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PREFACE

I was introduced to Flannery O'Connor's fiction
several years ago by a friend, Willism Teed. Since my
initial reading of her work, I have found a source of
awe and delight in both her vision and the technique
with which she embodies it. In doing research for tkis
study, I found that, while her work has received much
critical attention, there is no sustained study of her
basic theme. ‘Robert Drake's monograph, published by
Eerdmans, is perhaps the most inclusive study, but it
is too brief and genersl to give & comprehensive view of
her work. It is my hope that such a comprehensive view
of O'Connor's fiction is provided in this thesis.

I wish to thank Dr. Green D. Wyrick for the
perceptive guidance and the lucid criticism which he
made of this study from its inception to its completion.
I am 8lso most grateful to Dr. Charles E. Walton for
providing suggestions that improved its over-all
structure and readability. Finally, my wife, Rose,
gave of her time and spirit, not only in typing the
finsl draft, but slso in sustsining me as I worked.

May, 1967 FEW
Emporia, Kansas
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CHAFTXR I
A REALIST CrF DISTANCLS

The prophet is a realist of distances, and it
is this kind of realism that you find in the
best modern instances of the grotesque.
Flennery ('Conrnor,
"A Lecture®

4 dogmatic belief in objective velue is '
necessary to the very ilaea of s rule which is
not tyranny or an ovbedience which is not slavery.
C. S. Lewis,
The Abolition of Mern

'‘Connor's basic theme, God's pursuit of men,
has posed a number of problems for her critics. For
example, some find thet her Christien orthodoxy is
unacceptable, but, in rejecting it, they sare fofcea to
misread her work, causing them to conclude that her
Iiction is existentialistic. However, it is necescary
for one to discern, first, where the existentialist
reading of her work fails, and also wky it fails.
Others find 'her use of violence meaningless, in spite
of the fact that her fiction cleariy shows & definite
meaning &t sll times, encompessed in her view of the
ccenfrontation of God with men which, when understood,

revezals itself to be an orthcdox Christian view.



Flennery C'Connor lived, wrote,and died in the

South, and this region was the setting for her fiction.
She was, certzinly, more than s regional writer,
although critics differ as to the import and meaning of
her woerk. Drake, one of her most sympathetic critics,
writes, |

Miss O'Connor's work, though narrow in scope and

limited in appeal, is unique; and it hes an urgent

intensity, even an ordered ferocity, that may ulti-

mately give her a place in our fiction comperable

« « « to thet of Donne or Hopkins in Engiish poetry.
C'Connor may certainly be compared to Donne or Hopkins
at least as far as theme: '"Her concern was solely with
the vulgarities of this world and the pertfections of
the other . . . ."2 She was an orthodox Christian, and
her faith gave to her work that "ordered ferocity" of
which Drake speaks. This aspect of her work was, and
is, perhaps, the most controversial. ©Esty attacked her

w3

work as a specimen of the "gratultous groctesque, and
she is sometimes characterized as being a member of tne
Southern Gothic school of fiction. Some critics, how-

ever, defend her use of grotesquery and protest her

lRobert Dreke, "Flsnnery O'Connor--A Tribute,"
Lsprit, VIil (Winter, 19Yo4), 20.

dWalter Sullivan, "Flannery -0'Connor, Sin and
Grace: Everything Thnat Rises lNust Converge," The
Follins Critic, 1l (September, 1Y65), 2.

3William ELsty, "In America, Intellectual Bomb
Shelters," Commonweal, IXvIL (March 7, 1958), H86-88.




alignment with the Southern Gothics. Davenport, for
instance, writes,
It is wrong to place Miss O'Connor . . . in the
Gothic School, however freskish and shocking her
themes. The astounding surface of her stories, as
wildly grotesque as the best Gotbic, is but the
visusl equivalent of the outrage she feels before
a world stupid with selfishness.4
Davenport connects O'Connor's fictional violence with
her vision of the world, which, as has been noted, is
Christian; this connection implies that she may intend
for violence and grotesquery to carry a theme larger
than the fashionable one of the world's absurdity.
O'Connor mede statements about the intention of her
work on many occassions, of which one of the most com-
prehensive is to be found in her essay, "The Fiction
Writer snd His Country," illuminsting her use of
violence:

My own feeling is that writers who see by the
light of their Christiar faith will have, in these
time, the sharpest eyes for the grotesque, for
the perverse, and for the unacceptable.

In other words, O'Connor's fiction is violent &nd gro-

tesque, because, seen in the light of Christian faith,

the times are violent and grotesque. In s lecture given

4Guy Davenport, "The Top is a New Bottom,"
National Review, XVII (July 27, 1965), 659.

5Flannery C'Connor, "The Fiction Writer and His
Country," in The Living Novel: A Symposium, p. 162.
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at Wesleyan College, she said, "To be able to recognize
a freak you have to have some conception of the whole

m8n . ."6

Thus, measured by the Christian standard,
modern man is violently warped, and it is as such that
O'Connor portreys him in her fiction.

The orthodox Christisnity which underlies her
work has given rise to snother criticasl difficulty:

some critics like her style and technigue very much,

but express regrets over her theme. For exsmple, in a

review of Everything That Rises Must Converge, Schott
states: -
As patterns of thought her work suggests the abso-
lute theological dead end enlightened Catholicism
is struggling to escape. Artistically her fiction
is the most extraordinary thing to happen tothe
American short story since Ernest Hemingway.7
Schott begrudges C'Connor her faith snd theme, while
admiring her abilities &s a writer. Drske, who con-
siders this critical attitude toward O'Connor in some
deteil, points out thet ". . . this may be what does
limit her sudience: she makes 8 crucial problem of

belief."8 It may be suggested thet ultimately it is

6Flannery 0'Connor, "A Lecture," in The Added

Dimension, p. 276.

7Webster.Schott, "Flannery O'Connor: TFaith's
Stepchild," Nstion, CCI (September 13, 1965), l46.

8Drake, Flsnnery C'Connor: A Critical Essay,
p. 15.
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irzrossible to séparate O'Conner's visicn of the world
irom her representation of that vision in her fiction.
in "The Art of Fiction," Henry James wrote, "We must
grant the artist hils subject, his idee, his cdonnée: our
criticism is applied only to what he makes of it."9 In
this study,'tne present author will follow James'
precept and grent O'Connor the donnée of Christian
orthodoxy, 2nd will endeavor to demcnstrate the means
by which C'Connor embodies her visicn in her fictiorel
world. C'Connor's Christianity has misled several
critics, notably Rechnitz end Hassan, into reading her
work as if she were an existentialist. In an article,
"The Existential Novel," Hassan includes QO'Connor in a
list of widely differing authors. He admits thet the

10

article is over-simplified, but states that

« « o a kind of universal mendacity prevails, or,
if you wish, a kind of orgenized chaos, agnd thet
whatever velues man creates, he iies so 1n isola-
tion, and starting from scratch.
The essertion thet man crestes value geems entirely
unrelated to O'Connor's work. The basic conflict in

C'Connor's fiction is not that of man's confronting a

9Henry James, "The Art of Fiction," in The
Portable Henry James, pp. 406-7.

lOIhab Hassan, "The rxistential Novel," lMassachu-
setts Review, III (Summer, 1%62), 797.

11

Ipid., p. /50.



Jjealous Goa. Lkthicel vsliues sre subordinete to man's
relaetionship to God. Dowell remarks that commzitment to
either good or evil is not of ultimate importeznce,
becsuse if there ié no commitment to Christ, only evil

is possible.l8

irn the seme article, rhassan states:

"?he world of the existential novel is largely deveid
of any presuppositions--I repeat, presuppositions--atout
values, traditions, or belieis?la ne also speaks of
the view of life as absurd which is found in the exis—

tential novel.14

But Cheney states that he has rnever
found the view of the human condition as gbsurd in
C'Connor's fictioﬁ.l5 The question of whether or not
C'Connor 1s an existentialist arises from the fact that
ﬁer basic theme involves the necescsity of the individ-
ual's choosing or rejecting Christ. Not accerting her
presuppositions (donnée), tae existentialiét critics
then read the agony of choice which her characters

suffer as the existential agony of choice which creates

value. Hassan states that the furction of the

1280b Dowell, "Grace in the Fiction of Flannery
C'Connor," CE, XXVII (December, 1lYeb), 236.

1oy
14

assan, 92. cit., p. 795.
Ioic., p. 797.

15Brainard Cheney, "Miss 0O'Connor Creates Unusuel
Humor Cut of Crdinary Sin," SewR, LXXI (Fall, 1Yo%), ©A7.
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existential hero is to creste neening, belng, end cig-
nity out of the absurd worla in which he finés him-

16

self. Gossett roints out thst C'Connor's stories are

based on conflicts which are morel in nature,17 and
this foundation or moral choice undoubtedly gives rise
to confusicn cn the part of existentiaslist critics.
Hassan writes of the existentislist hero who hsas
obtained the courage tc be and is then faced with the

\ . 18 i ; -
rroblem of action. Tarwater, in The Violent Besr It

Away, addresses himselt to this problem: "You cen't
Just say NO," he said, "You got to do NO. You got to
show 1t. You got to show you mean it by dolng it.
This activist attitude seems to refer more to the idea
that feith without works is desd more than it refers to
an existentizl creation of vealue. Tarwater might have
been thinking of the epistle of James: "But be ye coers
of the word and not hearers only, c¢ecelving your own
selves." (James 1:22.) Draeke is rsther blunt about
what he sees to be O0'Connor's relationship to existen-

tialism: . . .. she has no truck with fashicnable

16Hassan, op. cit., p. 796.

-
Y ouise Y. Gossett, Violence in Recent Southern
Fiction, p. 7/8.

lBHassan, Op. Ccit., p..7906.

i

19O'Connor, ‘hree by rlernery O'Connor, v. 397.

Py
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wistentislist ancet--Christiesn or otherwise. She

0

apprehends man's predicement in terms of classicel
Christien theology . . . .“20 But in the expression of
her vision of the buman predicament, C'Connor 1is ovtliged
to use expressions and incidepts which might have an
existentialist tone beczuse of the Christien emphasis

on the necessity for the individusl to maske a choice zm

act upon it.

. Cheney reads O'Connor's first novel, Wise Blocd,

21

8s a8 satire on existentialism. While this view is

valid, it over-simplifies the theme. Wise Blood is

certeinly more than a satire on existentielism; the

book traces a contemporsry "derk night of the soul" in
which the protagonist, Hazel Motes, evades confrontation
with Christ, immerses himself in sin, end is finelly
destroyed by a sudden awarenescs of his gin. Duhenel
points out that one of the dengers to which C'Connor's
characters are subject is reason isolated from tne wis-
dom of the heart.22 Hazel Motes sttempts throughout

the course of Wise Blood to avoid the wisdom of his

T

.goDrake, Flannery C'Connor: A Critical Issay,

. 15.

21Brainard Cheney, "Flennery C'Connor's Cempeign
for der Country," SewR, LXXII (Autumn, 1964), 5%6.

22P. Albert Duhsmel, "Flannery O'Connor--A Tri-
bute," Esprit, VIII (Winter, lYo4), 22.
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heart, which in Christian terms might pe concelvea of
¢z the promptings of the Holy Spirit. Rechnitz recog-
nizes theat Haze 15 & humorcus figure et the beginning
of the took, but is by the end a serious snd perkaps
noble character.25 Haze goes to a shocking extreme in
his avoldence of grace; he preaches "The Church Without
Christ," blasphemes, and fornicates. Lawson sees Haze
es an inverted St. anthony, that is, as an athelst
saint heroicelly recisting the temptetion to Iaith.24
Lawson's view is paralleled by Maceuley's Suggestion
that C'Connor's "great subject was the anti-christ--the
fierce and bestial side of the human mind.”25 Finally,
Walter says that slthough Haze is not a beiiever, his

life suggests that of.Jesus.26

23Robert M. Rechnitz, "Pessionate Iilgrim:
Flennery O'Connor's Wwise Blood," Georgis Review, XIX
(Fall, 1965), l44-147.

24Lewis A. Lawson, "Flannery O'Connor znd the
Grotesque: Wise Blood," Renascence, XVII (Spring, 19695,
515.

25Robie Macauley, "Flennery ('Connor--i Tribute,"
Esprit, VIII, (Winter, 1964), 34.

26Sarah Walter, "Strange Prorhets of Flannery
C'Connor," Censer, (ipring, 1960), 6-7; see also,.lrving
elin, "Flannery O'Connor snd the Grotesque,'" in The
Added Dimension, p. 109; Ted R. spivey, "Flannery
C'Connor's View of God end Men," SSF, I (Spring, 1G64),
202; snd Nathen A. Scott, Jr., "Flannery C'Conncr's
Testimony," in The Added Dimension, p. 150.
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There 1s snother éspect ci the book which beers
upcn Miss C'Connor's attitude towsrd current intellec-
tusl trends. If Haze is an stheictic existenticliist,
some of the people he meets embody other errors. Cne
of these people 1s Cnnie Jay Holy, who attempts to com-
mercialize Haze's "Church Without Carist." Onnie Jday
.(also known as Hoover Shoets) sums up what he attempts
to do when he says, "If you want to get anywheres in

religion, you got to keep it sweet . "</

Haze, of course,
ig not"trylhg to ". . . get anjwheres in religion"; he
is trying to preech the truth as he sees it, and that
truth 1s by no mesnc sweet. Onnle Jay comes to repre-
sent the sweetened, commercislized religion that
preacheslcomrort, not the stern demends of the spirit.
The daughter of the phony evangelist, Acse Hawks, pro-
vides a comment on a difrferent aspect of contemporery
society. Riding with Haze, Satpath tells of the time
she wrote to an advice columnist, Mary Brittle. Sabbath
wrote of herself that she was & bastard anéd knew thst
she could not enter the kingdom of heeven. But whet

really bothered her was the question of whether or nct

ghe should "neck." DMary Brittle answers,

aZO'Connor, Three py Flannery C'Connor, p.8Y.




11
"Deer Seobeth, ILicht necking ic scceptebvle, buv I
think your real prcblem is one oI &acjustment to the
modern world. Perhaps you ought to re-examine your
religious values t0o cee 1f they meet your needs in
Life. A religious experience can be g beautifiul
addition %o living ir you put it in the proper
prespective and do not lct,ét verf you. Read sone
~ b P o na
tooks on Ethicsl Culture.
This advice reflects the ssme selt-reliant, seculsr
attitude that i1s held by Asbury Fox in "The Encuring
Chill," or by Joy-Hulges in "Good Country Feople." Mary
Brittle's edvice recells the advice of Hoover Shoats to
"keep it sweet." Actuslly, Sabbath's problem is that
she is too well aajusted to the worla. She writes a
second letter to Msry PBrittle, saying, "What I really
want to know is should I go the whole hog or not? . . .
. . . e o
I'm adjusted okay to the modern world." 7 ad justnent
to the world is not one of the demands God makes on wman:
"And be not conformed to this world . . . .'" (Romans 12:2)
The contlict basic to all of C‘Connor's characters is
between their adjustment to the world and the demanas of
God.
At this point, one should consider in detail the

exact stance which O'Connor tzkes toward her fictional

worla snd the people who inhapit it. As McCown relates,

Ibid., p..o7.

0C. Ci%
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mer stories, the characvers thot live 1in Thewm, the
exncellencies or ner style, are not ends in them-
geclves vut rigorously suborcdineted nesns of showilng
us reelity, the quality of goodness and the subtle
malice of sin, eig%er of which has power to deter-
mine our destiny.

For ('Connor, then, rezlity lies in tke relationship
end power of good and evil, and the effects of this
rcality upon her characters. This point leads back to
her use of violence 'and¢ the grotesque, for, s RKubin
observes, ". . . her true grotesques are tncse who &re
spiritually msimed and twistea . . . . Her chearac-
ters sre grotesque becauce she sees the world from a
Christian stendpoint, from which the world is sinful ard
in need of grace. Kevin writes,
The variety of thysicsl and moral sutferings
found in the werks of Flannery U'Connor often
ceuse one to label her work repulsive, grotesqgue,
ang cruel . . . . The "grotesqueness" of ner
characters lie in the fact thet they have inten-
tionally severed themselves from-ghe benefits of
Christ's passion and redemption.ﬁ
Her theme, then, becomes the workings of grace on these

chareacters who deny and resist it; and the basic con-

flict in her fiction arises from the deniel or rejection

3ORobert M. McCown, "Flannery O'Connor and the
Reality of Sin," The Catholic World, CLXXXVIII (Janusary,
1959), 286.

5ltouis D. Rubin, Jr., "Flannery C'Connor and the
Bible Belt," in The Added Dimensicn, p. 55.

