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B.F. Norris, Alister & Co.
Wholesale Jewelers
State Street, Chicago, ca. 1895

The sign on the roof of the building at right in the foreground announces the business of Norris’s father. Below, above the clock, “B.F. NORRIS

ALISTER & CO.” appears in gilt letters; “WATCHES & JEWELRY AT WHOLESALE” is also in gilt, below the clock. ?
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B.F. Norris, Alister & Co.
ca. 1890

The Columbus Building towering above the building in Wwhich the Norris and Alister company had its offices has not yet been built, nor has the

Masonic Temple farther down the east side of State Street.
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B.F. Norris (Senior) in Probate Court,
with New Light on Frank Norris as Son
James Stronks

University of Illinois at Chicago

Not much has been known about Benjamin Franklin Norris,
Senior, the father of Frank Norris, and much of that derived from
Gertrude Doggett Norris, his resentful ex-wife. After the death of
B.F. Norris, Senior (whom I shall call BFN hereafter), his last will
and testament came into Probate Court in Cook County, Chicago,
and in due course generated a fat packet of documents which have
lain untouched in county archives until now. They are full of
concrete specifics, most of which Gertrude and Frank never knew.

There is first the divorce document from the superior Court
of San Francisco, seven typewritten legal-size pages dated 22 June
1894. It pronounces the plaintiff Gertrude G. Norris and the
defendant BFN “absolutely released from the bonds of matrimony
and all the obligations thereof,” then awards to Gertrude “as her
share of the community property” twelve pieces of San Francisco
real estate, each described with the exactitude of a deed. Gertrude
believed these properties were worth some $75,000; BFN claimed
more than $100,000.

Eight months later, on 15 February 1895, BFN, now remarried
to a woman we know only as Belle B. Norris, made out a new will.
Angry at Gertrude, he bequeaths only a shocking $100 each to
Frank and the younger son Charles Gilman Norris. All the rest goes
to Belle, whom he names executrix.

Without question the most interesting paragraph is
SEVENTHLY, in which BFN singles out Frank for a special provi-
sion, Readers may decide for themselves if it shows the influence
of an insistent new wife or an unassertive husband and father:

SEVENTHLY. I hereby request my wife, the
said Belle B. Norris, that in case it shall be
convenient for her to do so to pay to my said son,
Benjamin F. Norris, Jr., the sum of Five Thousand
($5,000.00) Dollars, paying the same to him in
equal monthly installments [sic] beginning one
month from the time of my death and continuing
until the Five Thousand ($5,000.00) Dollars shall
have been paid, but the payment of said Five
Thousand ($5,000.00) Dollars shall not be oblig-

It is still standing today, empty, but-admired by architects, on
Michigan Avenue at 22nd Street, around the block from where
young Frank Norris attended The Harvard School for Boys in
1883-1884. After 1900, vice and crime made that neighborhood a
less desirable place to live, and from 1928 to 1932 the Lexington’s
Ath and 5th floors were in fact Al Capone’s headquarters. More
recently, Geraldo Rivera staged a lurid TV show, “Capone’s Burial
Vault,” in the hotel’s basement. Sic transit gloria mundi.

On 8 November 1900 the Probate Court inquired into the
possible existence of heirs unknown. In a six-page document
labelled “Proof of Heirship,” Belle B. Norris, “being first duly
sworn” (which did not prevent her from fibbing about her age), was
questioned in open court. Her testimony, in part:

Q. What is your age?

A. Fifty-two.

Q. Are you fully familiar with the family history of your
deceased husband Benjamin F. Norris?

A. Not so fully.

Q. How many times was Benjamin F. Norris married?

A. Three times. :

The third marriage (i.e., his first, and until now unsuspected by

Norris biographers) was corroborated a few minutes later by
William M. Alister, BFN’s business partner of thirty-five years.
Alister testifies under oath that he understood the first wife and |
BFN were divorced, “Must have been in 1867, and that the first
wife was dead, as was their child. : WSy

A “Petition” signed by Belle now asks the court to accept
will for probating and lists BFN’s survivors as Benjamin Frankli
Norris, Jr., “address not known but believed to be New York, N.Y.
and Charles Gilman Norris, ditto San Francisco. On ¢
1900 the clerk of the Probate court certifies that.
“postage prepaid” a copy of this Petition to
New York and San Francisco, with no mention
addresses. e A

It is not clear from court r
the provisions of his father’s wil




reporter then notes, “At the conclusion of the above testimony Mr.
Marston entered an objection to the probating of the will on behalf
of_." Her sentence breaks off there, unfinished, without naming
Frank Norris. Both she and the clerk of the court then sign the
transcript, presumably vouching for its accuracy. Their evident
boredom tells us that Frank’s caveat made little impression on the
court

The issue was decided against him later that day in another
document, also 17 December 1900, titled “Letters Testamentary,”
in which Belle B. Norris is appointed executrix of the estate and
authorized to “collect and secure 2ll and singular the goods and
chattels, rights and credits” of BFN. The nature of those chattels
and credits might have surprised Gertrude and Frank, as they will
Norris biographers.

