








Women in The Song of the Lark are enclosed not only in
airless spaces but in too-tight clothing and in a petty social world.
Mrs. Livery Johnson, the president of the concert committee, a
prominent Baptist, and one of Thea’s “natural enemies” (54),
epitomizes this narrow enclosure. Johnson dislikes Thea: she
disapproves “of a child whose chosen associates were Mexicans
and sinners, and who was, as she pointedly put it, ‘bold with men’”
(54). When Johnson in effect lies to Thea, pointedly informing her
that her rival, Lily Fisher, has chosen to recite at the concert “to
give other children a chance to sing,” her hostility toward Thea
is evident. Johnson so enjoys “an opportunity to rebuke Thea,
that, tightly corseted as she was, she could scarcely control her
breathing, and her lace and her gold watch chain rose and fell
‘with short uneasy motion’” (54). Johnson’s heaving, corseted
bosom at once indicates her narrow, confined nature and reveals
that she finds rebuking Thea titillating. Thea’s sister Anna similarly
misconstrues Thea’s relationships with her friends, believing them
improper. Anna disdains Mexicans, she preoccupies herself with
Dr. Archie’s extramarital sexual behavior (behavior Cather alludes
to sympathetically), and she tells her mother that Dr. Archie’s
conduct with Thea (when he holds her hand or places his hand
on her head) is “too free” (117). Anna’s views are like those of
the straight-laced, tightly corseted Johnson. The coughing girl
on the train also seems to be corseted, as she loosens her clothes
and wears a kimono over them at night. And the ill girl, with her
morbid fear of men, also seems to share Anna’s and Johnson’s
unwholesome, exaggerated consciousness of male sexuality. The
novel suggests, via the ill girl’s tuberculosis and her inability to
sustain contact with fresh air, that she is wasting away from the
narrowly constrained, airless social world that women of the time
inhabit.

The repeated references to corsets in The Song of the
Lark are part of the novel’s meditations on breathing and on
consumption. Physicians at the turn of the century believed that
corsets, particularly tightly-laced corsets, were implicated in
pulmonary tuberculosis. One physician, William Neftel, wrote an
account in 1887 of a girl from a healthy family who, while living
in a fashionable boarding school, chose to wear “day and night, a
tightly-laced corset, in order to have a small waist and was admired
for her beautiful figure” (213). Although she relinquished this habit
after marriage, she gradually manifested symptoms of consumption
and died young. This case inspired Neftel to experiment with
compressing the chests of rabbits and to conclude that “a steady,
methodical compression of the chest and of the upper portion of
the abdomen, continued for a certain length of time, can produce
tuberculosis in a perfectly healthy person without hereditary
predisposition to the affection” (213).> S. Adolphus Knopf’s
Tuberculosis: A Preventable and Curable Disease (1910) includes
diagrams illustrating his contention that “when a girl develops into
a young woman, one should bear in mind that the tightly laced
corset is one of the most injurious garments that can be worn”
(358; see fig. 2).

Thea experiences her own chest and throat as constrained
by her clothing when she is suffering from the narrow social
views of Moonstone. After Anna criticizes Thea for singing with
the Mexicans rather than in the church, Thea talks to Dr. Archie,
“pull[ing] her dress lower at the neck as if she were suffocating”
(205). Two men in Thea’s life, Ray Kennedy and Fred Ottenburg,
urge her not to wear corsets. Ray tells her that “a girl with a voice
like yours ought to have plenty of lung-action” (103), and Fred

tells her that wearing stays (i.e. corsets) will make her side
muscles flabby and that “a flexible body” is crucial in opera
(267).* Thea evidently wears corsets at some points in her life.
She laughs at Ray, as if he has repeatedly given her this advice,
and when Fred asks her at Panther Canyon if she wears stays,
she answers, “Not here” (267). Some pages earlier, when Thea
sings for Mrs. Nathanmeyer wearing one of her daughters’
evening gowns, Cather explicitly mentions Thea’s corset, and

it is evidently somewhat constraining to her singing, although

it does not seem to be very tightly laced. The emphasis of

the passage is on the vocal and bodily freedom Thea is able

to reach, her ability to lift herself above constraints, yet the
constraints are there. As, at Fred’s suggestion, Thea is about to
try singing more boisterously and freely, Cather writes, “She . . .
drew herself up out of her corsets, threw her shoulders high and
let them drop again. She had never sung in a low dress before, -
and she found it comfortable” (235). In the scene of Thea’s
operatic triumph, as she sings Sieglinde, however, Cather writes
that Thea’s “voice was as flexible as her body” (395), and the
recurrence of the word “flexible” suggests that, since Thea’s
time in Panther Canyon, she has taken Fred’s advice about
bodily flexibility and abandoned the use of stays.

