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INTRODUCTION:

Purpose and Outline of Methodology

This thesis offers a focused examination of theradi§i-related story-chapters
that Ray Bradbury originally intended for his firgivel concept-Summer Morning,
Summer Nighta book set in the vivid memories of his own smast Midwest
childhood. The stories at the heart of this thesee discarded from the project (often
referred to by Bradbury as the “lllinois novel”) bye time that he published a portion of
the original project aBandelion Winan 1957. As that novelized story cycle is perhaps
the best-known of all Bradbury’s “Green Town” bopksitend to use it as a springboard
for identifying and examining those stories thateveiscarded, left unfinished, or
eventually published as stand-alone tales in atb#ets. Since all of these stories were
eliminated befor®andelion Wineemerged as the first published portion of thedarg
lllinois novel, | will further explore how their lppthetical presence or actual absence
may have affecteDandelion Wineas a whole, from inception and development to
publication and popular reception, as well as itigage what these tales may reveal
about the evolution of Bradbury as a writer.

In the pages that follow, | will focus on a sub-sestories—both published and
unpublished—that deal explicitly with the themesaging and mortality. Such themes
are close to the heart bandelion Wineas even the final published version deals in
large part with its protagonist’s discovery of bign mortality and that of those around
him. Indeed, from young Doug Spaulding’s discovairiis own finite nature to the

deaths of old Colonel Freeleigh, Douglas’s greangmother, and even the town trolley,



Dandelion Winas as much about endings as beginnings—a wintvglrset at the height
of summer.

It is this central thread of mortality which redesthe otherwise-nostalgic book
from a literary perspective, and also helps to @xpihe continued popularity of a story
about an unremarkable boy in an unremarkable Mitemegown in a summer that
passed almost eighty years ago. By dealing exalyswith the discarded mortality-
themed stories, | hope to present readers withrmahbtkeat is both previously unexplored
and yet still relevant to Bradbury’s novelized gtoycle as it exists today. In the
following chapters, | intend to bring to light knavand relatively unknown artifacts of
Bradbury's literary past as well as highlight amégze key stories and events in the
textual history of the originddummer Morning, Summer Nighnhd its descendants
Dandelion WineandFarewell Summer By utilizing a “textual-archeological” approach-
-beginning with a discussion of the known histonéshe texts--1 will trace the evolution
of Bradbury’s initial plans foSummer Morning, Summer Nigiitd explore how those
plans found fruition in the two books that it eugdty became.

Particular attention will be given to the storytsrthat the author ordered,
bridged, and extended into novelized form. | waggn by identifying a thematically-
related subgroup of stories considered centrdigdllinois novel and its descendants. |
will then establish the “provenance” of each stohgpter: its origins, process of
inclusion/elimination, and final fate (usedD@andelion Wineor Farewell Summer
published in other outlets, or consigned to Braglsustacks of abandoned work). [ will
then provide genealogical stemma to trace howatgel units evolved into more stable,

published forms.



In the second chapter of the thesis, | will surtreyimpact of the stories left
behind (both published and unpublished), with sgdemmnphasis on the “lost tales” that
center on Bradbury’'s darker, “mortality-relatedéthes. Each story will be analyzed in
the light of the two published novels, with expkiwas of why each was undeveloped
and/or left out (supported by evidence from thénaris personal letters and outlines) and
what such decisions may indicate about his evolenmegtive processes. In the final
chapter, | will explore how the mortality-themedrsts left out of the novel may also
help to inform our understanding of Ray Bradbuewslution as a writer. Through the
portal of these somewhat darker tales, | intenshtmw that it is possible to catch
glimpses of both the writer that BradbwgsbeforeDandelion Wineand the more

mature writer hdbecameafterward.



CHAPTER ONE

Germination: The Green Town Stories and the Botting of Dandelion Wine

Ray Bradbury’s lllinois novebummer Morning, Summer Nigtd,
subsequentlyDandelion WineandFarewell Summerall arose out of the writer’s
nostalgic sense of his own childhood in Waukeglinpils. However, Waukegan’s
fictional counterpart, Green Town, does not exadly within the pages of those books.
Rather, the two books are part of a larger cyclstofies, novels, plays, and other media
set within what Eller and Touponce refer to as Brag's Green Town “chronotope”
(213)—the geography and chronology that set upvitrs’ tensions between old and
young, civilization and wilderness, life and deagbpd and evil. The most widely-
known elements of this set include the aforemeetiomovels as well &omething
Wicked this Way Com¢$962),From the Dust Returne@001), and dozens of short
stories in collections such &ark Carnival(1947) and its refashioned succesBoe

October Country(1955).

The lllinois Novel: Origins of Dandelion Wine

Though published in 195Dandelion Win&s origins can be traced back to an
earlier time in Ray Bradbury’s career: an eramyvhich he was known primarily as a
writer of macabre and “weird” pulp magazine starigsdeed, the vast majority of
Bradbury’'s published stories from 1942 to 1945 appé in magazines such\akird
Tales Amazing StorieDetective TalesandPlanet Storiesvith only two pieces

appearing in the more mainstream magazines: “ligéBck and White Game” in the



August 1945 issue &merican Mercuryand “Invisible Boy” in the November 1945
issue ofMademoiselle It was during this part of his career—around4t94hat

Bradbury began to formulate ideas for a novel abagmall town and the adults and
children who live in that town” and “the vast psgtdygical differences between children
and their parents” (Bradbury, notes frdime Small Assassirig. This initial idea--which
included the notion of conflict between the twoupws and a “war” over the concepts of
time and growing up--went through several incaoratj though it was obvious from the
start that the small-town setting would be viewstgh Bradbury’s own nostalgic lens.

Over the next four years, Bradbury assembled notébnes, and typescripts with
titles such a#\ Child’s Garden of Terro(1944),The Small Assassiti$945-46),The
Winds of TimeandThe Blue Remembered Hi(lsoth 1946), and, final\Summer
Morning, Summer Nightl947) (Eller and Touponce 216-217). Althougtvaiuld take
another ten years for that project to be trimmezklgy the extraction of thBandelion
Winechapters, the process of Bradbury’s authorial eimiuiaway from the genre
magazines was already visibly underway. In thet fivo years of its inception, for
example, the title of the novel alone shows a dtefishift away from sensationalist,
“pulpy” language—with words like “terror” and “assans”—to more literary, genteel
terminology.

After undergoing several unstable permutationsuginout the late 1940s, it was
in 1950, under the title ummer Morning, Summer Nigthat the Illinois novel finally
found its footing. Still, the process of creatargd then molding it into a novelistic
structure proved to be a great challenge for Bradiano, until this time, had worked

almost solely as a writer of short fiction. Foveral years, he struggled with the exact



plot and scope of that novel (Weller 241-243).“War over time” between the town’s
adults and children featured an unusually broatiafasharacters as well as “more
episodes... than readers could easily follow” (Eled Touponce 218). Over the next
four years, Bradbury’s agent, Don Congdon, ancetisor, Walter Bradbury, both began
to express concern over his lack of progress. lliyirefter numerous letters and
meetings, all parties involved began to understhay if the lllinois novel was ever
going to be published, it would have to be scal@tkb As Bradbury states, it was
Doubleday editor Walter Bradbury who appealed to to “take hold of [the larger
lllinois novel] by the ears and rip it apart” satht would “fall into two halves. Every
other chapter should go out and the remaining enaptill fall back into place. They
will be your first book and every other chapterlwié your sequel” (quoted in Weller
242)}

Thus, working closely with Walter Bradbury and agent Don Congdon during
the last months of 1955 and the first half of 19@hor Bradbury began the process of
transforming his initiaBummer Morning, Summer Nigtdncept into a more coherent
and manageable project. That scaling-down proeesstually resulted iDandelion
Wine the story of twelve-year-old Douglas Spauldiadhinly-disguised analogue for
Bradbury himself) who comes of age in the summerQ@#8, discovering firsthand the
mysteries of life and death along the way. Altholpug Spaulding had been a central
character in the initiftbummer Morning, Summer Niglancept—andandelion Wine

did retain some notions of a tension and “raciaiddi” between children and adults—the

! Although the accuracy of this recollection is ateraof some debate (as will be seen in
the next chapter of this thesis), it nonethelessares an important first step in
understanding the gist of the Illinois novel’s etel transformation into the books
Dandelion WineandFarewell Summer



majority of Bradbury’s “war story” would remain wit and uncompleted for half a

century untilFarewell Summewas finally published in 2006.

Overview of the Construction and Major Themes oDandelion Wine

Although published and marketed as a novel, thé iseuthatDandelion Winds
not a singular, cohesive story created from whtdéhc Rather, the majority of the novel
actually consists of disparate story-chaptersBnatlbury pulled out cBummer
Morning, Summer Nighand bridged into a “novelized story cycle” simitarhis already-
published booK he Martian ChroniclegEller and Touponce 208; Weller 243). By the
time theDandelion Winestories had been extracted from the central sh&Lummer
Morning, Summer Nighand then further refined, many of those story-chiapthad
already been published in magazines in their asigitandalone forms with slightly
different characters, events, or other details.

The final published version @fandelion Wineconsists of a total of 39 chapters,
including 19 “bridge” chapters created to bind tlowel together and 20 story-chapters
that, for the most part, had been written for trgérSummer Morning, Summer Night
novel. Although all oDandelion Win& chapters are both unnumbered and untitled,
they are often referred to by their short-storgsit Below, | have listed the various
chapters along with their outlets of initial pulalion; titles and dates are taken from Eller
and Touponce (231 and 447-476) and Weller (243-2Bixe that all of the “bridge”
chapters were created especially for the noveltaridat point had not been published

outside of this context:



10.
11.

12.

13.
14.

15.
16.

17.
18.
19.

Awakening Bridge Chapter
“lllumination” (The Reporterl6 May
1957)

“Dandelion Wine” Gourmet June 1953)
“Summer in the Air” Saturday Evening
Post 18 February 1956)

Bridge Chapter

“The Season of Sitting"Gharm August
1951)

Bridge Chapter

Bridge Chapter

“The Night” (Weird TalesJuly 1946)
Bridge Chapter

“The Lawns of Summer"Nation’s
BusinessMay 1952)

“The Happiness Machine'Saturday
Evening Postl4 September 1957)
Bridge Chapter

“Season of Disbelief’Collier’s, 25
November 1950)

Bridge Chapter

“The Last, the Very Last"The Reporter2
June 1955)

Bridge Chapter

“The Green Machine”Argosy March 1951)
“The Trolley” (Good Housekeepinguly
1955)

20
21

22.
23.
24.
25.
26.
27.

28.
29.

30.
31.

32.
33.
34.
35.
36.

37.
38.

39.

. “Statues” Pandelion Wine1957)

. Bridge Chapter

“Exorcism” (Dandelion Wing1957)
Bridge Chapter

“The Window” (Collier’s, 5 August 1950)
Bridge Chapter

Bridge Chapter

“The Swan” CosmopolitanSeptember
1954)

Bridge Chapter

“The Whole Town’s Sleeping” McCall's,
September 1950)

Bridge Chapter

“Good-by, Grandma”The Saturday
Evening Post25 May 1957)

Bridge Chapter

“The Tarot Witch” Dandelion Wing1957)
Bridge Chapter

Bridge Chapter

“Green Wine for Dreaming”andelion
Wine 1957)

Bridge Chapter

“Dinner at Dawn” Everywoman’s
February 1954)

Bridge Chapter

Figure 1.1: Story-chapters bandelion Wine

Bradbury used the new narrative bridges to creatsméinuous chronology for the

extracted stories running through the summer 08198 a more general sense, however,

it is not the story chronology itself but rathesignificant thematic thread that binds

certain significant parts of the book together aich will serve as the central axis on

which this study revolves. As other scholars hamated out (Johnson 92-100; Mogen



114-119), the story-chapters containe@andelion Windall into several thematic

categories including:

Coming-of-age stories

These story-chapters are those in which the creamagisually Douglas Spaulding
in particular) undergo the quintessential formagx@eriences or epiphanies of youth.
“lllumination” (1957) and “Statues” (1957) are ekeat examples of this thematic

category.

Adults vs. children stories

Adult vs. children stories center on the supposedlicts and disconnects
between the two categories of Green Town residahtschildren and the adults, whom
the twelve-year old protagonist sees @#0*separate racég Dandelion Wine0),
alienated from—and locked in combat with—one anoti#dthough this category is
apparently the earliest theme that Bradbury watdéduch on and is present in some of
the stories oDandelion Windthe first “Revelations” bridge (19-20), for exalap it is
really in the pages of the 2006 no¥#arewell Summewhere the conflict reaches its full
expression. This central plot provides the texéwadence thaFarewell Summeis the
final form of the original novel and not, as Bradyga masking afterword asserts, merely

the “extension” oDandelion WingFarewell Summe209).