For the estate papers show that, having in 1894 ceded to
Gertrude the twelve San Francisco properties, evidently worth in
that depression year between $75,000 and $100,000, BFN at his
death apparently owned no rezl estate, no house, no summer home,
no boat, horses, carriage, stocks or bonds.” Repeatedly, Probate
court records state that his worth consisted solely of his halfinterest
in B.F. Norris, Alister & Co., wholesale jewelers, his supply house
at 103 State Street, Chicago.

A “Partnership Appraisement” dated 21 June 1901 itemizes
the company assets 2t the time of BFN's death:>

Watch movements & cases, $47,393. Jewelry,

all kinds, $136,187. Silver plated ware, $13,485.

Optical, camerz, and photographic goods,

$6,641. Clocks of 2l kinds, $6,971. Tools and

materials of all kinds [i.e., supplies for watchmak-

ers and retzil jewelers], $12,286. Diamonds and

precious stones, $92,415. Total, $315,378.
In 2 “Partnership Inventory” dated 25 June 1901, the surviving
mmwmufmmmmm
puiecthventmy'ofﬂxeﬁ:m’sworﬂlathsduﬂ:

Real estate—none.
Stock of goods $315,378.
Liabilities $144,591.

or $85,393.

e

" The undertaker too itemizes his services ($700).

give his son but she did not was less than 1/17 of her portion.
Walker says Frank and his new wife Jeannette were atthat ime
living on $125 per month.” If true, the $5000 would have supported
them for over three years—or long after Frank’s death, as it turned
out.
The BFN estate papers do not include a death certificate, but

of interest is a sheaf of bills, fastened by a rusted straight pin, which

was submitted to the estate for payment, and dating from BFN’s

final illness in the Lexington Hotel. His doctor, Arthur R. Elliott,
charged $800.8 Elliott called in as consultants Dr. Filipp Kreissl
($35), a Viennatrained genito-urinary g{pcdlllsf. and Dr. Frank
Billings ($25), a distinguished internist. Libbie Levinson, nurse,

billed for two weeks ($50). The Lexington Pharmacy, in the hotel

itself, itemized the medicines Dr. Elliott had prescribed m S

Unexplained is $2,500 in three promissory notes at 5%
BFN and Belle both signed near the end, on 14 September
the lender being a Mrs. Bessie Wilcox, whom I have been unable to-
identify. This tells us that BFN was worth $88,250, dead, but wh
he needed $2,500 he had to borrow it. It is possible that
Gertrude’s San Francisco properties had appreciated in value
point that she was wealthier than he was. e

On 6 February 1902 Belle reports to the Probate C
as executrix she has collected all assets (that is, has sold BF
of the firm to his partner Alister) and that claims h:
in the sum of $4,260. She represents that she is the
BFN, “excepting two specific legacies in the sum
No mention of any $5,000.

The last document, dated much later,
the story to young Frank Norris himself. It
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k Norris, A Biography (Garden City, New York: Double-

“In the “Underizker’s Report of Dezth” filed at the Depart-
ment of Hezlfh, Dr. Elliott states that the chief cause of death was
Acute Enterifis, with 2 “confributing cause” being “suppression of
urine.” Eliott’s office was at 103 State Street, as BFN's was, and
be Eved in the Aundiorium Hotel 2s BFN had for four years, so they

‘Bilfings was dean of the medical faculty at Northwestern
University and President of the American Medical Association from
1902 to 1904. He Eved 2 fiveminute walk from the Lexington and
was family doctor to millionaires in the “Prairie Avenue District”

mmsz:t ¢ BF. Norris’s story, however, is what became of his
widow and the $88 250. Belle B. Norris lived two more years in the
Lexingion Hotel, then apparently moved to Huntington, Long
Island where she died in 1921 at the age of 75. Records at
Graceland Cemetery in Chicago state that she was buried beside
BFN on 30 April 1921, but her name does not appear at the grave

‘sﬁ&hmmi,aromﬂedﬁnmﬁvefeetﬁgh.mﬁssinmh
BF. NORRIS. Their plot (Lzkeside #169) is near the grandiose
tombs of Potter 2nd Bertha Paimer, George M. Pullman, and Philip
D. Armour.