525ister Mary Kevin, 0. S. B., "Flannery O'Comnor:
In lemory of a Vision Unlimited," Censer (Winter, 1$65),
p. 42. .
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cf zrsce by one cr more oI ner characters. Dowell
writes,

The conflict between .rsece agnd evil in the lives

0r her charscters reflects for the suthor the

noct signifigent dramec in the reslm of humean

gxperience.
If the assertions which Christianity makes about the
nature and destiny or the human soul are true, then the
drame of salvation is all-important. There are, however,
further ramifications of O'Connor's fictionai use of
Christien orthodoxy. Dregke points cut one-of her major
gssunptions:

It is thst the Christien religion is & very

shocking, 1indeed & scandslous business . . .

and thet 1ts Savior 1s an offense and & stumbling

block, egﬁn as "bleeding stinking mad" grotesqgue
to many.

s

Y

The view of Christianity as shocking is comparable to

the New Testement statement that Jesus is "a stone of

stumbling, end & rock of offence,” to those "which be
disobedient.”" (I Peter 2:9Y-8.) It, then,.appears that
O'Connor's besic theme is God's confrontation of man
with claims of Judgment and‘redemption. As Gosseft

writes,

5300w .4 :
Dowell, op. ¢it., p. 239.

j4Drake, Flanrnery C'Connor: A Critical Essgy,
p. 17.
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<in, guilt, mercy,

¢nae redenption are the reslities
or humen litfe for ber
n
s

, &ncd the livesz of her
t, mean, frustrate%‘5 twisted,
¢ man ie¢ & sinner.

cnarocters are vicle
cnd fresgmentec bpeceu

Cne proposes O'Connor presents snd drametizes this con-
frontstion between man @né Christ; it will be seen thet
che uses several devices to show the rezder how man 1s
met by God's cleims. But beiore these can be even
triefly considered, it is necessary to charecterize her
visicn of men more thnorcughly, and slso to investigete
the nsture of the Christ with which her charscters sre
confronted.

Her view of msn may vpe explicated from some of
her non-fiction writing, and also from a short story,
"The Enduring Chill." The sin with which C'Connor deals
most scathingly‘is the sin of pride, the attempt to
become completely self-sufficient and independent of

God. Dowell writes thet C'Connor's fiction deels pri-

—~

3

marily with man's struggle for spiritusl life or death.
In this struggle, eny attempt by man to replace Goad
through '"progress" results in damnation. In reference
to the statisticsl method, she wrote,

The storyteller 1s concerned with whaf is; buf if

what is, 1s what cen te determined by survey, then
the disciples of Dr. Kinsey and Dr. Gallup are

55Gossett,.gp_. cit., p. /5.

56Dowell, op. cit., p. &36.



stilicient for thc day thereor.§7
C'Connor cleorly incicates thaet she aistrusts methods
of gethering "truth" by poll end interview, and suggests
further thet che would cistrust the biss of much con-
temporary sociology. GoOssett notes that the violence
in which C'Connor's chsrecters are immersed shows con-

tempt for the "'life-adjustment' philosophy of the

-

twentieth cem:ury."jéj

Elsewhere, Gossett polints out
that C'Conncr uses violent charscters and ection %o
uncover the reality which is ignored by the materiaslism
_L . - -
of secular culture.) In her escsay, "The Fiction Writer
snd His Country,! C'Connor criticizes an editorizsl in
Life megazine vwnich cglls for a fiction praising life
: cu 40 ., . .
in the Unitea Stsates. C'Connor points out her view
0f the reality underlying current meterial prosperity
when she writes,
"Tne Christian_writer] may at least be permitted to
sek if [Life's)| scresms ror joy would be guite so

piercing i1 Jo¥y werglreally more abundant in our
prosperous society.

27,

'Connor, "The Ficticn Writer and His Country,"
p. lél.

~r

. 98Gossett, op. cit., 'p.. 96.

591bid., p. 160.

400'Connor, "The Fiction Writer and Eis Country,"
vp. 157-00. -

“lrpia., p. 160.



This zcepticism ebout the possitility c1 Joy in tais

0]
ct

ocraty 1s baced om U'Cernnor's rpeliel thet This worla

is one which is constently rejecting grece ena turning
Irom The clegims of Christ. Gardiner quotes O'Connor to
the effect that, in modern times, tencerness ana pity
nave replsced fsith as a gulce to action, anc thet
.tenderness cut off from its cscurce in Christ culminates
in terror such &cs hes been so abundent in the twentieth

century.42

But C'Connor's vision goes deeper than &
simple>negative reaction to the terrors snd vioclence of
this time: "In proJjecting the tfacts oI ner own tine,
the freaks anc monstrous distorticns, she has recorded
the mystery of eternity."45 In other words, she uses
the grotesque hsppenings of her time to portray the
nystery which, as a Christvian, she percelves at the

base of reaiity.A Rayber, in The Violent Besr 1t sway,

attempts to use statistical psychology to reduce the
0ld prophet, Mason Tarwester, to something in "his head";
in "The Lsme Shall Enter First," Sneppard,-a social
worker, ettenpts to redeem the Juvenile delinquent,

Rufus Johnson, by getting him to look through a

4aHarold C. Gardiner, S. J., "Flannery O'Connor's
Clerity of Vision," in The Added Dimension, p. 1l8&.

4jRichard H. Rupp, "Fsct and Mystery: Flannery
C'Connor," Commonweal, IXX1ix (December 6, 1Y63), 507.




Tslescopc. In cach cage, the attempt &t self-
sufficliency ende in defeat. lach of these characters
nes notnhing but the best intentions, yet, as Spivey
writes, & man without Jesus can only do evil, no metter
N S ¥ . .
how respectable he is. Both Shepparc snd Rayver nave
& little boy; at the end ol each story the child is
desd, at least in pert, because of the obstinancy of
thelr guarcians in refusing grace. Peden remsrks of
tris besic aspect of U'Connor's characters,
Trrough arrogence, self-suriiclency, stupldity, or
vorst of &ll pride, her people nhave sttemptec 1o
find their own sslvstion--even thelr groping,
inchoate search for love is primarily nsrcissicstic,
. « « &@nd 1in so doing they heve committea the
ardinsal sin of reaectlng the redemptive tfunction
of Christianity.”
Thus, the bgsic sin of U'Connor's characters is their
attempt to save tonemselves, rather then to accept the
grace witn wnich they are corrronted. However, one of
the besic facts in C'Connor's world is thet "Human

nto None of

beings cannct impose their terrﬁ upcn God.
these people is successiul in his attempt to redeem
nimself, and these ettempts ena in death or suomission

t0 grece--gnd sometimes betn. Not all of O'Connor's

4Spivey, op. cit., p. 201.

5":Llllcxm H. Yeden, The American Short Story,
v. 1%0.

46

Gossett, op. cit., p..93.
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cherecters meet witio ultimete cemnstion; however, those
thet ¢re saved sre not recessaorily spered the rigors of
conversion. &g Cheney observes, C'Connor's Christian
fiction 1s reslistic becesuse her cherscters who have

ceeived o 3 Akp e &7

recelved grace reteain human wesknesses. A chsracter
rosseseing both grace and wesknesg 1s the priest in her
etory, "The Enduring Chill." TFather Finn is called to
the bedside of asbury Fox, an atheist intellectuel who
feels thst a Jesuit will be able to carry on & culturel
conversstion. 4sbury begins by acking the priest his
cvinion of James Joyce and finds the results disappoint-
ing:

"I wonder whet you thinx of Joyce, Father?"

The priest lifted his chair and pushed clocer.

“You'll have to shcut,” hﬁBSaid' "BElind in one

eye and deaf in one esar."
When Asbury succeeds in msk ing himgelf hesrd, ¥inn
inferms him that he has net met Joyce, eand asks, "Do

. o o9 .

you s&y your morning snd night preyers? Finn (one

of C'Connor's rsre Catholic cherscters) is as human &s

could be wished, and his single-minded insistence on

4/Brainard Cheney, "“Miss C'Connor Creates Unusué&l
Humor Out of Crdinary Sin," SewR, IXXI (Fall, 1963),
651.

48Flannery C'Connor, Everything That Rises lust
Converge, p. 105.

49Loc. cif.

——
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Asbtury's prayer life 1s tolh humorous and a sign of his
priecstly vocstion. Drake cbserves that .
£he does not oversimplify either her chsesracters or
the dilemmas which confront them, or the conflicts
in which they are involved. And she certainly does
not offer Christianity as the simple solution or
pat answer to their enguish; if anything, it is
gquite the regerse——as indeec it is in the Gospels
themselves.
An exanple of the effect which the acceptance of grace
may heve on C'Connor's characters is to bte found in the
ending of "The Enduring Chill."™ Asbury has thought
himself dying of some rare aisease; in actuality, he
has contracted undulant fever while drinking rew milk
in an attempt at inter-racial amity with his mother's
Negro help. Asbury's plight is an ironic comment on
the efforts of man to solve his problems by his own
effcrts. Ffacing the collapse of his nsrcissistic
reveries of death, Asbury surrenders: "A feeble cry, &
last imposcible protest escaped him. But the Holy Ghost,
emblazoned in ice instead of tfire, continued, implsac-

able, to descend."51

O'Connor's portrayal of the opera-
tion of grace is far from pleasant or appezling to

natural, sinful men; Asbury finds salvation unpleasant,

50

, Drake, Flannery O'Connor: A Criticsl Issay,
D. 15.

51

O'Connor, BEverything Thaet Rises lMust Converge,
p. ll4. '




becsuse 1t cdestroys the iilusiong with which he hes
insulstea himself from the "lmplacable™ noverncnt of the

)

irit. There 1s irony in the fsct that his posturing

mn
—

[
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been over Bang's dicease rather thean over sone
incursvle, exoticeally fatal malady. Many critics find
& grim humof in C'Connor'c fiction; this humecr arpears
to be the result of the disparity between the illusions
which her characters cherich snd the reslity which
overvhelms them. Jacobson writes,

She is unwilling to séparate tragecy Irom a

terrible sna complete comedy; . . » She 1s con-

scious, in every rickety chezirleg, bizgﬁre garment

and clay rosd, of omnipresent nystery.
The comedy 1is terrible, beceause 1t unmasks every human
self-deception; it is inseparable from tragedy, becsuse
human seli-deception leads to destruction. Finally,
the mystery is omnipresent, because God confronts nmen
at every turn, and "For liss C'Connor the mystery of
mercy is at the center of . . . existence."s5

Becauge C'Connor's baeic theme is man's attempt

st evading the claims of grace, her view of Christ, who
brings the grace, is importsnt to an understanding of

her fiction. Dreke goes so fer as to ssy that “Jesus

52

“Josephine Jacobsen, "“Ai Cetholic Quertet,”
Christisn Scholar, XLVII (Summer, 1Y64), 152.

2Loc. cit.



21

ig finelly the jrincipei crierecter in ell kiss C'Cornncrt

v}

fiction, whether oxtstege or, in the words ana actious

: . 5
of her characters, very nmuch on."”

The portrait of
Christ which emerges from C'Conner's fiction scercely
resembles popular religious pilctures of Him, odut rather
more the work of such an srtist as Metthias Grinewald of
the sixteenth century. In this conrection, Gossett
stetes thet prettincss and respectability are irrele-
o2

vant to man's neec for grace The Christ who pursues

Terwater, in The Violent Eesr It Away, is "tleeding

[
n /b

stinking med, and certeinly, as Drske says of

C'Connecr's Jesus, "There is nothing sweet or sentimental
about Him and He terrifies before He can bless."57
The fact that terror (purgetion) must precece
recemption has caused scme critics to misfead 0'Connor
as presenting solely sz "God otf wrath." Rubin writes,
"The only elternative to & Goa of Wrath is a God of

Love . . f58

and in so saying, Rubin overlooks the
vossibility thet love and wrath may be complementsry

aspects of one God. In This seame peascsage, Rubin admits

_54Drake, Flernery C'Connor: A Critical Essay, p-1lhA
55

56

Gossett, op. cit., p.-89.

C'Connor, Three bty Flannery O'Connor, pp. 454-35.

57Dr8ke, Flennery C'Connor: A Critical Essay, D.17.

58Louis D. Rubln, Jr., op. ¢it., pP..68.
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tast the "o . . serricr walch |is) erected &geinst toe
. _ . . . 5Y ,
wreth, <ecps out ine Goc oI Love ag well." Love and
wrath ere attributce of the same God, and ¢orrective

0

R . , , . © . . .
iove 1s orten shown in God's wrath. This motif of

purifying love is citen embodiec Ey O'Connor in images
of flegme e&nd burning. Goc's mercy, symbolized by fire,
ray Le & "holy wrath" inscifar g 1t nececssarily purifies
the hum;n being of sin. C'Connor's God mey embody two
seeningly contracdictory aspects: purification through
mercy, and destruction by wrath.

1f Jesus is the implicit main chnarscter of
C'Connor's fiction, there is esrother character who also
plays an important role--Sstan. In C'Connor's world,
the tempter and father of lies is scmetimes more oovious
then the Receemer. &She has selad thet in her fiction the

. . : ol .
devil's werk 1s a necessary prelude to grace. Th

[¢8]

devil is often implicit in & human chnsracter: 1in the

gtcry, "Good Country Feople," the salesman is, as Welsh
i s 62 &
seys, & "'devil-double' or Hulga-- . . . " The

central chareacter of ithis story 1is & young woman whce

59Loc. cit.

bOGossett, op. ¢lt., p. 76.

blFlsnnery C'Connor, "4 Collection of Statements,"

in Yre Adaeu Dimensicon, p. 229.

(6}
no

Thomes F. Walsh, "The Devils of Hawthorne and

rery ('Connor," Xavier University Studies, V (June,
1z21.
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hes e Ph. L. in chilosophy and lives on ner mother: s
form. 4nlg young iecdy is extremely pitter and self-
esLuret. VWriginelly her nsmc was Joy, but she cneanged

it To Hulga in order to epitc her mother: "lre. Hopewell

wes certein that she [voy/ had thought anc thought until

she had 21t upon the ugliest nemé in any lenguage.”°7

dulga stays at nome, Decsuse she hss & vweak heert which

prevents her frem teaching at the university. Hopewell,

3
@

her mother, &s her

e

ame suggests, is incliined to opti-
mism a&nd & firm belief in "good ccuntry people,” who in
her view &gre the beckbone of the country. Joy-hulga has
a8 wooden leg which she flaunts in the ssme menner &s she
dces her name. But voy-tiulga 1s undone by a »pible
salesmen (whom Joy's mother considers "good country
people”). Joy-Hulga decides that the Bible salesmsn
gives her the chence to prove the superiority of her
atheism to Christianity, &nd she sets out to seduce him.
But the salesman turns out to be worce than she is.
Joy-Hulge 1is, at least, nonest about her atheism; the
calesman hides behind & mask of hypocrisy. ss he is
steazling her wccden leg, she gsks hic if he 1s not good
country people, and he replies, "Yesh, . . . but it

gin't held me back none. 1'm as good as you any day of

05O'Connor, Three by I'lannery C'Connor, p. 246.
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) o4 . .
the week." Tate writes that such charscters g the

65

Bible selesmen move ell of {'Connor's stories,

@]
H

»}(\

hough the s ction 1is naturali‘tic, it
oscible to cetermine Why the asction uuarus,
one posite & non-rationsl (not-reticnel)
iple of sucernctu disorder unuerlying the
ent tog rds the ruction of the central
ters '
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"he sslesmen reprcsents the supernstursl wihich dJoy-

Hulpa's retionslism rejects. Leccuse he represents

WY

nower (supernaturel evil) which voy-rnulga does not
reccgnize, the salesman is stronger than she is and
mocks her. While the story appears to end with dJoy-
Hulga's-defeat, there mey vde an indication that she now
is receptive to divine grace; after the salesman hss
telkeu her 1nto taking off her srtiricial leg, Joy-
Hulgsa's sttitude changes: “Without the leg she felt

entirely dependent on him. Her braln seemed tC have

d

torped functioning altogether and to be about sore
other function that it wes not very good at.“67
Joy-Hulga's self-sufiiciency hes been wrecked by the

selesman's theft of her leg, and there is the suggestion,

not pursued, that now she will pe open to divine grace.

Ibid., p. 260.

65A1Len Tate, "Flannery C'Connor--4 Tripbute,"
zsprit, VILI (Winter, 1v64),

SCroe. cit.
O70‘Connor, Three by Flannery 0'Connor, p. 260.
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nence it 1s thet thesge who 1nsist that C'Conner's
rer meeninglessly Gotnlc or existentially
zbsurd are incorrect. 1t hee been seen thet O'Connor

uses elements cf violence &nd grotesguery in crameiizing

ner Christien view of man &ss & sinner, rether then
employing these elements for thelr own sake, or lor the
sake of expressing an existentielict view of the world.
It vecomes clesr, then, thetl the basic corflict in ner
fiction is grcunded in her concept of Christianity; snd
the violence of her fiction arises froz her view of

mer's rejection of God Who pursues man with grace.