Ray and Fred’s views on corsets, unsurprisingly, are in
accord with the views of physicians who wrote on the science
of singing at the turn of the century. Richard Biddle, in The
Tonsils and the Voice in Science, Surgery, Speech, and Song
(1913) observes that “good voices have been spoiled before
now by tight lacing” (324) and Joseph Joal, in Or Respiration
in Singing (1895), points out that Jung capacity is reduced by
200 to 1100 cubic centimeters by corsets. He would like to
“formally interdict” corsets, he writes, but he fears that such
advice would be ignored and he instead advises “ladies who
sing to use a corset as supple and ample as the exigencies of
fashion permit” (163).° Like Fred and Ray, Spanish Johnny
also contributes to the health of Thea’s lungs. Prudish Anna
disapproves of Thea singing out of doors with Spanish Johnny
and the Mexicans, but in doing so Thea is acting in accord
with medical advice for healthy lung development. “Singing
or recitation outdoors,” writes Knopf, “have a most beneficial
action on the vocal organs, on the lungs, and on the heart, and
will help much in the development of the chest” (261).

Thea is threatened in the novel by social conventions,
petty jealousies, and false artistic standards, and by the
airlessness that represents them. Yet the novel follows Thea’s
development as she nonetheless grows “fuller and stronger and
rounder” and develops into an artist (185). Thea suffers from
tonsilitis in Chicago, an illness that suggests her contamination
by the poisonous world of Madison Bowers. But her
recuperation in the sun and air of Panther Canyon contributes
to her healthy development of both spirit and body. The novel
emphasizes Thea’s bodily strength: her father says she shares
her mother’s fine “constitution” (14); her mother remembers
Thea as the “best-formed” of all her babies (190); and Harsanyi,
asked by the conduétor of the Chicago Symphony if Thea is
“strong physically,” answers, his eye flashing, “like a horse, like
a tree! Every time.I give her a lesson, I lose a pound. She goes
after what she wants” (174).

The expansion of Thea’s chest and lung capacity as
she develops as an artist receives particular narrative attention.
Looking at Thea when, discontentedly tugging at her dress as
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vigorous instrument for writing. She took walks in Central
Park, she told Latrobe Carroll in 1921, adding: “I try to keep
myself fit, fresh: one has to be in as good form to write as to
sing” (Carroll 24). In The Song of the Lark, the weak, confined,
coughing, consumptive bodies of the women around Thea
serve to emphasize, by contrast, Thea’s own pulsating health.
Their “drear[iness]” (406) emphasizes what Aunt Tillie terms
Thea’s “wonderfulness” (60). When Thea sings Sieglinde in
her triumphal scene, Cather writes with admiration of her vital,
vigorous body:

Her body was the instrument of her idea. Not for

nothing had she kept it so severely, kept it filled with

such energy and fire. All that deep-rooted vitality

flowered in her voice, her face, in her very finger-tips.

She felt like a tree bursting into bloom. And her voice

was as flexible as her body; equal to any demand,

capable of every nuance. (395)

What Cather celebrates in The Song of the Lark is partly
a body that has been well cared for (Thea does not compress her
lungs, she sleeps with her window open, she “keeps her body
severely”) and also a body with an inherent vitality, with an
inherent capacity for greatness. As Thea sings Sieglinde, in the
novel’s triumphal scene, Cather writes, she rises into “the pride
in hero-strength and hero-blood” (393). The coughing girl on
the train, the dying, consumptive girls of Moonstone, and even
Madame Necker, with their faulty, failing bodies, obviously do
not share this “hero-strength.””” Cather in this novel celebrates
that “hero-strength” of the healthy, well-formed body, the rare
body with, as Harsanyi says, “enough”—enough physical power
to allow, even under the adverse conditions that wreak havoc on
the weaker bodies of others around her, for the flowering of great
art (394).

