis to be

vproved is rather more metevhysical thsn sclentific: dary
Austin is conczrned with the subtletlies of mind a2nd matter
rather than with the characteristies of storms or the lo-

™,

catbion of weter~holes. ‘mile the hunsn aineriencsz 1s still
devendent on 1ts natural environisnt, the psssage from "ilhe
Fockst-suntar's 3Story* revsals this shift of euphasis and

this iu turn reveales 2 growing concara for the hunan expar-

lancs as such, a 2rowinz rasvect for the tralitional mnatar-

i
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izl of formal literature. Second, the phenomenal aspect
and the description of climate and landscape at the time
of the story's telling are not ends in themselves, as they

would be in The Land of Little Rain, but merely an elabor-

ate build-up to the actual story the pocket hunter has to
tell. Third, the pocket hunter's story (as distinguished
here from Fary Austin's story with that title) is finished
and® formed in 1tself and Mary Austin recognizes in it a
formal value that is, to some extent, indepsndent of her own
awarenass of the story and of its naturalistic origins. In
combining the pocket hunter's story, a description of its
natural setting and an account of her own involvement in
the circumstances of its narration, 1n har own story, she
is not only bringing the various elements together to com-
ment on =sach other within the context of the larger natural
environnzant. She i1s also recognizing the abllity of her
own story to stand as a detached and internally -coherent
piesce of formal literature.

While the whole nurpose of this discussion is to
Jemonstrate thz relatioxanship of iary Austin's work to the
various concepts and uses of non-ficti-nal folklore and
non-formal culture, it would be polintless to “eay that the

orinary relationship of Lost Borders 1is with the culture

of formal literature, the mode of fictlon zad the specific

form of the short storv. A discussion of Lost Borders in
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in these terms, particularly with reference to its literary
context, is the best way of reaching the distinctive qua-
1ity of the stories and, also, of establishing their re-
lationship to foklore. The fictional context of Lost Bor-
ders is, of course, provided by the acknowledged influence
of Rudyard Kipling. Mary Austin is quite emphatic about
her literary debt to Kipling. She sees in his work an af-
fective influence on her asnalysis of her own material - #gy-
erywhere in the Tarly West you met men like that, following
the 'something loét beyond the ranges® which Kipling nearer
than anybody, made us understand" (3ZH, 245).- and she ack-

nowledges him as the one writer who awakened her interest in

1

nort gtoxy Torm and ag the dominant literary influence

o

the
on the techniques and attitudes of her early stories.

It had never been auy pert of my intention to write
short stories, If you have access to the povular ex-
amoles of Them in the early nineties, you will not nesed
to e told how 1little the sentimental personalitlies of
that form would have had for a mind always reaching
wider and more deeply into the movenent of American so-
ciety. But the Kipling tales with thelr slightly mock-
ing detachment, the air of completely dlsengaging the
author from any recponcsibility foxr the morzsl implica-
tions of the scene and the vneonle of whom he wrote, had
at least pointed the way for a use of the sort of mater-
ial of which I found myself possedsed. There was then -
there still is I susvect = deevly rooted in the American
consclousness a disposition to tzke offence at what 1is
strange, because beling strange 1t imnlies a &riticisa

of the familiar of which we lack any criterion of au-
thenticity other than that it is ours. #r. Kipling

had, heonlily, made the tsles so comnletely stranze and
far away that comnsrison falled, and one couvuld, as my
hueband had said, "just enjov then" (Zd, 230).

now Kipline has never besn held as an unequivocally healthy
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influence on other wfiters, and Van Wyck Brooks is possibly
a little underhanded when he casually notes flary Austin as
"another disciple of Kipling, - 1like Frank Norris and Jack
London,- = he showed her how to treat a strange milieu”}

Dudley Wynn, however, evidently regards Kivling's influence

as wholly meretricious., He disnisses Logt Borders' putative

claims for its characters' "boldness, audacity, freedom
from convention®:

But what the stories of Logt Borders actuslly emnphasize
ig g sort of local color smartness; irs. Austin con-
stantly implles that these people gain their ends in
delightfully eccentric¢ and unconventional ways. In
short, too much of Kipl%ng's manner remains in her ap-
proach to her material.”

While Wynn's judgenent s=ems to be based on a ridiculously
superficial reading of both Kipling and iary Austin, it
does work together with Breooks' comment and Hary Austin's
acknowledgements to fix attention on two important and in-

terconnected asgpects of Lost EBorders, the calculated

gtranzeness of the setting and the "fresdom from convention®
of 1ts charscters.
vary Austin does show an obvious svmpathy for the

unconvantional bshaviour of her characters in Lost Zorders.
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In "The douse of Offence™ the prostitutes are treated with
sympathy, and a respectable miner's wife adopts a child of
sin; the formalities of marriage are Dlissfully disregare
ded in "Aqua Dulce®, "A Case of Conscience” and "The Wal-
kKing éoman”; the adultery in *The Fakir® is forglven and
the offanders oprotected; throughout the stories the ethical
teachings of religlon and the ureings of conscience are,
alternately,:ridiculed and ruefully. deprecated. But, al-
though Mary Austin ascribes her "oral disengagement’ o
Kivling's influence, it could, as it stands, have come

Just as easily from the conventions of the ioc¢al colorists.
Local color's stress on the exotic gquality of the locallity
and 1tsg acceptance of the vslue-laden dislectic of nation-~
al and local, urban and rural, lndustrial and closeness to
the soil, provides fertile ground for the propagation of

gelf-evaluating eccentricities. Eumnan behaviour as well as

a0
[0}

o

aQ

raphical setting is removed from the noraal sxperience
and exvectations of the vredominantly citified local color
audlence, and this lmagzs of the unfamilliar 1ls coapizsted by
what we can call the ewotic morality indulged in by the
nmore aggressive authors, the conventlon-defying mechanlsms
of -—approval and disavpproval they bring ianto plsy. In
Harts's California stories, for instance, the rejection of
conventional moral standards ameans that moral coasiitera-

tions can easily be trensferred into azstheblic require-

i

[
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ments: what 1s interesting is good; wnat is dull 1s bad.
On this b asls Hatre can defend the morality of prostitutes,
gamblers and gunmen as a hneceggary part of his depiction
of the plicturesque, action-filled patterns of life in the
mining camp, Conventional values have no place in thls en-
vironment,

At first glance, Kipling's prezsentation of India
as a land apert, "a land beyond the law", and his stress
on India's abllity to defy civilized s.oglal, moral and aes-
thetlic values, secems to owe something to tnls type of local
color oonvention,3 The smashing of pre-concevbions is the
mo st important theme of the Indian stories. It ig the sin-
gle Tormula of the nany stories in which Xipling delights
in the discomfiture of newly-vosted subalterns and clvil
servants aad visiting wembers of Farliament when their P
ldesals and assumptions - the Brothecvhood of ian, the Hyster-
ious Zast - wither o:i exposure to the savagery of the
Pathan, the obsegulous incompetence of the Bangall, the
merciless heats of the Plains sumner and the stink of the

bazsars. <ut India's vower of defying convention does not

3£ipling Xnew Zartefs work, s2dairad 1it, aad acknow-
ledged 1t asg & formative influence on "is ovn, Yalter
Morris Jart, in iipline the story Writsr (3erkaly, 1918),
offzrs a ratner siaple-ninied assr-contmporsry visw of
dartets influsnce on {inling.
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rest, ultimately, on a simple transference of moral and
aesthetic values, nor on an absgstract opposition of the ex-
otic and the familiar, Instesad, Lipling roots human be-
haviour firmly in Indila's specific natural environment, in
the concrete facts of topography, vegetation and climate.
ile uses his considerable powers of natural description to
establish the Indian experlence in naturalistic terus, and
lets these explain diversions from normal civilized soclety
and the challenge to Furopean assumptions. This is how

he substantiates the ldea of Indlia as a place where inex-
vlicable thlngse happen and where anything can be forgiven
and, more imoortant, where few things demand elther explan-
ation or forgiveness. In his story "At the Znd of the Pag-

sage! from Life's Handicap (1891) the dreadful oppression

in the atmosphere before the breaking of the mounsoon is a
correlative for the oporession of Hummil's spirit., It is
also, naturslistically, the cause of Hummil's oppression
and of his final surrsnder to the thing that comes to him
in the night. The beginnling of the story is worth quoting,
as an epltome of Kinling's method and as a prototype of
Mary Austin's:

four men, each entitled to 'life, liberty, and the pur-
sult of haponiness', sat st a table playing wnist. The
thermoneter marksed ~ for them - one nhundrsd and one ds-
grees of hest, The room was darkensd Till 1T was only
Just vossible to distingulsh the pips of the cards and
the very white faces of the players. A tattered, rot-
ten punkah of whltewashed callco was puddlius the hot

alr and whiniag Adoclz2fully at each stroke. Cutside lay
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gloom of a November day in London. There wag nelther
sky, sun, nor horilzon, - nothing but a brown purple
haze of heat. Lt was as though the earth were dying
of apoplexy. _

From time to time clouds of tawny dust rose
from the ground without wind or warning, flung them-
selves tablecloth-wise ganong the tops of the parched
trees, and came down again. Then a whirling dust~
devil would scutter across the plain for a couple of
miles, break, and fall outward, though there was noth-
ing to check its flight save a long low line of pilled
rallway-sleepers white with the dust, a cluster of huts
made of mud, condemned ralls, and canvas, and the one
squat four-roomsd Dbungalow that belonged to the as-
sistant engineer 1in charge of g section ¢f the Gaud-
hari State line then under construction. '

This India is so far removed from the expectations of "life,
liberty, and the pursult of happiness® that 1t cuts away

2ll assumptions of human experience and behaviour that

come from o civillization that accepts ﬁhese noble ideals

as self-evident. There 1s a concrete rationale for the
story's susvension of moral evaluatioun - "I Jjudge no man
this wec’;&ther"’5 and for Kipling's general direction that
"cijvilized people who eat out of china and own card-cases
have no right to apply their standard of right and wrong

6

to an uns=ttled land®.