My view c¢f free will follows tradivicnal
Cetholic tescning. I con't think eny genuine
nevelist 1s interestes in writing aoout & world
of people who are strictly determinec. Lven 1if
e writes zpout charascters who are mostly uniree,
it 1s the sucden free action, the open pcssi-
piiity, which he knows i1s the only thing capable
or i1llumineting the picture snd giving it life.
S0 that while preaictcole predeterminec actions
have a comic interest for me, it is the free act,
the zcceptsnce of grace particularly, that I
always have my eye on &as the thing which will
make the story work.

Fiannery C'Connor,
"4 Collection of Statements”

Q'Connor's fiction exhitits two aspecte by which
God's pursult or man is empcciea; these are her atvtitude
towsra free-will, and her use of time and history as

the mesns Dy which Gea c¢enrironts ner cheracters. The

D

mphasis which 1s male upon the necessity to chocse or
reject Christ has been commented upon earlier in this
investigation. Nevertheless, one dlscusses again the
theme of choice, or use of will, &t this point, because
it relates to C'Connor's use of time, as seen in Wise
Blocd. As the novel begins, Haze, recently discherged

from tne ermy, is cn & train to Taulkinham, the city.



2%
li¢ hes founc his recsl home, tne nemlet of Xastrod,
Tennessee, completely decerted. C'Connor points out

Thet 1n the grmy, ¢ wae "converted to nothing instead

: o8 L . : .
of to evil." That 1s, he tninks hce has found & way

tec avold Jesus snd sin at the came tine:

". . . There wse no Fall cecause there wes nothing
to fall from end nc Recemption Deciuse There was no
Fzll end no Judgment bece&use There wasn't the firsg
two. Nothlng matters but thet Jesus wse a liar."®Y

Haze summarizes the mocern seculer ¢csce against
(o

4]

Lhristienity irn this sermon. 3Dut Eeze had & grandfatuer
who was & preacher who, &s part of his sermon, would
point to the boy &nd say thet Jesus woula never relent
o _ . 90 - L. |
in His pursuit of the boy. This pursuilt is exsctly

what Haze is afrazid of: thet he wiil not be able to

(')

vade Jesus. Haze's presching comes to an end when a
policeman pusnes Haze's 0ld Lssex over an embankment
because he did not heve & license. The loss of the
eautcropile is, for him, the loge or the church:

Heze stooc ifor & few mihutes, looking over &t
the scene. His rzce seemed to rerflect the entire
distance across the clesrning snd on beyona, the
entire distance that extenaed Irom his eyes to the
blank gray sky that went on, depth atrter depth,
into space. His knees ptent under hir &nd he sat

C'Connor, Three by Flannery C'Conncr, p. 17.

sy T. 60,

Oftia., p. le.
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ter rteing deprived oI cutomoblile, Haze ceeres
claspheming ena sinning anc mortifics hie flcgh, vwear-
ing berbea wire around his ctest, rocks znd broken
cless 1n his shoes, &and blinding himself with lime.

his accetlc pensnce is g more strictly Cstnolic theme
then 1¢ usually founc¢ in C'Connor's ricticn. Gossett
writes thet Heze in his blindress faces God.72 Rechnitz

1"

t laet ceaptured by Jesus, ". . .

]

observes thnst Heze 1s

H

Just as his grand

w2

atncr prophesieac he woula be, years
vefore. In this vwsy, will, or ﬂaze'é attempt to deny
hrist, is linked to time manifecst in the grandfather's
prophesy. O'Connor s88ys, in an 1ntroductory note to

Wise RBlood, thst, for her, Haze's 1nte grity lies in his

inepility to &void Jesus.r/4 Irn this novel, one seec,
firstv, C'Connor's prophetic view of history in the
O“Gndfutaer s preaching thet the boy would ope uneble %o
avoid Christ, and, secondly, O'Connor's view of freewill

In her note to Wise Blood, she writes, ". . . free will

does not mean one will, but many wills conflicting in

/aGossett, op. ¢it., p. 90.
7§Recnnitz, op. cit., p. 3lb.

74 ‘0'Connor, Three by Flarnery C'Connor, p. 8.
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cne nman. tiezel 1notesg hesg conrlicting wills tovarc
ana aweay from Christ; cnd, ror most of the novel, nis
will ewey from Christ dominates. &% the enc, however,
hils will towsard Chnrist triumpns, &nd he takes up the
penances wnich culminate in his death. Self-mutiletion

might rot impress one as pelng perticulsrly laucable;

ct

however, Garainer quotec & statement of C'Connor's on
the relationship of gooc and evil:
FMost of us heve lesrned to be dispassionate about
evil, to look 1t 1n the face end fina, as often as
not, our own grinning reflections with which we co
not argue, but goo¢ 1s gnotner matter. XYew have
starea &t that Llong enough to accept the 1zct thet
its face toc 1s grotescue, tn&& in us the good is
something unaer construction.
In other vwords, in this fallen woerld, good appears gro-
tesgue and distortea, sncd, thus, what Haze coes to him=-
gelf, while 1% 1is assuredly violent, is not necesssrily
evil. In O'Connor's worlc, it mey be the only wey in
which Haze can prepare himcelf for desth. Some critics
heve misreed this final section of the ncvel, particu-
larly Haze's self-blinding, but Stelzmann points out
that this act is & vieible sign of Heze's acceptance of

grace, not &n indication orf his further commitment to

[
7)100. cit.

P -
Gerdiner, op. cit., p. LE8.
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Linilzen.

Another chereccter in wise 3looa, Lrnoch Zmery,

1aze cell for & "new

n

supplies Haze with

(]

esus,
the "new Jesus," by stealing & mummy from the museunl.

in great snger, haze hurls the mummy agseinst the wall
where 1ts head purcsts open end the "trach inside' sprays
The obvious suggestion is thet Haze's preachiing
of the "Church without Christ" emsnetes from "trash' in
the head. Rechnitz ststes that in the "new Jesug" Haze
is confrented with the fact Thet the Cnurch without
Christ is besec ugon the worship or notning.79 Eechnitz
further expleins, however, tnet Hzze's comﬁitment has
resulted in the crestion ofr God 1in the "new jesus.”tjo
But surely this observeticn is & misreading of the
nupny's significence, which Rechnitz rightly observes
end Haze rejects. The point would sSeem to be Théet man
on his own can create nothing petier than a driec up
rummy, not that Heze hes somehow 'treated Goa." Rechnitz

is rezding C'Connor as an existentislist, which approsch

//Ralnuif L. Steltzmann, "Shock and Ortnocoxy:
An Interpretation of Flannery ('Conncr's Novels and
Snort Stories," Xavier University Stuaies, II (kercn,
1$6%), 14, Sec also, Sulliven, op. cilt., p. 25 and
Dowell, op. cit., p. 2%9. - :

780'Connbr, Tnree py Flsnnery C'Connor, p. l02.
79
80

Rechnitz, op. cit., p. 315.

4

Loc. cit.
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igs 1nspvropriste, vecwuie cs & Christian ('Connor 1is

nitted to &n objective orcer crected by God, not xen.

T e A P B W P F S mt pmde T}y ~ vy . o N .-
Recanitz'e mexim, "Luificieniuly committed men can

create God,"

to the

reads

gble:

acceptance (not cresticn; of grace.

observes, Hesze cenunct control his own destiny.

mocdern world" which C'Conncr scorned.

51 is really & reflection of the "adjustmen

Haze's self-blinding se en affirmsticn of humen-

But ESteltzmenn'e view 1s surely Jjust os reason-

Feze's self-blinding is the vieible gign of his

85 Ag HofIman

84 It is

the sttempt to control his own fate, to rely on his own

fforts solely, that is, for Christianity, msn's besic

gin.

48 a Christian, C'Conncr viewed God zc the Lord

of history. Terwstcr, in The Violent Bear It Awey, has

been taught about

History beginning with Adam expelled from the
gerden enc going on down through the presidents
to Herbert Hoover sand on in speculation towggd
the Second Coming and the Dey of Judgement.

in Th

o8

lLoc. cit.

o

loc. cit.

ante, note 40.

L . .. . - a .
Frederick Hoffman, "The Search for Redeuwption,"
Lcdea Dimension, p. %9.

85O'Connor, Three by Flaennery C'Connor, p. 305.
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mence, beta tne gecona Comilng ana Judgment Day exert
Tacir prescnce on U'Cennor's rictlonsl woricd. The con-
cept of history procscnted to Tarweter celfinitely con-
ceives of alstory es neving bcen planned ana ruiec DYy
God, @nd so, in ('Conncer's ficticn, hictory recomeg cone
of the mcané by waich God conrronte men with jJuozment

snd resexption. Cne way 1n which she aschileveg this

(83

er rresentetion of the contlict of onc

view 1s through

w3

P

senerctlion with enother. A ccgse in point 1s the story
in her Iirst collection, "4 Late Zncounter with the
wnemy." Herc, the eifect of history on the protagonist

is so stronz that it is almost personified. The iaero

~

is General Tennescgee Flintrock Sesh, who lives wlth his
granacaugnter, Sally Toker Sash. Sally, who has been

going to college for yeers, 1s rinally ready to graduste.

ze at

She wants her grencfather to Ze ceasted on the sts
her commencement end c¢reame of sgying to the audience,
"'See him! See him! iy kin, &ll you upstarts! Glorious

. X X . - itk e'S)
upright old men standing ror all the old traditions!'"

@)

f course, Generasl Sscsh is nelther glorious nor upright—
in fact, he aoes not remember the Civili War 1in wihich he
waeg suppocsed to be, but probebly wss not, & general.

The General ". . . didn't have any use ror history

&6O‘Connor, Tnrce py #lannery u'Connor, p. 224.
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Coceune ne never exyectec vo oeel 1t egealin. rhe

[
w

Gencrael nes been 1in pored rrocesslons celcre ena

[

en
likes the attentilon which they attora nim. Being the
center of attention is the only reasscn thst he will
consent to appesr at Bslly's greaustion. Becsuse oI
his age (one hundrea and four) he has to be tasken onto
the stasge in & wheel-chsir. Selly's nephéw, John Wesly
Poker Sesh, who 1is fo wheel the old man, ic & Boy Scout
gnd will wear his unizerm, Just &5 the old man will
wear a Conrederate general's unirorm. 4s the long line

raduetes wincs into the suditorium under the hot

g

ot ¢

{

cun, Sally spots John %Wesly &na the General at a coke
machine and hurries them back stagé. Once the cere-
moniles beglin, there 1s some oration atocut the pacst:
"'Zf we forget our past,' the spesker was saying, ‘we
won't rememper our Iuture &nd 1t will be as well Ior wve
won't have one."o This psueao~-rhetoric is the veroal
eguivalent of the o0ld Gernerel's sitting in his wheel-
chair mumbling to himself. He 1s irritated by the
orstion and the rusic that followes. He discovers tast

there is a ncle in his head:

It was the slow black music thaet had put it thers
and Though most of the music head stopped outside,

d/Loc. cit.
“CIbid., p. 240.
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There was ¢till o lituvle of Y . .
0 the cdark place

~etiving une worag hc assr. int
nis brein.®

oi
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ct ('I'

in otner words, tne “"slow oleck music" nes brecachec the

t. &5 the graduzstes

(J)

~
(=R

ole men's defenses sgsinet his

w
'U

file onto the stege to receive thelr aiplomes, the

"black procescion” vecomes for nir the pest which he hea

evoldec:
As the music swelled out toward him, the entire
peet copened up on him ouv of nownhere ana nhe relt
his body ridcled in a hundrec¢ plscces with sherp
stabs of pain . . . . Tomen suddenly he sew thst
the ptlsck procession wes almost on him . .+ . . He

made such a desperate errort to see over it cn

find out whst comes ezfter the past that his heand, .

clenched the sworc until the blade touched bone.a
General Sash's attempt to rorget and avold the past,
nowever, 1s Iutile and ends in his death. The General
hed not reaiized theat sonmetaing ". . o comes alter thne
past,™ and 1t is this something, divine Jjudgment, thsat
makes nis death more horrible. General Sash coulid not
forget the past, pecause 1t was 1lmpossible for him not
"to meet it agein." [Tne story ends with John Wesly,
unawsre that the old man is dead, “waitiné now, with
the corpse, in the long line at the Cocs-Cola machine."el

Zvidently, the Boy Scout will rere no better than




Ceneral Tennesgsee Mlintrock Scghy John vesly 1s inter-

cetec only in his cwn comiort &nd coes not vey enoiugh

mn

sttention tc the old mun cven to reelize thet he is deed.
Irn an esiey on the necesegity of teaching ficticn
as & sucject thst hss e history, G*Connor wroue, 1in
enswer to the erzument thet welern novels preczent the
student with the reclities of his cwn time end thereiore
sre of more interest 1o him,
The fact thet theee vicrks !@on—modern ot} v;*ﬂ do
not present hiw Ehe gtudent] with the recelities of
his cwn time 1s 21l to the goed. He 1s surrounded

ty the reslitice of his own time and he hss no
perspective whetever fror which to view them.”

C'Connor implies thet true knowledge is beced upon

“historicel perspective, snc she certsinly discours

X Gges
thet idolizaticn of the contemporeneous wiaich 1s at the

root of so meny of her characters' sinfulness.

- in exsuple of her use of historicel perspective
s & meens cf knowledge, znd, indeed, confrontstion,
occurs in her story, "Yerker's Back," which appeared in

the post-humous collection, “vchthn@ That Rises lMust

Converge. In the story, C. L. Ferker has married a
cirl, Sarah Ruth, who does not approve of his tatoos.

n95

She insists that these are '"vanity cof vanities.

G2, "t . e . . Y

7“¥lannery C'Cornor, "i Subject with e History,"
in The Added Dimension, p. 266.

9%

C'Connor, cverythine “hat KHises lust Converze,




LLoAnTE LeCOomy WOrse nd ucerse for IFerker, cnd finally
re ccclaes te obtein another tateo-—-thic time, one woich
willl plezse hig wife. The tzrtco ertist gives Ierker &
gook ¢f reprecducticns from which he 1s to chouose the
victure of Ged for nis rnew tetoe. The tatoo artist
tells Ferker thet the up-to-cdate 7iciures sre in the
pzck of the book. Terker sterts with them end works
his way back into time. The first pictures sre
"reacscuring,” btut the furtner back he goes, the less so
the pictures becomne: |
Cne snowed & gaﬁnt green cdead face streskes with
blocd. Cne wes yellcw with sapgsing purple eyes.
Farker's hesart beat fecter and feeter until ;t
o»leorco LQ be roering inside him like & great
generstor.
In leafing backmards through the bock, Ferker leaves
the modern, secular world in which he is insulated by
custom ané hebit frorm the realitieé of judgment anad
recemptiorn and 1s brought fece to fesce with representa-
tions of thece reglities. Finslly, he chcoses &
.Eyzantine Christ with "sgtern cll-demsnding eyes.”
Szrsh Ruth considers the tstoc to be not cnly venity
but blzephemy, =nd cdrives him out of the house with &

trocm. But Perker hss hed his confrontetion with the

cleims of divinity snd ends up lesning egainst z tree,

— e ——— e e - ——

Gho .- -
7TIkbide, w. 234,
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sobbing. The relstionship of history to O'Connor's
fictional world is perhaps best summarized by Drake:

Indeed, the world of Miss O'Connor's fiction

seems to walt hourly for Judgment Day--or some new
revelation or perhaps a transfiguretion, in any
ziziéesgiie?%%g thet the Almighty is still "in
This statement is clearly relsted to the Christian
concept of God as the Lord and Judge of history, and,
in each of O'Connor's stories, there is "some new reve-
lation or . . . transfigurstion" which affects one or
more of the characters: history is a medium through
which God confronts man.

O'Connor's view of free-will and her use of
history having been investigated, it may be seen that
she considers the problem of free-will to be a conflict
between many wills in one man. In her fiction, the
charactexrs are under the necessity of deciding for or
against Christ, and this necessity provides the conflict
in her fiction. History is one of the mesns by which
God confronts man; it has been shown that the attempt
to deny the past leads to destruction. Also, her

characters must have historical perspective to under-

steand the human condition.