Machine stories

Although Bradbury has often been called a sciermt®h writer, he has long
maintained a disinterest in “the technological updeings” of that genre (Weller 43).
However, fantastic machines, both inanimate andraog have often found their way
into his work.In Dandelion Wineand the rest of the Green Town canon, the soetalle
machine stories deal with natural and man-madeieantes that include wild-eyed
inventor Leo Auffmann’s attempt to mechanize japii “The Happiness Machine,”
1957), the town trolley on its last run (from “Theolley,” 1955), new sneakers with
their magical “marshmallows and coiled springshia $oles” (“Summer in the Air,”
1956) and the “machines” of nature as spring ewin® summer and summer, finally,

into autumn (“lllumination” andandelion Win&s untitled final chapter, both 1957).

Aging and mortality stories

Many of the story-chapters Bfandelion Wineleal with the passing away of
familiar people and things and the changes presentvorld that's moving ever-
forward. These include: “The Last, the Very La4t955), “The Window” (1950), “The
Swan” (1954), and “Good-by, Grandma” (1957).

Although these categories are neither discretedome stories could be said to
fall into more than one category) nor applicablevery section of the book (especially
the bridge chapters), they nonetheless remainuabbd tool for discussing and
understanding both the contents and constructid@aatielion Wine The last of these

thematic groups, in particular, is essential inansthnding not onl{pandelion Win&

10



genesis but, as will be discussed in the third @ragradbury’s own evolution as a

writer during this critical period in his career.

Deadly Ingredients: The Mortality-Themed Story-Chapters of Dandelion Wine and
Farewell Summer

As mentioned in the introduction of this thefsndelion WineFarewell
Summerand the initial novel-concept from which theylbemerged-Summer
Morning, Summer Nightall deal in some part with the notions of mortglaging, and
death. Although Doug Spaulding, the books’ protasfp is only twelve years old at the
outset ofDandelion Winehe is surrounded (and, Farewell Summerspurred into
action) by the passage of time. As the summei®28 and 1929 pass by, Douglas
undergoes a profound change.

At first, the change is only internal. In the opgnchapters oDandelion Wing
he has an almost-mystical epiphany while pickindyesummer fox grapes with his
father and younger brother:

...Douglas opened one eye.

And everything, absolutely everything, was there.

The world, like a great iris of an even more gigaerie, which has
also just opened and stretched out to encompasgtiewg, stared back at
him.

And he knew what it was that had leaped upon histag and
would not run away now.

I’'m alive, he thought.

[...]

I’'m really alive! he thought. | never knew it before, of dfid |
don’t remember!

He yelled it loud but silent, a dozen times! Thaotkt, think of it!
Twelve years old and only now! Now discoveringttare timepiece, this
clock gold-bright and guaranteed to run threesaorkten, left under a
tree and found while wrestling (7).

11



Throughout the opening of the book, Douglas rewethis newfound aliveness. As
summer reaches its peak, so does his zest foedhads, tastes, and smells of that
season. lItis a time of lightning-fast tennis shaerdant lawns, and a game of “statues”
in the heady twilight.

But summer is not without cost or change. Time exjpkerience move forward
and, as the world around him changes, so does Be@pgaulding. He rides the town
trolley on its final voyage. He witnesses the gdalcdeath of his great-grandmother. He
sees the worlthroughtime for the first time—its people, machines, gedsons all
tumbling inexorably forward without sentiment—andrightens him. Late in the
summer he writes in a journal:

YOU CAN'T DEPEND ONTHINGSBECAUSE...

... like machines, for instance, they fall apart ostror rot, or
maybe never get finished at all ... or wind up inaggs ...

... like tennis shoes, you can only run so farast find then the
earth’s got you again ...

... like Trolleys, big as they are, always coméeoend of the
line...

YOU CAN'T DEPEND ONPEOPLEBECAUSE...

... they go away.

... strangers die.

... people you know fairly well die.

... friends die.

.. peoplemurderpeople, like in books.
... your own folks can die.

[...]

SO IF TROLLEYS AND RUNABOUTS AND FRIENDS AND
NEAR FRIENDS CAN GO AWAY FOR A WHOLE OR GO AWAY
FOR EVER, OR RUST, OR FALL APART OR DIE, AND IF PIPQE
CAN BE MURDERED, AND IF SOMEONE LIKE GREAT-
GRANDMA, WHO WAS GOING TO LIVE FOREVER, CAN DIE... IF
ALL OF THIS IS TRUE... THEN... |, DOUGLAS SPAULDING, SRE
DAY... MUST... (142-143)

12



Douglas never finishes this last sentence, butd¢mglusion is clear. Like Adam and
Eve, he has tasted from the Tree of Knowledge anchever return to the garden of
childhood innocence. In awakening to the factisfdwn vibrant existence, he has also
finally realized its finite nature and limited paty. From a textual standpoint, this
excerpt is also significant because it represdr@®volution of the text away from the
“war between the young and old” concept of theindgnovel. Rather, its events occur
in one of the many bridge chapters that Bradbuegted and is central to both the
“machine” stories and the more generalized “awakgito time and mortality” theme
that was crafted specifically f@andelion Wine

The thread of mortality, aging, and death rungptetroughouDandelion Wine
andFarewell Summeand though it appliesostlyto the books’ protagonist, he is hardly
the sole character to which that thread is attactewill be described below, many of
the books’ characters age, face death, or diendst cases, Bradbury’s invocation of the
theme seems to align with the central idea of thakb as nostalgic, semi-magical
reimaginings of his own coming-of-age experiend@suglas Spaulding, as the writer’s
alter-ego, faces death because it is/was one afdBrg’'s own fears. As Eller and
Touponce write, many of Bradbury’s stories evolfredan or were “motivated by... the
need to deal with the fears and guilt of childhdough fiction” (209). Indeed,
Bradbury has admitted that much of the impetusHerlllinois novel itself came from
word-association exercises designed to help hinseceder and reclaim those childhood
worries as fuel for the creative fire (Eller anduponce 209).

As Dandelion WineandFarewell Summeboth grew from those fertile ashes,

each contains a number of aging/mortality-relatedyschapters. Here, however, | have

13



chosen to concentrate on those fidandelion Winéecause they represent events that
genuinely present the growth of major characteddaroffer some insight into those
early fears about which Bradbury was writing. Hggng-mortality chapters iRarewell
Summeyron the other hand, seem to exist mainly to advdne plot of the book as it
chronicles the “war” between the boys and old meGreen Town. Additionally, the
discarded “dark” stories discussed in the next tdrdpave more in common with
similarly-themed chapters @fandelion Windoy virtue of the fact that both groups were
discarded from the main lllinois novel. Thus, aus on this theme-group not only
allows for more interesting and illustrative conmipans between kept and discarded
stories, it also presents strong textual evideme¢keoearly lllinois novel’s evolutiomto
Dandelion Wineas opposed to the latter book’s genesis as aaatixinfromiit.

As a starting point of that comparative processtndelion Winamortality-

aging chapters are listed below, along with brieftshes of their contents and oridins

“lllumination”

The second story-chapter D&ndelion Wineg“lllumination” is the piece in which
young Douglas first realizes that he is truly aliw&/hile picking fox berries with his
father and younger brother, Tom, Douglas has alimmkf “something” waiting for or
even prowling after him in the woods. While thelieg is not necessarily an evil one, it
is nonetheless alien and disorienting. Douglassaainear-breathless anticipation until,
finally, both Tom and the feeling crash into anavbbim over. Tumbling through the

underbrush, Douglas tastes blood on his own gplismells the crisp air, bathes in the

2 All publication dates and outlets come from Efied Touponce.

14



sunlight and, for the first time, knows what itliganeans to be alive. Although
“lllumination” does not deal directly with aging death, | include it in this list because it
presents the epiphany that leads to and frames tile others.

“lllumination” was first published as a short stonyThe Reportem May of
1957. It was later collected rhe Vintage Bradbur{1965) andl'o Sing Strange Songs
(1979). It was also anthologized as “The Subtésncidents” in the textbookhe

Insistent Presen1970).

“The Night”

Set in the first quarter @andelion Wing“The Night” is perhaps one of the
darkest chapters of that book. Told from the perpe of Tom (Douglas’s younger
brother), it revels in the fear of the unknown &mel unknowable: the still darkness
overlying the small town, the sociopathic predatioha killer known only as the Lonely
One, the finality of death, and—perhaps most deiasgfly of all to a child—the sudden
realization that one’s parents are just as easditened by and just as powerless against
these same dark forces as one’s self. Althougbneoactually dies in “The Night,” the
threat of death hangs heavy in the air as Tom @ hbther set off toward Green
Town’s wild and infamous Ravine in search of a img®9ouglas.

A nod to Bradbury’s beginnings as a pulp writerh€INight” first appeared in
the July, 1946 issue Meird Taleamagazine and was published again in the Canadian
version of that magazine in September of 1946vak eventually adapted as a story-
chapter inDandelion Wine As a short story, it was reprintedTihe Man from

U.N.C.L.E.(1968) andStarwind(Spring 1976). Anthologized versions appear in

15



Suspense Stori€$949) andEnjoying English 41975, textbook). It has also been

published under the title “Ice Cream on a Summévening.”

“Season of Disbelief”

“Season of Disbelief” occurs toward the middlebaindelion Winend is told
from the perspective of Mrs. Bently, though it agaivolves Tom Spaulding as a
spectator. At 72, Mrs. Bently is in the winterhdr life (“No, child,” she says when
offered a bite of ice cream, “I'm old enough andboenough; the hottest day won't thaw
me” (51)) and attempts to befriend several of tvents youngsters. When she converses
with the children, however, they refuse to beligv& someone as old and wrinkled as
she coulceverhave been young. She tries to persuade them,js@pgictures and other
trinkets of her past life, but her arguments falldeaf, disbelieving ears. In the end, even
the widow herself comes to believe that the chiidaee correct: how ridiculous of her to
cling to that lost bright youth, she decides. heealled conversation with her late
husband, she hears him argue: “Be what you ang, Wwhat you are not ... Ticket stubs
are trickery. Saving things is a magic trick, wtirrors ... you're not the dates, or the
ink, or the paper. You’re not these trunks of jamki dust. You're only you, here,
now—the present you™ (56; ellipsis added).

After its initial publication in the November 25930 issue oCollier’s, “Season
of Disbelief” was collected in the published versmf Dandelion Wine The year prior
to its inclusion in that book, it was also adapdigdCBS writers for th€BS Radio

Workshop(17 February 1956), where it was introduced bydBtay.
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“The Last, the Very Last”

Separated from “Season of Disbelief” by a singhggbridge chapter, “The Last,
the Very Last” return®andelion Wine’'siarrative focus to Douglas Spaulding. In this
story-chapter, Douglas and two of his friends W@monel Freeleigh, Green Town’s last
living Civil War veteran. Referring to him as anie machine,” the boys use his stories
and memories to “travel” back to events like Cheneggician Ching Ling Soo’s deadly
“bullet-catch” trick, the pioneer adventures of P&w Bill, and the Battle of Antietam.
Taken as a whole, the story presents a kinder gfeaging, as a storehouse for memory
and experience instead of the lost youth preseant&geason of Disbelief.”

“The Last, the Very Last” was originally publishad a short story ifihe
Reporter(June 2, 1955), and was later incorporated irgditial version oDandelion
Wine It was also anthologized the Reporter Read€t957) and in three textbooks as
“The Death of Colonel Freeleigh.” It was repriniadhe May 1987 issue &oy’s Life
as “The Time Machine” and collectedfis for Rockef1962) andClassic Stories
Volume Ong1990; as “The Time Machine”). Bradbury adapted ithe stage, and it

was published by Dramatic Publishing (Woodstoch,dsA Device Out of TimgL986).

“The Window”

“The Window” brings an end to Colonel “the livitighe machine” Freeleigh’s
story arc withinDandelion Wine It tells the story of the old veteran’s last nests of
life, when he calls Mexico City and asks the marrenother end of the line to place the
telephone receiver on the window sill so that, @abireathes his last, the Colonel can hear

the sounds of that busy and far away place andmdreehappier days.
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First published irCollier’'s (5 August 1950), “The Window” was also reprinted i
Argosy(May 1952),The New York Pogill December 1955§cholastic Scopé1
October 1972) as “The Long Distance Telephone Téllwas collected irDandelion

Wine (untitled, 1957) an®tories of Ray Bradbur§d980) as “Calling Mexico.”