I suggest that 1t is net moral disengagemsnt™ as

n

At the end of the Fassage™, Life's Handlicap
(London, 1964), pp. 183-184,

5Ib1g.

iy

"Georgy Forgy™, Life's Handican, p. 381.

i
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much as an awareness ofl its Toots in natural environment
that Mary Austin really owes to Kipling. Her later for-
mulation of her respect for the vower of natursl environ-
ment and for those who "“shaped in mind and social reaction
¢« o o Dy profound saturation with a limited environment"
has one of 1ts sources in Kipling's respect for Indla's po-
wer to shape those exposed to 1its infuence. But until

Lost Borders Hary Austin has been content with the pictur-

esque environmentalism of The Land of Little Rain and The

Flock, with their personal observations of the humsn con-
sequences of landscape and climate., It was Kipling who in=-

dicated the way in which she could move her study of the

the verivhery of naturism to fiction, from isolatsd per-
sonal imvressioas to the short story. By demonstrating
that neturel forces and phenomena can bz used as a vedrock
of =xveriencs for fictionzl characters and as a rationale
for their actions, Xipling enabled #Mary Austin's fictlon to
dliscard accustomed sxrerisnce together with its conventlon-
al morality, and fix her materisl and her attitudes toward
it in the concrete facts of natural environwent.

repr the beglinniaer of Lost Borders Mary Austin ex-~

plains ths significeance of the title and, in Jdoire so,

y

makes clear her id=za of tha coansction batwsan the physicel

make-uo of the land and its nower to dsfv cornveantion aad



force defisasnce on its inhabitants:

The boundaries between the Indilan tribes and betwesn
the clans within the tribes were vlalnly established
by natursl landmarks - peaks, hill-crests, creeks and
chains of water holes = beginning at the foot of the
Sierra and continuing eastward past the limit of en-
durable existence. Out there, a week's Journey from
everywhere, the land was not worth parcelling out, and
the boundsries which should logically have been contin-
ued until they met the canon of the Colorado ran out in
foolish wastes of sand and inextriceble disordered ran-
ges.,

For law runs with the boundary, not beyond it;
it 1s as fast to the given landmarks as a liapet to its
scar on the rock. I am convinced most men make law for
the comfortable feel of it d=fining them to themselves
¢« o «.0ut there, thzn, where tne law and the land msrks
fail together, the souls of little men fade out at the
edges, leak from them as water from wiooden valls warped
asunder,

Uut there, where the borders of conscieace
bresk down, whers there is no convention, and behaviour
is of 1little account except as 1t gets you your desire,
almost anything might happen, does hsppen, in fact (L3,

2"3)0
Whatever the apveal this conception might have accidentally
held for the urbsn, ethical audiencerof the local colorists,

the preszentation of Lost Borders' locale as a country of

"foolish wastes of sand and inexttricable disordered ranges”
is no more attractive than Kipling's picture of ths earth-
"dying of apoplexy?. Nature here has power but not beauty,
only a brutsal, dullsd and hovpeless squalor. Thls szems to
envelop the humesn enviromment so that the minlng camps can
nut up no resistanca as the desert seens into 1ts houses
and streets and into the soulgsof its inhslitants:
And the life ab daverick was dsadly, apoallingly dull.

The stark ncuses, the rubblshy str=sts, the wonen who
want about then in calico wravpesrs, th: “‘rzgging speech

e
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of the men, the wide, shadowless table-~lands, the hard
bright skies, and the days all of one pattern that went
so stilly by that you only knew it was afternoon when
yvou smelled the fried cabbage HMrs. Mulligan was cooking
for supper (LB, 115-116).

The difficulty of most of the people in Lost Borders lies

in the very inscrubability of the desert's power; they can-
not understand the desexrt and its power to baffle all pre-
vious experience of landscape, climate and beauty while of-
fering no compensating standards in their place. We have
seen how Mary Austin was presented with the same problem
when she came to California and how she overceme it, coming
to understand the new land and its ways, and to recognlize a
strange bzauty where she first thought there wWas only in-

comprehensible emptinzss. Bubt only rarely in Lost Borders,

as in "The Plcughed Lands™ in which she invokes "the blazon-
ry of wind-scourad buttes, the far pesks molter with the
aloenglow, cooled by the velvet violet twllight tide, and
the leagues and leagues of sbars™(LB, 40), does she bring
her own informed attitude directly into play. iHostly she

s guite dispassicnave sbout the way the land wastes and
destroys thase who are not asware of 1ts wayvs. While the

geogrephical position of the country of Lost Borders and

the mining and orosvecting activities of its inhabitants
might indicate an affinity wlith the material of loczl color
and western romance, sary Austin's land is nelther the set-
ting nor the instligation of =votic and pictur:asgue adven-

tures. And wnile her desart doss.fre= men 'from convanbion®

McMASTER UNIVERSITY LIBRARM
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it substitutes sgnother,; and mors deadly, form of slavery.
The story *The Reburn of Hr. Wills™ is a case 1in
point. #r. Wills is one of the "little men” whosz souls
"fade out at the edges® in the desert. e comes west with
his femily and works as a clerk in the Miners' Eaporium of
one of the desert shanty-towns, and here, dislocated from
his previous experisnce, he falls under the spell of the fa-
miliar ovrospectors! talk:
There is a sort of man bred uv in closz comnunities,
like a cask, to whom the churcn, public opinion, th= so-
cial note, are a szt of hoop to hold him in serviceable
shape., “ithout thase there are 2 goold many w:=ys of go-
ing to viecss. IHr, Wills' way was Lost xines (L, 53).
He begins by grubstaking vrospectors and than he goes after
the mines himself, leaving his wife to mcnage as best she

can:

D

It was when her husba
fell into the habit

wlith th=s Jdlcshes unva
common among womamn o

nd went out after Lost Cabin she
f sitting down to a cheap novel,
hed, a sort of drugging of despalr
he camps (L3, 57).

&

=y O

t
Mr. Wills is claimed by thz dessrt from family obligatioans
and all demands of Ychurch, vublic oninion, ths socisl note”

Wwhan he returns to his famlly between vas=2as he returns

"Like a blight?®?, for "a man who has prospectad lost minas
to that exbtant is vositively not good for anytniag slse”
(LZ, 60). Despsrately tryino to maks her way out of ths
hop=alessnzss ner marriazs now entalls, «rs. Wills triss for
a ilvorcs, but the minister, who ra2cozniz=s only adultery as

legitinate grouais, IJlssuades her:

e



The minister himszlf was newly from the Hast and d4ld

not understand that the desert i1s to be dealt with as

a woman and a wanton; he was thinking of 1t as a place

on the map (LB, 60).
The desert, of course, 1s not Jjust a place on the map but
an enviromuent so total and overpowering that 1t replaces
religion, morality, society and famlly as the framework
within which charscters must work out thelr destiny. And
it has the dynamic power, "like a woman and a wanton", to
lure men and destroy them,

Clearly a land with this sort of power is not to be

treated casually, as a mere "place on the map" and as g
sourcz of locsl color. Nelthsr is it o have imposed upon
it the arbitrary rules of conduct suitéble for another and
different land. fary Austin's insistence on the desert's

right to set its own rules 1s strongly reminiscent of

°
.

-
e

iniin
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Clear out beyond the bordisrs the only unforsiveshle
offence 1s incompetence; and consclience, in =zo far as
it is a hereditary prejuidice in favour of a given line
of behaviour, is no sort of baggaze to take into the
wil derness, which has 1ts own =xlzg=ncies and occasions
and wlll not bas 1iv=d in excent on its own coniitions.
The case of Saunders is in point (LB, 25).

I was out of it, smitten anew with the utter inutility
of 2ll the standards which&a.re not bred of exverience
but merely came down to me with the family teaspoons.
Seen by the flerce dssert lignt they looked 1lilz the
gspoons, thin and worn 2t the sdzes. 1 should have baen
ashsmned to offer them to wetta Saybrick (L3, 120).

The negation of moral responsibility which iary asustin ad-

mired in Kinling seems to have coiz from the resvect the
- = y
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share for the concrete power of their respective locales

effectively to wither awsy the arbitrary standasrds of ci-

vilized convention.

Whatever strength (even validity) this concept LK

might have as naturalistic philosophy, it does present dif-
ficulties in its transformation into fiction. For just as
Mary Austin's desert o Kipling's India demolish the moral
standards of ¢lvilized life, so they subvert the tradi-
tional patterns of fictionsal narrative expected by the ci-
vilization that constitutes the writer's public, Intro-
ducing "The Fakir®, Mary Austin points out that hunan love,
for instance, has provided the greatest theme of formal
literatures not lové in itselfl but love in 1ts relations
with the institutions and expectations of complex clvil-
ized society, "with Respectablility, with the Church and
Property": 7
Threading through ﬁhese, 1ové weaves the fascinating
intricacy of story, but here in the Borders, where the
warp runs loose and wide, the pattern has not that
richness 1t should show in the close fabric of civil-
ization. If it 1iv=d next door to you, you probably

wouldn't have anything to do with it (LB, 110).

In The Land of Little Rain wary Austin quarrelled with ths

validity of Harte's highly-colored, action-chargad depic-
tion of 1life 1n the nining cemps, vointing to Jimvillefs
quality of "indifference, blankn=ssy emptiness” and the

absence of sny fictionsglly neoot iavlz forn or structure in

its life. In Lgst Borders she clarifies this voint, but
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now she is not concerned with the lack of form itself but
with the absence, *"where the wsrp runs loose and wide®, of
the elements that make form worthwhile - the other aeg-
thetle . values of fictlion: scale and intricscy, In Flain

Tales from the Hills (1890), Kipling, using g different

but still appropriate nmetaphor, makes much the same polint
about his material:
One of the many curses of cur life in India is the
want of atmosphere in the veinter's sense. There are
no half-tints worth notlcling. .en stand out all crude
and raw, with nothi?g to tone them down, and nothing to
gcale them agalnst.
The power of Mary Austin's desert to cut aesthetic values,
as well as moral, down to its own conditions, lzsaves men
and their affairs bleak and expvosed. The story the pocket
]
hunter tells when the =sarth segged on its axis, in some
Areamy, beggaraed sleep® i1s about "one of t-ose exvanslve
enunitlies which in the spined and warped humanity of Tthse
cemps nave as rzady an acceptance as the devoued partner-
ships of which Wells 2nd sasset furnished the vpre-eminent
example® (LB, 135). Just as the relationships are reduced

to thelr desolate =ssentisls by the conditiocins of the des-

ert, so are ths protsgonlsts:

. Mlac was ona of thosgz illy-furnished soul sz whom the
7 )
Piregsley of the #.0,", FPlain Tales from the nills
(Loncn, 1965), o. 310.
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wilderness despoils most completely - hair, beard

and skin of him burned to one sandy sallcwness, the

eyzslashes of no color, the voice of no timbre, more

or less stiffened at the Jjoints by the poison of lead-

ed ores, his very name shoran of 1lts distinguishing

ayllable; no more of him left, 1in faot than would

serve as a vehicle for hating Creelman,(LB 136).
In a sense there is the materlal here for the conventional
Western melodrama, the material of Zane Grey and Dan Black,
but the presentation of the charscters and thelr story is
go uvncompromisingly stark that the hatred 1ls purged of acg-
thetic attraction and the "fascinsting intricacy of story“
just as it is denied the attentions of the moralist. "The
Pocket Hunter's Story'" makes no attempt to coupromise
the ewpz2ctztions of the local color audisnce (and in this
Mary Austin is a good deal mors honest than Kipling) and
the story 1s effectlve just becauss of the glaring stark-
ness of its nreszntation, matched with the indiffersat bru-
tality of its natural settinsz,

The facts of the dssert, then, its weather, its

topography, its vegetation, underlies a1l the hunan context

of Lost Borders. The desert is the book's areztest concern

and its vower over its inhabitantg 1ts gresatest thems.