95Drake, Flannery QO'Connor: A Critical Essay,
p. 18.
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This 1s the dezsd lend
This 1s cactus land
Here the stone imac

2ces

Are raised, here they receive

The suprlicetion of 2 desd men's hana
uncer the twinkle of & fading star.
. 8. uliOt

"The hHollow len"

he corn wag orient &nd immortal whest,
which never should be reaped, nor was ever
sown. I thought it hac¢ stocd from ever-
lesting to everlestirg. The ducst and stones
of the street were as preciocus gold; the gates
were et Iirst the end of the world . . . .
Iternity was menifest in the light of the day,

sand som cthinb infinite behiné everything
apreared: . . . .

Thomas Treherne
"Centuries of Meditations,"™ III. 3.
In O'Connor's fiction, setting and place ere
very importent: she used degcriptions cof place to chow
piritual end ps chologlcal realities &nd to show the
conflicts &nd changes in personeiity undergone by ner
chsructers &s they resct to Cod's pursuit. Two atti-
tudes about the Christian view méy be seen in her
fiction: the Christicsn's attitudé towerd the worla is
coubtle: flT;u, the worlc wés crea tcd by Go¢ &nc 1is,

therefore, ¢ood und testifice Lo Him; sccondly, this
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world 1s fellen from grace and has come under the power
of evil and 1s, therefore, in enmity to God. LHfurther-
more, she meékes & deliberate use of place--setting and
objects--botn to illuminate the inner ststes of her
cheracters and to confront them with God. Quinn points
out that her “country" is, explicitly or implicitly,

1,96

sacramentea In a book review, she wrote that the

poet's attempt is to ". . . penetrate matter until

w97

spirit is revealed in it. If spirit is to be
revealed in matter, this certainly indicates that she
did not intend for-the country of her riction to be
purely naturalistic. &£cott déscribes her use of
nystery as an over-abundance of meaning, rather then an

98

unknown quelity. This view of mystery means thsat

O'Connor's use of the world es sign or symbol is the
result of her thorough attention to reslity. Gossett
points out that O'Connor builds from "literal facts at ’

n9Y

the natural level. O'Connor herself thinks,

the writer's vision is literal and not naturalistic.
It is literzl in the same sense that a child's

9OSister M. Bernetta Quinn, "View'frpm a Rock:
The Fiction of Flannery O‘Connor and J. F. Powers,"

Critigue, II (Fall, 1958), 24.

97Flannery C'Connor, "Review of The Phenomenon of
Man,® American sScholar, XXX (Fall, 1961, 6l8.

98Scott, op. cit., p. L&1.

—r—

Y9Gossett, op. cit., p. 78.
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arawing is literal. U“hen a c¢hilda dravs he docsn't
try to be grotesgue but o set down exactly what he
3¢es, and as hls gsze 1s direct, he secs the lines
that create motion. I an 1nte588ted in the lines
that create spiritual motion.t

O'Connor obviously intends that the vision in her fic-
tion be focused on spiritual events. One way in which
she achlieves this focus is %0 use a physicel fact &s the
carrier of a spiritual fact. 4n obvious instance is

the waterstain in "The Enduring Chill" which becomes the
Holy Ghost descending on Asbury. Duhamel writes that

in O'Connor's metaphors the . . . specific centains

n101 Gossett

under tension an snalogous universal.
points out that O'Connor uses ratursl objects and events
to show man's inner tensions. Thus, any close reading
of O'Connorgs work should teke its bearings from “the
lines that create spirituel motion." There are several
*kinds of physical fact used by her in drawing these
lines: physicel deformity of the charscters, objects
associated with the characters, landscape as an enalogue
for spiritusl reality, and, finaelly, "country" used to

indicate & charecter's spiritual state. "Country" in

O'Connor‘s fiction finslly meens something beyond locale,

lOOQuoted in Ihzb Hessan, Radical Innocence, p. %M.

101y, Albert Duhamel, "The Novelist as Prophet,”
in The Added Dimension, p. 92.
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setting, emblemetvic obJects, or even & percepticn of
tae mystery of nature; in ner ficvion, all men are away
from the "true country® which they enter only by faith}02

Maﬁy of O'Connof‘s characters have.some physical
deformity. Joy-Hulga, in “Good Country People,"
discussed earlier, has a wooden leg which fescinates
the Bible szlesman. When he steals it from her, he
deprives her of the seli—assurancé she has exhibited
throughout the story. Thus, the leg suggests the arti-
ficiality of the ideas upon which she has based her life.
Asbury's undulsant fever, in "The Enduring Caill," is
clearly relsted to his spiritual mzlady of artistic
sterility. Rufus Johnson, the Juvenile-delinquert pro-
tegonist of'"The Lame Shell Enter First," has a club-
foot. He ismcounseled by Sheppard, who is City Recrea-~
tional Director and also counselor at the reformatory.
Sheppard feels that Rufus' ", . . mischief was compensa-
tion for the foot."Y7 Sheppard thinks thet, if he cen
convince Rufus that the clubfoot is not a thing to be
ashamed of, Rufus will nct commit any more crirmes.

Rufus knows better; to Shepperd's statement, "You don't

lOzRobert,E‘itzgerald, "The Countryside and the
True Country," SewR, LXX (Summer, 1962), 39%4.

7 : .
‘an'Connor; Everything That Rises Must Converge,

p. 149.
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nave to make up for thet foot," he replies,
"Listen &t bhim!" he screamed. "I lie and steel

use IL'm good &t it! The lame shall enter

*st! The hzlt'll be getherea together. Wwhen T

t ready to be seved, dJesus'll save me, E8t that

lylﬁg stinking atheist, not thet . .

l

[ RN e
(D [ 6] ['(
H(\

Rufus' deformity, then, is not an emblem of something
which can be set{ right by human effort, but rather the
.spiritual deformity to which human nature is subject as
a result of the fall. Sister Rose Alice says thet
O'Connor uses physical and mental deformity to symbolize

her view of the human situation.lo5

Perhaps, the most
extreme example of physical deformity in O'Connor's.
work is the hermaphrodite in "A Temple of the Holy
Ghost." It is interesting to ncte, particulerly since
this is one of her few stories deeling with Catholic
characters, thst this most extreme exemple of deformity
is the occasion for complete aqceptance of the defor-
mity. The protagonist is a twelve year old girl whose
family is visited by two fourteen-year-old girl cousins.
This pasir has been told at convent school thst their

bodies are temples of the Holy Ghost. They think this

statement extremely funny and cell each other Temple Cne

10%1pbi4., pp. 188-9.

lobsister Rose Alice, "flannery C'Connor: Toet
to the Outcast," Renascence, XVI (Spring, 1l%e&4), 127.
56653180’ Drake, Flannery O'Connor: A Cri?ical Ess88Y,
p. -
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er.é Temple Two. But the phrsse pleases the little
girl when she hears it, snc she feels as though she has
been given a pr.:—:sent.]‘O’O he two older girls go to a
fair where one of the sideshows is a hermsphrodite who
stetes, "God mede me thisaway and 1f you laugh He may

strike you the same x.wy."lo'7

The child does not under-
stend her cousins' accouht ¢f this, but she associates
the fresk's acceptance of deformity with the descrip-
tion of her body as a tewmple of the Holy Ghost, and
’Athis associatvion prepares the way for her new spiritusl
insight. During lMass, when the priest elevates the
host, sae remembers the hermsphrodite's phrase and,
thus, connects acceptance of Ged's will with the passion:

108

of'Christ. The motif is brought to completion in

the last sentence of the story:

The sun was a huge red ball like an elevated Host
drenched in blood and when it sank out of sight, it
left a line in EB@'SKy like a red cleay road hanging
over the trees.

As Hoffman points out, this image heightens the herma-

110

phrodite's acceptance of deformity. But, even more,

106

O'Connor, Three by Flannery O'Connor, p. 1l&5.
9%1p14., p. 191.

lOSIbid L) p' 1350
109

110

Tbic., p. 194.
Hoffman, op. cit., p. 57.
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it shows how the world has become senctified for the
child through the acceptance learned irom the freak's
example; for her, as for Treaherne, "kEternity was mani-
fest in the lighs of the day « « « " The worlid points
beyond itself; the "red clay road henging over the
trees" 1s the path to the presence of God.

Friedmen discusses O'Connor's use of objects
associated with & charscter to portrsy psychological

. 111 . X . . .
actions. He points out Hazel Motes, in Wise Blood,

112

as the best example. Haze's dependence on the old
HEssex from which he preaches is clearly an snalogue for
his espiritual staste. When his cer 1s destroyed, he is
no longer able to preach his anti-gospel, but turns to
mortification and penitence. RgRufus Johnson, in “The
Leme Shall Enter First,” clings to kis old prosthetic
shoe and rejects the new one which Sheppard buys in
hopes of changing Rufus's attitude. Ruius obviously

identifies his o0ld, wornout shoe with his spiritual

state, and the new shoe with the state to which Sheppard

attempts to convert him. In The Violent Bear It Away,

Rayber, the materialist uncle, weasrs a hearing aid.

3 . . .
l*lFriedman, “Flannery O'Connor's Sacred Objects,”

in The Added bimension, pp. 1Yo-206. See also, Irvin -
lalin, op. ci%., p. Lll4; Gossett, op. cit., pp. 84;85.

lleFriedman, “Flannery O'Connor's Sacred Ubjects,"
in The Added pimension, p. 200..
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Terviater, the boy prorhet, pours his scorn on tnis
device: "What you wired fcr?" he drawled, "Loes your
head lighf up?"115 Tarweter is implying that Rayver ic
already less then human, the result to be ekpected from
Rayber's materielistic philosophy.

OC'Conncr's use of place extended to.ner concept
of region. <The present author will next investigste
this concept. As she wrote, “To know one's self is to

know one's region.”114

Her region was the Americéen
bSouth, which is embodied 1in her writings in all of 1its
peculiar rhythms of speech, thought and action. Ihab
Hassan characterizes the South as opposites held in
tension:
The South, of course, is a place where the dizlectic
of innocence and guilt, communion and estrangement,
primitivism and ceremony, can be clearly observed;
it is a place where the Frotestant mind and the folk
spirit have not succunbed entiiigy to business
ethics or urban impersonelity.
This "dialectic“ often is used in U'Connor‘s work &as a
means oI establishing a tension between city and country,

although, as Drake shows, there is no "Edern-Sodom"

115O'Connor, Three by Flennery Q'Connor,p. 566.
lqulannery 0'Connor, "The Fiction Writer and
His Country," in the Living Novel, p. 1l63.

llslhéb‘Ha$San, Rzdical Irnnocence, p. 79. See
2lso, Duhamel, "“Flannery U'Connor's Viclent view of
Reality," The Catholic World, CXC (kebrusry, 1960), 281.
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dichotonmy of country &nd Ciity 1n ner wcrk. Whet -
oftvten happens in C'Connor‘'s fiction is that the "good

country people" go to the city and are confronted with

alienstion andrimpersonality. Znoch Zmory in Vise Blodd,
for insvance, goes to ‘raulkinnem anc makes no frienas |
and finds no fulfillment until he attaches himself to
the fanatic Hazel Motes. Enoch steéls a gorills suit,
and after he has donned it,
No gorilla in existence, whether in the jungies of
Africs or Celifornia, or in new York City in the
finest apartment in the world, was happier et that
ggggggeghigofg%s one, whose god had finally
This donning of a gorilla suit may be intended to sug-
‘gest the Christian concept of having “put on the new
man . « « .7 (Col. %:10.) ZEnoch has succumbed to urbsan
impersonality and undergoes a kind of reverse evolution.
The god which has rewarded Enoch is the dessicated
mumny stolen from the museum and presented to Haze.
Also, in this scene, Celiforniz and *“the finest apart-
ment" are egustea with Africa &s likely haunts of
goriilas, suggesting that even in tnevheart of a city,

man has not escaped his essential nature, no matter how

meny layers of civilization there are on the old Adan,

11

6Draké, Flannery O'Connor: A Criticsl Essay,
p. 19. .

ll‘7(‘)'Com:mor, Three by Plannery O‘Connor, p. 108.
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who 1s disobedient to God. 18
Q'Conncr's use of region involves another dia-
lectic of opposites in tension. Urake conments on how
certain O'Connor characters lock upon nature as some-
thing to be exploited: "To them, it may be Jjust one
more ccmmodity; it certainly holds no particulaxr
mystery for them.'? So that, as well as th van-
mys v . o} ., 8S we S € urban
rural tension, there is in her work a tension between
neture as commodity and nature as mystery. ©'Connor
writes,
"country" . . . . csuggests everything from the
actuzl countryside thet the novelist describes
on, to, and through the particular chasracteristics
of nis region ana nis natioa, and on, through, end
under all of these to his true country, which the
writer with Christian convictionfzgill consider to
be what 1s eternal and ebsolute.
These levels of meaning are present for the "country"
in any of C'Connor‘s fiction. Beginning with the
“actual countryside' she constructs her stories in such
a way that at last the *“true country" of the characters

is made plain. Of course, they do not all enter their

true country, but most of them apprehend it,'at least

1 _ L i
l"SDJ:'al\:e, Flannery (C'Connor: A Critical Xssay,
p. 19. See also, Gossett, Op. ClT., P. /Y.

llgDrake, Flannery O'Connor: A Critical BEssay,

p. 40.

lZOO'Connor, "The Fiction Writer and His
Country," in The living novel, p. 158.
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negatively. A story which illustrates this, as well as
what has Just been said about the double view of nature
as mystery and commodity, is "4 View of the woods."
This story deals with old Mr. Fortune and his grand-
daughter, liary Fortune Pitts. The 0ld man owns & great
deal of land on which mMary Fortune and her femily live
at his mercy. DNMr. Fortune despises the Fitts, but he
thinks that the child has his blood and will follow in
his footsteps. Mr. Fortune ié slowly selling his land,
to the discomfort of all the Pitts, except Mary Fortune.
The old man says of his son-in-law, “'Any fool thst
would let & cow pasture intertere with progress is not

on my books.‘"121

Of course, progress includes more
wealth for Mr. Fortune. The one disturbing element in
his granddaughter is the fact that she allows her father
to beat her without resisting, and, in fact, she will
never admit to the old man that her father has beat her.
He can not understand this submission; because, "It was
ag8 if it were he that Pitts was driving down the road

to beat asnd it was @s if he were the one submitting to

122

ig.” The crisis of the story occurs when Mr. Fortune

decides to sell the lot in front of the house &8s a site

121

O'Connor, Everything That Rices Must Converge,
P. 55. ‘

122114, , pp. 61-62.
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for @ gas cstation. All the Pitts, including Mary
Fortune, oppose this:

"We won't be able to see the woods across the
road," she said.
The old man stered at her. “The woods across
the road?" he repeatea.
“We won't be able to see the view," she seaid.
“"The view?"™ he repeated.
"The woods," she said; “we won't be able to see
the woods from the porch." 12
"The woods from the porch?“ he repeated. Z
The old man does not understand, because he can not
perceive the mystery inherent in the woods across the
road; 811 he czn see in nature is something to ve
bought and sold for & profit. Mr. Fortune attempts to
bribe Mary Fortune, but he does not succeed. 4t last,
on the way home from town, he decides to beat her after
she hase thrown a pop bottle at him for selling the lot.
But Mary Fortune fights back, which is not what he
expected, and in tke struggle, Mr. lurtune kills her.124
the old men sinks back against the trunk of one of the
pines which run down to the lake shore, and his heart
‘expends so that he feels it is pulling him toward the
water:
. « o suddenly the whole lake opened up before
him, riding majestically in little corrugsted folds

toward his feet. He realized suddenly thet he
could not swim and. thet he had not bought the

1251pid., p. 65.

124Loc. cit.
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boat.125
Water (the lake) may be taken in this context to sug-
gest not only the transiticnel element between life and
death,126 but also that mysterleV to which the o0ld man
has been btlind 8ll his life. As he faces the crossing
of the waters of death, tr. Fortune realizes that he
can not swim, that is, thet he cegn not overcome death
by himself; and he reelizes further that he has not
bought the boat, that is, he has not found the grace
which would enable him to cross over the waters to a
new life. Mr. Forfune's final state is likened to &
bullcdozer: )
He looked around desperately for someone to help:
him but the place wes deserted except for one huge
yellow monster which sat to thne side, iggstation-
ary as he wag, gorging itself on clay.

Mr. Fortune has become in desth like the machines to

which he sacrificed nature. If, as seems likely,

Mr. Fortune's "true country" is a bLantean Inferno,

perhaps his eternal occupation will be gorging himself

on red clay ana spitting it up with "a deep sustained

1257p34., p. &1.
lZ'E’J. E. Cirlot, A Dictionsry of Symbols, p. 2%6.

1271pid., p. s45.