“The Swan”

“The Swan” is one of Bradbury’s typically atypidal/e stories. In this case, a
young man, Bill Forrester, and an elderly womangHé&.oomis, discover that they
would have made terrific lovers, had they not begparated by such a sea of years. The
two spend long afternoons walking and talking tbhgeuntil, a few days later, Helen
dies. He is left with the echo of her final word$lived too long, that much is certain.
And you were born either too early or too latevéds a terrible bit of timing. ...

Anyway, the next spin around, wheels might functiigit again” (115-116; ellipsis
added). The sense of reincarnation adds yet andithvension to Bradbury’s tapestry of
life and death.

After being published in the September 1954 isgu@asmopolitan“The Swan”
was reprinted in the British magaziAegosy(June 1955) as “Lime-Vanilla Ice Cream.”

Three years later, it was collected as a chaptBaimdelion Wine

“Good-by, Grandma”
Representing yet another kind of loss and impeenea for young Douglas,
“Good-by, Grandma” deals with the death of his giggandmother. Having lived a long

and full life caring for those around her, Greagfaima finally succumbs to the great

18



weariness that pulls at all people after a timae @ummer afternoon, she retires to her
room to lie down and pass, peacefully, on. Inghd, she returns to the eternal dream, a
symbol of Bradbury’s wondrous sense of the univénaéunderlies the fabric of life as
he, a master dreamer himself, understands it.

“Good-by, Grandma” was originally published in tday 25", 1957 issue ofhe
Saturday Evening Pqswith significant reprintings as “The Leave-TaKing Families
(1981; condensed) and 8tories of Ray Bradbur{1980). It also appeared Tihe
Country GentlemaSpring 1982)Reader’s DigesfJuly 1983; condensed)he
Saturday Evening Pogiluly-August 1988), andoices(1989). It has been anthologized
22 times in textbooks under various titles, inchggdiGreat-Grandma,” “Hail and

Farewell to Grandma,” and “Grandma.”

“Green Wine for Dreaming”

One of the final chapters Bfandelion Wing“Green Wine for Dreaming”
represents the climax of young Douglas’s “mortatitigis.” Weighed down and
sickened by all of the losses of the summer, lowéscome by fever and fitful dreams
and nearly dies himself. The thing that savesikithe restoration of the same sense of
wonder that allows Helen Loomis and Great Grandwsdip away peacefully in the
previously-discussed story chapters. In “GreenaNar Dreaming,” Douglas’s reprieve
comes from the town junkman, Mr. Jonas. In thé& dti@at of Douglas’s nightmare,
Jonas—having arrived like a quintessential wizar@&adorse-drawn wagon filled with
magical trinkets—appears at the boy’s bedside astbppers bottle after bottle of pure,

dream-laden airs from far-off lands and timesbr@athing in these magical vapors,
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Douglas’s sense of awe resurfaces, and deathdsddo loosen its grip. Here again,
Bradbury seems to be hinting that childlike aweéhef universe alone is enough to give us
hope, in both life and death.

“Green Wine for Dreaming” was written for and tiepppeared iilbandelion

Wine It was also collected in 1965I$1e Vintage Bradbury

Taken together, these stories best represent tedleeme of mortality, aging,
and death that runs throuBfandelion Wine It is a theme that is continually touched
upon and echoed throughout the book, in both thetry-chapters and several of the
smaller “bridges” Bradbury created to bind the sdlegether. However, these are not the
only Green Town stories to deal explicitly with thiaeme. In the next chapter, | will
present and discuss a selection of other storyterafhat Bradbury once considered
including in his lllinois novel but which were, fearious reasons, eventually discarded.
Some of those tales were eventually re-used irr @tbeks or published as standalone
tales, but just as many were left unpublished. Mihex their final state, the discarded
stories discussed in the next chapter offer aiasicig look at the evolution &andelion

Wine Farewell Summerand their writer.
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CHAPTER TWO
The Cellar Floor: Unpublished Expurgations of thelllinois Novel

and Danddlion Wine

So, plucked carefully, in sacks, the dandelionsavearried below.
The cellar dark glowed with their arrival. The wipress stood open,
cold. A rush of flowers warmed it. The press|aepd, its screw rotated,
twirled by Grandfather, squeezed gently on the crop
The golden tide, the essence of this fine fair thaah, then
gushed from the spout below, to be crocked, skimaidedrment, and
bottled in clean ketchup shakers, then ranked amkéipg rows in cellar
gloom.
Dandelion wine.
The words were summer on the tongue.
-- Dandelion Wingp. 9
The population and environs of Green Town, lllinslisank considerably
between December of 1955 and June of 1956. Thigwdihing was not due to any
plague or natural disaster, however. Insteadad the result of an agreement between
the town’s creator and his more practically-mindediforial “town council.” Over the
previous decade, Ray Bradbury’s plans for hisdismovel had grown uncontrollably
large (Eller and Touponce 218). In order to séeeproject, his agent Don Congdon and
Doubleday editor Walter Bradbury advised and wonkétl him as he struggled to
translate his mastery of short fiction into the endifficult territory of novel-writing.
The first task at hand was to reduce the book’saas scope. Responding to a January
1955 letter in which author Bradbury discussedetktensive breadth of his project and
what he felt was necessary background researdioy &tadbury wrote that he would be

“much more pleased if [the letter had containedlialonriting progress... instead of

background development” and warned the authoraiattthe research “become just
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‘pencil sharpening.” In the same letter, WalteaBbury also hinted that, despite its
difficult development, he already had some inklafighe project’s eventual importance
to the writer's career: “Your writing this bookm®t simply a matter of fulfilling a
contract—I’'m sure you realize that by now. As tisay in Hollywood, this thing ‘is
bigger than both of us’... | have never been moreesmthan when | say this can be a
really great performance”.

Thus,Summer Morning, Summer Nigh& nearly-epic tale of war between the
young and old men of Green Town—struggled on in Badbury’s typewriter for most
of 1955 until Walter Bradbury made a fateful sugiges This suggestion led,
eventually, to the extraction of a rich group afrs that were eventually “bridged
together” to becomBandelion Winea nostalgic, magic-tinged story-cycle about a

young boy’s awakening to the mysteries of life dgrihe summer of 1928.

Wine in the Cellar

Although Ray Bradbury has portrayed the book'd@uan as a simple matter of
cutting the project in half (Afterwordrarewell Summe210), a close examination of the
textual evidence shows that this is not at alldhge. Rather, the history Dandelion
Wine,from its original birthplace within the lllinoisavel concept and on into its final
published form, shows a more complex and non-lipatéern of extraction and
assembly. The most conclusive evidence for tldievgays genesis comes from

Bradbury’s own tentative chapter outlines createxndj the earlier phases of the original

% The letters between Ray Bradbury and Walter Bragbited in this thesis survive in
the Lilly Library, Indiana University Bloomingtomd in the Albright Collections
(photocopies from the Center for Ray Bradbury Stsidindiana University School of
Liberal Arts). The source of each letter appeaithé bibliography.
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lllinois novel—especially when those outlines apenpared to the final contents of
Dandelion Wine Rather than showing a chronological extractiehiated at by
Bradbury’'s “every-other-chapter” remembrance, th#imes actually point to thematic
one.

As an example, the table below (based on EllerTangonce 231) shows how
chapters containing “war” stories (as well as a &thers) were, between 1954 and 1957,
left behind in the deferred novel. Seventeen sthigpters that were not deeply
connected to the novel’'s war between youth anchgilwere extracted for the new story
collection, which was then novelized by the additod three newly-written stories and a
series of bridges. In Figure 2.1 on the followpage, bold-faced titles are the story-
chapters that were eventually carried over Démdelion Winé In comparing these two
arrangements, it becomes clear thatnmer Morning, Summer Nighis not actually
transformednto Dandelion Wine The author’s various romanticized recollectitmet
have found their way into print have only obscuitegltextual trail. The process was not,
as Bradbury asserts in the Afterwordrafrewell Summera matter of his publishers
saying “My God, this is much too long. Why dowe publish the first 90,000 words [of
Summer Morning, Summer Niylas a novel and keep the second part for somesfutu

year when you feel it is ready to be publishedZ@ Nor was it simply a matter of

* While the table here only represents two of therlahapter arrangements, Eller and
Touponce’s version of the chart actually includelial, earlier, arrangement as well.
The outline, dated 20 February 1951, reve&@simmer Morning, Summer Night
manuscript that contains only six story-chapteas would eventually end up in
Dandelion Wine “The Night,” “The Magical Kitchen” (later calletDinner at Dawn”),
“Season of Disbelief,” “The Statues” (later callsdnply, “Statues”), and “The
Window.”
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culling “every other chapter” (Ray Bradbury, quotedVeller 242)> What was

extracted for the interim story collection was plut-sequential or even chronological.

Rather, the extractions were thematic in natureis &venue of textual analysis has not

been explored, beyond the archaeological processeqfencing the surviving outlines

Summer Morning, Summer Night
Outline (24 November 1954)
Part 1: The Chess Players
1. First Morning
Awakening bridge
Summer in the Air
The Sound of Summer
The Lawns of Summer
The Attack from the Ravine
The Green Machine
The Quiet Hour
The Death of So-and-So
The Season of Sitting
The Happiness Machinel
[The Chess Players]
The Whole Town'’s Sleeping
The Night
10. Midnight
11. The Happiness Machine 2
12. Allon a Summer’s Night 1
Illumination
13. Slow Motion, Fast Motion

N

o0k w

© o~

Part 2: The Court House Clock

14. The Trolley

Arrival and Departure 1
15. Arrival and Departure 2
16. Miss Bidwell 1
17. July Fourth

All on a Summer’s Night 2
18. [The Grand Army Fasts]

Dandelion Wine

The Magical Kitchen
19. Season of Disbelief 1
20. [The Courthouse Clock]

Part 3: The Birthday Party

21. The Beautiful Sleep

22. The Happiness Machine 3
Miss Bidwell 2
The Season of Disbelief 2

23. The Birthday Party

24. The Season of Disbelief 3
The Happiness Machine 4
Miss Bidwell 3
[Reflections: Who Won?]

Dandelion Wine Page Proofs
(March 1957)

Awakening bridge
“llumination”

“Dandelion Wine”

Running bridge

[“Summer in the Air"]
Revelations bridge 1

[“The Season of Sitting”]

[“The Happiness Machine” 1]
[“The Night"]

[“The Lawns of Summer”]
[“The Happiness Machine” 2]
Rugbeating bridge

[“Season of Disbelief’]
Revelations bridge 3

[“The Green Machine”]

[“The Trolley”]

[“Statues”]

Revelations bridge 4
[“Exorcism”]

Revelations bridge 5

[“The Window"]

Revelations bridge 6
Dandelion Wine bridge 1

[“The Swan”; also published as “Lime-Vanilla Ice”]
Revelations bridge 7

[“The Whole Town’s Sleeping”]
Revelations bridge 8
[“Good-by, Grandma”; revised froffhe Beautiful Sleep
Revelations bridge 9

[“The Tarot Witch”]

Weather bridge

Junkman bridge

[“Green Wine for Dreaming”]
Revelations bridge 10

[“Dinner at Dawn”; revised fronThe Magical Kitchen]
Dandelion Wine bridge 2

Figure 2.1: Story-chapters carried over iDandelion Wine

® By extension, neither is 2006Zarewell Summethe “second part ddandelion
Wing (Farewell SummeR10). If anythingFarewell Summeis the more direct
descendant ddummer Morning, Summer Night shares the original plot and basic
outline of that Ur-novel, even through its clockver battle and birthday party ending.
Farewell Summeis, in effect,Summer Morning, Summer Night
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that, on a very basic level, document Bradbury®saetion of story-chapters. But where,
then, does this leau@andelion Win& If it is not really the first half cbummer

Morning, Summer Nightor even a true “every-other-chapter” extractiben what is it?
The answer lies in the thematic focus of the ex$ralche simplest analogy might be that,
like a dandelion plant itselDandelion Winas a creation disconnected from—>but still
genetically related to—its parent. Just as a damdeeed separates itself from the
parent-plant and drifts through the air until ids a suitable environment, so too did the
idea-seed dDandelion Winebecome separated from its forebear. Blown bybteaths

of Ray Bradbury, his editor, and his agent, thatdsdrifted away and took rootitsideof
the direct path betwee€Bummer Morning, Summer NiginidFarewell Summe? It

landed in a new landscape and began to draw sustef@m the terrain around it: a
fertile region watered by nostalgia and youthfuhder rather than “war.” Despite its
changed environment, the new “plant” was stilliggent’s child. Traces of its original
lineage—in the form of fears about old age andstheggle between life and death—

could still be found in its DNA.