It is no=sible, of courss, to miss the polat com-
nl=2tely. Dudley Yynn objzcts that "tThe Fskir” - adaltted-
1y not the bast story in LOst Foriers but one whose method
is ve2ry car=fully =wnrlained -~ succe2dsg only ia stressing
"the barenesss ~f the story as of the land?, and complelus
about the “lack of ~otiveting sharpness” (Wynn, p. 71).
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The other theme that i1s played upon throughout ls that of
the "man-woman relationship™, and Dudley Wynn goes so far

ags to claimrthat this is the "real theme® of Lost Borders

and that it culminates in the ideal of the "shared task®
epitomized in the last story, "The Walking Woman™? Later
in her career Mary Austin was to write, at great length and
with 1ittle distinctlion, about marital and extra-marital
problems, using concepts like "Maleness” and "the Female
Urge", and there is a case to be made for studying Lost
Borders as an early exploration of this subject. The man-
woman aspect of her work does not qualify for lengthy dis-
cussion in my zapproach to lary Austin, but it is-worth tak~
ing a brisf look atAﬁThe Walking Woman®™, her only story to
have been widely anthologized, in connection with Uynn's

idea that it epitomizes the ®reesl theme" of Lost Borders.

The Walking Woman 1is one who has "walkz=d off sll sense of
socliety=-made values, and knowlng the best when the best
came to her was able to take it" (LB, 208). This "becst®
comes to her, strange as 1t may seem, in a sandstofm, after
she meets the shepherd Filon Gerard in his spring camp on

the edge of the desert:

At such times a sandstorm worKs incslculable disaster.
The 11ft of the wind is so grsat that the wholz surface

Ibid., p. 68,
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of the ground aprears to travel upon it slantwise, thin-
ning out miles high in ailr. In the intolerable smother
the lambs are lost from the ewes; neither dogs nor man
make headvay against it,

"Such was the force of the wind sald the Wal-
king Woman that when we came together we held by one
another and tsalked a 1little between pantings. We
snatched ané ate what we could as we ran. All that day
and night until the next afternoon the camp kit was not
out of the cayagues. But we held the flock. We herded
them under a butte when the wind fell off a little, and
the lambs sucked; when the storm rose they broke, but
we kept upon thelr track and brought them together agalin.
gain. At night the wind quleted and we slept by turns,
at least IM"ilon slept. I lay on the ground when my turn
was and beat with the storm. I was no more tired than
the earth was. The sgand filled in the creacges of the
blanket, and dripped back upon the ground. But we
saved the sheep" (L3, 221-222).

Obviously there ls something r=asonably portentous goling on
in this accounut, certalinly in the context of the relation-
ship between the man and the woman but alse in the context
of what used to be called "commuanilon with nature®, The im-
portant point 1s that the love affalr, or whatever it is,
cannot be sgeparated in sny sense from its desert environ-
ment, It 1s the desert in its most 2rchetypally concrete
and violant form - the ssndstorm - that brings the two to-
gether and allows the consummzstion to take place. Iu the

Y,

nat

ct

game way 1t is the deadening squalor of the dessrt
i

pushzsz Netta 3ayvbrick into adultery in "rhe fakir®, and the

gpurious glamour and mystery of the desert that brings a-

J

bout the desertion ~f Mr. fills. Different asvects of the
Aesert instigate the siznificant action in all the storis

that “eal with the r=latioanship of =wen and wo1izn. The ex-

)

parience thage storlzs nrasszat ig brad of a wmarticular en-

v



108

vironment, and far from constituting an sutonomous theme,
1t only demonstrates, once ageln, the vower of the land
over huaan behaviour.

In The Lonely Voice Frank O'Connor develops a per-

suasive thesis that the one great subj=sct of the formal
short story is that of human loneliness, and that all the
great critics of short stories should havs been able to
take thelr epigram, as he has done, from Pascal: "The cter-

10
ror

nal gilence of those infinite spaces terriflies meb,
the obvious reasons O0'Connor does mot elect Kipling to that
oirole.ll But by 0*Connor's standards (and they are better
than most) it would seem that iary Austin is entitled to a

place on the periphery. The dominant feature of the char-

acters in Lost Borders is the terrivle lonelinsss that the

D

o

desert imposes on them, the contimual awareness of thel
human lgnorance, insignificance and impotence. Whereas
Kipling's heroes are generslly those who keep thelr uvper
lips stiff and hold at bay, wlthout breaking down or going
netive, the hostile environment that would destroy them,

Mary Austin recognizes no place in the desert's scheme

1OO'Connor, The Lonely Voice (New York, 1968),

p. xiii.

1llbid., pp. 155-157.

e
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for this kind of défensive heroism, She is interested by
those who are defeated by the land or by those who adapt

to it. The first group, the Wills!, dNetta Saybrick in

1The Fakir™, Bmma Jeffries in "The BReadjustment®, are driv-
en to a frenzy of loneliness and forsakeresgs because

they do not fully understand the ways of the desert and its
power; they 1live out thelir lives in ghame, despalr and
hopeless regret. Those who reach some accomodation wilth
the desert's demands, _the Walking Woman and the stage-
driver in "#gua Dulce™ choose loneliness, the superior
loneliness of being alone, just because they do understand
and realise there can be no other way. Pérhaps Mary Austin
as narrator 1s too desert-wise ever to be personally terri-
fied, but she fully understands the various terrors that
the desert provokes in others, and in her first collection
of short stories Pascal's abstraction has its convincing
naturslistic correlative in the "foolish wastes of saad,
and inextricable disordered ranges', the "burning alkalil
flats” and the "wide shadowless tablelands® of the country

of Lost Borders .

So far the stories of lLost Borders have been dlg-

cussed as though they were conscious creations of formal
Imaginastive literature. Comparisons have been made with
Kipling, and behind both Kivling and ilary Austin stand the

great masters of the formal short sbtory, Chekhov and de
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Maupassant, Turgenev and Joyce; thelr work should provide
the logical framework of analysis and comparison. iMary

Austin, however, chooses To describe Lost Borders as a

collection of #rolk stories" (ZH, 336): this brings them
into relstionship with the very differ=nt, inchoate body
of non-formal, orsl literature and, also, into the context
of the wvarious ideas about the folk and folklore that were
discussed in Chapter I.

In what sense is the description #folk stories?
justified? The forgoing discussion of the content of Lost
Borders suggests two ways in which the “folk™ aspect of the
storiess can be aligned with some of the more libersl con-
cepts of folklore in literature. PFirst, at the most super-
ficlal level of both the stories and the theory, Lost Bor-
ders is a collection of stories "about the folk", =bout
those who 1live close to the soil, in a distinctive local
setting, removed from the cultursl verils of industrialism
and the urban society. Thus they constitute the tyve of
louse folklore exploitsd by the loczl coloricts and given
loose sanction by the later theorists of the Folk~Ssy group.

Second, the characters of Lost Bordsrs are "folk" accord-

[

ng to Xary Austin's own formulation concerning the pro-

found influence of znvironmsnt. Followlinz cn 'fhe Land of

Little Rain and The Flock, Lost Bordsrs is basic=lly an

imaglnative study of the wav in which charactars are

e
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"shaped in mind and social reaction . . . in character and
so finally in expression' by the desert country in which
they live,

(v
In this sense lost Porders is a comment on the cone-

cept of the folk 2nd the general environment of folklore,
but the book extends farther Ttowards a concrete relatlon-
ship with folklore. Thig ls revealed more by the tech=-
nigues of the stories than by thelr content; it is re-
vealed in the care dary Austin takes to revroduce the pro-
cesses by which the stories emerge from thelr surrocunding
enviromnent, through human sources, into the formal condli-
tion of short stories. At this voint, it is worth repeat-
ing Wacidward Leach's rubric for the collector of folklore,
that he "must not be content with merely collecting the soag
or the story; he must collesct the matrix as well® and, fur-
ther, that "he must go beyond that and collect the singer
nl2

of the songs and the teller of thes tales', ~ do not wish

to suzgest thaty in Lost Porders, iflary Austin is acting as

a collector of folklore rasther than as a writer of short
stories but that thers 1s something of the collector in
ner, that there are parallels between her fictional tech-

nioues and Leach's collaction methods that are too impor-

12Leaoh5 D. 56,

ar
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tant to ignore.
One important voint is that Mary Austin goes to

someé lengths to emphasize that her stories are stories
from the oral tradition; that they come to the reader at
second~hand and that she i1s merely transferring to the prin-
ted page stories given her by other inhabltants of Lost Bor-
ders. This immediately places some sort of stress on a
"oollector® role. She credlits the driver of the Keeler-
Mo jave stage with many of the stories (EH, 258) and in "Aqua
Dulce™ she allows him to bhecome the principal narrator.
Mary Austin does provide an introduction in her own voice,
in which she repeats the clrcumstances of hearing the story.
It beginsg circumstantiallys

The Los Angeles speclal got in so late that day that if

the driver of the liojave stage had not, from having

once gone to school with me, acquired the haklt of min-

ding what I said, I should never have made it (L3, 82).
There follows an account of the journey through the night.
The stage passes within sight of a far-off line of Piaute
camp fires and Aary Austin, up on the box with him, sees the
driver stare after them, "By which I knew there was a story
there", The story proper follows, the story of the Indian
girl Catmaneda at the spring called Agqua Tulce, as told in
the stage-driver's own words.