126O‘Connor, Everything That Rises Must Converge,

p. 81.
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nausea and a slow mechanical revulsion . « . .”189

O'Connor has cormmentea vanat,
Art requires a delicazte adjuctment of the outer
and 1inner worlds in such & way that, without

changing thfig nature, they can be seen tnrough
each other.+2 ‘

This edjustment is precisely what occurs in & passage
such as the one Just quotea from "A View of the Woocds."®
It involves what she has elsewhere called "a descent
through the darkness of the familisr . . . ,“151 that
is, a passsge into the mystery which she felt behind
the world at every point.

The fullest development o:r the “country” motif
is the concept of man es a dlspléced rerson who can
only return homé by God's grace.l?2 A lorng story in
O'Connor's :irst collection is entitled "The Displaced
Person." Here, Mrs. Mcintyre is a widow rurnning & farm
by herself. &She is one of the péople who see nature as
a commodity, not & mystery. Hher hired help are the

Shortleys end two Negroes, but she is convinced by 2

priest that she must add & Polish refugee, the displaced

1291pia., p. 55.

lBOO'Connor, "The Fiction Writer and His Country,*
in The Living nNovel,.p. 1l65. :

lle'Connor, “A Lecture," in The Added Dimension,
p. 279. _ : -
132

Dreke, Flennery C‘'Connor: A Critical Escsay, p.28.
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person, %o the number. Y‘Yhe Pole, Mr. Guizsc, turns out
to be & very harc anc efiicient laborer, putting both
the Negroes and the Shortleys to shame. Mrs. Shortley
collects her family and flees, dying enrocute. Then,
Mrs. McIntyre discovers that Gulzac has arranged for
the young Negro, a halfwit, to marry his cousin in
Poland. This is an attempt to enable the girls to
enter the United States. dMrs. McIntyre, of course, is
shocked. Guizac is killea eccidentally, and aiter that
the farm goes to pieces, and Mrs. Mclntyre, in poor
health, is left with nc one but the priest Who is
attempting to convert hef. This brief summary of tiae
plot does not suggest any idea of the themé or meaning
of the story, however. F;tzgerald has written an article
in snswer to a Time reviewer who thought the story was
somehow azbout the degeneracy of the South, or a sestire

133

on farm conditions. Fitzgersld, nevertheless, points

out thst most of O'Connor's charscters are c¢isplaced,
not regionally, but spiritually.l34 One major element
in the story 1s the unfolaing porfrayal oi the charac-
ters as being displaced from their "true country."” The

story is diviaed into two sections, the first dealing

laﬁFitzgerald,_gg. cit., p. %8l.

13%7pid., p. 294.
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with Mrs. Shortley ena the secona with fMrs. McIntyre.
Sister Joselyn, points ocut that the story deals witn
divine chérity ana the Incarnation,155 end she sees the
helves of the story united by Mr. Guizac encd the
peacock &s analbgues ot 0hrist.156 The main point of
Joselyn's article is twofold: Hirst, wuizac and the
peacock form centers of definition for the other charac-
ters.157 She writes, |

As each major character defines himself in rela-
tionship to lr. Guizac, so that character defines
himself in relation to Christ. "As long as you 138
did not do it for one of these least ones . « « .
Thus, both Guizac and the peacock become means by which
Christ confronts man. beéondly, the peacock becones a
particularly definite emblem of Christ. Sister Joselyn
develops this point thoroughly, but most particularly
in reference to a scene involving the priest.139 This
particular peacock is the last of those owned by
Mrs. McIntyre's late husband, '"the Judge.” GShe detests

the birds end has let them die off. The priest, however,

155Sister M. Joselyn, "Thematic Centers in 'The
Displaced Person,'" Studies in Short Fiction, I (Winter,
1964), 85.

136

Ipid., p. 87.
1371p14., p. 86.
1381pi4., p. 87.
15910c. oit.



54
is fescinated by it. #rs. Mcintyre and the priest are
conversing when the peacock spreads his tail:

Tiers of snmell pregnant suns flosted in a green-—
gold haze over his head. The priest stood
transfixed, his Jaw slack . . . . '"Christ will come
like thet!" he ssid in a loud gay voice and wipe%
his hand over his mouth and stood there, gaping. 40

The action has quite the opposite effect on Mrs.
McIntyre: "Christ in the conversation embarrased her
' ' wlal

the way sex had her mother. Mrs. Mcintyre does not

feel 2 need for surernzturslism: “Thet men is my salva-

t:ion!"ll'l"2

She feels that she can rely on the hired help.
The priest breaks a modern %taboo by mentioning Christ
in a conversstion about mr. Guizac. Mrs. MclIntyre con-
tinues the conversation from that point, "'Mr. Guizac
didn't have to come here in the firest le.ace,‘"lur3 but
the priest seems not to hear:
"He didn't have to come in the first place,®
she repeated, emphasizing each word.
The o0ld man smiled absently. "He came to
receem us," he said and blandly-reache§4£or her
hend and shook it and said he must go. o

‘The peacock has set the priest‘'s mind on Christ, and he

140O'Connor, Three by Flanne;z O'Connor, p. 291.

.- 141Loc. cit.

1421144, , p. 270.

31pia., p. 291.

Ioe. cit.
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misunderstands Mrs. Mcintyre's f rence to Gulizac.
Later, Mrs. Mclntyre makes nér autltude toward Chricst
absolutely clesr, "'As rar as iL'm concerned,' she seid
snd glared at him fiercely, 'Christ was Just another
D. P.'"}45 Mrs. McIntyre finally realizes that she, too,
is displaced. At the end of the story, Guizac has.been
gccidentally killed:

A She felt she was in some foreign country where the
people bent over the body were natives, and she
wetcped like & stranger while {Eg dead man was
carried eway in the ambulance. '

The last paragraph tells of her subsequent loss cf the
farm and her health until at the end there is only the
priest who comes to talk to her. BEut her realization
of her displacement, her estrangement, may be the.
beginning of her wisdom. &the loses gll her worldly
goods but has s chance to obtain something better.

Mrs. Shortley 8lso comes %o an awareness that
'she has been displaced. ‘Lhe first section of the story
is concerned with Mrs. shortley, who is introduced as
"the gisnt wife of the countryside, . . I gne is

followed by the peacock, whose “reed-like neck was

Y51bia., p. 294.

%61piq., p. 299.

1471bia., p. 262.
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drawn beck @s if nhis attenticn were fixed in the dis-

tence cn something no one else could see."148

The pes-
cock has been shown as an znaleogue of Christ by Joselyn,
and Fitzgerald writes,
An unpredictsble splendor, a map of the universe,
doted upon by the priest, berely seen by everyone
else: +this is a ﬂetaphor, surely, for God's orcer
end God's grace.l 7
In other words, the peacock is a sort of map of the
country of God's grace from whicn all of the charscters,
whether or not they are asware of it, are displaced. Tihe
peacock is described in these terms when he has Jumped
into & tree before Mrs. ghortley:
She might have been looking at a map of the uni-
verse but she didn‘t notice it any more than she
did the spotes or sky that cracked the dull green
of the tree. &the was hsving an inner vision
instead.+20 :
Mrs. Shortley, thet is, does not perceive God‘'s grace
because of her preoccupation with herself. the dislikes
‘and suspects Mr. Guizac from the moment he arrives.
After all, she reasons, the Fole is from Europe, where

151

“They never have advanced or reformed," At last,

because of Guizac's efficiency, mMrs. McIntyre decides

H8roc. cit.

4951 tzgerala, op. cit., p. 388.
150U'Connor, ihree by Flannery O'Connor, p. 207.

ol1pig., p. 275.
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to let the Shortley's go. Nrs. Shortley discovers this
and forces her husband ana two daughters to pack to
leave overnight in order to escape the disgrace of
being rired. They leave the farm Just at sunrise. EHer
daughters and husbend ask her where they are going, but
she does not answer; she is undergoing & new experience:

Fierce heat seemed to be swelling slowly and

fully into her face ag if it were welling up now

for a final assault. »he was sitting in an erect

way in spite of the fact that one leg was twistea

under her and one knee was almost into her neck,

but there was & reculiar lack or light in her icy

blue eyes. 4#ll the visicn in them g%ght heve been

turned around, lcoking inside her.t
Mrs. Shortley then is convulsed and becomes still. Hher
family does not know what is wrong with her, for "They
didn't know that she had had a great experience or ever
been displaced in the world from all that belonged to
her.”lbp But Mrs. Shortley does realize her displace-
ment now, &s she lies dying: ". . . her eyes like blue-
peinted glass, seemed to contemplate for the first time.

the tremendous frontiers of her true country."154

So,
the displaced person of the title is not Jjust Guizac,
but, in a deep sense, Everymen. Some ol her charscters

reech, as Mrs. Shortley does, a realizetion of their

1521pi4., p. 279.

1551pia., p. 280.
154Loc. cit.



58
displa cement, but all of C'Connor's characters are
displaced, as Jacobson points ouf.155 C'Connor uses &
very concrete type of symbolism in which the universal
theme of the story arises from a close sttention to

deteils of time and place.156

God, in her fiction, .
confronts maen through plece; in this wgy, then, C'Connor
is able to use plsce, country, to portrsy the souls of
her characters, and at last to show the country of God's

grace from which ell men are displaced.

155Jacobsen, op. cit., p. 152.

156Louis D. Rubin, Jr., "Flannery O'Connor: A

Note on Literary Fashions," Critique, II (Fall, 1958),
18.



CHAPTER IV
"THE RCOTS OF THE EYE ARE IN THE EEART."

The eyes of your understanding being enlight-

ened; that ye may know what is the hope of his

calling, and what the riches of the glory of

his inheritance in the saints . « . .
Ephesians 1:18.

The Christian novelist's problem will be to
meke these appear 28 distortions to an audience
which is used to seeing them as natural; and he
may well be forced to teke ever more violent
means to get his vision across to this hostile
audience . . + « to the hard of hearing you
shout, and for the almost blind, you draw large
and startling figures.

Flannery O'Connor,

"The Ficticn Writer and His Country"

The spiritual sight of O'Cornor's characters is

often portrayed through their physical sight. By
descriptions of the characters' eyes and what they see,
she dramatizes the spiritual conflict which arises from
God ‘s pursuit of man. It is necessary to look at the
techniques which she used to embody her theme.
O'Connor's Christian visicn, asfhas been pointed out,
determines her fictionel vision; she has said, "True
prophecy in the novelist's case is a mstter of seeing

near things with their extensions of meanings end thus
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of seeing far things clocse up.”l57 Her ficfional
intent, then, goes beyond a nsturalistic or realistic
attempt to portrsy & world that might be recordea by
cemera and tape recorder. ('Connor points out, that as
a Christian in twentieth-century America, she cannot
assume thaet her audience shares her beliefs, and con-
cludes that she must mske her ". . . vision apparent by
. shock=--~to the hard of hearing you shout, and for the
aimost blind you draw large and startling figures."158
This statement goes fer to explain her use of distorted
sand violent characters. ZFriedman thinks that "she
transposes rather than reproduces reality."l59 In this
transposition, however, she does not resort to "experi-
mental" syntax or form, and, indeed, she has said,
“Sb—called experimentai fiction slways bores me. If 1t

looks peculiar I don't read it."160

Gossett, commenting
on C'Connor's tone, writes,

The flat tone reflects a finely balanced objec-
tivity which is never blurred by the woes of the

15'/]:?lanner;y 0'Connor, "A Collection of Statements,”
in ‘'he Added Dimension, p. 252..

lBSG'Connor;-"The‘Fiction Writer and His Country,"
in The lLiving Novel, p. 163.

159Milton J. Friedman, "Iﬁtroduction," in The
- hdded Dimension, p. 1ll.

18041 connor, "A Collection of Statements,” in The
Added Dimension, p. 259.
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charectefs Tney ask for sympethy and receive
. e 101 :
Justice.

The "tlat tone" helps engender irony, such as that
observed in thé pascsage cited above from “The Enduring
Chill." Asbury had asked Ior sympathj, from his mother,
sister, the Negroes, anc the priest; what Asbury gets

is both Justice and mercy as e'result of the ironic
undulant fever and the descent'of the “implacable®
spirit. One should not construe the comment on trans;
position of reality, however, to mean that her work is
disconnected from reality. Hart writes,

The outstanding virtue of Flannery O'Connor's
work, the one which shows her reesl promise to the
literary world . . . 1s the strong sence of red
clay fg@lity underlying and reinforcing &ll her
WOrk.

Une has attempted so far to show how O'Connor‘s “red
clay reality,” her use of location end place, is turned
to the task of portraying the spiritusl movements of her
characters. 1t has been shown thét her theme is God's
confrontation of man; one contends, therefore, that one
way in which she shows this confrontation is through

the loczles of her friction.

It has been said that the form of C'Conmnor's

16luossett, Op. ¢it., p. 79Y.
162Jane Hart, "Strange Earth, the Stories of

Flannery O'Connor," Georgia Review, XII (Summer, 1958),
216‘ .
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fiction is neither naturalistic realism nor experimen-
talism. Actuslly, her genre seeme to Le a special type
of ellegory. She sasia, "The South is still the Bible

Belt. The Bible mskes the ebsolute concrete; the

story writer also tries to mske something concrete."l65

What she tries to make concrete is spiritual drama.
Gordon says thst her principle of fiction 1is

. « . the fact thet any good story, no matter vhen
it was written or in what language, or what its
ostensible subject matter,.shows both netural and
supernefgﬁal grace operating in the lives of human
beings. .

Gordon'g view indicates that, for O'Connor, the aim of

fiction is more then the reproduction of a socisl

reality. Feden writes,
Miss O'Lonnor, in short, is basically an allegorist
or.fantasist rather than & realist, although her.
stories are so securely rooted in specific time and
plsce as to seem &8s real as rain. she is in the
hightest sense a moralist working out of a preccn-
ceived dogma, not & Journalist or a scavenger
fumbling with GOEE%C horrors and monstrosities for
their own sakes.

This statement points out two linked facets of

C'Connor's fiction: <first, ner allegorical and moral

intent; secondly, her abiiity to 6reate a s0lid location

165O‘Connor, "4 Collection of Statements," in The
Ldded Dimension, p. 240.

lbq'Caroline Gordon, "An American Girl," in The
Added Dimension, p. 128.

lb5Peden, op. cit., p. 129.
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for the action of her svtories. In "The Enduring Chill,"
alluded to above, the walls of Asbury's room have been
discolored by water steins. Scme of fhese are "long
icicle shapes," but "another lesk had made a fierce
bird with spread wings . . . . He had often had the
illusion that it was in motion and zbout to descend

."166 It is this water stain which

mysteriously . .
becomes the vehicle for her depiction of the descent of
the Holy Spirit which climaxes the story:

The fierce bird which through the years of his

childhood and the aays of his illness had been

goised gve{lhii head,twaétigg mys?eriigely,

rpearecd a at once to be in nmotion.
The stain becomes the physical snalogy fér the Spirit's
descent upon the "frail, racked, but enduring . . "
Asbury. As Duhamel says, “Her metaphors are constantly
of a kind wherein the vehicle sustains the interest in
the particular whereas the tenor suggests the univer-
sal."168 Concerning O'Connor‘s over-all technigue,
Hart has written,

Flannery QO'Connor tollows rather closely Edgar
Allen Poe's definition and dictates on the short

166O'Connor, Everything That Rises Must Converge,

P. Y5.
1671pid., p. 1l4.

leDuhamel, uPne Novelist as Prophet," in The
4Ldded Limension, p. 1l0Z2.
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story. There is unilicetion o plot, setting, ard
tlioe, ang one mood coes seem to prevail throughout
a story.
Many of her stories occur in & twenty-four hour period
or less; for example, "The Artificiel Nigger," "Judgument
Day," "Revelation," and "Everything That Rises Must
Converge." Ir ot:ers she takes longer, but her chrono-
logical progressicn is almost alweys uniformly straigtt-
forward, with some use of flash-bsck, &s in "The
snduring Chill." Another aspect of her form is commented
on by Tate:
Her stories exhibit, either in the title or in the
situation out of which the action tegins, & noral
platitude: . . . the climax of the story explodes
the pletitude. 'The characters speak nothing but
platitudes, and when evil nas done its work with
the platitudes the result is a powerful irony
wrnich, though credely violent, is inherent in the
situatiaao not laid on &s commentery by the
author,
This view may be amply illustreted; 1ts interest at
this point is the remark about the "powerful irony"
which results from the explosion of the platitude at
the story's climex. The change, or conversion, under-—
gone by C'Connor*s characters is ironically humorous

because of the distance, noted in.the case of "The

Enduring Chill," which has been discovered between the

169Hart, op. cit., p. 221.

l7oTate, op. cit., pp. 48-49.
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cherescters' 1llusions and reslity. Gossett writes, of
thecse ververse characters,

They cannoct be turned into oraer by mere reversal

but must undergo transiormation . . . . Thus the

irony which she practices 1s thst. pl paradox

rather then simple contradiction.
G'Connor's characters, then, are invoived in situstions
that involve more than Jjust the illumination of their
egbsurdity. Her pecple are 1lasild openrn to the innermost
core of thelr being: Asbury realizes not cnly the ridi-
culousness of his posturing, but is purged by the
"enduring chill® of the Spirit's descent, and he will
be remade during the length oi the “frail, racked, but
enduring . . ." existence left to him. These para-
doxes and ironies are the culmination of O'Connor‘s use
of the pearticular, of charecter or setting, to suggest
the universal. This is the bassis of her allegory.
McCown comments,

The precise difficulty lies in the fact that,

slthough Miss O'Connor's charezcters fulfill complex

allegorical functions, they are in their own right-

€0 péassionately alive . . . that thei£7§llegorlcal

or symbolic meaning is lost sight of.