Belle’s last will and testament, signed 31 August 1912 in
Wleﬁmyﬂﬁngmhadam.ma\(m
whom she nominated executrix At the time of her marriage to BFN,
therefore, Belle, whose previous surname we still do not know, was
47 or 48, 2 widow, or divrced, and with a child.

Belle had not honored her husband’s wish to pay his son
muhu-—adm&sumumm;

: the matter is left entirely to the discretion
- » Che a

during the Depression; the other three were sold by Belle’s grand-
daughter, Valerie Vernam Foster, in the fall of 1945.

I am indebted to Alfred Hale, Tract Department Supervisor,
Cook County Recorder’s office, for help in searching titles.

A Recent Definition of Naturalism
Amy Johnson
Florida State Universily

In Form and History in American Literary Naturalism
(Chapel Hill: University of North Carolina Press, 1985), June
Howard argues the significance of American Literary Naturalism as
a distinct genre—a type of prose fiction which she defines, not 2s 2
body of literature developing out of historical antecedents, but as
newly emergent in turn-ofthecentury America. Naturalism, for
instance, is not traceable from Greek tragedy, later fatalistic western
literature, and the sociological and psychological concerns seen in
Realism. Rather, Howard emphasizes the notion of an immediate
response to a particular historical moment. To her mind, an unique
condition in socio-economic history gave rise to an equally unique
art form. Readers seeking a broader definition of Naturalism, of the
kind for which Donald Pizer has convincingly demonstrated the ,
need, will find instead another narrow view recalling the old |
emphasis on “philosophical determinism” as the essential of Natu-

Focusing mainly on selected texts by Dreiser, Norris, London
and—to a surprisingly lesser degree—Crane, Howard attempts to
reconstruct from the dynamics of their era an ideology which is
immanent in, and has given shape to, Naturalistic forms. We soon
find that she relies heavily on Marxist theory, at ‘
propositions are essentially in harmony with such
tation toward modern history and literature’s
Thus, the central preoccupation is with class




concerning such contraries within Naturalism. The focus is on the
polar characters ubiquitous in Naturalistic art: on one hand, there
is the brute who cannot rationally direct his experience, and is or
becomes unaware of the forces around and within him at work; on
the other, there is the spectator who can only passively observe the
effects of determinism and sometimes wish that things might be
changed for the better. She similarly describes the roles of the
narrator and reader, who also figure as spectators or observers.
Further, and in harmony with her Marxist perspective, Howard
explains how Naturalistic characters are treated in terms of their
positions in the framework of class conflict: the brute is synonymous
with the proletariat, or with essentially any manifestation of the
brutal or victimized, but always dangerous “Other.” That is, the
bourgeois spectator (character, novelist, or reader) sees the brute
thus; while perhaps a would-be reformer, he observes the “Other”
from a safe, privileged position. Typically, the spectator observes a
character in, or descending into, a nightmarish condition in which
he is not aware of what is transpiring and has lost control of his
situation; he is essentially declassed, becoming more and more the
brute, or proletarian figure, as he is determined by the forces
impacting upon him. Maggie, The Sea-Wolf, and Sister Carrie are
narratives in which the would-be reformer-spectator must watch as
such a scenario inexorably develops. The Ocfopus, too, is analyzed
as a deterministic reform-novel of the kind.

The fifth and last chapter concerns the various strategies
Naturalistic authors use to achieve engaging narrative continuity
and successful closure. Discussed here are the plot of decline or
fatality in which a character is declassed and thus brutalized; the
use of documentary techniques for the sake of enhancing the
impression of facticity; and the adoption of melodramatic devices
typical in sentimental or domestic drama. The chapter closes with
reflections on a “naturalistic tendency” in selected post-World War
I novels.