Unused Ingredients
It is this genetic heritage that linEsimmer Morning, Summer Night, Dandelion

Wing and the discarded stories that are at the hé#risathesis. While many of the

® | do not, however, wish to give the impressiort that “seed” was created solely by the
interaction of Ray Bradbury and his literary assiss. In fact, evidence of his thematic
move toward the elements Dandelion Winecan be seen as early as 1952 when, in a
March 13 letter to Walter Bradbury, he writes pasately about his “new short about
DANDELION WINE” (emphasis Bradbury’s) and, in thamse sentence, about another
new tale in which “a small boy, 12 years old, foe first time in his life finds out that he
is alive”
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discards themselves appear in earlier outlinesefllinois novel, they have more in
common, thematically, with the stories of its ofish Dandelion Wine The curious

thing about these tales is that, although manpeittouch on themes and events that are
present in the final version &fandelion Winethey were nonetheless left out of that
book.

These particular stories all “disappeared” from pinoject prior to 1954. Based
on the dates of the relevant lllinois novel outdir{@954-1955) and the known history of
Dandelion Windcoaxed into development in late 1955), it seek®dylithat the decision
to excise the tales was an early authorial chaicategd by the developing plotline of
Summer Morning, Summer Nigdrtd not directly related to the creatiorDandelion
Wine Taking that chronology into account, the obviqusstion then becomes: why
were these stories, cut only a year or two befamBSummer Morning, Summer Night
not later re-inserted intDandelion Winea book with which they shared significant

characters, locales, and literary themes? Thereareral logical possibilities:

Duplication of plot or theme:

Several of these discards have plots or other elentbat closely resemble those
of the chapters in the published versioahdelion Wine It is possible, then, that
Bradbury felt that the published story-chaptersensmply better representations of his
artistic vision than the discards. For example,discarded story “Miss Bidwell’—about
two elderly lovers rediscovering each other aferaties apart—is not unlike the
publishedDandelion Winestory-chapter “The Swan” in which time, in a shigh

different way, comes between a younger man andlgld®man. The same theme even
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appears in “These Things Happen”—a discard in whibiigh school teacher and one of
her teenage pupils begin to consider each otheismmewhat more-than-academic sense
(a story which was likely considered sweet in tB80s but would probably raise the
eyebrows of more contemporary readers). Althobhglse “love out of time” stories

could all fit within the thematic framework &andelion Winegit seems obvious that
including all of them may have constituted “too tut a good thing,” to say nothing of
the focus they may have stolen from the principlaracters and events on which the

final novelized story cycle centers.

Changing scope and tone:

When they were first included in ti®immer Morning, Summer Nighitlines,
Bradbury no doubt considered the discarded starikght of that novel’s much larger
scope and somewhat darker tone. As establishibe iprevious chapter, in its original
incarnation, it was a book preoccupied with wamggand death and populated with
significantly more characters than would appeddamdelion Wine As the latter book
was extracted, Bradbury may have seen that sortesé stories would simply not fit its
more optimistic, vivacious, and nostalgic tone. aehile, discarded stories that may
have fit with the tone dDandelion Winecould still have been discarded because they
featured characters who were either not presentwere only tangentially related to the
plot and characters of the new book. The discatdede Potion,” for instance, is the
tale of a young woman who is given a supposedlyicahglixir by two elderly “witches”
who live in Green Town. The potion, they claim|lvnake the object of the young

lady’s affections fall irrevocably in love with heAlthoughDandelion Wineloes feature

27



stories about a young woman (in the person of Liawebb) and even witches (the
rivals Elmira Brown and Clara Goodwater), it wohlalve taken additional effort on
Bradbury’'s part to work the threalditional characters of “Love Potion” intdandelion
Winés plotlines. Furthermore, the ending of “Love iBot is significantly darker than
the ending of just about any tale found in thatkseat the story’s end, two characters lie
dead from the poisoned “potion” while a third i l® wonder about what might have

been.

Incompletion:

Bradbury’s penchant for simultaneously juggling tjplé projects—and
occasionally becoming distracted away from sombase—has been well documented.
As the textual evidence will show, some discardedes may have been left out simply
because Bradbury never got around to finishing th&tories like “The Beautiful Lady”
and “I Got Something You Ain’t Got” are excellentaenples of this type of
abandonment (though, in both cases, additionabfadtesides the texts’ unfinished states

may have played a role in their elimination.)

Changing authorial identity:

Another reason the discards may not have beentegrated intdandelion Wine
was that several of them may not have matchedutimaal image or identity which
Bradbury was trying to cultivate at that time. Jpossibility will be explored in greater
depth in Chapter 3 of this thesis, where | will lexp his transition from “pulp” writing

to more literary fare.

28



The Discards

Taken as a whole, the discarded storieSwwhmer Morning, Summer Nigan
be categorized into two “waves” of deletion. Thstfwave, consisting of nine stories,
represents those that had already been publishatien outlets by 1954. These nine
stories are listed below, along with their origidates and places of publication:

* “End of Summer” -Script September 1948
* “The Great Fire” -SeventegrMarch 1949
* “All on a Summer’s Night” -Todaysupplement of thEhiladelphia
Enquirer, January 22, 1950
* “Miss Bidwell” — Charm April 1950
* “These Things Happen”McCall's, May 1951
* “The Pumpernickel” €ollier's, May 19, 1951
* “The Screaming Woman” Fodaysupplement of th@hiladelphia
Enquirer, May 27, 1951
* “The Playground” -Esquire October 1953
e “At Midnight, in the Month of June” Ellery QueenJune 1954
The second wave of deletions includes twelve stdhat remained uncollected
and unpublished for more than half a century. at,fthe only story from this group to
reach publication prior to 2007’s collector’s edlitiof Summer Morning, Summer Night
was “Autumn Afternoon” and, although it appeare@@®2’s Bradbury collectio®ne
More for the Roadeven that version represents a “sanitized” adiaptan which the
setting and characters of Green Town have beemehgao as to disconnect it from
Dandelion WineandFarewell Summer In February of 2009, “Arrival and Departure”
was also finally published, in the story collecte’ll Always Have Paris The stories

in the second wave of deletion include:
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* “Autumn Afternoon”

* “Arrival and Departure”

* “The Beautiful Lady”

* “The Circus”

* “The Death of So-and-So”

* “The Game of Anna Anna Anna”
» “Hallowe’en in July”

* ‘I Got Something You Ain’'t Got”
* “The Love Potion”

* “Night Meeting”

e “Summer Night”

» “A Serious Conversation”

e “Summer’s End”

« “The Cemetery”

A subset of these “second wave” discards are tkes on which the remainder of
this chapter will focus. Before embarking on aatletl discussion of these stories,
however, it is useful to understand what is megrthke term “discard” as it applies to
them. In conventional usage, one might assumeathahing discarded or thrown away
once had a place of its own, a place where iififit In this case, however, some of the
discards were never incorporated into the lllimmsel or the works it later gave rise to.
In particular, “The Beautiful Lady,” “The Cemetefgr The Tombyard),” and “The Love
Potion” were, in a sense, “doubly rejected’—theithex appear in any of the outlines for
the lllinois novel nor were they later re-publishedandelion Wineor Farewell
Summer Thus, they represent the creative remaindetsediottom of a metaphorical
“possibilities box” from which Bradbury was drawidgring the creation of the lllinois
novel and its subsequent offshoots/incarnatiortse ather stories in that box can be said

to rest closer to its top: they were not include®andelion Wineor Farewell Summer

but there is evidence, at least, to show that tene considered for inclusion in the

"“The Cemetery” is not listed by Eller and Toupome it does appear in the 2007
collector’s edition boolSummer Morning, Summer Night
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original Summer Morning, Summer Nigidatherings—they do appear in various early
outlines and some were eventually published inrdtirens.

The eight stories that follow share particular derféraits”; a critical
examination of these largely-neglected discardkshibw variations on themes that
represent the “night side” of Green Towis a vistheir mortality and aging-related
subject matter. Before proceeding with a moreaptd analysis, however, short
descriptions of these stories are useful due to tekative obscurity and only recent

publication:

“Arrival and Departure”

This is the story of an elderly couple, Mr. and Mxgexander, who awake on a
fine summer’s morning to discover that the achas)9 and fears that have kept them
shut away in their home for the last twenty-foumtins have finally evaporated like so
much morning dew. They venture into town, wherythuy new clothes, reconnect with
old friends, and make plans to enjoy their freediotie future. When they return home
for a brief respite, however, they quickly lapsmitheir old, shut-in ways. Aches and
pains return, shadows and cautions close in, anthedstory’s end, the Alexanders are

back in bed.

“Autumn Afternoon”

A story closely connected with the themes and atars ofDandelion Wine

“Autumn Afternoon” features a conversation betwgenng Tom Spaulding and his
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paternal grandmother as they clean out the a#tidgts heart is the nature of nostalgia and

the desire to hold onto one’s past.

“The Beautiful Lady”
One of Bradbury’s more macabre tales, “The Bealutifly” features two men
arguing over the supposed beauty of one of the '®lwng-dead residents. In the end,

one of the men actually digs up the corpse in tsegidt to prove the other wrong.

“The Cemetery (or The Tombyard)”
Almost Lovecraftian in tone, “The Cemetery” teltetstory of a young boy who
is fascinated with graves and tombs... and who eadlgtbecomes fatally trapped in

one.

“The Death of So-And-So”
Another musing on aging and death, this story s a conversation between
some of Green Town'’s older adults as, during thesmof an evening, they discuss the

passing-on of friends and acquaintances.

“I Got Something You Ain't Got”
Whereas “The Death of So-And-So” involves the pagsin of the old, “I Got
Something You Ain’t Got” involves a literal comp@in “to the death” between two

jealous (and not completely comprehending) littiésg
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“Love Potion”
A more fantastic tale than some of the other Giigesn stories, “Love Potion”
features a pair of “witches” who attempt to trick@ung girl into giving her would-be

suitor a vial of poison.

“Summer’s End”
Exactly what the title implies, “Summer’s End” iaetic description of the

“winding down” of the natural world at the end bktseason and the approach of winter.

Five of these stories were included in various howdlines, all share close
thematic ties witlbandelion Wineand yet none of them were included in the publish
versions of eitheDandelion Wineor Farewell Summefas the modern incarnation of
Summer Morning, Summer NightTherefore, a closer examination of the discasdls
order to understand why they may have been lefandtwhat effects the excision may

have had on the longer works themselves.

The Macabre and the Senescent

As a group, these pieces of the lllinois novelass can be broken into two
thematic sub-categories that | will refer to as talare” and “senescent” stories.
Macabre stories involve shocking, gruesome, orrdthred aspects of death and seem to
be connected to Bradbury’s history as a “pulp” it Senescent stories, on the other
hand, approach death in a more genteel way. Tdresthe stories of bittersweet passings

or, at the least, more natural arcs into old agedsmath. While the macabre stories seem
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to be a link to his past, Bradbury's senescenteg@eem to represent Bradbury’s future
as a writer—a future less pigeon-holed into geiutéoh, where he would be free to
explore a broader literary landscape.

While the next chapter will deal with Bradburysodution as a writer in greater
detail, the task before us now is to explore hosvdtories themselves evolved, their
relationship to the original lllinois novel concephd why they may have been excluded
from Dandelion Wineand, eventuallyf-arewell Summer To that end, | will use the

macabre and senescent subcategories as a framiworganizing and discussing them.

Macabre Discards

As mentioned above, the macabre discards dealdedth in a gruesome or
otherwise shocking manner. They seem to be theritohs of Bradbury's early “weird
tales” work. The stories included in this categarg “The Beautiful Lady,” “The

Cemetery (or the Tombyard),” “I Got Something Youn'’AGot,” and “Love Potion.”