Here aary Austin is using the conventional frame.

device beloved of the local colorists from YWashington Irving

¥ 7% T 1 o am L g - 7 - -
onwards, and of Kiviing. In. its usual ne frame allows

o]

B i
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for the central story %o be narrated by a character other
than the author, who relegates himself to the role of list-
ener and transcriber, and who frames hils narrator’s story
with a character sketch of the narrator, a description of
the setting or an account of how he (the author) came to

be hearing the story he brings to print. The use of the
frame device sets up a pretence of authenticity for the mag-
terial within the frame and invites the resader to see the
author as the purveyor of the story rether than as its
creator. Ususlly the asuthenticity 1s intended as no more
than a conventionsl pretense, but when tiary Austin uses the
frame in "Agqua Dulce®” ghe 1g evidently making a gerious at-
temot to establish something of the culturel and enviro-
mental matrix of the stage-~driver's story and its authen-
ticlity within the larcger culture and environnant. Some of

the Logt Borders stories, "rhe Zitterness of Jomnea™ and

"The Laszst Antelope?, are completely s=slf-coatalined and do
not have freames., 3ome hava the guthor a2s s nerticipant in
the events of the story, as in "The Fskir” and (thinly dis=-
guised) in "The Readjustwent? and w0 ¥ wot nsed formal
frames, ©But most do, and ¥Mary Austia’s uss of the device

reveal s siznificaant attitudss to the folklore cowntent of

o)

the sgtories,

Tagua Dulce® 1s ths elwmslesst 2ad wost coaventional

y}

f Dl Gl 4 [N, =l sl 9 3 S % o o T -
nf wary fustin e fraase. ey ars ususlly acre couplex

.
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than the frames of Kipling and the local -colorists, and
more important to individusl stories. In terms of verbsl
guantity ¥Mary Austin feels it i1s worthwhile to devote a
considerable proportion of her story to the frame sur-
rounding somebody elsefs. The central story of “The Walw

king Woman™, for instance, 1ls presumably the story of the

woman®s experience with Filon Gerard, yet only twelve hun
dred words are glven to it amid the twenty-six hundred of
the total stery. Avart from this central story snd a few

T\

ragranvhs in whlch ¥ary Austin meditates on the vslidity

o]

O
=
1_)-

ts morak, the rest of the story is an expanded and e-

]..J
o)

Qy

borated frame. It begins:

The first time of my hearing of her wes at Temblor.
We had come all day betwesn blunt, v hltish cliffs ri-
ging from mirage water, with a thick, »ale wake of
dust billowing from the wheels, all the dead walls of
the foothills sliding and shlmmering with heat, to
learn that the Walking YWoman nad vassed us somewhere
in the dizzying dimness, going down to the Tulares on
her own feet. We heard of her ggaln ln the Carisal,
and again at Adobe 3tation (LZ, 195).

'J

Almost half the story 1s taken up with a consldsration of
fragments of lore about the “Jalking Vomnan, gathered from
"sheepherders at whose camvs she slept, and cowboys at ro-
deos™ who "told me as much of ner way of 1ife as they could
understand®, and with conjecture sbout her versonality aand
motivations., What made her clwose the 1life of 2 vagresnt

Fal

in a hostile country “where tha number of wWowuan 18 as one

.L.ﬂ

in fifteen snd 2vold nunan conbact? fow 4id she livet

o
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What had she to tell? Eary'Austin reports how she tried
to meet the Walking Yoman, to talk with her and to resolve
conflicting accounts. Flnally she does come across her in
faﬁorable clrecumstances:

It was at Warm Springs in the Little Antelope I came
upon her in the heart of a clear forenoon. The spring
lies off a mile from the main trall, and has the only
trees about it known in thet country. First you come
vpon a ool of waste full of weeds of a poisonous dark
green, every reed ringed about the water level with a
muddy white incrustation. Then the three ozks anpear
gtaggering on the slove, and thz spring sobs and blub-
bers below tham in ashy colored mud. All the hills of
that country have the down plunge toward the desert
and back abruptly toward the Slerra. The grass is
thick and brittle and bleached snow-color btoward the
end of the season. As I rode up the swale of the spring
I saw the Walking Woman sitting where the grass was
deepest, with her Dblack bag and blanket, which she car-
ried on a stick, beside her. It wazg onz of those days
wnen the geniuvs of talk flows ag smoothly as rivers of
mirage through the blue hot desert morning (LB, 200),

It is only here that the Walking Woman begins her own sto-
ry. Similarly, in “"The Pocket-Hunter's Story" there seenms
to be an undue emphasis on the frame material. ot only
are a great many wWords devoted to the frame - the sccount
of lary Austin's meeting with the pocket hunter and their
conversation about the vower of the desert - but framne ua-
terial is constantly intersversed with the vocket-hunter's
story of Creelman sand liac. The line of wary Austin's nar-
rative moves quite fr=zely from ons to the other and the
frame is so constructed that 1t is imvossible to separate
1t from the gtory it =ncloses.

The ilaportance wary Austin gives to what would con-
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ventionally be regarded as merely the trimmings of the sto=-
ry ils closely connected with the materisl content of her
frames. Ag well as acknowledging the oral credentials of
the stories, they are concerned with three things: the gen-
eral point that can be made from the story - "Judge how a
conventional pew-fed religion Would_flcurish In the face

of what I sm about to relate to you" (LB, 134); the en-
viroament of the story in terms of natursl phenomena; and
an acgount of the teller of the story. The first of these
1s the least important here. While there are exceptions =-
"The Fakir®, for instance - itlary Austin's abstract general-
izatlons are usually overblown and redundant. Mary Austin
herself denies respénsibility for their inclusion in the
book, claiming they were written "at the insistence of the
publiéhers”, who felt the stories needed "explanatory com—
ment";13 But the others,; the attention to natural environ-
ment and to the human source of the story, are important,
not only to Mary Austin's stories but to the storics she
usas. They are the eilements of the frame thet make the
"explanatory comment” redundant, since they imply every-
thing in establishing the total context of the stories.

One of ary Austin's favorite devices to emphasize bthe

The I'olk Story. in America™, v. 17.

i
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context provided by natural environuent is the inclusion,

as in "The Walking Woman® and “The Pgcket~Hunter's Story",
of a lengthy description of landscape and weather within

the frame, at the time of the story's telling, as well as
within the story proper, at the time of the incidents it
relates., This hag the effect of bringing together the in-
cidents of ths story, the story itself and Mary Austin's
awareness of 1t, and of resolving =ny competing straslins of
form and attltude, by exposing them to the all-powerful
natural environment. The attitude to the teller of the
story has the same effect, 'Tor the desert forms the char-
acter of the story tellers Just as 1t forms the incldents

of its stories. To take the obvious example, the Walking
Woman 1s not used merely as a story vessel but as a living
symbol of adjustment to environment. Her personality over- .
powers both her own story and the frame around it, because,
on the one hand, her character ls strongly marked by hern
experience of the desert and, on the other, because the sto-
ry she tells 1s congruent with the totsl experiencs of en-
vironment,

In this way siary Austin's frames always point back
from the varticular stories they enclose to their total con-
text in human character, experiénce and environmneant, While
the stories told - the record of specific incidents - might

crystallize some aspect of this total context, their poten-
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tlal is wasted 1f they are reduced to thelr bare 'line
of incident. Referring to conventidonal . folklore, Leach
has noted that "a song or story does not stand alone“14
but emerges, with many others, from an established malrix
of natural, cultural and personal cilrcumstances, and this
is even more true of Mary Austin's type of folklore, the
diffuse snd unresolved body of oral traditions. HMary
Austin®s frames are essentlally the method by which she in-
sists on the relationship of individual stories to the ma-
trix while allowing her to capitalize on the literary ad-
vantages of the short story form. Indesed, the term "frame”
1s something of a misnomer whem it is applied to these sto-~
ries, since "frame' implies a formsl afterthought or decor-
ation, or, in the context of local coleor folklore, a whim-
sical ®rick to suggsst oral authenticity. rfiary Austin's ;
fresmes are neither formal nor afterthoughts, since they
represent the organic background out of which the stories
emerge, The frames stand in the same relatlonship to the
storles as the natural and human environment uvo the 1lnci-
dents the stories relate and the truths they reveaasl.

In one sense, all ths storiss, whether they have

individual frames or not, nave the effect of belng conscis=-

Leach, p. 49,
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ousgly set within a larger context, for Lost Borders is

one of those collectlions of short stories in which all the
individual stories are forged into a larger unity. Ob-
viously the main unifying agent is the emphasis on the role
of the natural environment as denominator of all the sto-
rieg and of all the themes they pursve, DBut this sense of
all the stories being only random vpieces out of a much lar-
gar vattern is reinforced by the cilrcumstantisl coanectilons

not only between the stories in Lost Dorders but betwesen

them and The Land of Littlz 3ain and The Flock

a0

The Walking Woman was alt daverick the time of the 3Big
Snow, and at Tres Pinos when they brought home the body
of rorens; and if snybody could have told whether e
Borba killed Heriana for spite or defence, 1t would
have been she, only she could not be found when most
wantad. 3Shes was at Tunawal at the tizne of the cloud-
burst . . . (LE, 196).

In Lost orders Yary dustin uses the Walking Woman as her

informant for one story but it is suggested that she has

just touched in her wanderings the line of many other sto-s

D

riesg, Jjust a2s worthwnile. In fact nary Austin hes already
used something of the story of De EBorba and wariana in The
flock (156=157). Both Long Tom Basset and the pocket-

huntar a pear in The Land of Little dain. wary sustia's

nention of the cocket-hunter's lucky strikes and his ay-
sterious trivs to surope (LL3, 29-30) suggest anoth=r good

story, and 1t seens only by the merest chance of selection

[§

that he 2vpesrs in Lgst Borilzrs as the nerrater of the
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story rather than as the protagonist of one of his cwn.

The stage-driver of "Agua Dulce”, it is casually mentioned,

is working for ¥acKenna at the time of his meeting with
Catmaneda: this MacKenna has a story of his own in "The Hoo-
doo of the Minietta?. Sometimes the gtories themselves

trip upon other stories and Mary Austin is teumpted to side-
track from the main line of narrative. "A Case of Con=
sclence, for instance is the story of the Hnglishman,
Saunders, and his gray-eyed Shoshone sguaw, but there is
another story behind thils one:

There is a story current and confirmed, I bellieve, by
proper evidence, that a man of one of the emligrant
trains that suffered so much, and went so far astray in
the helltvap of Death Valley, wandering frem his party
in search of water, for want of which he was vartly
crazed, returned to them no more and was accounted lost.
But wandering in the witless condition of great thirst,
he was found by the Shoshones, and by them carried to
thelr campody in the secret places of the hills. There,
though he never rightly knew himself, he showed some
skill and excellencs of the white man, and for that, and
for his loose wit, which wsas fearful to them, he was
kept snd reverenced as a Coyote-man and a medicine
maker of strange and fitful powers. And at the end of
fifteen years his friends found him and took him away.
As witness of his sojourning, there is now znd then
born to the descendants of the campody a Shoshonc with
gray eyes (LB, 29).