Throughout her discussion, Howard rarely focuses for any
time on a particular literary work. She samples; or, to use her words,
“reads across” several literary and a few non-literary texts as she
makes her case. That is, she leaps from title to title, selecting data
that she believes will illustrate her theses—going only so deep into
a particular work as is necessary to buttress her assertions, and in
a later chapter often returning to the same work for more. It is 2
legitimate method, of course; but her cursory close-readings do not

""?

instance, in an early discussion of Vandover, Howard's argument
hinges on the generalization that Naturalism’s brute, caught in the
onrush of determinisms, is completely lacking in self-awareness and
self-expression. Had Howard been more familiar with
discussion of Norris's narrative techniques, she would be aware
Norris-like Zola, Crane and Dreiser—employs free indirect dis-
course, that he regularly channels a character’s thoughts or feelings
through the third-person narrator’s voice. What Howard assumes
is Norris’s state of mind (the spectator’s) is, on many occasions,
actually Vandover’s.

Howard’s continued insistence on equating the narrative
voice with a Norris always expressing his own point of view leads
to another dated conclusion: that Vandover’s view of sexuality is,
in fact, Norris’s. Here, when picturing Norris as an arch-Victorian,
Howard is willing to weave what she perceives as biographical fact
out of and into her interpretation of Vandover; but, later, when
discussing The Ocfopus, she dismisses biographer Franklin
Walker’s explanation that Norris did not intend this work to be read
as a reform novel, and she persists in treating it as such. Treating
it that way leads her into another problem: since she assumes that
Presley’s point of view is Norris's, she does not deal with the
now-traditional problem of reconciling a reformist reading of The
Octopus with Presley’s~and, allegedly, Norris’s—"solution" in the
conclusion. What is to be reformed if Presley and Norris see
Nature’s determinisms in terms of “Whatever is, is right”? While
Howard is correct in seeing a proletar!at versus bourgeois conflict
in the novel, who has not? |

Form and History in American LMWMM iy
will have appeal for those interested in class struggle in bui
industrial America. For those interested in writers who w
ralists and in Literary Naturalism per se, the work’s
limiting. At best, Howard’s argument calls for lenienc
2 coherent pattern of oppositions as defining th
Naturalistic novel; at worst, her m =
pattern in an unfortunate way. st
cannot, and should not, be de

notably with regard to Hurstwood’s fall. Her weakest moments

eomedunng&ermlysescfﬂoms’sm?mmmﬂg




may be the only viable expression of American Literary Naturalism.

A Note on Frank Norris’s Banjo
Thomas Blues
. University of Kentucky

“Somewhat dilapidated” was Charles G. Norris’s understated
assessment of what once had been his older brother’s banjo, as he
prepared t]o make a memorial gift of it to Phi Gamma Delta
Fraternity.” There is no reason to doubt that the condition in which
he departed with it half a century ago is the condition in which we
find it today, on exhibit in the museum room of the fraternity’s
international headquarters in Lexington, Kentucky.2 The instru-
ment is missing its bridge, all but one of its five strings, and a
number of its fingerboard inlays; the head is detached from the rim
along a third of its circumference and partially torn away. Pencil
scrawls on the reverse side of the head indicate that Frank Norris’s

Py
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Norris’s Inscriptions
The Inside of His Banjo’s Head
Ken Goad, Photographer
University of Kentucky Photographic Services ~

banjo became at some point in its afterlife of neglect and abuse 2
toddler’s plaything.

Expert opinion estimates that for about $250 the forlorn
wreck could be restored to playable condition; but Frank Norris
scholars, accustomed to working with remnants and scraps, to
putting up with the leavings of natural disasters and human
carelessness, will take the old banjo just as it is, and make what
they can of what they have.

What they have is a fivestring, open-back banjo, made in
Cambridge, Massachusetts by the A.C. F airbanks Company between
1890 and 18923 It is an “Electric” model, the adjective referring
to nothing electrical, but employed by the manufacturer to describe
the scalloped, brass tone-ring that Fairbanks introduced in 1890.
The metal tail-piece (the device that anchors the strings) had to have
been added after 1900, probably to accommodate steel strings; the
original, celluloid tail-piece was made to secure the gut or silk
strings for which the instrument was designed. Dirt and wear marks




on the front of the calfskin head indicate that Norris employed 2
minstrel stroke style, similar to claw-hammer “frailing.”

There are other, intentional, personal touches. On the upper
half of the face of the head we see Norris’s “chop mark” in black
ink. Turning the banjo over, neck leftward, we find on the reverse
side of the head, above the dowel stick, his signature-highly
stylized, also in black ink—and his Harvard residence address:
“Gray’s 47 Harvard University.”