Notes

I am grateful to Ann Moseley for alerting me to Fremstad’s comment
that she never wore corsets, found in an interview included in the Fremstad
Scrapbooks. Moseley alludes to these Scrapbooks extensively in the Explanatory
Notes for her forthcoming Scholarly Edition of The Song of the Lark.

! The extended Cather family seemed particularly prone to
tuberculosis and relocated from Virginia to Nebraska in hopes that the hot,
dry air of Nebraska would prove more healthful. For an account of this family
history and letters alluding to tuberculosis and to air quality, see Rosowski 37-56.

2 Hendrick. See also Chapin, Ritchie, Wood and Hendricksen.

3 S. Adolphus Knopf, in Tuberculosis as a Disease of the Masses and
How to Combat It (1907), and Maurice Fishberg, in Pulmonary Tuberculosis
(1919), similarly observe that corsets are a contributing factor to consumption
and recommend that “the tightly laced corset should be banished forever from
the dress of women” (Knopf 31). Knopf urges women to replace the corset with
“a comfortable waist which permits free and deep respiratory movements” (31)
and Fishberg urges other physicians to explain “the way a corset, even of those
called ‘hygienic,’ interferes with the respiratory movements of the thorax” (558).

4 Olive Fremstad, on whom Cather in part modeled Thea, agreed with
Fred and Ray about corsets, bodily flexibility, and lung-action. In an interview in
1905, Fremstad responded to “an admiring remark about the beautiful suppleness
of her body” by observing, “I never wear corsets.” “Oh, Kundry, it is glorious
to be young, isn’t it,” enthuses the interviewer. “Think of all the tight old ladies
who must look seductive at any cost of lung power” (Jolliffe, n. pag.).

3 See also Holmes 168.
¢ For a discussion of the “physiological method” of vocal training, a

method that emphasizes knowledge of and comfort with the body, and the way
Thea’s singing is linked with her eroticism, see Cumberland.

7In a longer version of this essay, I explore the relationship between
this “hero-blood” and Thea’s Scandinavian origins. See also my “Craniometry,
Race, and the Artist in Willa Cather.”
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concert hall convinced that the world has become her enemy,

its people, buildings, and wagons trying to take from her the
ecstatic feeling that obsessed her soul: “All these things . . . had
to be met, they were lined up against her, they were there to take
something from her. Very well; they should never have it” (201).
Peck notes that shortly after these events, Thea returns by train
to Moonstone and that her “fiercely competitive” nature becomes
blatant defiance (110). Observing a sickly girl in her car, Thea
smiles “with the natural contempt of strength for weakness” (SOL
217); girls of this kind pose no threat to her and cannot hope to
rival her in determination or self-assurance.

Thea’s subsequent experiences in Chicago as she
accompanies Madison Bowers’s students reinforce her belief
in her own power. She resents that Bowers throws out “life-
preservers” for “stupid people” who have little talent but big
checkbooks (251). She hunts out new living quarters because she
can’t get along with girls of her own age: “I didn’t come here to
play kindergarten games,” she quips (252). When Bowers warns
her that she will need to temper her intolerance if she has any
real talent and hopes to benefit from it, she replies to Bowers as
if he, too, is an enemy who is selling out art for profit: “Well,
that’s the money I’ll have to go without . . . ,” she retorts (252).
Thea develops “a deep contempt” for rivals like Mrs. Priest,

a popular but imperfect singer, who, Thea thinks, should be
exposed, “reproved and even punished for her shortcomings”
(254). Thea’s attitude, while in defense of true art, moves her
further and further from a sisterhood of women. She nearly
succumbs emotionally to her frustration as she sees mediocre
singers meet with public approval. The soprano Jessie Darcey
for whom she must play accompaniment becomes the locus of
Thea’s discouragement: “People want Jessie Darcey and the kind
of thing she does; so what’s the use?” she asks of Mrs. Harsanyi
257).

Cather specifically notes, though, that Thea’s bitterness
was “not the torment of personal jealousy. She had never thought
of herself as even a possible rival of Miss Darcey” (261). Thea
knows she is a “poor student of music,” while Jessie Darcey is “a
popular and petted professional” whom audiences love precisely
because “she could not sing” (261). When she realizes that Jessie
is only “a commonplace young woman” (261), Thea’s resentment
wanes. She concludes that “Jessie Darcey was only Lily Fisher
under another name” (261). Still, Thea finds “something
shameless and indecent” in Jessie’s “not singing true” (262): “I
hate her for the sake of what I used to think a singer might be,”
she remarks (264). For Thea, those of Jessi¢’s ilk are obstacles to
be thrust aside, for they are despoilers of art, the only rival that
Thea will allow.