These consistent connections between stories and other sto-
ries, betwsen stories and characters, between characters as
sources, protagonists and casual participants sugzests (as

Kipling's recurring 'but that is another story® suggests)

thet there are far mores stories in the Lgst porders coun-

try then are given formal status in #ary fustin's book.
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The land, through its people, is full of stories below the
surface of formality, exigting in the formslly unstable
oral trsdltions, in casusal anecdotes and reminiscences.
They walt only for the asttention of one who will collzct
and formalize then.
The most commley and interesting of the formal frame

devices of Lost Borders is the one in the fine and strange

story “"The Yoman at the 18-idile' and it 1is in this story
that «ary Austin brings attention to the problems for the
writer working wlth oral material, to the contradiction be-
tween the formal reguirements of the short story and the
formsl instablilty of the story matzriel. "The wWoman at
the 18~#Mile” 1s not so much a story in the formal sense as
an account of an effort to orzanize such = story from seen-
ingly intractable material. Her intentions are unexciting,
offering only a local colorist extraction of the essence
of an intesresting locale:
I hod long wished to write 2 storv of Death Vslley that
should be itg final word. It was to be so chosgen from
the limnitzd sort of incidents that could occur there,
so charzed with the still ferocity of its moods that I
should at length be quit of its obsassion, frez to con-
cern myselfl abvbout othzr affs2irs., And from the moment
of hearing of the finding of Lang's body at Dead ian's
spring I knew I had struck upon the tr=il of that story
(L3, 94).
she first hears of the stery when a tesaster realnisces

aboult his own part in ths sexhuning of a body from a Death

Valley gravs, one incideat in » comnl=y sbery that, she is
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later to learn, contains a mine, "a murder and s mystery,
great sacrifice, Shoshones, dark and incredibly dlscrezet,
and the magnstic will of a man making manifest through sll
thesges there were lonely waterholes, deserted camps where
coyotes hunted in the streets, fatigues and dreams and
voices in the night® (LB, 97). As Maryv Austin's narrative
progresses the frame, or what appears to be the frame, ex=-
tends itself in an irregular way to cover her path on the
trail of the story.

Then I heard the story agaln between Red Rock and Coy-
ote Holes, about moon-set, when the stage laboursd up
the lonz gorge, waking to hear the volcesg of the pas-
gsengers run on steslthily with the girding of the sand
and the rattle of harness-chalns, run on and break and
eddy arcund Desad ian's 3prings, and back up in turzid
pools of coment =nd sneculation, fzlllng in shallows
of miners' talk, lost at last in a waste of ledgz2s and
contacts and forsotten strikss, wWalking and falling,
the story shaved itself of the largsness of the night;
and than the two men zot down at Coyote Holes an hour
befors Zawa, ard 1 knew no mors of them, nesither face
nor n=ne, But what I had heard of the story confirmed
it exactly, the story I had so léng sougnt . » o &

went abtout asking for the whole of 1t, and got sticks
and straws. There was a man who hail keot a bar 1n Tio
Juan, a2t the time, and had been tnhe first to notice
Wnitmark's dealinz with ths Snoshone wic was suvposed
to havs stolen thz body after it was Juz up. ‘thare was
a nexican wwho hat bsen ths lz2gt Lo zez2 Lang 2llvs and
night have told sowmswnet, but desth ot in bafore I

et

finally, it apo=ars, she is reaching toward the story itszlf
inen she haars of a vaoue connectlon 2stuwzcen Wit zark and
a2 woian whose husbsanid, onz of the "fecklerss mexn Thoa the Je-

gsert sucks Jdrv and Wzens Jdangline lille sour's ca = striaz®

(Ls, 98), k=ens a2 ghegs-rslay hou=e, the "18-.ile" of the

22



123

title., Hary Austin goes to the woman hoping for some last
details to complete her knowledge of the story and to enable
her to formalize 1t
At the time I learnsd of her connection with the
Whitmark affair, the story still wanted some items of
motive and understanding, a knowledge of the men hin-
gelf, some account of his three month's passar into the
hills beyond iesguite, which certainly had to do with
the affair of the mine, but of which he would never be
persuaded to sva2sk . . . .
Consider how still it was., Off to the right
the figures of the men under their blankets stretched
along the ground. ot a leaf to rustle, not a bough to
creak. nNo grass to whigper in ths wind, only stirff,
scant shrubs and the sandy hills like shoals at the bot-
tom of a lake of light., I could see the woman's profile
thin and Tine agalinst the moon and when she put up her
hand to drag down the thick, careless coil of her hair,
I guessed we were close upon the heart of the story (L,
The "heart of the story™, however, differsf@ﬂ\the expecta-
tions that might have been bullt up. The woman tells how
she fell in love with “Jhitmark and that she helped him in
his mysterious work; but this is all thset can bes told. In
the end there 1s, effectively, no story at 211, for the wo-
man swears mary Austin to secrecy before she reveagls the e-
vents that surrounded the death of Lang and the abduction of
his body. The frame of ¥ary Austin's story, shaping itself
according to the varinus ways she came uvon the "sticks and
straws" of the “hitmark-Lang story, bzcomes the whole story
in itself. Tantalizingly Hary Austin conjscturss that

dhitmark and the womnan "must have had grest moments at the

haart of that tremendous coill of circumstance™ (Lg, 102),
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and the structure of her séory is a re-creation of that
tremendous coll, refusing To unravel itself, The mater-
ial of "The Woman at the 18-Mile"™ refuses to accomodate
itselfl to the demands of the formal short-story, and re-
mains inviclate in the secrecy of the desert and the frag-
ments of 1ts oral traditions.

With the proxinity of i1ts techniques to 1ts envi-
ronment-saturated content, "The Woman at the 18-dile

epltomizes much of Lost Borders and raises, almost direct-

1y, the question of relationshlip to the body of theoreti-
cal folklore., Can the stories be legitimately describzad as
"folk stories™ by any other than the libersl standards of
local color's cultural bias or siary Austin®s concept of
expresslon shaped By environment? To answer this guestion
we must explore an area overlavped by three supposedly au-
tonomous ¥disciplines™: formel literature; the oral tradi-
tions of the folk literature-folk history wmatrix; the for-
mal study of folklore. In Chapter I I discussed the re-
lationshin to folklore of each of these individuslly, and

used a story from Cable's Stranze True Stories of Loulsi-

ana as a case in which thelr interests colncide, and where
one leads gulte naturally into another. Cablzs racognizes
that the folk-history material gatherad by his casual
collecting activity can possess "such symnetrical ordsr as

to make an artistic whole® and transformed it 1lnto formal

o
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literature, becoming, in the process, an agent in the

transmission of folklore, a surrogate folk artist. The

storieg of Lést dorders do not follow exactly thls pat-

tern but they are wltness to the same relatlioanship of come-
plenentary compatibility not only between the work of the

collector and the literary artist, but between the artist

working in formal and non~formal media.

Theorizing on the relationshlip between literature
and folk literature, B. A. Botkin considers the way in which
an individual writer can "lose his self-~consciousness in or-
der to merze his individuality with that of the group®.

The i1dea of the consclousness of the group is slightly in-
appropriate in Mary 2ustin's case, since her concept of the
folk and folklore rests on natursl environsaent rather than
cultursl differentiation (this distinction is particularly

important in Lost Borders where the inhabitants of the

P Ju

desert are not seen as a folk group in Zotkin's senss if
for no other rezson than that the dessrt environnent works
to “eap them sgpsrt). But individusl consciousaess of en-
vironment nlavs the seme rols as culturael determinant of
folklore in #lary Austin's molel a8 grouv-conzciousness in

Botkin's, and, if one is substitutad for the other, =we have

s

1

a Tormulation from Sothkin of one of the weys in which fary
Austin's fictlon is vorlking. Formslly, the whole point of

*The Wowan 2t thz 1S-mile! and the othzr freme =stories is



that Mary “ustin does submerge her indlviduality in the sove-
cific conditions and characteristics of her material. Indi-
vidual creation is subordinasted to transcriotion as Hary
Austin refuses to forge a story by imposing a conventlonal

fitremendous coil of circumstence®,

formal structure on the
In the end the subject of Iary Austin's story is not the
Whitmark-Leng story but rather Mamy Austin's approach to it
along paths made torbuous by the configurations of natural
environmment and human sources, The Trame device hag the
effect not so much of holding the story back for dramatic
purposes but of agllowing the story to emerzs on ils own
conditions from 1ts surroundings in nalture and in huaan
experience,

Another, and more resvectable differentiation of
Tormnal literature and folk litersture, 3tith Thompson's

Fal

distinction in tarms of the “formsl instability™ of folk.-

lore, 15 ers the same approach to lary aAustin, The *for-
mel inetability of = ory is, as 1 noted in connection

with the ors=l saterizl »f Th2 Lend of Little asln, a Jdirsct

function of itgs inextric=ble relastionshin to its circun-

o]

atsntial snvironnent. &t is juast this formsl instabil-

-! Yo Ty . .o ) -
7uu1ba “hNooson, T3tory-.riters and Story-lellers?
ia Slarke, on. LO-47,

-
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ity that fiary Austin attampts to preserve and transfer to
her own stories by subordinating votentially sutonomous
material to the length and complexity of the surrounding
frames.

The paradox here, of course, is that by stressing
h2r submergencs in the context of her materisl and by in-
sisting on 1its formal instability, by allowing the raw ma-
terial to dominate the agartistic impulse to organize and re-
fine, Mary Austin is also emphaslizing the importance of her
role as transcriber and organizer. Without her there would
be no story to tell. The frame device, for instance, brings
ag much attentlon to 1ts manipulator as it does to the cen-
tral story it suvposedly surrounds, and this emphaslis is
proportoinal to the length snd comvlexity of the frame.

"The Yoman at the 18-i#ile™, in which the frame takes over the

whole story, is in this way a great technicsl tour de force

and, whatever else 1t might do, it brings dire-t =ztteation to
fary Austin's own formal achievement,

The emphasis throush Jde-enphasis varsdox is not oaly
cnaracteristic of th= theory and vractise of the direct
trensference of folklcre to literature but of the folklofe—
literature relationshin concesled in sacadward Leacn's col-
lection mnodel. In collecting the matrix of felilore rathar
than merely trsnscribiang iadiviiual w»iecses, the collector

must use Mis own orgaenizinz fachltiss in orer to give his .
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collection form and weaning., Technlques that are basically
subjective and imvressionistic are to be used for oblect-
lve understanding, and the distinctlon between sclentific
and literary collection becomzs blurred., The inchoate oral
material that forms such a large part of the matrix of folk-
lore becomes, quite legitimately, litersry material at the
some time as it forms the subject-matter of a transcription
of cultursl phenomens. This is essentially the same pat-
tern that emerges from iMary Austin's relationship to her

folklore material.in Lost Borders. At all points her book

touches on some conception, or combination of coaczptions,
of folXlore and its transformation into literature; the
humanistic naturism of Mary Austin's own conceptions; the
loose cultural formulations of the local colorisgts and the
Folk-Say group; the formsl characteristics of the orsl tra-
ditions; the idea of collection put forward by Maclidward
Leach. The varigated nature of folklore theory itself,

makes lmpossible an unequivocal statement of Lost Borders'

relationship to folklore, but it is falr to say that the
book is peculiarly deovoendent on its various vossible val-
1dities as a collection of Y"folk stories?. Certainly the

real worth of Lost Borders as fiction 1s closely related

to its asserted vellldity as non-fictlon, 2nd its valus sas
formsel lit-=reture to its orovimity to the non-0rmal ma-

terial from wiich 1t is Tashione.