Imagining the still-reversed head as a clock face, and starting
at twelve o’clock, we follow a series of pencil notations in Norris’s
handwriting counter<lockwise around the circumference; 2ll but
three of a total of twenty-five entries are crowded below the dowel
stick, from about eight to four o’clock. Doubtless these are the titles
or key words of songs he had learned to play and sing, pencilled in
for ready reference. As the list proceeds from eight to four o’clock,
the handwriting becomes increasingly cramped, for the writer’s
hand was increasingly hindered by the rim. These words are
obscured by dirt, wear, and the child’s scrawls; parts of several of
the phrases are gone with the missing segment of the head.

Despite these hindrances, many of the entries can be either
authoritatively or tentatively identified; the list is presented here as
an initial compilation of the repertoire of Frank Norris, banjo player.

By way of preface: the list begins with Norris’s “twelve o’clock”
entry and proceeds counter<lockwise, with a number assigned to
eachen&y;allentnaaremdxated,howeverﬁ'agmenm to
whatever extent deapherable, and not excluding those [ have been
unable to identify. Each entry is reproduced verbatim, to the best
ofmyabﬂity,followdbymynotsandcommm.hanﬂmlogyor
sheet music source is indicated for each identified song, except
those still well known and readily available in various collections.

L’OhhomymahhoneylEfdemghtwuldonlyls”
“Oh Honey, My Honey,” byGeorgeR.SnnsandCeleale:gh
(w) and Ivan Caryll (m), 1893. S (This is the only entry in blue pencil.)
2.Hear dem bells
“Hear Dem Bells,” by D. S. McCosh, n.d,, a “Jubilee Song”
(SPEBSQSA)
mhmanlthsai’mte
L‘macoloredhdg'
“ * convivial man”
~ 5Molly &l v
W and I and the Baby,” 1892, b! M

“Washington Post,” 1889, by John Philip Sousa.)®

11.[KJachacher

12.Bowery

“The Bowery,” 1892, by Charles H. Hoyt (w) and Percy Gaunt
(m) (SGA, 25-27). q

13.My Girl is 2 Bowery G.

“My Pearl’s 2 Bowery Girl,” 1894, by William Jerome (w) and
Andrew Mack (m) (SPEBSQSA).

14.Daisy Bell

“Daisy Bell” (Also “A Bicycle Built for Two” and “Daisy,
Daisy”), 1892, by Harry Dacre.

15.res

16.ish David

17.banjo’!

18.qui s’avance

19.with yr eyes

“Drink To Me OnléWithThine Eyes.” Poem bynmm
author of air unknown. e

20.1e girls in blue 5 f‘f'

“Two Little Girls in Blue,” 1893, by Charles Graham M

77-79).

21.ng [two indecipherable words] snow T

“Jingle Bells” or “The One Horse Open Sleigh,” 1857, hy g
James S. Pierpont.

22.a tavern ~

“There is a Tavern in the Town,” 1891, by F. J. M

23.[indecipherable word] Fille

24 [indecipherable entry]

25.Promise [indecipherable word] 1o

“Oh Promise Me,” 1889, by Clement Scott
DeKoven (m). >
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exceedingly faint, and we never received any
positive proof in the matter.'”
We may have a clue here to the origin of the enigmatic entries
in French, as well as an affectionate critique of his playing and
inging. But if we can trust his brother’s memory, our banjo player’s
technique may have improved by the mid-1890s, for in Charles’s

J opinion, Frank played the banjo well, particularly during his Har-

vard sojourn.”” Almost certainly he was building a banjo repertoire
while a student at Berkeley, so that when he wrote his name and
Harvard address on the instrument, most probably in the fall of
1894, he had command of a sufficient number of songs to require
a ready reference; thus the list on the inside of the banjo head,
which he probably wrote out in one sitting—at least items four
through twenty-five (those below the dowel stick}~some time in the
same year.'? Norris played and sang with his California friends on
occasion while at Harvard,?® and continued to play beyond his
student days, according to his widow, who recalled that he played
the banjo during their honeymoon.21
As for the songs themselves: nothing in this repertoire of
sentimental, novelty, and humorous tunes—many of them the “hits”
of Norris’s college days at Berkeley and Harvard—sets him apart
from an emerging mass audience for “popular” music.?? But with
Frank Norris, what we see is only a part of what we get. The
preoccupations of the writer identify a far more troubled and
complex figure than does the song list of the banjo player. This is
most clearly indicated in the literary use to which the writer put his
banjo—as an emblem of juvenility and even degeneracy in a series
of partial self-portraits.
This is not the place to explore Norris’s deeply conflicted and
ambiguous treatment of childhood and adulthood. I would merely
eobserve here that in his fiction he generally associates manhood
) with grave and pleasureless purpose, with unswerving, even obses-
sive, dedication to heroic enterprise—in brief, with the likes of Ward
Bennett, Magnus Derrick, Curtis Jadwin; boyhood he links to
self-indulgence, fecklessness, vagueness of purpose.