This study contenas, on the contrary, that in the bulk

of her work, O'Connor fuses her symbolic intentions

l/'LGosse‘ct, op. cit., p. 80.

l7dRobert 4. McCown, "The Education of a Prophet:
4 Study of Flannery v'‘Connor's The violent Bear It
tway," Xansss Magszine, (1902), p. 7.
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wlth the passionste portraya. of her charscters in such
a way that they cen not be separatec, and thatv failure
to see her symbolic intent will make the acticn seenm
gratuitous. PYeden ststes,

Like Dickens and Fsulkner, the best "New Gothic"

writers tend to employ physical abnormelity,

exaggeration, and caricature to suggest the inner

nature of & character or to incicate the essence

of an individui;_who embodlies universal trsits

and qualities. /2
This is the use, already conmnmented upon, of the parti-
cular ss s vehicle for the universal. In "The Enduring
Chill," the priest whom Asbury has sernt for is half
blind and half deaf. The priest's frailty serves
simply to make him mcre terrible to Asbury. When the
priest 1is talking to Asbury, "his one flerce eye
inflemed,” end Asbury squirms "as if he were pinned to

the bed by the terrible eye.“174'

In this confrontetion,
the priest’'s one eye suddenly focuses on Asbury with
much more than the displeasure of the old priest;

Asbury is cénfronted by Jesus Whom he nas been evadihg,
but Who will have him in the end.

The visual sense is very important in O'Connor's

fiction. Many of her characters reach the climex of

l75.9<eden, op. ¢it., p. 8Y.
174

107 C'Conncr, kverything That Rises Must Converge,
p. *
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thelr svcecidence of Christ, as does Asbury, through sone
sight or vislon. 4As Dreke states, that in ¢'Connor's
fiction physical sight oftven symbolizes spiritual
175

vision. This motif is proper to v'Connor‘s thene,

the contfrontation of man and Christ in thé world.l76
Duhamel points out that the ncvelist- s vision must be
double, keeping in simulteneous focus the particular am
the universal.177 In her fiction, ¢'Connor has seversl
types of vision. First of all, there is her (the
writer's) vision, which forms and underlies the whole
story. This vision becomes embodied in her narrator,
who 1is almost invariebly one of the selective omniscient
type. Secondly, there are the visions which her charac-
ters see, or, the spiritual sight which they exercise.
Thirdly, there is O'Connor's concentration on the
characters' eyes as a means of description and dramati-
zation. DMayhew has pointed out that, in U'Connor's
fiction, the characters' eyes symbolize their "fearful

«l78

vision, a use which touches on the question of

l/S'Dral«:e, Flannery U'Connor: A Critical Essay,
p. 28. v

17%1pia., p. 17.

lr/-7].>u}:1amel, "The Novelist as Prophet," in The
Added Dimension, p.-90.

178Rev. Leonara r. X. Mayhew& "Flannery O'Connor--
A Tripbute,” Esprit, VIL. (winter, 1964), Z4-36.
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technique. ¢'Connor's stories ere told in a straight~
torward style, the violence and grotesquery of her work
being &ll on the level of plot, character and setting,
rather than on a syntactical level. Her remark that
experimental fiction bored herl?9 mekes 1t easy to see
that the peculiar gualities of fiction are engendered
more on the level of theme and plot than that of style.
To show the operation of vision in her work &t a teckhni-
cal level, it is necessery to recall the vision which
underlies and informs her work at the thematic level.
brake points out thsat bpehind her grotesquer& lies &
concept of straightness, that is, her Christian faith}go
.80 that her characters are hauhted by a vision of under-
lying "“straightness” which 1s regatively shown in the
violence of the events and scene of their lives.

Hawxes writes,
The constructed vision, the excitement of the
undersea life of the inner man, a language &ppro-
priate to the delicate malicious knowledge of us
all as poor, forked, corruptible, the feeling of
pleasure and pain that comes when something pure
end contemptible lodges in the imagination--1

believe in t"el"singular ané terrible" attraction
of 8ll this.*S

1798ee note le0 above.
180

P. 2%5.

18lyonn Hawkes, “Notes on the Wild Goose Chase,"
Massachusetts Review, I1I (Summer, 1962, 788.

vrske, Flannery O'Comnor: A Critical rbssay,
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lsuch of the Lesuty of U'Connor's fiction is precisely
to portray "the undersea life of the inrer men," and
she does this portrayal tarough “objective" means, that
is, through action and setting, rather than through
"stream—-of-consciousness” technigue. As Friedman shows,
her one "twentieth-century" technique is her indirect
interior monologue which preserves objectivity in its
syntax.‘ag This technigue may be illustrated in any of
the fiction so far presented in this study, but perhaps
the best example 1s from "4 Late Encounter With the
Enermy," for much of this story is told in indirect
interior monologue, particularly the last scene, in
which the black procession of the past overwhelms the
old general on the commencement stage. To0 convey an
extended ides of the effect which O'Connor obtains with
this technique, one must reproduce an entire paragraph:

He was considerably irked by the hole in his
head. He had not expected to have a hole in his
hezd at this event. .t was the slow black music
that had put it there and though most of the music
had stopped outside, there was still a little of it
in the hole, going deeper and moving around in his
thoughts, letting the woerds he heard into the dark
places of his breain. He neard the words,
Chickamauge, Shiloh, Johnston, lee, and he knew he
was inspiring all these words thet meant nothing
to him. He wondered if he hezd been z general gt

Chickamauga or a8t Lee. Then he tried to see him-
self and the horse mounted in the middle of a float

ladrriedman, "Flannery O'Connor's Sacred Cbjects,”
in The Added Dimension, p. 196.
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ull of pretiy glrlu, bal
owntown auLautd- instead
c in his head as ii the
selves cut of place &

g driven slowly through

, The 0ld words began to
y were tryipg tiaglench
nd come to life.

This "constructed vision" allows the reader to ouserve
the spiritual drama which the old man is suffering, but
the third person nsrration preserves a egense of objec-
tivity which encourages fhe reacder to consider the
description as authoritetive. 7The spirituel experience
is communicated through common language: the "hole in
Jhis head” is not a liveral hole, but & breach in the

. general's self-will which has been somehow effected by
the "slow black music . . . ." The music and woxrds
stir him, stir his memories and do not allow him to
focus his thoughts on the fallacies with whick he has
corrupted himself; the pretty girls snd the attention
wnich the old man desires eare no match for a reviving
past. The basis of this %technique, as O'Connor uses
it, is the treatment of intangibles as though they were
concrete matters, enabling her  to render a concept of
spiritual experience very directly and clearly. der
bare, sparse syntax underscores the objectivity which
she seeks to obtain, and thus leads to a method of

understatement in portreying the inner life of her

characters. Duhamel observes, “". . . she wants to make

163,
pp . 240-41 .

'Connor, Three by Flannery O'Connor,
?
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her reacers see to the ecsseunce ol things, not to stop
et the outside."lB4 To eaccormrlish this penetration,
she uses metarhors which combine the universali snd the
particular, the concrete anda tne spirituéi. General
Sash's experilence ié presented in the Xinesthetic 1image
of having en opening made in his head by the music
which then enters and revives the past in the words
which “wrench themselves out of ﬁlace and come to life.®
In this way, O'Connor is able to dramatize the crumbling
of the ola man‘s defenses against énything other then
himself-~which are, ultimately, his defénces against
God.

In another of the stories in her first collec-
tion, C'Connor mskes extensive use of visual motifs,
relying on what the characters see to show the reader
what they feel. This story, “lhe Artificial higger,"
begins with a scene in which the reader is introcucea
to the theme of artifice and naturalness, reality end
illusion, through the scene that Mr. Head sees as he
wakes before daybreak. 71he moon is reflected in the

0ld mar's shaving mirror, and from this position, the

reflection observes the reality:

ls#uuhamel, “Flannery O'Connor's Violent View of
Reality," The Catholic world, CXC (February, 1960), 282.
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It gezed across thne room and out the window where
it floated over the horse stall and appeared to
contemplate itself with thne %ogk of & young man who
sees kis o0ld age before aim.=% |

«This reversal, 1h which the illusion becomes the reality,
sets the tone for the story involving & denial of
resglity by mr. Head, and a subsequent deeper apprehenskm
of it. O'Connor uses the motif of visual confrontation
to state the theme of illusion end reelity. 4s the
moon 1is like a young man “seeing his old ege pefore him,*
so 1s the story itself to be concerned with the rela-
~tionshins between youth and age. BpMr. Head lives with
his young granason, Nelson, and the story deals with
their relations as elder'and younger, as guide and
traveller. ‘Yhey are, in fact, compared to vVergil and
Dante, or kapnsel and ‘‘obias. Mmr. Head suffers from a
spiritusl malady which torments many of O'Connor's
cheracters: ". . . his physical reactions, like his
moral ones, were guided by his will and strong charac-
ter, end these could be seen plainly in his feature53186
Mr. Head is self-sufficient; but the course of the
story brings him to a realization of his insufficiency.
fie and Nelson nake & triﬁ to the city where Nelson was

born, elthough he has Llived in the country ever since

185U'Connor, Three by Flannery O'Connor, p. 195.
1&6

TLoc. cit.



73
he was an infant. SelSOJ's main interest 1n the trip
is the fect that he has never ceen 2 Negro. On the
train to the city, & Negro walks through their car, but
Nelson does not recognize nim as a Negro. Asked what
kxind of man that was;

“A fat man," Nelson said. He was beginning to

feel thet he hza better be cesutious.

“You don‘t know what kind?" Mr. Head said in a
finsgl tone.

"An old man," the oy said and had a sudden
foreboding that he wes not golng to enjoy the day.

"TR@B was a nigger,” Mr. Heea sald and sat
back.
Nelson is put out by his inability to recognize a Negro,
and eccuses Mr. Head of misleading him by telling him
that Negroes are black, when this man was tan. But on
the Jjourney, inelson becomes aware that he is dependent
on his grandfather, who keeps nim from getting ofr &t
the wrong stop ana knows many other things necessary to
survival in the city. siter reaching the city; the ola
man ana the boy meander through it, and wzelson 1s now
horrified, rether than proud, of having been born here.
Fr. Head explains the sewer system to Nelson, and to
Nelson it seems "the entrance to hell . . ." and he
knows “for the tirst time how the world was put together

1188

in its lower parts. Finelly, the two get lost in

lzj?l.%é'a p. 197.

1881p34., p. 204,
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the Negro aistrict, and 1t 1s a frightened Nelson who
ssks directions. siter they get out of the Negro
district, Nelson goes to sieep on the pavement, end
Mr. Head hides from him. \waking up, Nelson thinxs he
has been abandonea &nd Cashes cown the street, running
into a woman, knocking her cown. 1In the argument and
accusatlions which follow, Ir. Head disowns Nelson,
"!This is not ny boy,' he said. 'I never‘seen him

before.‘"l89

Tne denial outrages Nelson, shames Mr. Head,
end preperes them 1or the climax. Mr. Head's "will and
strong charscter" have tralled him, and he is now open
to the workings of grace, which occurs through g visusl
confrontation: the two see a plaster Negro on one of
the lzwns which they pass. Mr. Head's state at this
point is summed up by Gossevt,
Mr. Head shudders at the black future which rfaces
him. Hhis elienation from kelson 1s &n analogy -for
the sbandonea conditicn oI manlasd provides the
occassion for an act of mercy. 7
The artificial Negro, which Mr. Heaa and Nelson contfront,
is a2 sort of emblem for the human condition:
It wes not possible to tell if the srtificial
Negro were neant to be young or old; he looked too

miserable to be either. ne was meant to look
happy becsause his mouth was stretched up at the

1891pi4., p. 209.

lgoGossett, op. cit., p. 88.
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ped eye and the angle he Was 159

corners bubt the chiy
1 wild look of misery instesad.

cocked at gave hi
Confrontaticn with this plastér emblen of humsn nmisery
draws Nelson and Mr. Head once more together; the
plaster Negro's "wild lock of misery" is a reflection
of their own ccncition, whether they are young or old:
"Mr. Head looked like an ancient child ana Nelsor like

a miniature old man.”l92

Misery binds all men, and
their unity is reflected, also, in the image of the
moon that sees its reflection "with the lock of & young
man who sees his ola age before him." Nelson and

Mr. Head now finé their train home and escape the city,
which, confronting then Qith a vision of hell, hzas
brought them closer together, and has given Mr. Head a
Vision of mrercy which he lacked before. As Duhamel
writes, there is no vision without passion,195 and this
connection of suffering with vision has made it
necessary for kr. Head and wmelson to suffer in the city;
as the nNew Yestament shows, “whosoever will lose his

life for my sake, the same shall save it." (Luke 9:24.)

Priedman quotes Mircea Eliade es follows:

191

G'Connor, Three by rlannery. O'Connor, p. 212.

Y9210c. cit.

195Duhamel, “The Novelist as Prophet," in The
Added Dimension, p. 105%.
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in other woras, foxr Lhrose wno neve a religious
exypericnce aLl nature is ca able or reveeling
itself a&s cosmic sacra 1ty. The iosmos in 1ts
entirety cen becoie a hierophany.

According to this view, then, nNelson's and Mr. Heed's
confrontation with the artiiicial Negro lLeads to a
confrontation with the sacred, which is only possible
through the fact of Mr. Head's self-reliance having
been broken down in his experience in the city. VWhat
has happened in the c¢ity also gives a sort or renewal
to Mr. Head's home: The two arrive at their home stop,
Jjust as the moon, restored to its full splendor,
sprang from a cloud and flooded the clearing with
lignht. As they sterped oif, the sege grass wes
shﬁvering gently in shades of silver snd the
clinkers under their feet glittered with a fresh
black light. The treetops, fencing the junciion
1ike the protecting walls of a gerden, were darker
than the sky which was hung with %égantic white
clouds illuminated like lanterns. ‘
In view of the extensive use which O'tUonnor mskes of
violence and the grotesque to convey her vision, and in
view of the critical emphasis which she places upon
these elements, it is necessary at least to point out
that such moments &s the one cited do occur, however

rarely, in her fiction. The world, here, as evidently

undergone a restoration pasrallel to Mr. Head's. 1%

erLtuoL.ect in Friedmen, “Flarnery O'Connor's
Sacred Objects," in The Added Dimension, pp. 199-200.

195O'Gonnor_, Three by Flannery O'Connor, p. 213.
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will be remembered tnst therc is some parallel drawn
petwecn Mr. Head ana the noonr in the first ot the story
whereln the moon observes 1tTs reilection in the old
man's shaving mirro:, and that this imagé is repeated
when Mr. Head and Nelson confroant the artificial Negro.
Drake has cslled this type of description O'Connor's .
"thoroughly sacramental® view of man and nature.l96
But it needs to be saic thsat not‘only is this a sacra-
mental visién of a restored nature.into which Mr. Head
steps, but so is the conirontation of grace in such
obJjects as the "artiticisl nigger," becausge by thils
confrontation grece is administered. Another example
is when Asbury rox receives a vision of grace through
the waterstair on his ceiling, thus making the stain
sacremental.

O'Connor‘s use of eyes as a method of characteri-
zation may best be epproached by a brief consideration
of a story alreacdy discussed. '"Parker's Back," as one
recalls, this story in her last collection, deals with
a man who has nmarried a woman who considers his many
tatoos idolatorous. ‘Lo placate her, he has a new tatoo
applied to his back, one of a Byzantine head of Christ.