Cm



CHAPTZR V

FPOLK STORY INTO SHORT STORY: ONH SMOKE STORIES

Lost Borders is a literary response to an exper=

lence of folk 1life that 1s both complex and diffuse, and . s
its rendition into literature touches on many varied aspects

of the folklore=literature relationship. The stories of

One Smoke Stories represent not only a different response
but a different kind of response, a different reaction to
f?lklore as a source of formal literature. Introducing One

Smoke Stories, Mary Austin explains her title in terms of

the technlques of oral narration and thz shapes into which
these records of folk experience fall. Although she uses
the archetypal setting of an Indian campfire she explalnsg
that this 1s a paradigm of the manner of story-telling in
"Indian country®:
Now and again, holding the crisp cylinder vetween thumb
and fingertip, unlighted, one begins, always gravely,
and holding on for the space of one smoke, tales, each
one as deft, as finished in itself as a ceremonial cig-
arette. Or, if not 2 tale, then a clean round out of
the speaker's axperience, such as in our kind of soci-
ety might turn up a sonnet or an etching (033, xii).
The comparison with a sonnet or an etching maekes it clsar
that Yary Austin is concerned here witih the formsl charac-
ter of folklore, in a way that she w%zs not in Lost borders,

where she 31d everything vnossible to nrzserve tne non~formal

characteristice of her wmaterisl. Folklore 1g used in Cne

129
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Smoke Storles as a source of formal technlgue, which she

attempts to carry over directly from oral to printed media.

The process 18 anslogous to the collection of folklore

[#2)

through formal transcription rather than the imaginative
"matrix collection” that provided the analogy for Lost Bor-

ders,

With Lnst Borders the character of Mary Austin's

material and the manner of 1its integration into literature
precluded the vpresence of any coherent context of theory

for ths stories. For One Smoke Stories there is such a

context in fary Austin's own commentary in the Introduction
and in her essay 'The Folk Story in Amexrica®™, which, con-

temvorary with One Smoke Stories, acts as a theoretical

comoanion piece. ""The Folk Story in America™ is an inter-
esting, idiosyncratic piece of work that does much vo clari-
fy Mary Austin's objectives end 1lluminate the methods of
har later storiss, aind to establish their relationship to
folklore. In fixing the relationship between folk stories
and the foynal short story she uses not models of culture
but actusl techniques of story-telling as vrinciplas of dif-
ferentiation. She beging the essay with an account of her
dissatisfaotion with the sghort stories of the eilghteen-
nianeties, and with her own first attzswpts =zt the form:

I has slipped iato the limitation of Washington Irvinzg,

wnen he said "I conslder the story meraly a frase on

which I strstch ny meterisls. It is the zlay of thouvrht
and sentiment and lsavrusas, the we=2vineg of characters,
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lightly yet expressively delineated, the fanilizr and
faithful delinestion of scenes of commnon life . . .Y,
But the povular story of that oeriod was not in the
least 1like that. “hat the editors of the day wanted
was "reading matter® . . . of which the salient lngre-
dient wes what went by the nane of local color. The
more highly-colored the better, and you might take as
much spac2 as you wsnted for elucidating that color
and spread 1t on as thickly as you liked.

But my own notilon was that color was something
you ought to find alrzady on the rzader'!s hands. hat
I wented was a background conpletely existent, such as
you find tegken for granted in falry tales, or in thnst
single example of the short short stery in perfection,
the story of the Frovnet and the “loman Taken in Adul-
tery. You weren't, in that story, held uo on the ques-
tion of what constitutes qﬁulteryg or the comnon behgve~
lour of vwrovhzasts. The people wers sianly there with a
given pabtitern of rasctlons and the story happeaned. but
the mode of the ninzties was that authors went to no
2ngd of troubls to Jcconqt fo? 203 descrlibz, until the
whole atnosgsvhere wes so comdletely drenched with locel
color that you couldn®ht =et into =h~ story anyway but
by getting yourself thoroughly sloshed about in 1it.

There was an excuss for that, Dernaps, in the
clrcumstance that tha fasnioa of 1le in aay zZarticular
locelity in the Ualted States varied to a ae that
iaduce? V"J sClons in 3043v1our9 wnicen tiad to be Tully
erplalins before the trsck of th=2 story could b
ly rﬂo',bm smld them cub what waabad Was a certalin
g0lldity and aliﬁane~s of the underplaning ol ¢
rieg, =thich you oou1 N
the w2y yvou could &
viour in a story 1ik
stancs, nave to exo
igtesnc2 of rsiry
vumnzing turned i
short stor¥y in wy yo
ance with 1€self tha
of oor tructing an’
Tight th thsz story il

®
p.l
o)
(3

=

(.

u? day was sc comunl
T~

v'.dﬂ to Jo an lmasp
i

-1
=4

-
(3 =

A
=
ot

¢
oot
{12

)
'_J-
-]
[$1)
.
=)
D
j-
O
w1
l_.\-
o
o]
I
IS}
oy
}._)
1951
)
"J
C/\
)
b

—lt

'__t.
LR
w
=y
X_.l
-
bt
l-—a
w3
—
d
—
9
1}
-
9]
[
,—J
e
T
s
o)
o
o~
\

N U
ci
|
o
[
b,
=
)]
{n
T
@)
H
N
[54]
2]

T - S o
“The TFolk 3tory in Averice”, bn, 10-11,

o



132

Irving's "frame on which I stretch my materisls” and the
story as an outline to be generously filled in with local
color, it does depict the conventlons of the short story

to which Mary Austin reacts in One Smoke Storles and the

discrepancy between her 1deal and the common practise.

Mary Austin gces on to talk about the faclillity of sheep

£

dogs to apprecliate narrative when it 1s cut down to its
most basic elements, about her experiences telling stories
to schoolchildren in Los Angeles, and about the various
types and conventions of story-telling among the American
Indians. She reaches the heart of the matter in her ex-
plication of “"folk style®:

What I had {inally to discover was that the economy of
style which charscterized Indian story-telling was no
mere trick of words, but the essential item of the tel-
ler's grip on the quslity of 1ife out of which the sto-
ry issued, If one were to tell Indisen tales, or sheep-
herders', or cowboys' or bear hunters' - any sort of
distinctivaly folk stories - they must be the sort of
tales such neople told each other with comvlete ad-
Justments of the mode of 1life and the environnent in-
volved. The environnrent had sbsolutely to disavnpear
into the story, with nothing 1laft over. The story it-
self would have to be completely resolved, evcry item
so satisfylngly dicgposed of that no %uestion remalned
to be asgked nor explanstion offerad.

Jdhat Hary Austin is resching for here and offering as an an-
tidote to the local color story is a conception of “pure

story®, story vpuresel of =svervthine extrsneous - {fraae-

o
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material, explanation, scene-setting, verbal style, auth-
oresque comment - and reduced to the bare line of incldent
and behaviour, action and reaction. The theory about dogs
and narrative, for instance, reduces the ideal of the story
to a purity verging on the non-existent, yet the absoXute
concision necessary for the story~teller in this case 1s a
model for stories told to human audienoes,3
The idea of the pure story continues a trend of
thought sbout stories and story-telling that began very

early in Mary Austin's career. The theory of "The Folk

Story in America®™ and its vpractise in One Snoke Stories

=
[
®

have their roots in her observations on the subject in

:

Flock:

There is a writer of agrzesble animal stories who
takes vains modestly to disclaim any particlpation in
the event, but in fact he need hardly be at such trou-
ble, It is not the man to whowm such adventures occur
as by right who makss a pretty tale of them, and I am
oftenest convinced of the truth of an incldent in an
ancient piece of writing rather misdoubted these wordy
days, because it 1s so much in the manner of the peo-
ple to whom these thiangs haovpen in their way of life.
It is also an excellent model for an anlmal story

3This is sn inzenlous, snd legitinete, variation
on the idea of saturation with environment as the defining
factor of the folk and thélr lore. In Lost corders, the
saturastion of the stories with thelr natural and cultursl
environment pnrovidad the rationale for ilary austin's sx-
nansive pressrvation of the formal instsbility 1in relstion
to that environaent., WNow her stories' "counplete aijust-
ments of the mode of 1ife and the =2aviromieat involved”
accounts for the ovposit=e, for the pnr=cise stability of
their form,
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and is told in three smntenoeSo
#Then went Semson down to Tinmmeh . . . and behold a
young lion roared against him . . . and he rent him as
he would have rent 2 k¥id . . . but he told not his fa-
ther and mothar what he had done.,®

"Jaan papbiste," say I, "where did you get the
splendid lynx skin in your oaya ath

"ih, it was below 01ancha sbout moonrise that he
shrung on tne fattest of my lambs, I gave him a crack
with my staff, and the dogs did the rest® (Fl, 175-176).

And agains
Fete ¥Millier is the official bear-killer of the Ranchos

Tejon, though his accounts of the killings are asg short
as the itemg™ in a dhonsdav hook.

HPell me o bear story, Eetﬁ;*"ecy If sitting
1dly in the patio aboult the time of budding vines,
3ays Pete =

#Up here about three miles from the house there
was a deal 0l Indisn ssw & bear oojnq into & hollow
tree; he heaved a chunk of firse in a r him and shot
him with 2 six-gshooter when he cane P (f, 236).

Althovgh "The Folk Sicry in Anerica does not make
clear whether or not Yary Austin regards the "folk stories™

of T.ogt Zorders in the Ones Smoke category, it would ssem,

from sn objective polui of view, that in rsjectiang Irviag
ideal of the story as a stretchinz-Trame ghe is also rejec-
tlag ner oun e=zrlv stories, for they are grest exam

stories belng used in just this way. To sone extent, they
21l stress the "zreat coll™ rather than the "clean round”,
the cowplaexity of surrouading clrcuuwstances aad

retihner than the linss of the story its=self, The Lost Zor-

- .

iare etorles all ra2ly an, =l comient on, Astaricl obhiaw
tren the <tory line - ineldzotal chercetars: the wowver of

kS

gnviromnraast: subsicisry storlas; astur-sl

o



in preserving the formal instability Mary Austin feels
quite free to expand on the stories in the light of her
knowledge of the story's background:

It was, went on the Pocket-Hunter, after he had told ne
$ b3
all that I havs sst down about the four men who made
the stor about nine of the morning when hs came to
9

Dry Crsek on the way to Jawbone Canon, and the day was
beginning to curl up and smoke along the edges with the

ea ocking with tb otion of it, and wat of mir-
heat, rockinz with the motion of 1t, and water of mlr
age rolling like aulck-gilver in the hollows. Wnat
the Pockst-Hunter said exactly was that it was a mor-
ning in #ay, but it comzs to the same thing (LB, 140«
11‘!’1 ) ©

In the One Smoke type of story, this sort of grabultous ex-
pansion and comnent 1s almost entirely cut out. ‘lhers it
remains 1t does so at the level of the minimal aside:
The matrons of Cuesta la Flata, to whom thls was pri-
vately commmnicated, put their hends over thelr mouths
wlth astonlshment; by which sign you may know that the
particular community was founded on and had absorbed
a Tewa pucblo (C3S8, 164).
The languaze of the One Smoke stories is svare and una-

dorned so that there are none of the rather svlendid blbli-

cal evocations of Lost Porders. deither are there auy of

the caplitalized generalizations and spirlt-mongerings that

spoill some of the Lost Zorders storiss. wow the z2im 1s con~

clsion, sharpness snd the elimination of the author as in-

terpreter of background and modifier of story.