Condy Rivers, for example, is a twenty-eight year old “over-
grown boy"' —pink<cheeked, hyper-active, and a banjo player.
Recall this exuberant moment in a Chinatown restaurant:

“You're not going to play that banjo here?”
said Travis, as he stripped away the canvas cov-
ering :

“Order in the gallery!” cried Condy, begin-

ning to tune up. Then in a rapid, professional

monotone: Ladlu-and-gnathmmwwouﬁ
kind-permission-I-wil

he did anything seriously at this time.” He takes lessons, Jearns to
play two banjos at the same time, and makes up “comical pieces
that had a great success among the boys” (5, 161). Finally, there is
young Osterman of The Octopus, with the face of “a comic actor, 2
singer of songs,” who at one point in his career of manic dilettantism
“devoted himself to learning how to play two banjos simulta-
neously” (1, 96). ;

Why did Norris give his banjo over to the likes of Condy,
Vandover, and Osterman? It was not that he was abandoning the
stage; indeed, the novelist had a higher order of performance,
neither playful nor puerile, in mind for himself:

The man who can address an audience of one
hundred and fifty thousand people who~unen-
lightened—believe what he says has a heavy duty
to perform, and tremendous responsibilities to
shoulder; and he should address himself to his
task not with the flippancy of a catch-penny
juggler at the county fair, but with earnestness,
with soberness, with a sense of his limitations,
and with all the abiding sincerity that by the favor
and mercy of the gods may be his. (7,9)

Thus the banjo had to go; there was no room for it in the
novelist’s deadly serious ideal of manhood.

So there are ironies of sorts in his banjo’s survival, as well as
a certain aptness in its fate. Contemplating that battered old wreck,
hanging on the wall of 2 fraternity museum, we wonder at the
younger brother who preserved it for posterity, but who destroyed T
the manuscript of one of his greatest novels, Vandover and the
Brute. Weﬂunk,too,ofthosenoxsysongfesﬁmﬁwfrmm
house on Dana Street in Berkeley, and of Vandover’s banjo, that
token of his ruin, hanging on the walls of his Sutter Street
Perhaps Norris’s banjo is where it belongs, after all.




SSheet music in the collection of the Society for the Preser-
vation and Encouragement of Barber Shop Quartet Singing in
America, Kenosha, Wisconsin (hereinafter referred to as
SPEBSQSA), with grateful acknowledgement to Ruth Marks, who
located this and other songs, as indicated, and provided photocop-
ies.

®1 am obliged to André Poncet, Université de Nice, for check-
ing on popular French songs current during Norris’s stay in Paris.
He also consulted collections of French folk songs. These searches,
however, turned up nothing regarding this entry and numbers 18
and 23 below.

‘Not identified; most likely a “coon song,” that is, a song out
of the minstrel tradition featuring Black characters. Most “coon
songs,” exploiting racist sentiments, were written by whites.

éMargaret Bradford Boni, ed. Songs of the Gilded Age (New
York Goldzn Press, 1960) 40-42. Hereinafter referred to as SGA.

%James McG. Stewart, Rudyard Kipling: A Bibliographical
Cazabgue (Toronto: Dalhousie University Press, 1959), p. 585.

A seemingly odd banjo selection, “The Washington Post”
was well-suited and quickly adapted to the dance craze of the 1890s,
the two-step, with which it became identified. Paul E. Bierly, The
Works of John Philip Sousa (Columbus, Ohio: Integrity Press,
1984)i F 95.

Possibly “Ring De Banjo,” by Stephen Foster, 1851, or “I've
Been Working on the Railroad,” a traditional American folksong of
the early 1880s. See Roger Lax and Frederick Smith, The Great
Song Thesaurus, rev. ed. (New York: Oxford University Press,
1989), p. 288. Hereinafter referred to as GST.

Chappell, ed. The Ballad Literature and Popular
Music of the Olden Time (1859; New York: Dover, 1965), p. 707.
is this beguiling entry in Norris biographer Franklin
Walker’s interview notes (9 June 1930) with Charles Norris: “It was
[shortly after Norris’s return from Paris in 1889] that he became
enthusiastic for 2 horse and joined the National Guard... His
mothe{r] bought him the banjo to keep him at home.” Franklin
Walker Collection (C-H 79), Bancroft Library, University of Califor-
niz, Berkeley.