It is the eyes that attract Parker to this particular

196
P. 4.

Drake, Flannery O'Connor: A Criticel Essay,
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head:

de flipped the pages guickly, feeling thet when he
ched the one orcainec, & sign would come. he

reuc:
continuea to flip Thrcugh until he had almost
reached the front of the book. Un one of whasz
pages a palr ol eyes glanced at aim swiftly.*97
It is characteristic of O'Conncr's fictvion that Parker
receives his sign from the eyes. Parker flips past
this picture, but turns back %o it snd finds it is
“"the haloed head of a flat stern Byzanitine Christ with
W98 L ;
all-~demanding eyes. This is, truly, the Christ,
who demands that his followers take up their cross and
follow him, the Christ who, as Drske relates, Hig
finally the principal character in all ikiss O'Connor's
199

fiction.* The effect on Parker is immediate: his

heart begins "slowly to veat again as if it were being

~

brought to lite by a subtle power.“aOO Parker hnhas
confronted, and accepted, Christ. whis is the point
wherein O'Connor most obviously departs from the
writers of “religious" Ifiction: Parker's acceptance of

the "subtle power' simply makes his life more painful

eand difficult. This pain begins with the process of

197O'Connor, Bverything That Rises Must Converge,
. 254.

198

Ibid., p. £35. |
l999rake, Flannery C'Connor: A Critical Essey, p.17/.
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naving the tatoo epplied. “he tatoo artist tells
rarker that he dces not want &ll the mosaic blocks
reproauced, "just the outline and some better
features." DParker immediately replies, "Jjust like it
. " 201 s . . .
is or nothing." The obvious implication, here, 1is
that the tatoo artist is suggesting that the pain end
difficulty of contronting Unrist can cve removed, but
Parker insists on having it Just as he received 1it,
with no modifications to suit the weakness of human
flesn. 0O'Connor, elsewhere, points out that few people
have stared at gocd
. « o« long enough to acceprt the fact that its Iface
too is grotesque, that in us the good is something
under construction. The nodes of evil ususlly
receive worthy expression. The modes of good have
to be savisfied with a cliche or aoﬁmootning down
that will soften their real look.<
('Connor does not tone down the reality of.good in her
fiction. Parker obtaeins his tatoo.and, then, is
subjected to ridicule and persecution by his drinking

buddies and his wife; and he comes to realize that “The

eyes that were now forever on his back were eyes to be

obeyed.f‘aoj The story enas with his wife's beating
201Loc._cit.
202

O'Connor, “A Collection of Statements," in
The sdded Dimension, p. 223.

209.U
p. 241,
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Perker with & broon, because she consliders the tatooed.
Jesus, which was to piease her, the final idolatry.
Farker accepts the beating without resistance:
Parker was %too stunned to resist. He sat there
and letu her beat him until she hed nearly knocked
nim senseless and large wel§84had formed on the
Iace of the Tatcoed (hrist.
Thus, the wife's persecution of Yrarker becomes a perse-
cution of Christ, because of FPerker's submission to
Christ as symbolized in the tatco. Gordon states the
basic theme of the story regarding Parker's wite:

in this story in which there are no theological

references other than trose which might be found

on the lips of “good country people,® the author

has embodied that particular heresy which denies

Cur Lord corporeal substence.
Farker's wife insists thet God is spirit and no one
shall see His face; her view denies the Incarnation, &s
Gordon points out. 3By his acceptance of the “all-
demanding Byzantine eyes," Yarker has put himself
forever beyond the borders or this earth. Tiis story
illustrates the optimum mezning which eyes take in
O'Connor‘'s fiction: they become one means by which God

confronts man. A contrasting use of eyes to indiceate

spiritusl state occurs et the end of "Good Country

2O5Gordon, op. cit., p. 1l26.
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People." Arfter Joy-Hulgea's attempted seduction of the
Bible salesmen has resultec in the theit of her artifi-
cial leg, she turns her "churning face" to look out of
the bara door ana see ". . . hls blue figure struggling

successfully over the green speckled lake."206

Tne
confusion into which Joy-Hulga is plunged by the theft
of her leg is 1msged 1n tne scit focus of her eye-
sight. The suggestion 1s that, despite her cynicism
and her Ph. D., Joy-Hulga can not see cleariy.

In the title story of her last coliection,
"Everything That Rises Must Converge," both the visual
confrontation motit anc the use of eyes as characteri-
zation are prominent. 41his story particulerly fits the
statement that Meeker makes about C'Connor's fictional
intent, "Miss O'Connor has made it plain that like
Faulkner, she is often vwriting an inverted moral
allegory.“207 In vhis story, C'Connor deels with a
secularized intellectual, mucn like Asbury in “The

Erduring Chill," or Rayter or Sheppard in The Violent

Bear It Away and "The Lame Shall Enter First." 1In
"Iverything That Rises Must Converge,"” Julian lives

with his mother in a Bouthern city. Julian sppesars to

dO6O'Connor, Three by Flennery O'Connor, p. 26l.

2O7Richard K. Meeker, "The Youngest Generstion
of Southern Fiction Writers,"™ in Bouthern Writers, p. 187.




g2

love, but notv uncerstena, 21s motaer. Lvery Wednecsday
Julien escorts his mctoer to reaucing classes. On the
Wednesdry evening, that the story tekes plece, the
mother wears & particularly ugly hat. On the bus tonere
is a Negro woman wesaring an iaentical het; Julien tinds
this 2musing because oI hils mother's condescending
attitude towera Negroes. When they leave the bus,
Julian's mother attempts 10 give the Negro's little boy
a penny, anc the women, inIuriated, deals her a fatal
blow. Julian, not realizing that his mother is dying,
takes adventage of this opportunity to deliver his
mother a sermon on proper racial attituaes:

"Don't think that wes Jjust arn uppity Negro woman,"

he seid. *"1kat was the whole colored rsce which

will no longer take your con%escending pennies.

That was your blaCk couble.=Y8
Julian is éntirely unaware ol the nature of the
experience which his mother has undergone. ‘he réacer
is shown this experience through progressive descrip-
tiors of the mother's eyes. At the beginning, trey are
"sky-blue . . . &s innocent and untoucked by experience
as they must hsve been when she was ten."209 The

mother‘s spiritual state, that is, is one ot child-like

208O'Conncr, Everything Thet Rises lMust Converge,

Te 21
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2091pi4., p. 4.
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iznocence; but in the cocurse of the story her innocence
is reburred &nd destroyec. on the bus Julian attenpts
to irritate his mother ana to show his enlightenment by
trying %o strike up & conversation with an elegant
Negro man who ignores him. Julian's actions give his

mother's eyes a "battered lool:."'dlo

Then, when
Julian's mother sees the Negro woman wearing an identi-
cal hat, and when she first, on the bus, attemptes to
befriend the little Legro boy, and is rebuffed, the
blue in her eyes seems to become "a bruised purple.”211
Finally, as she collapses after the Negro woman's angry
blow she 1s seen thus:
Her face was fiercely distorted. One eye, large
end staring, moved slightly to the letft as if it
hed become unmoored. ‘the other remainea fixed on
him, ra%eg his face ageain, found nothing and
closed.<*+
Julian's mother experiences evil for what is evidently
the first time, and it destroys her. This progression
is shown through the fechnique of describing the effect
©of each crisis on the appearance of her eyes. The last

description of her eyes at her death also contains an

ironic commentary on dJulian, for his mother's last

2101pig., p. 15.

2tl1pia., p. 17.

2221pig., pp. 22-23.
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sight of him "found nothing and closed." Parasllel to
the exposure of his mother's innocence, this story also
exposes Julian's emptiness, but at the end there is,
perhaps, & bit of hope held out for him as he awaits
his 'entry into the world of guilt and sorrow."213 For,
in the Christian terms of C'Connor's world, an
awareness of guilt and sorrow is the first step to an
awareness and acceptance of truth. Thus, it is seen
how God's pursuit of man is portrayed through use of

sight snd vision.

2l31p34., p. 23.



CHAPTER V
SYZYGY: THE DOUBLED SELF

The heart of man is the place the devill
dwells in; . . ‘

Sir Thomas Browne, Religio Medici

Life is & pure flame, and we live by an
invisible Sun within us.
Sir Thomas Browne, Urne Buriall

The most subtle of O'Connor's fictionsl devices
is the employment of minor characters to embody conflict-— .
ing elements within the personalities of the major
charecters. Q'his device of paired characters will form

the besis for a detailed study of The Violent Besr It

Away. There are several reasons why this novel is the
best of her works to use for a detailed study. First,
in this novel the theme of Christ's pursuit and man's
-flight is treate& in great detail. Secondly, the
various devices which she uses in her other works are

brought into a fuller play in The Violent Bear lE_Away

with its fuller exploitation of her basic theme.
Thirédly, its plot is much more cohesive than that of

Wise Bloocd, her first novel, and the length of this

second novel allows her to make a much clearer, more
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positive stetement of her vision of the world than she

did in her short stories. Tne plot of The Violent Bear

It Away is boldly simple in its outlines: Francis
Mason Tarwater hass been reared by his great-uncle, Mason
Tarwater. 7The great-uncle took the boy from his
maternal uncle, kayber, a materialistic aﬁd atheistic
schoolteacher who, also, has an idiot son, Bishop. The
great-uncle has commiscioned T‘arwater to do two things:
give him (Cld Tarwater) a decent buriasl, and bsaptize
Eishop. The novel opens on the day.that the great-
uncle dies. fTarwater does not vbury him but sets fire
to the house (the old man was horrified of cremation)
and sets out for the city to sée his uncle Rayber.
Tarwater is determined not to baptize Bishop and Rayber
is determined to convert Tarwater from the fundamentalism
instilled in him by the old man. Tarwater resists
Rayber, and finally decides that the only way he can
avoid thevurge to baptize Bishop is to drown him. In
the act of drowning, Tarwater pronounces the baptismal
words despite himself. He, thén, flees for Powderhead,
the place where his great-uncle brought him up. On the
way, he is sexually assaulted by a man who has given
him a ride. On arrival at Powderhead Tarwater sees a
vision of his great-uncle among the blessed multitude,

purifies Powderhead with fire and starts bapk to the
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city to begin his l1life as & prophet. 7This synopsis, of
course, Coes not co eany sort of Jjustice to the complex-
ity of theme end device which constitute the book‘s
value. But it is well to have a clear idea of the
novel's outline before any snalysis of its various
parts is underteken.

Central to the book is O'Corinor's use of charac-
ters in paired opposites. In C'Connor's fiction the
characters suffer from conflicting wills, from the
attraction of good and the contrary attrection of evil.
These spiritual contiicts are externalized by doubles
of the protagonist. Voss writes, "The split in these
characters is delineated by the use of minor characters
n2l4a

representing different aspects of the dychotomy.

This may be illustratea in Wise Blood: when Haze

refuses to help Onnie Jay Holy, he gets a man who is
Haze's double to preach. Haze follows the double into
the country and kills him. Sullivan comments that in
this act, Haze ". . . murders his double, the false
prophet of his own false religion gnd therefore kills

that part of himself.“215

In astronomy, the term, syzygy, refers to the

24y ctor Voss, "A Study in Sin," Esprit, VIII
(Winter, 1964), p. 61.

215Sullivan, op. cit., p. 239.
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points opposite one enother on a planet's orbit. In
this study this term will be used to refer to the
characters which represent opposite tendencies in the
main characters of O'Connor‘'s fiction. 1In Jungian
psychology, this concept is also called the shadow.
While this study will in no way attempt to apply
Jungian canons to O'Connor's fiction, it will be help-
ful at this point to quote a Jungian's definition of |
shadow, or syzygy: ". . . the function of the shacow |
is to represent the owposite side of the ego and to
embody Jjust those qualities that one dislikes most in

w216

other people. In The Violent Bear ;E'Away, Tarwater

is accompaniea by a shadow or syzygy throughout. This
figure is a personification otf Tarwater's rebellion
egainst what his great-uncle has teaught him. O'Connor

wrote in her preface to Wise Blood that "free will does

not mean one will, but meny wills conflicting in one
man."217 It will be seen that Tarwater's dilemma 1is,
that he has several wills which conflict; his uncle

Kayber also suifers from a conflict or wills, and he

and Tarwater are, in one way, syzygies ol each other.

Before taking up this theme, however, it will be

216M.-L. von Franz, "The Process of Individua-
tion," in Men and His Symbols, p. 173.

217Flannery C'Connor, Three by Flannery O'Connor,
p. 8. '
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necessary to show Tarwater's reletionship to his main
syzygy, the "tfriend," who appears to him after the
great—unch's'deatn. Mmost of the critics consiaer this
figure, as Steltzmann writes, to be a voice within

‘l'arwater.218

Gossett states this most clearly: "The
split within young Tarwater's personality between the
godly and the satanic is vciced as sn internal debate

betweer the boy and a stranger."dl9

The debate starts
immediately after old Tarwater‘s death at the breakfast
table. The o0ld men has commanded Terwater to bury him
correctly, and the voice of the "stranger' comes in as
Tarwater faces this necessity. At firsf,'the voilce is
Tarwater's own, but ag the novel progresses, the
stranger becomes more and more cistinct from Tarwater.
0ld Terwazter had told the boy many times how lucky he
was to have been rescuea from Rayber:

"You were born into bondage and baptized into

freedom, into the death of the lord, into the

death of the Lord Jesus Carist" . azgesug is

the bread of life," the o0ld man sald

But Tarwater was never wholly convinced by the old

prophet's rhetoric, and has glwsys had,

218bteltzmann, op. cit., p. 1l. ©See also,
Friedman, sIntroduction,” In The Added pimension, p. 27;
Dukbamel, "The Novelist as Prophet,” in The Added Dimen-
sion, p. 95; Walter, op. ¢it., p. 9.

219
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In the darkest, most private part of his soul,
hanging upside down like a sleeping bat, . . . the
certain, undeniable knowledge EEat he was not
hungry for the bresd of life.2

This knowledge soon takes shape in the stranger, who is,

at first, Tsrwater talking to himself: "'The dead are

well

poor,' he said in the voice of the stranger. But

soon the stranger is speaking in rather long monologues,

and is "digging the grave along with him now. . . ."225

As a matter of fact, the stranger soon takes a visible
form:

Tarwater didn‘'t answer. He didn't search out
the stranger's face but he knew by now thet it was
sharp and friendly and wise, shadowed under a stiff
broad-brimmed panema hat that obscured the color of
his eyes. He had lost his dislike for the thought
of the voice. Only every now and then it sounded
like a stranger's voice to him. He began to feel
that he was only Jjust now meeting himself, as if as
long as his uncle had li&gg, he had been deprived
of his own acquaintance.

The function the stranger immediately takes is that of
an iconoclast. The boy is becoming awere, after the
old man's death, of all.the doubts and misgivings he
has had about the prophetic role for which the old man

has trained him. The strangér takes these doubts up

221Loc. cit.

2227pig., p. 317.
223&}’9,’ P- 323'

22%7yp44,, p. 324.



and in speaking them objectifies them. Many critics
treat this stranger ss s devil figure. Walsh writes
thet O'Connor's devils are embodiments of evil that
lies within the charccter.225 Tarwater, now making
"his own acquaintance," is beginning to ccntact evil
within himself which hss been previously suppressed.
The stranger heckles Tarwater:
Look at the big prophet, the stranger Jjeered, and
watched him from the shade of the speckled tree
shadows. Lemme hear you prophesy something, 6 ZShe
truth is the Lord ain‘t studying about you.<<o
All of Tarwater's doubts about his mission are surfacing,
and Tarwater is undergoing temptation from a devil that
has risen from within his own mind. Of her devil,
O'Connor writes:

In my stories a reader will find that the devil
accomplishes a good deal of ground work that seems
to be necessary before grace is effective.
T'farwater's final vision could rot have been brought
oft if he hadn't mgp the man in the lavender and
cream-colored car.c2’

The "men in the lavender and cream-colored car" is the
person who sexually assaults Tarwater as he 1is making
his way back to Powderhead after the drowning-baptism
of Bishop. "“Yhis figure is related to the stranger who

harangues Tarwater throughout the novel. As Voss

225Walsh, op. cit., p. 120.
226(,‘:'Connor, Three by Flannery O'Connor, p. 325.

ZZVOfCoanr, wjp Collection of Statements,™" in
The Added Dimension, p. 229.
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writes, "“Tarwater's ‘friend: is incarnated in a
‘familier-looking' homosexual who assaults the boy.“228
This same figure is present when Tarwater drowns Bishop.
The boy and Tarwater are in a boét, but they are not
-alone:
By his side, standing like a guide in the boat, was
his faithful friend, lean, shadow-like, who hed
counseled him in both country and city.
Make haste, he said. Time is like money and 229
money 1is like blood and time turns blood to dust.
Terwater's syzygy urges him on toward the drowning cf
Bishop. In his first encounter with his sjzygy he was
unable to see the éolor of his eyes, because they were
hidden by the shadow of the s&zygy's "stiff broad-
brimmed paneama hat." Now, he reaches the climax of his
relationship with Bishop, and the syzygy is more fully
revealed. Tarwater sees the figure's eyes, and.is
"startled to see that in the peculiar darkness, they
were violet-colored, . . . snd fixed on him with a

peculiar look of hunger and attraction."zjo

Here,
Tarwater is face to face with the devil that dwells in
men's hearts, the devil which is urging him to drown

Bishop in order to escape the compulsion to baptize him.