9

Cne Smoke Stori=g is mora of = ratirosuzctlve col-

U

1=2ctlon than Lost Borders, =211 the storiass hsving bzen pub-

lished elsewhere ( one of thewy, "The Last &ntzlops’, ap-

veared oreviously in Lost PBorders itself) and 1t does not
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have as much internal unity. Some of the stories do not
follow at all the pattern suggested by the Introduction or
by ¥The Folk Stoxy in America®™., ¥The Conversion of Ah Lew
Sing®, Mary Austin's first published story, belongs in the
very worst local color tradition, 1ts central character be-
ing "the lankest, obliquest-eyed celestial that ever com-~
bined an expression of childllke innocence with the appear-
~ance of having fallen into a state of permanent disrepalir®
(033, 96). "Papago Kid" is an undlstinguished piece of

M iterary® horse~opera. "Spesking of Bears' is a multiple-
frame story outdoing even "The Woman at the 18-Mile% for
baffling formal complexity: "Any good besr story is bound
to have as many layers as a quamash root® (033, 110).

dven the stories that do fulfil the One Smoke ideal have a
wide range of subject msterisl, though most are drawn from
an Indian context or from the 1ife of Svanish wnew ¥Mexico.,
Jome are reslistic, deeling with relations beisreen Indlans
and whites or Mexlcans and Anglos; some are humorous anec-
dotes; some, like "A*wa Tselghe Comes Home from the War®,
are hardly stories at all in the formsl sense but stretchss

of linesr narrative. Also in OCne Smoke 3Stories lMary Austin

tackles what is apparently the material of couventional

Fal

motif-index folklore, which she Jdoes not do in Lost 2or-
ders. She includas Indien tsl=s of such mytholocicsl be-

inzs as Zlooscap, the masic-malker of the ¥icmacs, Coyote of
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of the desert tribes and the primal twins of the Palute
mythology, Hinumo and Famaguash. But these had been pop-
ularised enough as the material of formal literature, and
there 1s no reason to believe that the transcription ana-
logy used earlier in this chapter is anything more than an
analogy. "The Devil in Texas® provides evidence that as
conventional folXklore liary Austin's 1s pretty spurious,
for the story concglsts of an entertaining but very improb-
able grafting of some 1ily-white Texas tall stories = "The
first thing he encountered was a Texas sandstorm by which
the skin was agll taken off hls face and he was so blown
about that his clothes were all turned inside out while
still wearing on him" (033, 59) - onto a Svanish picaro
cycle, ilary Austin is clearly choosing (and this case,
constructing) her stories ror thelr quality as stories
rather than for their integrity as transcriptions of field

work., In One Smoke Stories the factor that binds the dif-

ferent stories together and that indicatzs their folk char-
acter 1ls the denominating purs story technigue by which the
story 1s nelther a stretching frame for other wmaterials
nor a framed centreplece but the object of first and last
concern,

An Immedlately instructive exanple of pur= story is
"The Governor's XFve', which can b2 usefully comvared with

one of Bret Harts's b=gb efforts, "The lght Zye of the
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Commander™, DSoth stories are based on the legend of the
malevolent glass eye sold by a Yankee trader to one of the
last Spanish governors of HMonterey and used to revlace an
eye lost to en Indian arrow. lMary Austin probably obtained
the story from Harte rather than from a direct oral source,
but in the transmutation the method of presentation is
completely altered. Harte's story is dscoratively elabor-
ate, narrated in the Irvingesque guise of a gentlemanly
"antiquarian:

It is further alleged that under the malign infuence

of Peleg and aguardiente the commander lost somewhat of

his decorum, and behaved iln a manner unseemly for one

of his posgition, reciting high-flown Svanish poetry,

and even piping in a thin high volice diverse madrigsls
of an amorous complexion, chiefly in regzard to a "little
one who was his, the commander's "s-ul®, These al-
legations nerhaps unworthy of a seriocus chronicler,
should be received with great _csution, and sre intro-
duced here asg simple hearsay.

Harte sees the legend frcm above, as would a California
Knickerbocker, treating it as a 'vopular antiquity' and as
matzarial for the comment znd anslogy of the private library.
Farticulerly it is the msterisl for a sentimental lament
over cultural change. wmuch space is given to a2 descrio-
tion of the governor's regiime "in that bland, indolent au-
tunn of 3panish rule, scon to ba followed by the wintry

stors of daxican indsvendence and the reviving spring of

SHarte, "The Cutcssts of Foker Flat® and Cther
Stories (. ew York, 1951), n. 20,

o
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Mexican conquest".6 It is clesr that darte is using the
governor's scquisition of the eye as a symbol of the change
wrought on the natural, lndolent, paternslistic Spsenlsh
rule by the forces of trade, technology and the other lo-
cal color bugbears. The story asoect of the legend is
subordinated to the narrastor's sentimentsal gesneralizations
and concelts, and "The RBight 3ye of the Commander® becomes
a vignette in the Washington Irving tradition with the sto-
ry as merely a stretching-frame for other material.

In dary Aﬁstin’s vaersion the events of the story
line assume an exclusive imvortance., iary Austin reverts
to the direct nethod of exvosgltion, presenting the story as
a transcribed orsl narretive rather than as a framed 'pon-~

ular antioulity® and so casts off the need for any explan-
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cerned with the backzround of the story and the asctual
acquisition of the eye, the source of Harté's treataent of
the story as symbol and snelogy. The bare facts of date,
vlace, character and event, conveyed in elghty-six words,
replace darte's languid seventeen huadred of scene-setting
comment and sxnlanation. Her concern is not so auch with
the acgulsition of the eye ss with 1ts loss, and in this
area she exnands the facts of xarte's account, while still
cuttine down on th2 circuastentisl meandering The ‘un-
disciplined Indisn" is given s name, a-ginple motivation
and a clear relzsticnship to the other story elemnents.
Thege are cut outv from Harte's colorful fabric of subsid-
lary character= to form four constltuent factors ¢ the
governor; the Iandlans undsr nls jurisdiction; Tonio, the
thief; and the mnlssion priests who provide an irvonlce frame
of reference for the ™airaculous™ accounts of thz =2vil eye.
The story conslists in its entirety of an asccount of the
line of action as it touches thece factors snd forams re-
lationshivs betwsen them,

harte's concern i1a "The Right Zye of the Commander?
was with backzrround, and 1t i3 backeround, thoush not nec-
egsarily of this tyve, that .'2ary Austin sets out to elinin-

ate in Cne 3moke Stories a2s proof of her fi-“elity to the

folk style, Yet all ths v=rious concsonts that 11 the
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earlier Lost Borders storlies with folklore = formal insta-

bility, matrix collection, consclousness of environmnent,
'the individuality of the group" - all depend on establlsh-
ing and substantifyling a vital relationship between an in-
dividual story and its background. The purpose of the
frame devices, frame effects and interconnections of the

stories in Lost EBorders was precisely this, to establicsh. &

senge of background and the relationship of a story to 1its
natural environment, to its protagonists and to its hearer.

With the elimination of background in Cne Smoke Stories

there 1s corresponding alteration in the function of the
vestigial freme techniques of the stories. Basically, The
frames are withered so that they almost disappear. They do
disappear in the majority of stories, the narrator being an
impartial third person with no personal involvement in the
events of the story or thelr conseguences. Jowever, a

gocd minority of the steries like "The Governor's Eye?,

heve an implied frame in that an oral context is established
by 2 simple verbsl formila = "In my father's time there were

two men of our camp . . . " (033, 213); "Sear a Telling of

o)

the song the Coyote gave to Cinosve « « . " (033, 34) - or

0

by a brief direct acknowlesdgemant - "*'Cf a woman, even his
own woman child,' saild idunning ihunder, the White Iiver

Gte .« .% {033, 2)3 "The story of the lamb band . . . wWas

tol? to we by Juan Fuiz, the msil carrier? (033, 200).
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even for the two stories told entirely in dialect, the au-
thorfs framss go no farther than this into the story..The
stories have their intended effect of seeming to be taken
straight out of an orsl context and transferred dlrectly
into orint without any intrusion by thelr transcriber.
One slightly more sovphigticated use of frames, bult one which
dJoes not alter their essential unimportance, is the inclu-
sion of a frame ostensibly suvoliecd by the purveyor of the
story himself, once the oral context has been establlished.
In these introductory frames the speakers mizht evplaln
why they come to be telling the story, as in "dolseen
Hatsenal decants®, or to voint to a humorous analogy, as in
"The Canoe that Partridge Made:
fay friends', sald Charlie the Hicmac, invoking the in-
knowing trought with cigarette smoke fyou have heard
that HWister the Preczidznt mskes aplan at Washington by
wnich everything emong ths tribes of men will go smooth-
ly evzr after. “hich proves that even the White People
are very much 1lik= the First People who afterward be-
come tha animels because of their foolishness. AaAnd forx
this vlan, T think it will he 1like the co2noe that the
Partridge made . . . (033, 177).
Fven the longest of “ths Cne Smoke frames, the one surroun-
ing *Yhite Jisdom"™, Joes nothing more thsn evoand slightly
on the circumstances of narration and, once over, thne spea-
ey sticks firmly to "is maln narrative:
ny Friends: Touching the mattsr of the horsas of way
brother's widow which have strayed in your ressrvatlon,
all is made beesuciful betvieen us., Therefors, zolang, I
leave a Telling with you as o gift in return for your

gift of kindness while I have been in your hoesns. for
I see that you iavshos, thoush you be czlled horse-



143

thieves and cattle~steslers, are sound men and nonor-
ables and as Tar as the grass which my brother's horses.
have eaten, I hold it but witness to the goodness of
your country, for in no other could so Tew horses have
eaten so much . . . But seeing you are troubled, covet-
ing the Wisdom of the #hites for your children, so that
you pray Washington to build schools for them with the
money your elders saved for breed cattle, I leave this
Telling with you as a seed which may grow to a tree of
protection (083, 181-182).