As Thea seizes opportunities to advance her standing in
the music world, she becomes “very much interested in herself”
(278), and she must discover the link between her creative self
and the world beyond her. This discovery comes in Panther
Canyon where Thea, isolated from her contemporary community
of women, reaffiliates with her creative foremothers. She
distinguishes again between enemies and disciples, classifying
among the former the Indian women who only carried the water
and among the latter the women who crafted the water vessels.
One group was the stupid faces of her childhood and Bowers’
studio; the other, the talented divas of their own stage. She feels
no rivalry with the water carriers, but the fashioners of the jars
challenge her “to do one’s best, and help to fulfill some desire

of the dust that slept there” (306). True women artists are never
rivals for Thea; they are links in a chain of being and becoming a
vessel for one’s art. “Higher obligations” now call her (308), and
she makes a commitment to meet head-on the most difficult of
rivals—that is, perfection in art.

With this sense of determination, Thea is ready
to become a diva. The night before departing for Germany
she dreams again of “a struggle with Mrs. Livery Johnson’s
daughter” (381), but she arises impassioned to seize the
opportunity before her and enters “the pettiness of prima-donna-
dom” (“Jealousy and Genius” 654). Cather titles this portion of
her novel simply “Kronborg,” objectifying Thea as a successful
artist who is recognized by last name only. Thea’s accompanist
Landry attributes her success to a “big” and “rich” personality
(448), that nebulous attribute Cather ascribed to all artists.
“Against it,” Landry argues, “intelligence and musicianship and
habits of industry don’t count at all” (448). He admits, though,
that Thea’s fierce competitiveness made other girls “mortally
afraid of her” when she was a student in Berlin. They called her
“die Wolfin” (449). She tells Dr. Archie that she now leads a life
“full of jealousies and disappointments”; she has come to hate
people “who do contemptible work and who get on just as well
as you do” (458). But, she continues, “If you love the good thing
vitally, enough to give up for it all that one must give up for it,
then you must hate the cheap thing just as hard” (458-459). Such
hate might result in “bitter contempts” (458) and a hardening of
the self that “makes you risk everything and lose everything,”
but it “drives you through fire” (459). In her “Hints to Singers”
Lillian Nordica acknowledged that this is the sacrifice singers
must make for “the one great thing” (qtd. in Glackens 351), that
is, for art itself.

The Kronborg section shows Thea as not yet a diva but
on the cusp of becoming one. In dismissing the non-threatening
rivals of her youth and early musical training, Thea does not,

‘however, dismiss all rivalries. Thea envies but admires some

of her competitors. Madame Necker she says is “a great artist,”
even when she is not in voice (433). When Thea’s chance comes
to sing Sieglinde, Fred is hopeful that Madame Necker, who is
singing Briinnhilde, may help her, “if it’s not one of [Necker’s]
sore nights” (439). In fact, Madame Necker does say “something
nice” to Thea after this performance but later becomes “chilly
and disapproving, distinctly hostile” (470). Thea feels acutely the
rejection by Madame Necker, for she “had always felt that she
and Necker stood for the same sort of endeavor” (470). She is
bitterly disappointed to discover that to Madame Necker “[e]very
fresh voice was an enemy” (470). Now on the receiving end of a
professional rivalry, Thea must become even more self-absorbed
to survive.

Some attribute her subsequent success to “dramatic
temperament,” others to “explosive force” or “projecting
power” (477). Ethan Mordden cites from a now obscure early
1900s work, The Prima Donna’s Handbook by Lotte Heinotz,
the five rules of temperament for prima donnas: using caprice,
thriving on danger, exercising control, practicing ruthlessness,
and allowing no competition (69-70). “Charity [was] pious and
loyalty admirable,” but the only way to avoid rivalry was “to be
the only one around who sings your particular roles” (Mordden
69, 76). Harsanyi knows this, and after hearing Thea’s crowning
performance he confidently states, “She will sing all the great
roles . . .” (SOL 477). 4 -
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insinuates himself into her life, completely unnerving her and
disturbing her sense of solitude, freedom, independence, and
artistic fulfillment. With its gypsy life and vagabondage, as
Renée refers to it, performing has given Renée the opportunity
to create a new myth of herself, to be reborn, as her name
implies, with “the glorious impulse of a serpent sloughing off
its dead skin” (159). While Fred is quick to recognize that Thea
is not “a nesting bird,” Max audaciously proposes marriage.
The proposal only heightens Renée’s penchant for introspection
and self-analysis, and it brings to the fore her fears of aging,
loneliness, and the loss of free will, her memories of submission
and servitude in marriage, and, above all, the reawakening of
her great enemy—desire. Unlike Cather’s concept of desire