4pete Seeger, How To Play The 5-String Banjo, 3rd ed. rev.
(Beacon, New York: Pete Seeger, 1962), 70.

W. Everett, “Frank Norris In His Chapter,” mm
m Delta, 52 (April, 1930), 565-566. &

164 31 March 1894 Mﬁwm&aﬁaﬁ@ﬁa 2

“Low Jinks" enterinment, led by mwﬂ ,

York: Russell & Russell, 1963), p. 93. See also Frank Morton Todd, |
“Frank Norris-Student, Author, and Man,” The University of
California Magazine, 8 (November, 1902), rpt. in Joseph R
McElrath, Jr., “Frank Norris: Early Posthumous Responses,” Amer-
ican therary Realism, 12 (Spring, 1976), 18. . :

2pranklin Walker, interview with Jeannette Preston, 22 May
1930, Franklin Walker Collection, v. 1, University of California,
Berkeley

Exght of the songs on Norris’s list were among the most
popular songs for the years indicated: “My Sweetheart’s the Man
in the Moon” (1892), “The Man Who Broke the Bank at Monte
Carlo” (1892), “And Her Golden Hair Was Hanging Down Her
Back” (1894), “The Bowery” (1892), “My Pearl’s a Bowery Girl”
(1894), “Daisy Bell” (1892), “Two Little Girls in Blue” (1893), “Oh
Promise Me” (1890). See SGA, pp. 23-25.

ZFrank Norris, Blix in The Complete Edition of Frank
Norris, vol. 3 (Garden City, N.Y.: Doubleday, Doran, 1928), 20. |
Subsequent intext references to this edition are by volume and
page number.

uEarher, Condy and Travis “stopped at 2 music-store on
Kearney Street to pick up her banjo, which she had left to'haveits |
head tightened” (3, 34). Nomsprobabtyhadmmmdmﬁay «
& Co., on Kearney at the corner of Sutter, and the most likely retail
source of his own banjo. The store, which advertised the Fairbanks |
banjo in 1890 editions of the San Francisco Examiner, m‘ﬁe_
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recognizes Howells’s vision of the East as being informed by the
values of the West.

Caron, James E. “Grotesque Naturalism: The Significance of the

mic in McTeague,” Texas Studies in Literature and Language,
31 (1989), 288-317. The comic in McTeague, rooted in incongruity,
“is an integral part of the narrative presentation of naturalism, a
presentation that turns upon the issue of freedom versus determin-
ism.” The novel also reflects new theories of laughter by Spencer,
Darwin, Bergson, and Freud.

Crisler, Jesse S. “Norris in South Africa,” Frank Norris Studies, No.
7 (Spring, 1989), pp. 4-7. Reprints four articles from the San
Francisco Chronicle focusing on Norris’s mother’s concern for her
son’s whereabouts as he travelled to South Africa and reveals new
details about Norris’s involvement with the Jameson expedition.

Crow, Charles L. “Homecoming in the California Visionary Ro-
mance,” Western American Literature, 24 (1989), 3-19. California
fulfills the dream of the harmonious linking of life and landscape
in novels by Jack London, Ernest Callenbach, and Ursula LeGuin.
London’s The Valley of the Moon begins in a Norris/Zola Natural-
istic mode.

Davison, Richard Allan. “The Marriage, Divorce and Demise of a
Father of Novelists: B.F. Norris,” Frank Norris Studies, No. 8
(Autumn, 1989), pp. 2-5. Newly-discovered family letters and B. F.
Norris’s obituary shed new light on Norris’s father.

. “Of Mice and Men and McTeague: Steinbeck, Fitzgerald, and

OF rank Norris,” Studies in American Fiction, 17 (1989), 219-226.
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Fitzgerald’s annotated copy of McTeague sent to Edmund Wilson
reveals Norris’s influence on Steinbeck’s Of Mice and Men. Also
discusses other similarities not pointed out by Fitzgerald.

Goldman, Steven L. “Images of Technology in Popular Films:
Discussion and Filmography,” Science, Technology, & Human
Values, 14 (1989), 275-301. The Octopus and The Pit are important

literary counterparts to-popular films which depict science and

mmml

philosophical characteristics close o those of the MW
naturalistic novels, such as McTcayuc.