In spite of a few individual achlevements One Smoke Stories

1s not collectively as satisfylng as Lost forders. The
overall lmpression is that it i1s mersly diverting, whereas

Lost 3orders has 211 the makings of greatness and some of

its realizastions. I think this difference between the two
collections can bhe explalined in terms of their different
avproaches to folklore. The basic difference, from which

all others spring, 1s that in One Smokxe Stories folklore

1s seen not ag a response to exmerience but as a techniquse,
that of ths pure story, through which the response 1s con-

municated. In Lost Borders MHary Austin deals with the

human response to a broad and fully rounded folk experience,
a uniqgue experience since it is bred of, and saturatsd

with, a particulsr enviroament., In One Smoke Stories she

stresses not the unlque and svecific but formal, technicel
factors that are intended to raduce svecific circumstances
to the basic elenents by which exverienca of them can be
communicatad from teller to hearer, from ~riter to readzr or

fron an orel to a formal culture, in =snite of differences

W

of eavironieat telwezn them, The =2¢lectic nasture of th

i
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story theory's deductive material - sheepdogs, Indians,
white schoolchildren, the 2ible, bearhunters - breaks down
all distinction of environment and sppears to set up the
form itself as an arbiter of folkness. In short, the story
becomes a folklore without a folk,

Ultimately, the valldity of thls concept depends on
how well the techniques of the pure story, the "clean round"
of exverience purged of explanation, comment, and other in-
trusions, can adant themselves to a variety of materlal and
environnenti and Mary Austin's own abtbempts to do this with
them are not completely successful. Host of the stories
are concerned with Indians, and here cghe i1g content to glve
the "eclean round” of the story or to gzive it a very lcose
mock~transcrivtion frame. But the Indian stories do not
really need anything more than this in the way of explan-
ation and mediation, Just because the Iandian setting ls so
totally alien to the znvironwent of the consuner of formsl
literature, The gsamne is true, to a lesser extent but for
the same reason, of the Hexicen stories. A whole tresitlse
would be nzeded to bridra the can betwsen the socisl, uworal
aad vsycholooicsl assun~ticns of these shtorias and thosge of
the Thite ‘nglo=3ayon Protestant resisr. lary aAusiin's
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celx2 Gha ztory on its own i.v23r=at =a” foragl wsvits. This
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recslls her comaent on Kipling, that he "made hls tales so

completely strange aand far away that coumparison failed, and

onz could . . »'Just enjoy Them'?,
in The Flock, in terns of personal relstlonsd

™e outli=r

and a theme she pursued

acceots you not because you are on the
sarme footing, but bascause you are so essentiaslly dif-

ferentist=d thereis no use talking sbout it (FL, 265),

This treatment 1g effective in the Indisn stories.

It is, as Hary Austin promil

gses in The Folk 3tory in

America”, something of a relief to encounter the life of a

totally alien and bewlldering culture reduced to the formal

universaks of the pure story.

It even works in the stories

in which Mary Austin has a liessage about Life to convey.

"The Man who wsliked with th

Bow Returning® are sinply

e Truss™ and "the Medicine of

and dlrectly narrated but set in

Amerind mythology and very obvviously and self-consgcliously

davoted to the theme that L

sher Relngs:

i
-
0%

=

He saw how the Trues wo
tern of a vlanket, OFf
wove different vatterns
they had diosped them.
man could say until it

were thoge who uniersto
being used. But whethe

fa

ife is a Pattern Designed by

ve with man, as 1t were, the
the diffzrsut sorts of sen theay
, red and yellow sni blue, as
out what the vattern would be no
wag fTinlshed., Accordlung as the

he
they tooXk oThewm, and thue haoplest
od no more tnsn tinst they ware
r they un’lerstood or not, the

Trues keot weaving (033, 53-54),

-
1

In spite of the dubious va
pomposity of its presentati

able, since thay do nothiug

idity of ths vroposition and the
on the storles are gulte accent-

nora then fulfil our (perhaps

L
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unfortunste) preconceotions about the delightfully pictur-
esqgue simplicity of Amerind ohilosophy. The reader can
take the story, stralght; as o formal expression, and sus-
pend the Judegements of validity he would mske on wmaterlisl
closer to his own experience and culture,

Lone Tree™ and "Pan and the Pot Hunter™ are also
stories with messages thinly diszuised in theilr clean rounds
of exverience. They are vieces of amnblematic ecology, ur-
ging the reader to Respect wnNature, but this time thely pro-
tagonlists sre white. By using characters named Hogan and
Greenlow rather than Bunning Thunder and Waku-Tekin Mary
Austin cannot help but bring these stories closer to the
cultural environﬂenﬁ of her readefs, and 1t is because of
this that they cannot claim the aglmost asutomatic validity
oi the Indizn stories. The natural reactlon of the raader
is to-warb to know wmore sgboult the surrounding circumstances
of the story and the characters than the "eclean round” al-
lows th=m to know. In "Lone Tree™ a prospector destroys
out of spits the trec at a waterhole, and in so doing, he
accildentally blocks up the soring. This is later to cost
him his 1ife, and the story ends

1 s
H

withered stock of

afore snybody
cane that way to find the bonas of Hoczn airxed with
its stark branches (033.,29).

The story is as simdle 23 that yet it is 2 disiarsnuous

simolicity, 1In matchiag the story with the starkness of the



147

the subject-matter Mary Austin seemns to be using simplicity
for archly dramatic purposes, and the reader, realliziag |
that Mary Auétin is not Hemingway, is annoyed by both the
gratuitous sparseness of the story and the transparency of
its purpose. In "Pan and the Pot Hunter?® iary Austin goes
to the other extreme and vpads out the line (but still not

the background) of a story about how '

-

the Spilrits of the
Wilad" punish an indiscriminate hunter, with referencss to
the "People=Who-Understand® and "the great God Pan'. These
stories reveal the limitation of the one smoke method, that
it igs only good for communicating experience within a to-
tally allen culture, and when it 1s applled to materlial
that 1is, even slightly, within the cultural grasp of the .
reader 1t must resort elther to an affectation of simpli-

city or to whimsy. "The Fakir"” in Lost Borders is 2z stoxy

that 1s opven to both these charges but menages to withstand
them just because iary Austin is careful to delineate and
explain the story in terms of 1ts varlous environmmnents, nst-
ural, moral, psychological, the "background” that is re-

jected iIn Cne Snoks 3toriegs. That this rejsction should be

of the very things thet estsblished the folklorse relation
of the early stories but that the rejection should be made

in The nais of the fornal intesrity of folklore iandicates

)

o X
. the dis-—-

Cu

tha eypanziva locsensss nf the folklore coircenl aii

tance vary Austin's swerzisss of folXlore's litzrary potan~



tial has travelled fiom her first reaslizabtlion of the
fulness of oral material 1a establishing the factual

terns of ploneer Callifornia.

14

use-

pat-
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In The Land of Little Saln and The Flock Hary

Austin writ=ss from 'saturstion'® in a distinct natursl en-
vironnent of a people, a folk, cut off from standardized
soclety snd Torming thelr cultural er¥pressions out of a

direct relationship to thelr environanent. In lost Borders

she gives these expressions g flctlongl form, and, though
the principle by which she attempts to assimilate oral ma-
terial into flction has greatly altered, she atteampts the
seme thing in the characteristic "one smoke® stories. iy
attennt hag heen to mav the verious vaths by which =211

these originateé from, and clrele arcund, the theoretical

fag)

2]

centre I hava been czlling 'folklore'., The ianslistence of
dary éustiﬂ's work on r&lationsnio to natural and cultural
natrices; the particular use of frame techniquzs; the zt-
tention to the formal techanloues of orsl storv-telllag: the
varticular =zdaptations and rejzctlons of technigues from
derte, Kivling, and the nsturists; 2all these point back to
roots in folklore, sglthough nons, by themselves, make the

connectlon expliclt. Psesrhans the only coaclusion to be

drzwn frorn my effort to coanzcht Tary sustin's work with

Hi

felklore is that no Adefinits conclusions =2re vossible.
LN

nava been able to wmaksa no cohnerent usa of the gassrsel theor=

izs of £ 1¥lnrets rrlation to literature. Ths couvenbica-

I49

e
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al academic approach is too restrictive, and the local color
and Folk-3ay approaches too liberal, to provide any useful
guides for identificstion and interoretation. Hven the two
ideas I found most useful in approaching a concrete rather
thean a btheoréticsl relation of iary Austin's work to folk-
lore, Leach's idea of mabrix collection and Thompsonts idea
of the formal instabllity of folklore, do not, in themselves
indicate elther the creation or the transcription of suthen-
tic folklore, since thelr presence zsan easlly be fabri-
cated in the interests of pnurely formal literature. Yet 1
en still convinced that oy treatment of iary Austin's work
comprounlses nelther folklore nor the work 1tself, and that
folklore -~ made felt as a cunulative lmpression bullt up
from the work itself rasther than from a single unequivocal -

definition - provides o valid coantext for that vart of iiary

Augtin's work with which I havs been concerned.

1=

If 1 2m justified in thinking thsat, in spite of
formal objectloas, folXlore is of great use in = discussion
of Mary Austin's work, the factor that =aust make itself felt
most stroagly lis the nrecariousness of the folklore con-
cept's relation to Hary fustin's matsrisl 2nd to its own
theoretical and literary contexts, waaory Mistian's success

1n assisilating folklora intec her =ork den=2ads on Mer =2ztab-

o

lishin~> an? meintalnliag 2 set of “elicate bal=nces, betwean

the objectivity of the revortzr, the coilecltor =zad the
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scientist, and the subjeotive response of the literary in-
terpreter, and between the essential instability of her
material and the stability demanded by its‘formulation in
literature. Furthermore, the maintenance of these precar-
ious balances seems to depend on s unigue and probably un-
guantifiable combination of cilrcumstance, intentlon and
ability. One of the most important of these clircumstances
is ona that I have not treated st any length in thig thesis
just because it 1s largely unquantifiable. This is the
certain naturalistic "closeness” that seems to be Jemanded
between auvthor and material, a closeness that, just because
it is so firmly grounded in inchoate circumstantial reslity,
does not =2l1llcw itgelf to bhe formulabed into sasy theoreti-
cal patterns. It can surely be no coincidence that One

Smoke Storles, the only one of the works discussed which is

formulated on such a pabitern and in which itary Austin mskes
a consclious acknowledgement to folklore, does wot arlse di-
rectly from a folk enviromaent but from tyenty~five ysars
of its author living away from the folk, 28 2 professlonal

writer and pundit in dew York and the artists’

coloales of

k)

new lexico. And, thousgh the technicques of oral story-

[
<
o

tellins =2izht be ussfu the =riter oi forisl =short sto-
ries, this »marbicular use of folklore sa23us = s2? 2isbaace

-

from the Lznd of Little dsin and L.ost Bariers #ith tn=zir

4

r=fl=zctloa of ~ary Astin’s Airect _articivnstion in the



unigue cultural procegsses of a living folk culture.
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