as depicted in Thea’s quest—that is, desire as a sacred artistic
longing seeking expression—desire has one main connotation
for Colette and Renée: sexual longing. By reawakening her
desire, Max personifies an unwelcome presence in the new
“pure” existence she has carved out for herself during her “long,
moral convalescence” (55). Ultimately, Renée turns down Max’s
proposal and accepts a tour abroad, thus affirming her identity
as an artist and renouncing a personal life that might affect her
career and diminish her hard-won freedom and independence.

While divergences exist in Cather’s and Colette’s
concepts of creativity and their characterizations of the female
performing artist, there are numerous convergences. For one,
both Thea and Renée forsake a personal life in order to dedicate
themselves solely to their art. Cather makes it evident from the
earliest pages in The Song of the Lark that her heroine’s artistry
is innate. As Thea’s first music teacher Wunsch declares, it “must
be in the baby” (99), yet Thea also creates herself as an artist
as does Renée; and, in both cases, the artistry is born out of an
androgynous self. Both identify with and draw sustenance from
nature in their paths to artistic identity and fulfillment, Cather
traces Thea’s inborn connection to nature beginning in her native
Moonstone landscape and culminating in Panther Canyon, a
relationship that forms a major source of her psychic strength and
artistic drive. Although Thea must leave all of her Moonstone
heritage behind her, she continues to draw strength from it in
the form of memories and dreams of childhood even when she
becomes the great Kronborg. Renée’s associations with nature
surface in memories of her lost innocence in childhood and
young adulthood, memories frequently arising from scenes in
nature, particularly in gardens, and often invoked during her train
journeys, but not confined to them.

Without a doubt, the figure of the female performing
artist is one that grips the imagination, and she is a powerful
symbol of great mythic proportions. She calls to mind a
generative power in line with those earth mothers on the scale of
Cather’s Antonia and Colette’s very own mother Sido. Returning
to Moers’ citing of the two obsessions shared by Cather and
Colette —the maternal and the female artist as performer—I view
the two as a Janus-faced image of the female creative principle.
Yet, Cather’s and Colette’s female performing artists, Thea and
Renée, have also chosen to incorporate male attributes in their
self-creation and thus their artistry is born of an androgynous
nature, suggesting that both novelists saw beyond the comfortable
categories of male and female. Their portrayals of the female
performing artist incorporate dualities and sometimes seeming
contradictions. Thus, another similarity they share —not discussed
by Moers—is the artistic genius that enabled them to create the

female performer not only as an artist but also as a complex
human being.

Note
! For Bernice Slote’s general reference to Apollonian and Dionysian forces

in Willa Cather’s art, see The Kingdom of Art (81). For an earlier discussion of the
topic, see Moseley.
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cover illustration of baby Jesus, to a prominently placed Sapolio
advertisement featuring infants, to artwork by Sigismond De
Ivanowski showing suffering Russian children and by Albert
Sterner showing youthful Russian immigrants arriving in New
York City. Short stories and non-fictional articles reinforce the
importance of children, including the third installment of Lincoln
Steffens’ “Ben B. Lindsey: The Just Judge,” in which Judge
Lindsey indicts society for making children behave criminally.
This issue of McClure’s proposes that Americans should value
children and keep them safe.

This issue also suggests that the U.S. can assimilate
European immigrants. It constructs the United States as a
society open to and benefited by immigration. Carl Schurz’s
“Reminiscences of a Long Life,” which commends German-
Americans’ patriotism, signifies the assimilation of an earlier
generation of European immigrants, and W.B. MacHarg’s story
“The Debts of Antoine,” the promise of more recent immigrants.
In the latter, the French immigrant Antoine personifies the virtues
of civic responsibility when he nurses a sick neighbor, thereby
containing the spread of the disease.