Lawlor, Mary. “Naturalism in the Cinema: Erich von Stroheim’s
Reading of McTeague,” Frank Norris Studies, No. 8 (Autumn,
1989), pp. 68. Von Stroheim’s realistic critical posture virtually
duplicates Norris’s. This is particularly evident in his film M an
adaptation of McTeague.

McElrath, Joseph R., Jr., and Jesse S. Crisler. “The Bowdlerization
of McTeague,” American Literature, 61 (1989), 97-101. M
altered the August incident in McTeague not at Doubled
request but at Grant Richards’s when Robert McClure was m
ating with him for the British publication of the novel.

Mitchell, Lee Clark. Determined Fictions: American Literary Nat-
uralism. New York: Columbia University Press, 1989. The extremes
of naturalistic style are not rooted in authorial incompetence and
thin philosophy, but are necessary to the profound narrative
implications of a deterministic philosophy. Naturalistic style and
plot subvert the moral assumptions of intention and res
that guide realistic narrative action. An analysis of WM
the Brute focuses on ways in which Vandover is destroyed ]
natural forces than by the moral strictures of coi
guage, comparable to the reader’s accemnm of
inherent in the naturalistic medium. :

Ryder, Mary R. “‘All Wheat and No Chaff’: m
Willa Cather’s Literary Vision,” American L.
(1989), 17-30. Cather’s postﬁve m\




the ambiguities of the historical interpretations of the Mussel
Slough Tragedy which Norris depicted in The Ocfopus, and pres-
ents Crow’s own version of what happened to his ancestor, Walter
J. Crow, who was involved in the incident. :

Dean, Thomas K. “The Flight of McTeague’s Soul-Bird: Thematic
Differences Between Norris’'s McTeague and von Stroheim’s
Greed,"” Literature/Film Quarterly, 18 (1990), 96-102. While
Norris’s novel is about a man suffering an atavistic decline as a
result of alignment with corrupt economic forces, von Stroheim’s
film is about a man succumbing to the Judeo-Christian corruption
of the Fall as a result of sin.

McElrath, Joseph R., Jr. “Frank Norris: Biographical Data from The
Wave, 1891-1901,” Frank Norris Studies, No. 10 (Autumn, 1990),
pp. 1-12. Excerpts or summarizes all of the references to Norris and
family members in The Wave. Note error: entry for 3 March 1894
(p. 4) should read 31 March 1894.

Orishima, Masashi. “Frank Norris and the Killing of Clocks,”
Studies in American Literature, 27 (1990), 3347. Notes the
frequent references to clocks by a Norris who had absorbed the
value-system of industrial capitalism. Observes that a time-money-
personal identity equation manifests itself in McTeague, Vandover,
and Blix. Characters who lack the ability to manage time and money
are developed as characters who do not, in fact, manage effectively
their lives,

Anderson, Jennifer, and Robert C. Leitz, Iil. “Norris Notices in The
Conservator,” Frank Norris Studies, No. 11 (Spring, 1991), pp. 5-8.
Introduces and reprints a eulogy to Norris by Julie A. Herne and
reviews by Horace Traubel—of The Octopus, The Responsibilities
of the Novelist, The Third Circle, and Vandover and the Brute.

Cook, Don L. “McTeague at Ninety: The Novel and Its Tensions,”
Frank Norris Studies, No. 11 (Spring, 1991), pp. 2-5. Describes
McTeague in terms of a pattern of tensions within it: between
sociological documentation and ironic implication; visceral reality
and bravura artistry; and scientific objectivity and humane sympa-
thy.

Litton, Alfred G, *The Kinetoscope in McTeague: “The Crowning

Scientific Achievement of the Nineteenth Century,’” Studies in
American Fiction, 19 (1991), 107-11. Focuses on the reference in
McTeague to a kinetoscope when a vitascope is the device to which
Norris is obviously alluding. Gives the history of both devices.
Interprets the thematic significance of the kinetoscope reference in
light of the possibility that Norris deliberately refrained from citing
the vitascope. :
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debutantes.

Myers, Robert M. “Dreiser’s Copy of McTeague,” Papers on Lan-
guage & Literature, 27 (1991), 260-67. A copy of a 1903 American
orinting of McTeague includes Dreiser’s bookplate at front and h;‘
characteristic pencil markings in the text. Myers identifies the
passages marked and comments on the qualities which drew
Dreiser’s attention. Considering the nature of Norris's possible
influence on Dreiser, Myers also reconstructs the possible history ’
of his familiarity with McTeague. ’
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