“The Beautiful Lady”

Of all the macabre discards, “The Beautiful Ladgti&The Cemetery” are
perhaps closest in tone and content to the pulmiag stories that influenced Bradbury
and from which he had his first publishing successehe former of these, “The
Beautiful Lady,” does not appear in any of the ioes forSummer Morning, Summer
Nightor its predecessors. It instead comes direati;mfwhat Jonathan Eller refers to as
“the fragment boxes"Summer Morning, Summer Nightii) which he and bibliographer

Donn Albright have located and cataloged, and whiehe used as part of the foundation
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for the 2007Summer Morning, Summer Nigtdmpanion volume released in limited
edition with the 58 anniversary collector’s edition &fandelion Wine

The story itself exists in several states and dlrafid it is obvious from these
disparate pieces that Bradbury never reached whbeheved to be a final, satisfactory
version of the tale. One typewritten manuscripgnng the words “July 26, 1952 /
STARTED ----" in Bradbury’s handwriting on the #tpage, identifies the story’s would-
be grave-robbing protagonist as George Gray, whéeold man he sets out to prove
wrong is called “old man” Pearce. The story rumsfive double-spaced pages but
apparently ends (or perhaps was simply stoppedy®défie main character formulates the
way in which he will disprove the old man’s boast®ut the dead girl's beauty.
Meanwhile, another fragment—which may or may noale®ntinuation of the same
draft—consists solely of half a page unattributedad) between two characters. From
the context of the quotations, it is possible tbtkat one of the speakers is the same
George Gray, while the other’'s name is Jack, aadtar closer to the protagonist’s own
age. The young men appear to be arguing aboutethet not to dig up the girl’s grave.

A third fragment, consisting of three double-spadgdewritten pages, begins
with the story’s title and seems to involve a sangituation but with different characters
and a somewhat altered tone. Here, the main deasaoame has been changed to
Charlie and he has apparently just finished amygited excavation of the gravesite.
Another character called Grandpa Wiley (perhapsrenptation of “old man Pearce”)
stands beside the grave robber and explains tHadalready moved the girl’'s body and
replaced it with a rose. Over the next two pa@dsrlie (who acts younger and less

angry than in the previous fragments) and GrandpeyWiave a “father and son”
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conversation and then proceed to set up and playree of chess in the moonlight. The
phrase “THE END” terminates the fragment.

Based on the state of the current text, “The Béadutady” appears to have been
in a considerable state of flux during its creatidinis impossible to tell how much time
passed between the drafting of its various patsthe lack of a solid structure (the
fragments read more like episodic “flashes” thamaetual, coherent narrative) combined
with the piece’ shifting tones and character nammgdy that Bradbury never quite
“fleshed out” the full tale. Incompletion, thereéo could be a strong candidate in the
reasons for its dismissal from the Green Town oeuWurthermore, whil®andelion
Winedoes deal in part with death (as a counterbalamlie), the notion of actually
digging up a body to humiliate one’s elders doddfiheasily into that story-cycle’s
tenor. Itis, again, a macabre tale closer tolp thuiller tale than the nostalgic coming-
of-age story that Bradbury was aiming for with thabk. At the very least, its inclusion
would have required the author to integrate everermbaracters into an already-crowded
narrative. Twelve year-old Douglas Spaulding,ghetagonist oDandelion Winedoes
not possess the same rebellious arrogance as “@hatiBIl Lady’s” George Gray /

Charlie, nor would a boy that young be a likelycapable grave robber.

“The Cemetery (or The Tombyard)”

Whereas “The Beautiful Lady” contains echoes ofywihelley’'s grave-robbing
Dr. Frankenstein, “The Cemetery” bears a strikiegemblance to a story written by one
of Bradbury’s more contemporary pulp heroes, H&udcraft (Weller 101). In

Lovecraft's tale, simply called “The Tomb,” a youngn named Jervas Dudley becomes
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obsessed with and frequently visits a locked-bgeasible mausoleum on his family’s
estate ground. Over time, the young man’s obsedsauls, apparently, to insanity and
he believes it is his destiny to be laid to restde that ancient crypt, in a coffin that,
mysteriously, already bears his name. While ndeaas eldritch in tone as Lovecraft’s
story, Bradbury’s nonetheless contains many siitigar In “The Cemetery (or The
Tombyard),” a young man named Charles becomes sd$egth the graves in a
cemetery known as Green Ravine Rest. He visitseheetery frequently, despite the
fact that “it meant a licking” from his disapprogifamily. Later, on a warm July
Sunday, he runs from the rest of his family du@ngunion and hides in a particularly
ornate tomb. Somehow—Bradbury’s draft is not ctaathe particulars—he becomes
trapped in this tomb. Still, young Charlie does panic and instead simply watches as
first his cousins and then the adults pass by fapknd calling out for him. Charlie dies
in that tomb, becoming a small mummy staring ouhefdirty, dark window. Bradbury
makes the story’s moral plain in the final paragrafmen one of Charlie’s cousins—now
seventy years old—finally discovers his remains.listen, Charles, listen. My life is
over and it's just as if it never was. When yowsaventy it’s like an instant. And now
I’'m here to where you were and have always beehyan shouldn’t be jealous and hate
me, for it comes to all of us, and now it's comtogne.”

Like “The Beautiful Lady,” “The Cemetery” does naxist in any of the known
outlines for the lllinois novel but instead wasolun that work’s fragment boxes.
Compared to the previous story, however, its tegtss to have existed in a much more
stable form. The extant draft consists of fourliletspaced, typewritten pages and is

consistent and coherent in its narrative, charaweres, etc. The only authorial change
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occurs on the top of the third page. In describirggintervening years between young
Charlie’s disappearance and rediscovery, the aidirst paragraph states that

Twenty summers burned the grass and twenty autphooked the

trees to emptiness, and twenty winters froze teelcwaters and

cracked the toppling stones, while winds roared etlout, and

twenty springs opened up new green meadows of calbare

butterflies were thick as flowers, and flowers aserous as

butterflies.
In the draft, Bradbury has struck out the firstwocence of the word “Twenty” with “x”s
and has typed the word “Sixty” above it. The otbeturrences of “twenty” remain as
they were first typed, but it seems reasonablessomme that the author intended for these
to be changed as well.

“The Cemetery” is perhaps one of the strongestscés Bradbury’s changing
authorial image/identity as a rationale for thelesion of certain stories from the lIllinois
novel and, especiallypandelion Wine With its macabre subject matter and close
parallels to Lovecratft, its ties to the pulp sterad Bradbury’s early influences and career
are obvious. As will be discussed in the next tirgphis is a genre and image that
Bradbury was consciously trying to shed during gfesod of his career. “The
Cemetery,” being a blatant homage to (or perhapsatang sign of) those roots—in

addition to its macabre nature and potential diffies in being integrated infdandelion

Wine—became an ideal candidate for elimination.

“I Got Something You Ain’t Got”
While not as horrific as grave-robbing or beingiéd alive, the subject of “I Got
Something You Ain't Got"—two young girls whose coatjive spirit extends even to

death—is nonetheless darker than most of the tlade®ventually found their way into
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Dandelion Wine Still, an argument could be made that this taleth-a little more
refinement—might have been made to fit into thailbolt does, after all, center on the
lives of children and their (mis)understandingitd &nd death in a manner similar to
(though admittedly grimmer than) the publishi2zahdelion Winestory-chapter “Season
of Disbelief.” Like both of the previously-discuskdiscards, however, its inclusion
would have, at the least, required Bradbury toeumiore characters into a book which he
was admittedly trying to simplify (Eller and Toupmn218-219).

Furthermore, the textual evidence suggests tlkat,‘Tihe Beautiful Lady,” “I Got
Something You Ain’'t Got” never reached a stablerforAlthough its title does appear in
one of Bradbury's earliest outlines for the lllinaiovel (1945-46, when it was known as
The Small AssassinéEller and Touponce 217), it eventually disappddrom the
project and is not listed in any of the other ow#t. The currently-known story
fragments consist of an undated but possible “firaft” of 14 pages, including an
unusual (and uncompleted) cover page synopsis.syiim@psis page shows what appears
to be an attempt by Bradbury to solidify the theand major events of the story. It
includes notes and questions such as “THEME: Samesteven tragedy can be played
as comedy and used as circumstance for childreautd one another,” “WHAT is
wanted? To outbest the other, to outdo the otlaeri’“Howis it attained? Through
lying, trickery and utilizing deatfy.

In this draft, the two principle characters ardezhl'Aggie Lou” and “Carol.”

The story itself runs for a full 13 pages (with seal strikeouts and deletions made,

apparently, by the author) and terminates, in @dsadbury style, with the words “THE

8 Capitalizations and underlining are Bradbury’s.
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END.” Throughout this draft, the girls’ names artthracters appear to be consistent
until the ninth page, where Carol suddenly becotGéarisse.” Additionally,
supplemental pages exist which show further vamation those names. In one set
consisting of two pages that appear to represeattamate conversation that occurs
mid-story, the girls are called Joy Ann and Martairthermore, there is another page that
seems to go with this story and features the n@ledd things in the box)” at the top.
While the girl in the page’s single paragraph isidentified by name, she is apparently
close to the same age as this story’s characteide(eed by the narration’s child-like
tone and the mention of her “flat breasts”). lis inagment, the girl lies in bed, clutching
a mysterious, beautifully-ribboned box. Given sth@ry’s incomplete state and its
potentially-difficult integration into the evolvindjinois novel concepts it is not

surprising, then, that Bradbury chose to leavatit whe other discarded fragments.

“Love Potion”

Another story absent from the novel outlines busteng in the discard boxes,
“Love Potion” presents an interesting, if problemmapiece of the night side of Green
Town as it might have been. Although its title pagdentifies it as “THE LOVE
POTION / by / Ray Bradbury” the first page of thafd itself features the name “MRS.
JILLET” prominently in the upper left-hand cornerhe draft consists of nine pages that
tell a complete story. However, two of these—ifth fand sixth pages—only contain
about half a page of actual typewritten text. Wltilis impossible to know exactly why

these two pages were left half blank, it is pogstbht Bradbury, writing over an
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extended period of time, was leaving himself sonditaonal “creative space” in which
to add to or revise the finer points of the story.

The story does not appear in any of the outlioeshfe Illinois novel or its
predecessors. Although set in a village that ceaklly be Green Town and featuring
elements that eventually appeabDandelion Wingda young woman looking for romance
and two “witches”), “The Love Potion” was nonetrsdaliscarded. As mentioned
before, this choice probably stems from two sourdest, the story’s lethal ending for
two of its main characters (a bit dark for Doudimaulding’s summer of awakening)
and, again, the number of characters it contains ddhnot have a direct, easily-defined

relationship to young Mr. Spaulding and the eventhat summer.

Senescent Discards

Just as Bradbury’s Green Town is divided by a dagme representing
“wildness and the darkness of destructive impul¢efier and Touponce 213), so too are
the discards left behind during the creative prec&3n one side of that ravine lie the
stories and fragments just discussed. It is adnsand otherworldly landscape, haunted
by the ghosts of Bradbury’s early career and imfags. Witches, grave robbers, and
forgotten mummy-children hide among its shadowggreAcross the ravine, however,
lies a gentler realm. This is the land of the seaat discards, where death is just as real
but tempered by tradition, small-town fellowshipdaa sense that mortal endings are
simply another part of life. The senescent catggepresents death in a more realistic,
everyday manner. These stories require a smatkdcls of the imagination than their

macabre counterparts and may even be based onuByalbwn life experiences.
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Included in this category are the stories “Arrigald Departure,” “Autumn Afternoon,”

“The Death of So-And-So,” and the fragmentary “SusnshEnd.”

“Arrival and Departure”

With its feeble shut-ins and frequent allusionsetdirth and death, “Arrival and
Departure” could probably have been made to fa the early chapters @fandelion
Wine It does appear in the November 24, 1954 outon&ummer Morning, Summer
Night (Eller and Touponce 231), but that is the onlgrefice given to it in any of
Bradbury’'s available materials. It was not un@bDZ that more information about the
story was made available. Apparently, Bradburgnded to connect the Alexanders to
the original novel’'s “war between children and aslutoncept. According to Jon Eller’s
introduction to the 2008ummer Morning, Summer Nigédition, the story’s central
characters were to have been spied upon by youadi€lVoodman, “one of Douglas
[Spaulding]’'s principal lieutenants in the war agsithe old men” (xxi).

Eller also notes that “Arrival and Departure” “ielMvintegrated within the final
Summer Morning, Summer Nighitline, and should have carried on into either
Dandelion Wineor Farewell Summer But ... it drops out of both narratives without a
trace” (xxi). Itis reasonable to assume thatrd@son for that deletion again lies in the
difficulty of integrating the story’s main charaxte-the elderly Alexanders—into the
plots of eitheDandelion Wineor Farewell SummerAs mentioned earlier, the former
book revolves mostly around the coming-of-age ofiflas Spaulding and the addition of
more characters would diffuse that focus even @urtputting Bradbury into the same

overwhelming bind that led to the “extraction”@&ndleion Winan the first place.
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However, that rationale does not necessarily werwell for Farewell Summer In this
case, it could be argued that it is actuallyabgon of the story and not its characters that
led to its exclusion frorfrarewell Summer Although the Alexanders’ emergence and re-
sequestering of themselves would have allowedriangresting contrast and exposition
of the differences between youth and old age, biegb the story does little to advance
the overall plot of the novel. Thus, despite thet that it is “the most fully developed of
the unpublished Green Town storieSufnmer Morning, Summer Night), it remained

an ultimately unusable piece of the fractured paidzht was the original Illinois novel.