These topics and images of the American nation coalesce
in Kelly’s “Little Bo-Peep,” the magazine’s opening story. Like
Kelly’s previous eleven stories in McClure’s, this one concerns the
teacher Constance Bailey and her First-Reader Class at a public
school on New York City’s Lower East Side. The majority of
her students are Jews who have emigrated from czarist Russia.
Kelly’s stories posit public education as the primary means of
Americanizing these children. With humor and sympathy, her
stories seek to allay nativist fears about the destabilizing effects
of immigration on the moral and physical health of the American
nation. Immigrant Jews from Russia and Eastern Europe during
this time were often represented as physically unclean or diseased,
and their bodily ills were read as signs of their moral and
intellectual failings.* Many of the stories represent Miss Bailey
promoting her students’ health and hygiene, the first step in fitting
them for American citizenship. Thus, Kelly’s stories envision
education as a nation-building tool and Jews as citizens in the
making.

In “Little Bo-Peep,” Kelly’s concern with validating
public education melds with her intention to engender in her
readers sympathy for young Jewish immigrants. Kelly writes
in the muckraking spirit of McClure’s, which used fiction and
investigative journalism to bring matters to the public’s attention
and to advocate for reforms.* “Little Bo-Peep” addresses the
reasons Russian Jews immigrated to the U.S., a topic not broached
in her previous stories. The title character is a cousin of Eva
Gonorowsky, one of the fixtures of Kelly’s East side stories.

The class calls Eva’s cousin “Little Bo-Peep” because, before

her arrival, Eva showed them a picture of her cousin dressed in
fancy clothes with sheep at her feet. Accompanying the text, a
picturesque drawing by Frederic Dorr Steele reinforces Eva’s
description of her cousin (fig. 2). Eva explains to Miss Bailey that
her cousin is coming from Russia because “it ain’t healthy for

her there no more” (115). The reader, aware of the revolutionary
uprisings and vicious pogroms of recent years alluded to
throughout the magazine, understands how “unhealthy” Russia is
for Jews.® The child who arrives is horribly ill, having been flogged
in Russia with the “knout” and forced to say “‘I am Christian! I
kiss the Cross!”” by her persecutors (119). When Eva’s mother tells
Miss Bailey what has happened, she reveals the child’s wounds on

both the front and back of her body. Eva is upset by her cousin’s
condition, repeatedly telling Miss Bailey that the newcomer
cannot be her cousin: “it ain’t no child” (118). Eventually, under
the gentle guidance of Miss Bailey who visits her at home,
Little Bo-Peep is well enough to attend school. In class, she
continues to improve.

One day, frightened by the medical examinations and
vaccinations the children had to undergo at school, the child
flees, gets lost, and eventually hides in a stable containing
sheep. The fear and exertion cause her wounds to reopen and
she dies amongst her “friends,” the sheep (123). Kelly does
not blame Miss Bailey; the “disaster,” explains the narrator,
probably would have been prevented had Miss Bailey been
allowed to accompany her students to the examinations (120).
The story demonstrates Miss Bailey’s commitment to helping
her students. When the child goes missing, Miss Bailey, her
students, and their parents search frantically, a community
galvanized to help its weakest member. In concert with other
images in the magazine that emphasize the despotism of the
Russian government and the victimization of its people, the
story considers czarist Russia culpable for the child’s death.

It uses the image of a dead child to catalyze its readers’
sympathies, proposing that Americans should concern
themselves with the sufferings of Russian Jews and welcome
them to the United States. Although Miss Bailey cannot save
Eva’s cousin, her compassion and diligence equip her to help
other “greenies”—the story’s term for newcomer (121). A
subscriber to McClure’s would have read of Miss Bailey’s many
successes with her students in previous stories and would have
understood that the loss of Eva’s cousin is a tragic exception to
Kelly’s vision of public schooling’s vital role in the assimilation
of immigrants.

However, the nature of the magazine, which brings
readers, publishers, editors, and writers into “continual
confrontation and implicit dialogue” (Duggan 34), allows the
reader to interpret Kelly’s story in ways that diverge from
authorial and editorial intentions. A reader might find it ironic
that the school, in an attempt to improve the students’ health
through medical intervention, plays a role in Little Bo-Peep’s
death. At the time, many immigrant parents did not believe that
public schools should concern themselves. with the health and
hygiene of their students (Kraut 232). In June 1906, Jewish
immigrant parents rioted in New York City to protest their
children’s participation in adenoid operations organized by the
public schools; in a New York Times atticle detailing the riots,
one interviewee mentions that similar riots had occurred four
years previously when the schools sent children to have their
eyes examined at a local hospital (“East Side Parents™). Despite
Kelly’s apparent intentions, the story expresses reservations
about using education for nation building purposes.

“The Namesake” identifies education as a means of
nation building by connecting it to a foundational moment in
national history and identity, the Civil War. The March 1907
issue featuring Cather’s story portrays the Civil War and its
legacy as relevant to a national audience. “The Namesake”
links the development of the national identity of its two main
characters, Lyon Hartwell and his uncle, to the Civil War and
to traditional educational practices. Three other pieces, an
installment of Carl Schurz’s “Reminiscences,” Grace King’s
short story “The Clodhopper,” and Thomas Nelson Page’s
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questions the methods through which national identification

is engendered in the Hartwells. It examines the mythologizing
impulse behind patriotic images of national sacrifice. While Kelly’s
stories place education on the national agenda, “The Namesake”
moves beyond that to interrogate the process of national meaning
making. Placing Cather’s magazine short fiction back in dialogue
with now-forgotten writers such as Myra Kelly can yield further
understanding of the cultural work popular magazines did in the
early twentieth century.

Notes

! For biographical information on Cather’s career at McClure’s, see
Woodress and Sergeant. For the importance of her journalism to her career as a
novelist, see Thacker and Urgo. For discussion of Cather’s work on Milmine's
biography of Eddy, see Bohlke and Stouck.

% For specific information about S.S. McClure’s role as editor at
McClure’s, see Thacker, Lyon, and Schneirov. McClure’s Autobiography,
ghostwritten by Cather, is also informative.

31In Silent Travelers: Germs, Genes, and the “Immigrant Menace,”
Alan Kraut examines representations of Eastern European and Russian Jews in
American culture in the late nineteenth and early twentieth centuries. He coins the
phrase “medicalized nativism” to denote anxieties about the hazards immigrants
posed to public health. Nativists used these health concerns to justify anti-Semitic
behavior and other forms of prejudice. For a discussion of Kelly’s negotiation of the
discourse of medicalized nativism, see Fuisz. For a more general treatment of the
links between physical appearance and Jewish stereotypes in the last two centuries,
see Gilman. Also see Marcus on ambivalent representations of Jews in McClure’s
and in Cather’s fiction.

* For more information about McClure’s muckraking, see Lyon and
Schneirov.

* Revolutions swept the Russian empire from 1905-7 while pogroms
against Jews intensified in the early twentieth century (“Russian Territorial”). In this
issue of McClure’s, Schurz and Wilkinson reference Russia’s unrest as does artwork
by De Ivanowski and Sterner.

6 For more detailed overviews of the curricular changes in American
schooling, see Schmidt and Rudolph. For additional arguments about Cather’s
relationship to debates over the place of Greek and Roman classics in American
culture, see Michaels and Swift.

7 Hartwell experiences a metaphoric dismemberment at the pivotal
moment of connection to the United States. Moreover, despite his claims to
American identity, Hartwell is an expatriate living in Paris.
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Marge Van Meter: A Tribute
Betty Kort

Marcella “Marge” Van Meter died on September
26, 2006, at the age of 86. She was a member of the Cather
Foundation Board of Governors for forty-one years and
served on several other boards along the way. In 2003, she
was named the Midland Woman of the Year at Midland
Lutheran College.

Though a soft-spoken, petite woman, she lived out
her life with energy and conviction. A veteran of World War
I1, she later married, had three children, and worked for the
Federal government for over forty years.

Until her health began to fail, she seldom missed
a Cather Foundation Board meeting and served the
Foundation in a myriad of ways with a special interest in
education. She understood what it means to be part of the
Cather Community. At her death, she requested that the
Willa Cather Pioneer Memorial Board of Governors serve
as honorary pallbearers. I think I speak for the entire Board
of Governors in saying that Marge will be missed and
that the Foundation is a far better organization because of
Marge’s service.
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