“Autumn Afternoon”

“Autumn Afternoon” is the only story from this dettion of discards to reach
print before 2007'$arewell Summerhaving appeared in 2002’s Bradbury collection
One More for the RoadHowever, the story that appears in that colecis not the
original version and has been removed from the iGTesvn oeuvre through a renaming
(and in one case, a re-sexing) of its central ctara. In the 2002 version of the story,
the protagonists are an “old maid” and her greatetiin the original manuscript—titled
“End of Summer"—those parts are played by young Bpaulding and Grandma
Spaulding Summer Morning, Summer Nigtti). The story makes its first appearance in
connection with the lllinois novel in a 1950 oudifor the project.

Whereas “Arrival and Departure” seemed an obvoarglidate for deletion from
Dandelion Winébut remained a strong contender Farewell Summer‘Autumn
Afternoon” presents a reversal of that situatitmits original version, the soft surrender

of Grandma Spaulding to the fading of her own pask the contrast between how she
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and Tom view the passage of years would seem ito \firell with the tone oDandelion
Winestory-chapters like “Good-bye, Grandma” and “SeasioDisbelief.” In fact, one
of the only obvious reasons it may have been exdudm the book is because her
surrender to the inevitable winding-down of lifedosely mirrors that of Mrs. Bentley’s
in the latter story. “Autumn Afternoon™s exclusidrom Farewell Summeron the other
hand, is easier to justify. As Jonathan Eller out, “the clash between young and old
is more strident in the main story line @mmer Morning, Summer Night / Farewell
Summer... [and] the note of rapprochement [“Autumn Afteam”] offers was replaced
by Isabel’'s birthday party and the seeds of red@aticin that this event sows between
Douglas and old Colonel Quartermain” in that latevel Summer Morning, Summer
Nightxxi). Thus, “duplication” again plays an importaale in the elimination of the

story from either published text.

“The Death of So-And-So”

While the subject matter of “The Death of So-amd-iS perhaps a bit morbid, it
is certainly not shocking or otherwise out of timdioary. In that story, two older
couples—Mr. and Mrs. Hette and Mr. and Mrs. Spawgéi-spend an evening discussing
the demises of various people they have known. oftggnal draft, which consists of
eight typed and numbered pages, seems to be @radibury’s more fully-developed
stories. It opens medias redut the main characters and tone of the storygjaiekly
established. Furthermore, the narrative arc ispteta, terminating in an apropos and
beautifully-cadenced two-sentence paragraph tlaaksréThe warm rain pattered over

her. She slept” (8). Following that paragraphsaxecentered asterisks that, if not
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representative of the absolute ending of the stanst certainly signify a distinct pause
in the narrative.

As with “Autumn Afternoon,” “The Death of So-ana@*Ss easily connectible to
the original lllinois novel through the presenceawb of its characters: the Spauldings.
Although it is never stated explicitly, the readan assume that these are supposed to be
Douglas Spaulding’s grandparents. (The Hettesksjoethem as if they are peers,
referring to the Spauldings as “you robbers” ardiisg that they have not seen each
other in twenty years (2). Itis also noted in $leeond paragraph that Mrs. Hette has
false teeth, a characteristic more common to grarehs than middle-aged parents.)
Although this story is not present in any of Bragbsioriginal concept outlines, it does
make a brief appearance in the November 24, 198#hedor Summer Morning, Summer
Night (Albright Collection), where it is connected to ‘@lseason of Sitting"—a story-
chapter that would eventually end ugDandelion Wine Apparently, Bradbury had
intended for the piece’s morbid exchanges to barbags the old peoples’ conversation
overheard by Douglas as he hid “among the greas’féreneath the boarding house’s
front porch Summer Morning, Summer Nigtxii).

In exploring the reasons why Bradbury may havedgecto abandon the story, it
is the somewhat grisly nature of its conversatitias immediately spring to mind. As
the tone and scope of the book took shape, he anag/thought it too chilly a tale to be
placed intadDandelion Win& more life-affirming landscape. Furthermore, thleanging
scope” argument is supported by the fact that tibvy doesfeature Mr. and Mrs. Hette:
two more characters (anecdotal though they are)wdhdd again have to have been

woven into an already-crowded plot. As for whwds not included ifrarewell Summer
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(where its darker subject matter may have been @aqgueopriate), the obvious answer is
that the scene to which it was originally conneet&buglas’s hiding under the porch in
order to listen to the old people talk—had alreadgurred inDandelion Wine To add

another such scene karewell Summewould not only have been needlessly repetitive,

it would also have done little to advance the “walit that runs throughout that book.

“Summer’s End”

“Summer’s End’—also called “The Loons Fly Soutlh€TEnd)” in Bradbury’s
February 20, 1951 outline f@ummer Morning, Summer Nigltbright Collection)—is
an appropriate fragment with which to draw thislexattion to a close. A one-and-a-half
page “mood piece’Summer Morning, Summer NigtHiii), it describes the winding-
down and dying-off of the natural world as summegeg way to autumn. The scene
seems to unfurl itself through the eyes of Dou@paulding; the only other human
character present is named “Grandfather,” and baksphis few sentences with the usual
worldly wisdom and literary leanings of that chdesic The draft itself features numerous
changes written in Bradbury’s own script. The mijoof those changes are simple
deletions: a sentence describing downtown windtonistling” with school supplies (1)
has been struck out (possibly because it occutsimiddle of an otherwise nature-
related paragraph), for instance, and a typicatgdBury-esque list of “the loons and the
geese and the robins” migrating southward has beerwritten with the more prosaic
“birds” (1). Other small changes include singlerdideletions in the first paragraph and

a re-ordering of some of the words in Grandfathlrief monologue.
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Of all of the fragments discussed, this one sessnbit could be completely at
home in eitheDandelion Wineor Farewell Summer It is possible that Bradbury
deferred it to the latter book because the fragtmadimial tone may have intruded upon
Dandelion Win& expected (but long-delayed) “sequel.” A more hkekplanation,
though, is that it simply was not as satisfyingeading as the final bridge chapter that
ends the published story cycle. Indeed, the |gitze intentionally echoes the
“Awakening” bridge that oper®andelion Wineand remains more explicitly focused on
the book’s protagonist. Here, then, seems to example of the published final chapter
“saying it better” than the fragment in questioks for why “Summer’s End” was not
worked intoFarewell Summerit is impossible to say except to note that, hkany of the
other discards, its theme and action do not halieeat bearing on the “war” plot of that
novel. WhereaBandelion Winds obviously a book about the coming and goingrof
influential summer in Douglas Spaulding’s lifearewell Summeconcerns a narrower
and more human-centered series of events, as heiafrtends square off against the old
men of Green Town in their quest to stop time.

* ok

As a group, the macabre and senescent discardsegpiboth works-in-progress
and shadowy reflections of stories yet to come.il®\dome of them would be
superseded by better-written or more well-integrateapters irbandelion Wineand
Farewell Summermnthers would be relegated to the “cellar flodeftover ingredients of
a forgotten vintage. The reasons for such relegaticlude duplication of plot or theme,
changing authorial identity, and incompletion of text. Regardless of their final fates,

they remain of value for two principle reasongsstfias literary artifacts, they help to

47



shed light on the evolution @fandelion Wine-a seminal work by one of America’s
most prolific, respected, and widely-read conterappauthors. Through these
fragments, we can glimpse some of the darker,tlesgled streets of Bradbury's Green
Town.

Secondly, just as the fragments help to illuminagformation of théextsto
which they are connected, so, too, do they help usderstand and appreciate the mind
of the writer who created them. These storiesasgnt the lllinois novel as it existed
during a critical “crossroads” in its evolution.s Ahe next chapter will show, they also
reflect the career and, potentially, the authadahtity of Ray Bradbury during a critical
period in his transformation from a writer of shpuip stories and science fiction to a

more well-rounded, “literary” author.
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CHAPTER THREE
Of Sandcastles and RavinesSummer Morning, Summer Night Discards
as the Markers of an Evolving Writer
...Writing is supposed to be difficult, agonizingdieeadful exercise, a
terrible occupation.
But, you see, my stories have led me through fey [They shout,
| follow.
...That is the kind of life I've had. Drunk, andg¢harge of a
bicycle, as an Irish police report once put it.ubk with life, that is, and
not knowing where off to next. But you're on youay before dawn.
And the trip? Exactly one half terror, exactly dradf exhilaration.
-- Ray Bradbury,
“Drunk, and In Charge of a Bicycle”
Zen in the Art of Writing
In the previous chapter, | stated that one pos@kplanation for Bradbury’s
exclusion of certain stories froBummer Morning, Summer Nigdrid, laterDandelion
WineandFarewell Summermwas that some of the tales—while perfectly visditgies in
their own right—no longer represented the authat ke wished to become or to be seen
as. In this chapter, | will explore that hypotlsasi greater detail, offering evidence in
the form of the tone and subject matter of the lsaanikd stories Bradbury was attempting
to publish during that portion of his career, ralewvexcerpts from the author’s stories,

letters, and other personal documents, and regatagleaned from both literary critiques

and published interviews.

Evolution of a Writer

Before delving into Bradbury’s authorial evolutidaring this period (roughly

Christmas of 1955 through 1957, wh2andelion Winewvas taking shape arfgummer
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Morning, Summer Nighwas being deferred), it is useful to provide @&bhistory of his
writing and publishing activities up to that poirih his 1986 book of biography and
literary criticism simply titledRay Bradbury Colorado State University professor David
Mogen divides Bradbury’s career into three staig®d below. In opening this chapter,
| will use Mogen’s phases as a convenient supeatsirel on which to hang my discussion

of the evolution of both Bradbury’s career anditlentity as a writer.

Early background and beginnings (1920-1938):

This period covers the years from Bradbury’s battid early childhood in
Waukegan, lllinois to his high school years in lfoggeles. During those years,
Bradbury first discovers the influences that wilape his writing for the decades to
come. Principle among those influences are whatliBury himself calls “the great trash
heap” (gqtd. in Mogen 31) of early tQ(D:entury American entertainments that include
weird stories, heroic action tales, and populaioradograms and movies. As Mogen
writes:

The middle-American childhood [Bradbury] mythologgzinDandelion

Winewas an accumulation of enthusiasms he has newsadahed: a

book of fairy tales when he was five; the Oz boaksix;Amazing Stories

(the first science fiction magazine) at eight; Bdge&ce Borroughs at nine;

the town library at ten; Blackstone, the Magiciaelaven; Jules Verne

and the radio serigShandu, the Magicigrat twelve. (2-3)

In addition to these less “literary” sources, Bragbalso claims that it was during this
period that he began to encounter and read moresvioyrauthors like Poe, Hawthorne,
Shakespeare, Verne, Wells, and others.

Although he seems to have produced very little hdystandard juvenilia during

this time, it remains an essential piece in undedihg his authorial puzzle. One key
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aspect to take note of was that, even as earlisdgdh school years, Bradbury was
already grasping on to the themes and topics tbatdunake him a successful writer in
the ensuing decades. In marveling at his own exatufrom his school’s short story
anthologies, Bradbury states, “The only persoméxdlass who went on and became a
writer, myself, was excluded because of the sciéiotien subject matter. The space age
was still a long way off in some never-never lafitbmorrow” (quoted in Mogen 6). It
was also during this period that, while prowling gtreets of Los Angeles for celebrity
autographs and other Hollywood encounters, Bradiuay exposed to the entertainment
industry at large, thus setting the stage for hiisre endeavors in screenwriting, radio
and TV production, etc.

It is difficult to describe or characterize Bradys writing during this period
because little of it still exists. Bradbury himfsgt well as other critics have labeled his
work during that time as “imitative” of his earlyfluences, especially Poe and
Hawthorne (Mogen 31)—a quality that often endedrgating unnecessarily “purple”
prose and violent, macabre plots (Mogen 6). THg dear thing about Bradbury’s work
during this era is his creative drive. As Bradbregalled for Sam Weller’s official
biography, “every day [during high school] | gay@my lunch period and | would go to
the typing room and write stories” (82). It's awdrthat Weller calls “almost fanatical.
[Bradbury] was writing, on average, one short stowyeek... [He] could also be

something of a bulldozer; in his writing classes had no compunction about the

® This idea seems to be another case of romantisisBradbury’s part. In reality,
several of his high school peers went on to puldighificant fiction, including Ramona
Stewart and Jane Eklund (Ell&ecoming Ray Bradbui@h. 9).
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discussion of his work monopolizing class time”)8Z oday, few of Bradbury’'s

classmates could argue that it was not a worthwhilestment of their time.

Becoming a Popular Writer (1939-1949):

During the 1940s, Bradbury began to truly honechadt and, starting at the age
of twenty, found outlets for the publication of Isisort fiction. His first successes were
with “pulp” magazines lik&Veird Talesthough even then his stories were not always in
line with the ones produced by his peers. As Weligtes, during this period, “Ray
cemented a reputation as a different sort of seidision and fantasy scribe. His stories
were untraditional, even for these untraditionairgs; they were profoundly human,
filled with poetic prose, and high on crystallimeagery” (118).

Simultaneously bolstered by a growing reputation gsoet of the pulps” and yet
afraid of being pigeonholed and rejected by morensteeam media (Weller 121),
Bradbury nonetheless began to successfully placgestin a wide variety of publications
during the late 1940s. As Bradbury puts it: “Whevas 25, 26, | began to experiment
with sending my short stories to places where ttwepdn’t be accepted” (quoted in
Johnson 4). The tactic—based upon the notionsthiaitting material that wasn’t the
magazines’ usual fare might lead editors to takkamce on his stories—worked. From
1941 through 1946, the vast majority of Bradbuprsfessional stories appeared in
science fiction, horror, and detective genre maggzi Beginning in 1946 and 1947,
however, other magazine titles creep into the dgvaphies. Mainstream “slick”
magazines lik€ollier's, MademoiselleHarper’s, and eveThe New Yorkebegan to

publish stories by Bradbury. By 1950, Bradbury@rkwas featured in notable,
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“literary” outlets nearly as often as in genre nagas. Within a few more years, even
publications that did not normally publish fictisych asGourmetmagazine, featured
his stories (Johnson 5).

It was during this period that Bradbury’s own aortal voice and lyric, metaphor-
laden style began to emerge. Bradbury has longt@tsthat the first piece to bear those
particular trademarks was the short story calldde*Lake” (first published in the May,
1944 edition oWeird Tale}. Like the great stories and novels that woultdrlollow,
the subject matter of “The Lake™—a “weird” storyaalh a drowned girl—came out of
Bradbury’s own personal fears and experiences 18992 interview for the DVD
biographyRay Bradbury: An American Icphe states:

All my stories that are worth anything are basedo@me kind of personal

metaphor. And when | was eight years old, a lgtke[that | was playing

with] went into Lake Michigan ... and she never casné And what a

mystery it was, to hear about this thing calledadrimg and death. And

she stayed with me for 12, 13, 14 years ... And wheas 22, | sat at the

typewriter one day and remembered the Lake andevihat story of this

girl and building a sandcastle with her and vetg la time, coming back

and there’s a sandcastle waiting on the shore!s®en there and left the

metaphor of her death for me. And when | finistegishort story, | burst

into tears. |realized that after ten years otingi, I'd finally written

something beautiful. I'd turned a corner into mierior self. | wasn’t

writing exterior stuff. 1 wasn't writing for thaght or the left or the in-

between, | was writing for me. And | discoveredttivas the way to go.

Although such metaphors would later play a larde mo Bradbury’s writing,
some of his material during this time does not learsame personal touch. In fact, his
first published short story collection, 194Dark Carnival is representative of this
period as something of a “mixed bag” of styles. nMaf its stories were written early on

in his career and tend toward the purple, imitatjualities of those early years. Despite

the fact that one of the collection’s stories—“TH@mecoming”—was selected for the
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1946 O. Henry Prize Anthologpark Carnivalwas beloved by neither critics nor
Bradbury himself. In fact, in reviewing the Brhigdition in 1949, Bradbury wrote to his
publisher and friend August Derleth that, “...for fivet time in two years | am able to
reread Dark Carnival... a thing | found unbearable up until this weeui¢ted in Eller
and Touponce 68). Although he credits some ofilsiaste to the two years he spent
editing and re-editin@ark Carnivals stories, it is also likely that he simply fetiat,

after nearly a decade of professional experietgstaories were no longer representative
of his technique or ambitions. Indeed, in negotgathe book’s copyright statements
with Derleth, Bradbury even went so far as to ingiat the “statements refer to the
original pulp publications as little as possible—mes convinced that any references to
such origins for the collection would make a negatmpression on reviewers and
critics” (Eller and Touponce 61). Already, his neovent toward other, more “literary”

pursuits was evident.

“Major Achievements” (1950-1985)

Rounding out the third of Mogen’s stages, the ‘dachievements” phase
represents the period in which many of Bradburysstwidely-known works were
created. The 1950s and early 1960s are partigulaustrative of Bradbury’s creative
“prime.” A catalog of those years includes largarrativesThe Martian Chronicles
(1950),Fahrenheit 45X1953),Dandelion Wing1957), andsomething Wicked This Way

Comeq1962) as well as some of his most popular shory €ollections, including he

19 Although Mogen'’s timeline includes the 1970s aadye1980s in the “Major
Achievements” phase, he also points out that thenaof Bradbury’s best-known
fiction had already been written and publishedhzydarly 1960s (11).
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lllustrated Man(1951),The Golden Apples of the S{I953),The October Country
(1955),A Medicine for Melanchol{1959), and the two young readers collectiéhss

for Rocket(1962) ands is for Spacél966). Additionally, Bradbury published dozerfis o
short stories during this time, in outlets rangirggn The Saturday Evening Paahd
Playboyto theMagazine of Fantasy and Science Fict{&her and Touponce Appendix
A; Nolan 58-66; Welsh and Albright Section F).

It is during this period that Bradbury’s prose @icgs both the vivacious,
humanist spirit and “lyrical, frequently musicallaghnson 6) style with which he is often
associated. Although reaching an ever-larger agdiehe is unmistakably “writing for
himself’ by telling stories that emerge from hisrodreams, fears, and experiences and
tackling subjects which go far beyond the labes@énce fiction or the even broader
label of fantasy. It is this development—beguthia early 1940s with “The Lake” but
reaching its fruition in the 1950s—on which the e@nder of this chapter will focus. By
no coincidence, this is also the period from whatttof theSummer Morning, Summer
Night discards originate. By concentrating on dmcardedstories of the lllinois novel,
it is possible to examine, first-hand, the nakepregsion of that development.
Furthermore, by focusing only on the discards #natrelated to aging, death, and
mortality, we are able to get at the heart of on® most defining works of Bradbury’s
careerDandelion Wine Unfiltered by editors and publishing concerhg, tlost
evidence” of the discarded stories thus preseasndid view of a writer in flux. As the
lllinois novel took shape, Bradbury was on the cokan era that would see his greatest

literary achievements. Using those lost artifastsnarkers of that transition, | will
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explore what they reveal about their creator agriduated from journeyman to master

storyteller.

The Meaning and Nature of Change

The first step in exploring Bradbury’s evolutiawiin short fiction writer to
novelist is to consider how the discarded lllinodel stories and fragments may signify
that change. During this period, Bradbury undetveenapparently intense shift in his
approach to fiction, from greatly extending itsgémto tackling subject matter beyond
the usual “pulp” fare. One method for evaluating tliscards as markers of those
changes is to again utilize the “macabre” and “seeet” categories that | established in
the last chapter.

The discards in the macabre category (“The Bedutddy,” “The Cemetery (or
the Tombyard),” “I Got Something You Ain’'t Got,” drfLove Potion”), for instance, not
only share a number of characteristics in commah ®radbury’s early work, they also
appear to have been the least textually-stable.e¥ample, the grave-robbing tale “The
Beautiful Lady” and wicked little girl story “I GdBomething You Ain't Got” are both
interesting for what they may reveal about Bradlsurglationship with his work during
this era. In addition to utilizing “shocking” sidines similar to what one might find in a
typical “pulp” or “weird” tale, the extant draftseaalso extremely disjointed. The names
of their protagonists switch in mid-narrative ahd plots themselves are not always
complete or easy to follow. Of course, after mibian half a century it is difficult—if
not impossible—to know exactly how much time Bragbspent in working with these

stories to try and make them fit into the lllinoisvel framework. However, the available
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evidence can lead to useful critical observatiofst instance, because there is more than
one stage of work represented by the discardegkstand the artifacts themselves appear
to be amalgamations of fragments from those diffeséages, it seems likely that
Bradbury was never able to bring any version touni@t Such a state of incompletion
may represent either a lack of desire to finishabthe least, a low prioritizing of the
stories.

With that supposition in mind, it is further intstig to note that, while the two
most “sensationalist” macabre discards—dealing gittve-robbing and
suicidal/homicidal children—remained largely incdetp, the other two macabre stories
are both more textually staldedfeature less gruesome images of death. In “ThelLo
Potion,” for example, the two old witches intendkilba young woman’s beau but
ultimately fail and end up dead themselves. “Uarat death is certainly involved, but
in a way that is no more shocking than in a typiaaly tale. As readers, we bring a
cultural expectation that, whatever chaos they brayg, wicked witches will meet their
demise by the story’s end. Even “The Cemeterythws own dead child, is less about
the action of dying and more—as evidenced by tHexaman’s monologue at the end—
about the passing of time. In that tale, Bradbsinyot so much conjuring a bogeyman as
providing a dual-lensed view of mortality. Whethex are mischievous children or
elderly adults, he seems to be saying, death walhwially find and stop us all—some
sooner, some later.

In considering the macabre discards, then, whagwdeup with are two sub-
categories of stories: thecomplete/unstableexts and thetable(but still eventually)

discarded texts. The incomplete/unstable textsldiser in style and theme to Bradbury’s
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earliest work and influences, while the stabledexander through less shocking
territory. Therefore, if textual stability can mderpreted as a signifier of authorial intent
or satisfaction, what we may be witnessing in tHese pieces is Bradbury’s own
decision-making process (albeit a possibly subdonsmne), wherein he intentionally
distances himself from his “pulp” origins and begytn move toward stories that are more
character-driven and personally-relevant.

As a group, the senescent stories—"Arrival and Depa,” “Autumn
Afternoon,” “The Death of So-And-So,” and “SummeEad’—help to bolster this
hypothesis. All are considerably more textuallbt'' than their macabre cousins.
Furthermore, by their very nature as “senescenties, all are distanced, thematically,
from the “pulpier” material in the previous grouRather, all of them deal with death
and/or aging in common and natural ways, from tbe svinding-down and letting go of
the Alexanders and Grandma Spaulding, to the yegrhg off of the natural world, to
late-night discussions about friends and acquaiemmwho have gone before. In this
group ofmostly-completstories, we see Bradbury dealing with subjectssini@tions
that, being in his late 20s and early 30s, he magé had some personal experience with
by that time. Indeed, it would be unusualfoostpeople of that age to have remained
untouched by aging and death in similar ways.

However, to say that Ray Bradbury was “evolving’aasriter during this
period—that he was, consciously or unconscioustying awayfrom the material and

stylistic choices of his early influences aogvard his own unique artistic vision—is not

1 Even “Autumn Afternoon”—which was reworked by Bbanly many years after its
initial composition—was only rewritten (at the urgiof bibliographer Donn Albright) so
that it could be included in the non-Green Towmstmllection,One More for the Road
(Summer Morning, Summer NigRk).
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exactly accurate. The textual evidence from tiseatids—pure artifacts of authorship
that they might be—suggests that the evolution medsimply linear and, in fact the
lllinois novel discards help us come to underst@Bratibury’s development in a more
holistic way. For, while it may appear that Bragbsi writing was changing in a linear
fashion—from “poet of the pulps” to a more literarynded writer—the facts seem to
indicate a more organic and even pragmatic expargdibis style and material.

In essence, | believe that, rather than moawgyfrom his pulp origins,
Bradbury was instead attempting to util2emmer Morning, Summer Niglaind, later,
the even-more-nostalgigandelion Wingas a kind of creative and career-oriented
springboard to further establish himself outsides@talled “genre writing” and to
attempt to integrate and even follow in the foqistef the literary figures he had come to
admire. To characterize the changes in simpleguage, they appear to indicate a
“branching out” rather than any kind of decisiveficer-turning.” He was not
abandoning fantastic subjects as much as he wadibtethem with a wider variety of
influences. In the following sections, | will expé that notion in greater detail, offering
a glimpse at some of those figurative branches.odgrthe possibilities are: Bradbury’'s
desire for a change in his public image, a chan@xplore and follow in the footsteps of
some of his own literary heroes, and the opponuoicreate deeper and more

meaningful work by further connecting his writirggersonal experiences.

Changing public image

In public, Bradbury has often denied or derideg kind of overt intellectualism

or business savvy regarding his craft and, to Ioice | do not mean to imply that he has
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ever been a writer who composed simply for fam@nancial gain. That said, any artist
who makes a living from his work must maintain sdamel of awareness of thmisiness
of his art beyond its production. Stories by thelwss do not put bread on the table and
they especially do not allow for the keeping ofoane, wife, and daughters such as
Bradbury's. Take, for example, his comments relaeJohnson’s book: “The answer to
writing is always loving. If you don’t love a thanyou shouldn’t be doing it... | (don’t)
make intellectual decisions, because they're alwapsg. If you think, if you plan a
thing, then you're a market person. Then you nmalstakes” (4). That sentiment may
be true with regard to thgpesof stories that Bradbury has written and the paldir
subjects with which they are concerned.

However, in the very next paragraph, Johnson reladev Bradbury then utilized
a uniquemarketingstrategy (submitting his work to unusual outletghsat it would stand
out) in order to reach a broader audience andrfiotk mainstream success (4-5).
Therefore, while | would never accuse Bradburyeéting hiswriting as a purely
capitalist endeavor, | also find it naive to bedi¢hat his earlpublishingsuccesses were
simply a case of stories finding their way into phblic’s hands by way of good luck.
Thus, when | point to “professionally ambitious” tivations as a possible explanation
for Bradbury’s changing style during this periodnéan only that he—like almost any
artist—wanted to connect with as large an audi@sgeossible, both for practical
(financial) reasons and because it is in the nattiegtists to want to share what they
have created.

In this particular case, | believe that BradbuawSummer Morning, Summer

Nightand, laterDandelion Wineas a chance to further escape the pigeonholeof th
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science fiction label. Although he had alreadyi@std some mainstream success by the
mid-to-late 1950s by having his work appear in gen+e outlets, his two longer works
of fiction—the story cycld’he Martian Chronicleand the novell&ahrenheit 453
were both still well within the framework of scienfiction. Despite the deeper, human
meanings of their stories, both still featured figlic settings and speculation about an
age that had not yet arrived. The lllinois novad &s offshoots, however, provided a
unique opportunity: through their nostalgic, “rearld” settings, Bradbury had the
opportunity to create settings, characters, ansans of the past to which even more
people could relate. As Bradbury wrote in a Jubel®52 letter to editor Walter
Bradbury during one of the tougher times in theafsudevelopment, “The lllinois book
has by no means dragged to a halt, butgbisg slowly, and there are days, of course
when | am so damned self-conscious of what ligjgutation | have built for myself that
it freezes me entirely.” This private admissionatthe is concerned so much with his
image that it has frozen the whole project’s pregreis considerably different from
Bradbury’s public exhortations to damn conventiad aelf-consciousness in favor of

wild, ecstatic creativity.

In the footsteps of giants

As part of his background reading and researckhmillinois novel, Bradbury
began to read “books about small towns, books alveather and small town
architecture” and, in the course of that readiegdrTwain’sHuckleberry Finnfor the
first time (letter to Walter Bradbury, January 2855). EvermThe Martian Chronicles

despite its tales of rockets and aliens, had beanily influenced (at least in its
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construction) by Sherwood Anderson’s considerabdyenprosaidVinesburg, Ohi@and

by the bridging passages Diie Grapes of Wratfdohnson 3). In other interviews and
pieces of his own writing, Bradbury has also altitiethe influence that other prominent
figures have had on him:

You have your list of favorite writers; | have minBickens, Twain,

Wolfe, Peacock, Shaw, Moliére, Jonson, WycherlynSahnson. Poets:

Gerard Manley Hopkins, Dylan Thomas, Pope ... ThihBlmakespeare

and Melville and you think of thunder, lightningind. They all knew the

joys of creating in large or small forms, on unl&di or restricted

canvases. These are the children of the gadisn ih the Art of Writingg)

One of the likely benefits of publishing a novekbd upon his own, real-world
experiences was that Bradbury, as a writer angtaviould be able to explore territories
that, until then, had largely seemed the provirfadbdase giant-like figures. The lllinois
novel, then, may have been seen by Bradbury aareceho stretch his creativity in new
directions while treading the same territory asfamous literary heroes.

The discards function as a useful signpost, herealse they also point to
evidence that Bradbury may have seen the novekaslaf artistic challenge. The more
complete discard drafts—if completion is taken aga of artistic engagement—are
largely devoid of fantastic elements. Bereft & fAntastic landscapes of the future and
alien worlds, Bradbury may have wondered if higygdling alone could see him
through. He would be writing in the same realigtarld as his legendary literary
heroes—uwriters whose works rarely, if ever, corgdithe gimmicks and tropes of
science fiction writing. Unlike the pulp magaziries which he wrote as a young man
and science fiction bookstore shelves onto which Martian Chroniclesad already

been placed, the lllinois novel promised no sudiiltbn” audience based on genre

alone. Finally, although there would certainlyrbem for a little fantasy in the
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published version of Green Town, lllinois, Bradbunyst have been aware that the
stories themselves would have to remain groundéideifireal world” in order to remain
true to the inspiration and spirit of the book. Weller puts it, the magic of the lllinois
novel “had to do with neither rocket ships nor egdreaks; the magic of this novel was
the magic oilnemory (242). By noting that he appears to have beeisthéng greater
attention on the more mundane, “senescent” drdwks, it is possible to deduce that
Bradbury may have been moving—however slowly afidcemsciously—in this new,

“literary” direction.

Personal connections

The final type of artistic “branching out” evidezttby the lllinois novel is
representative of a thread that runs throughoudllidrey’s early career and the careers of
most authors of literary merit: personal engagemé&s mentioned earlier in this
chapter, Bradbury has often said that “The Lakes tine first story he wrote that really
helped to define his style, that really felt likevias “his” in terms of voice and subject
matter. And, while he would continue to draw omnspeaal experiences for his stories, the
lllinois novel would be an unparalleled voyage itftat kind of writing.

Some of the personal connections are well-knowheasy to see. Bradbury’s
choice of setting, for instance, is an admitteditiénalized version of his hometown. As
Sam Weller writes in his biography: “Ray regulacbnjured Green Town. He had long
been writing short stories about his childhood iaukegan, lllinois, and had sold many”
(240). Stories like “The Season of Sitting” (19%1)The Lawns of Summer” (1952)

had already appeared in other outlets tkearmandNation’s Businessoffering the
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public a taste of Bradbury’s nostalgic side. Etlephoto of him as a three-year-old
boy that appears opposite the first page of thiapeeof Bradbury’s ow&en in the Art
of Writingis captioned The Author-In-Residendésreen Town, lllinois, 1923 x).
Furthermore, the would-be protagonist of the nowiije a few years older than
Bradbury himself, is clearly supposed to be a siarfdr the author: Douglas
Spaulding'’s first name is Bradbury’s own middle maamd his surname is the author’s
“paternal grandmother’s maiden name” (Weller 242).

Other connections would prove a bit less obviasghey emerged from
Bradbury'slifetime of experiences, not simply his Midwestern childthoAs Wayne
Johnson points out,

there is little point in searching through rea¢ Waukegan for the truth

behind Green Town. For Green Town representstélation of

Bradbury’'s experience, a small stage on which pegpaces, and

happenings—many of which entered Bradbury’s lifeglafter he left

Waukegan—could be created, explored, comparedutagosed in a

way that would be impossible in an actual townindeed in real life (91).
Johnson further notes that, although much of theenah found inDandelion Wingas a
genetic offshoot of the lllinois novel) is autobiaghical or semi-autobiographical, it is
unmistakably a piece of fiction, a choice thatdaled [Bradbury] to telescope time at
will, introduce new characters and events encoedtafter he left Waukegan, and, in so
doing, suffuse his comments upon his own boyhoatleemboyhood in general with a
nostalgic intensity not possible in the usual metfm@?2).

The discards themselves bear out this move tomare personal writing.
Although there are no clear analogs between thestistand characters of the discards

and specific people and experiences of Bradbumy's kife (beyond his use of the

Spaulding name in “Autumn Afternoon” and the seftodi Green Town), most of the
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senescent—and thus more complete—discards contigjacts that are certainly well
within therealm of Bradbury’s personal experiences. The smalhtstwit-ins of

“Arrival and Departure,” the inter-generational gersations and attic cleaning of
“Autumn Afternoon,” the dark after-dinner talk of e Death of So-And-So,” and even
the poetic observations of the fragmentary “SumsErid” are all everyday occurrences
that Bradbury, even if he never experienced thesthiand, would certainly have heard
and talked about. And again, these realistic,qrexisdiscards seem to have been much
more textually-stable than their macabre countéspaevidence of greater work,

inspiration, and/or creative engagement.

Storing Away Summer: Reflections on the Evolutiorof an Icon

Ray Bradbury has always had a knack for evadisg eategorization and
description. As William F. Nolan writes in the Earord to Eller and TouponceRay
Bradbury: The Life of Fiction

[t]here is Bradbury the poet (who saw his firstgei@f verse in print at
age fifteen), Bradbury the artist and painter (s executed the dust
jackets for several of his books), Bradbury thagtes (providing
creative input on projects from Disneyland to EpcBtadbury the
playwright (with new dramas staged each year), Buaglithe public
speaker (with lectures delivered to public audisntibraries, business
groups, universities, and high schools across étiem), Bradbury the
film and television scriptwriter (with a multitud# credits fromMoby
Dick to theRay Bradbury TheatgrBradbury the critic (with multimedia
book reviews), and Bradbury the essayist (withipent messages for the
space age). (xi-xii)

But of course, none of these incarnations woulcel@me to their fullest fruitions
without Bradbury the fiction writer. From his dtas an unconventional writer of pulp

“genre” fiction, to his development of a uniqueyyital literary approach, to the
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difference between his private and public persdtiesformer an occasionally self-
conscious writer and practical businessman, therlah unabashed romantic and
maelstrom of creative energy), his voice and figute say nothing of the sheer quantity
and breadth of his work—have made him a uniquedigun the American literary
landscape for more than half a century.

What | have attempted to do in the course ofttiesis is to provide one more set
of clues for the deciphering of that enigma, tostrate a key point in Bradbury’s
career—the beginning of his transformation from teiasf the magazine short story to
celebrated American novelist—through the use adalitextual evidence little seen by
the public and scholarly community alike. By lowdiat that evidence, we may find
illumination as to how and why the transformatiacurred. It is a transformation
guided by the complex interactions of literary ughces, artistic dreams, practical
considerations, and personal connections to thie fiiais both nostalgia and prevision,
aspiration and necessity.

Does such illumination provide the key to a finatlahorough understanding of
both Bradbury the writer and Bradbury the man?tdaly not. Despite the best efforts
of biographers, bibliographers, and other schotlweaturers, the complete
understanding of a life is beyond the capabiliiEany system of research and writing.
As Bradbury would be the first to point out, thes@n essential magic to life that
continually allows it to overflow the edges of amyx into which we try and pour it. And
yet, there is a need: a need to sometimes folldyweell-trodden paths and hold in hand

days gone by so that we may better understandalesepfrom which we come and the
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lives in which we find ourselves. Even Bradburythwhis zest for in-the-moment
experience, admits as much in the final pagd3asfdelion Wine
June dawns, July noons, August evenings over hiisdone, and
gone forever with only the sense of it all in [DétaggSpaulding’s] head.

Now, a whole autumn, a white winter, a cool andegneg spring to figure

sums and totals of summer past. And if he shauiget, the dandelion

wine stood in the cellar, numbered huge for eachemery day. He
would go there often, stare straight into the soitil e could stare no
more, then close his eyes and consider the bupd,ghe fleeting scars
left dancing on his warm eyelids; arranging, reagmg each fire and

reflection until the pattern was clear. (184)

It is this nostalgic yearning combined with a thfig new life and new
experience that allowed Bradbury to return to Gréewn by publishing
Farewell Summesome fifty years afteDandelion Windirst graced American
bookshelves, and almost sixty years after layimgtéimtative groundwork for
Summer Morning, Summer Nighh fact, it is through the discards of that prot
novel that readers and critics alike may begiremtbe “first fruits” of the
transformation of a writer—from “poet of the pulpgs’unabashed romantic
storyteller and novelist to icon of twentieth cantletters—who would forever

change the landscape and creative boundaries ofiéanditerature. Drunk and

in charge of a bicycle, indeed.
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