228y3ctor Voss, "A Study in Sin," Esprit, VIII
(Winter, 1964), 6l. ~

229O'Connor, Three by Flannery C'Connor, p. 431.
230 '

Loc. cit.



however, Terweter involunterily spesks the words of
baptism as he drowns Bishop, and so the boy is baptized
after all. This is reminiscent of O'Connor's statement

in the preface to Wise Blood to the eftect that Hazel

Motes was Christian in spite of himself and that his
integrity lies in his inability to avoid Christ.2?%
Similarly, it is conceivable that Tarwater's integrity
lies in his insbility to refrain from baptizing Bishop,
even as he is drowning him at the behest of an inward
aevil. |

Tarwater is not rid or his syzygy after the

232 ye meets his devil

drowning, however. As indicated,
“in the flesh'" as he is returning to Powderhead. ke
first rides in a8 truck, but the driver puts the boy out,
becesuse he can not understand his rambliings. Then,
Tarwater continues the Jjourney on foot, and, as he walks
along, O'Connor uses her third person internal nmonologue
technique to present the spiritual conflict which the
boy is experiencing, rendered in terms of the concept

of spiritual “"country." Tnus, as Tarwater walks along

the road, he sees the "clear gray borders of the country

25lipig., p. 8.
252See note 227{
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he had saved himself 1irom crossing 1nto."255 Tnis
country is "hidden Irom his daily sight but present to
his inner eye thet remained rigidly open, . ."254 '
Here again,vTarwater is conironted by the spiritusl
world 1in spite of himeself; Jjust as he wags unable to
keep from baptizing Bishcp, he is unable to close his
inward sight agsinst the spiritual country of Christ.
This 1s a country under the “bleeding stinking mad
shadow of Jesus, . . ." where he would be "lost forever
to his own inclinations.“255 Tarwater‘s attitude seems
to be thst which is embodied, as well, in George
MacDongld's statement: "The one principle of hell is--
'T am my ownl'"256 The argument of his syzygy always
centers uron this retention of "his own inclinations.”
On this walk back to Powderhead, Tarwater becomes aware
of another syzygy:

Beyond the glare, he was aware of another figure, a
gaunt stranger, the ghost who had been born in the
wreck and who had fancied himself destined at that
moment to the torture of prophecy. 1t was apparent

to the boy thet_this person, who peid Him no atten-
tion, was mad.c?"

ajju'Connor, Three by flannery O'Connor, p. 434.
23

4Loc. cit.
255Ibid., Pp. 434~-455.

228, . Lewis (ed.), George MscDonald: . An
Anthology, p. 105.

2j'7O'L;onno:c'., Three by Flannery O'Connor, p. 435.




Terwater was rcorn in an auto wreck which resulted in
the death of his unmarried motner, and up to the time
of his temptation by nis syzygy, Tarwater believed his
great-uncle's cleinm tnat he would grow up to be a
prophet. ©Now, thinking thet he has savec himself from
eantering the country ox belief and prophecy, Earﬁater
perceives another syzygy, &n externalizetion of his will
toward belief. Tarwater has accepted enough of what

his devil and his uncle Rayber have taught him to be
able to consider any tendency toward belief to be
insane, but he has not won the total victory over

belief which he thinks he has. 4as 3t. Paul wrote, "the
preaching of the cross is to them that perish foolish-
ness . . . % (I Cor. 1:18.) And Tarwater has not
completely escaped the cross, though he considers 1%
foolishness. Eventually, he reaches a roadside store
close to his home. Y“Yhe woman who works there knows him
and has heard that he burned the house at Powdernead.

As she reprimends him for this arson, Tarwater replies:
"He opened his mouth to overwhelm the woman and to his
horror what rushed from his lips, like the shriek of s
bat, was an obscenity he had overheard once at a fair."238

Tarwater has come under the influence of his syzygy so

258

G'Connor, Three by Flannery O'Connor, p. 437.
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much tnet he 1s capable of shocking himself with the
evil whicn 1s within him. arter he leaves the store,
Tarwater obtalns a ride with the "stranger" who has
been following him throughout the novel. In the car
there 1s "a sweet stale odor . . ." and there does "not
seem enough zir to bresathe freely."2j9 The “stranger"
gives him drugged whiskey and a cigaret. After he hes
passed out, the young man pulls the car onto the side
road that leads to rowdernhead and assaults him.

Tarwater's uncle Rayber has earlier made him a
present of a combination corkscrew and bottleopener, an
item which apparently represents, as a rather low-keyed
symbol, the devices by which man attempts to fortify
himself by his own efforts. At the very least, the
corkscrew-bottleopener stands as a token from the
athelist Rayber. Tarwater's seducer steals this:

In about an hour, the stranger emerged slone and -
lookeda furtively about him. ne was carrying the
boy's hat for a souvenir and also the corkscrew-
bottleopener. His delicate skin had acqulred a
fzint pink tint as if he had refreshed himself on
blood, _He got quickly into his cer and sped
away . =40

The obvious allusion to vampirism indicates that . the

stranger fed on Tarwater's very substance, that the

25%1bid., p. 439.

2401 b14., p. 441,

ProovSni Sy
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as if while he was asleep, they haa been lifted out,
scorched, ena dropped bDacx 1nto his head.”244 tarwater's
sight has been purified, and ss he walks through the
burning woods to Powderheed, he finds thst, "It was the
road hcme, ground that haa been femilier to him since
his infancy but now it looked 1like strange znd slien
country.“245 He has surfered what Gossett refers to as
the violence wanich by proving that evil eiists implies

the existence of good.246

Tnus, the country in waich
he hes been brought ur seems "strange and alien' to
Tarwater, becsuse he has zccepted citizenship in that
other country; he has crossed the '"clear gray borders"”
of the country under the shsadow of Jesus. Terwater's
syzygy had early denied the reality of evil. In the
debate about burying the great-uncle, the stranger
tries to convince him to be self-sutficient, and
Tsrwster replies: "Jesus or the devil, the boy said3247
The stranger's reply is based on.what MacDonald said 1is

the first principle of heil:

No no no, the stranger said, there ain't no such
thing as a devil. L can tell you that from ny own

ehtrpid., p. 441,
2431 pid., p. s4z.

546Gossett, op. cit., p. 92.

84/0'Uonnor, Three by Fiesnnery O'Connor, p. 520.




gssgult was reglly spiritusi, as well as sexusl.
steltzmann stetes the significance o1 this event:

. « o for the first time in higs life Tarwater

recognizes the nature of this strsnger whose sweet

snell is identical with that of the evil driver

é ... Sgtan himgelfeii the author of the

empting inner voice.
This experience shocks and purifies Tarweter. Ferris
points out that the assault on Tarwater is "an image of
what he has done to himselr, . . .“242 Thet is, by his
evasion of Christ, Tarwater has brutalized himself
spirituelly, snd this physical asssult snocks him with
a realization of the depths to which he has sunk. After
he emerges from his arugged state, he sets fire to the
woods as an act of purification. Cld Tarweter told
Rayber thet "THE PROPHET I RAISE Ur OUT OF THIS EOY
WILL BURN YOUR EYES CLEAN."2*> Rayberis problem is that
he is spiritually blind; the great-uncle intendecd
Tarwater to be a prophet to purify Rayber's sight. First,

however, Tarwater's sight had to be purified. When he

wakes up in the woods, his eyes look "small and seedlike

541Steltzmann, op. cit., p. 13.
24&Sumner J. Ferris, "The Outside and the Inside:
Flannery O'Connor's The Violent Bear It Away," Critigue,
III (Winter, sSpring, 1960,), 18. See @lso, voss, OD.
cit., p. 62.

.2450'Connor, Three by Flarnery O'Connor, pp. 391-
592, ' '
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selr-experience. I know that for a fect._ 1t ain't
Jesus Oor the aevil. It'e Jesus or you.

Here, one sees that the stranger is attempting to con-
vince Tarwater that “he is his own." Of further import
is the fact that this cevil tries to convince him that
devils do not exist, and adds, "where is the voice of
the Lord? I haven't heara it."249 Tne reasoning 1is
that, 1if evil spirits do not éxist, neither do good
ones, and the voice 01 thne Lord is an hallucination.
Eut the devil goes too far, and in assaulting Tarwater,
convinces him of the reality or evil. This conviction
pushes him back within earsnot of the voice of the Lord.
There is, yet, @ final vision for Tarweter wnich con-
cludes the novel, but one must first clarify Terwater's
relationship to his uncles, the one a propaet and the
other an atheist.

Tarwater and Raylter appear to be syzygies of
each other: Tarwater has within him the strsin oI
scepticism incarnated in the “stranger," and Rayber has
within him an irrational lcve for his idiot son, Bishop.
¥riedman recognizes this, suggesting that Tarwater and

Rayber may be as opposing parts of one personality.zso

248Loc. cit.

491bid., p. 327.

250Friedmen, "Flanner% O'Connor's Sacred Objects,"”
in The Added Limension, p. 202.
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Vaile the mein conflict of the novel ceaters around
larvater's resistance of the 0ld man's orcer to baptize
Bishop, the problem of love is very important, particu-
larly for rayber. nayber has zlso been under ithe
influence of old ‘wrarwater, as the old men kidneapped him
when he was seven years old, took him to Powderhead in
the woods, baptized him and began.to rear him as a
prophet. Rayber's parents retrieved hin and later he
turned ageinst old Tarwater's teachings, at last
beconing & complete materialist. 4t one point, his
great-uncle had stayed with the adult Rayber, but left
in disgust when he found that Rayber was only interested
in him as a sociclogicsl phenomenon. It was at this
time when his great-uncle took ‘larwater to “raise.him
up" to be a prophet to burn Rayber‘s eyes clean. After
0ld ‘"arwater died, the younger l'srwater set fire to the
house, thinking the o0ld man's body to be in it, and set
out for the city and Rayber. Rayber is overjoyed to
see him, thinking he cen talk him out of what the old
man taught him snd mske him a useful citizen. But
kayber has not completely eradiceted the teachings of
old Tarwater; as McCown writes, "there were still in
251

him the twisted roots of fsith." This remnant of

251Robert M. McCown, "The Educaetion of a Prophet:
A Study of Flannery O'Connor's The Violent Bear It Away,"
Kansas Magazine, 1962, p..74.




faith is, perhaps, made most explicit in Rayber's
ettituce towsrd his retardea son. haybep is very well
aware of the duslism of his personality: "Rayber felt
afflicted with a peculiar chilling clarity of mind in
which he saw himself divided in two--a violent anrd a
252

rational self.”

to his son. 1In a park reminiscent of Powderhead,

The violent self is the one related

Rayber is overcome with emotion: *“Without warning his
hated love gripped him and héld him in a vice. He
should have known petter than to let the child onto his
lap.“255 The recason that Rayber resists this love for
Bishop is that it is an irrational and powerful feeling,
the implications of which woulc¢ overturn his carefully
built materialism. 1hls upsurge in the park reminds
Rayber of an incident in which he tried to drown BSishop
in the ocean, but was unable to go through with it when
“. « . he had a moment of complete terror in which he
envisioned his 1life without the child."254 Ironically,
what Rayber has done is to perform a baptismal rite with
the exception of the words. His posture was even
appropriste to baptism: as he immerses the child face

up, Réyber does not look down, “. . . but up, &t an

22201 Connor, Laree by #lannery O'Connor, p. 3587.

2551pid., p. 388.
254 bid., p. 389.
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imperturbably witnessing sky, not quite blue, not quite
white.“255 ‘hat is, neaven witnesses this beptism
which 1is as unintentional as the one that takes place
when Tarwater succeeds in drowning Bishop. Terwater's
act is really a completion of Rayber's, for Tarwater is
successful at both the drowning and the beptism.

Later, Rayber tskes both Tarwater and Bishop to
a lskeside resort,‘and it i1s here that Tarweater drowns
Bishop. While at this resort; kayber goes for & drive
with Bishop and suddenly finds himself on the road to
Powderhead. 1In this scene, C'ivonnor applies the third
person internzl monclogue technigue to kayber and lays
bare his love: |
He had known by thet time that his own stability
depended on the little boy's presence. He could
control his terrifying love as long as it had its
focus in Bishop, but it anything happened to the
The whole world wouid beceme his 1¢ios caild.o5e
Rayber was unable to drown him, because Bishop gives
kim a means of containing the love which Qould ofher-
wise overwhelm both him and his materialism. Rayber
has practiced a form of asceticism throughout his life,

denying the love which threatens him by focusing it

}ntirely on Bishop. 0ld warwater threatened to meke

2257bid., p. 3E8.
2%%,pid., p. 410.
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Tarwater into & prophet woich would "burn Rayber's eyes
clean." Rayber 1is last seen as he realizes that Bishop
has Dbeen drownea, and he braces himself for the psin
which he expects: |

He knew witan an instinct as sure as the dull

mechanicel beat of his heart thet he hed bavtized

the child even as nhe drownea him, that he was

hecded for everytning the o0ld men had prepared him

tor, that he moved oif now through the placg 259

forest toward a violent encounter with his fate.
Reyber understands, even though he nas not actually
witnessed the drowning buv has only heard sishop bellow,
beczuse he contains within himself Yarwater’'s same urge
toward prophecy. The difference is that rayvber has been
successiul in suppressing his urge. Rayber braces
himself for the pain which ne expects, now that the
focus of his love, 5ishop, has been removed, but it does
not come: "He stood lightheaded at the window'and it
was not until he realized there would be no pain that
he collapsed."258 Rayber's final spiritual state is
not depicted, but as McCown observes, his eyes have
been 'burned clean," and he must either accept or reject

grace because he is no longer able to avoid it through

Bishop.d59 In the long short story which is a later

27 113id., p. 423.
256Loc. cit.
d59McCown, "The Educetion of a Prophet: A Study

in ¥lennery O'Connor's The violent Lear It Away," Kansss
Magazine, 1902, p. 77.
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reworking of this theme ("The Lzme Snzll Enter First"),
Shepperd, who plsys the same role as rayber, comes to &
fuller realization of grace:
‘ ﬁ -y - N

He féheppar@j had stufied his own emptiness with

gocd” works like & glutton. ne had ignored his own

child to feed his visicon of himself . . . .

A rush of agonizing love for tng 8hild rushed over

him like & transfusion or life.&®
This is a2 much cleerer reception of grace than that
accorded KRayber. ‘Yhe etfect, naturally, is to focus on
Sheppard, rather then on rufus, who plays the Tsrwater

role in this story. Thus, in The Violent Bear It Away,

O'Connor's emphasis is on the prophet, and in “The Lame
Shall Enter Kirst," 1t 1s on the materialist. Sheppsard's
redemption is the promise of the possibility of redemp-
tion to & secular world, whereas Tarwater's redemption
is that of one brought up in a prophetic tredition.

The thematic center of The Violent Bear It Away

is & sermon preached by a girl evangelist. Bcth Rayber
and Tarwater hesr this sermon, Terwater from the |
audience, and Rayber from a window. This child
evarngelist may be seen as a pure embodiment of the love
which torments both Raybef and Tarwater, and so0 she is
a sort of syzygy for each of them. Clarke finas thet

the core of the novel is & struggle for Tarwater's soul

2boO'Connor, Lverything That Rises Must Converge,

p. 190.




between the teachings oI Rayber anc old Tarwester.
The child's sermon is a condensed and powerful version
of the gzospel which hzunts not only Tarwater, but
Rayber, as well. Jeremy analyzes the book in terms of
the language used by Rayber, Tarwater and old Tarwater,
and finds,
Actually what the boy ackileves in his language is a
kind of synthesis of tne methol¢s of the rival’
uncles. ne puts the abstract, vhilosophicsal ideas
thst Reayber ensnrines in vague and generslized
languagezégto the concrete idiom of the old uncle's
dlalect. ,
But at the end of the novel, Tarwater succumbs com-
pletely to the old man‘s values, ena actually throughout
the book holds Rayber in the greétest scorn. At one
roint, when Rayber in his desperate attempt to refornm
the boy, offers Tarwater an airplane ride, Larwater
informs Rayber thet he and the old man went up in a
plane at a fair, and adds, "I wouldn't give you nothing
for no airplane. 4 buzzard can fly."263 And when
Tarwater is golng back to Powderhead, he uses an

obscenity “like a bat," to revile the woman who has

verbally attacked him. Tarwater's languege has been

261John J. Clarke, "The Achievement of Flannery
C'Connor," Esprit, VIII (Winter, 1964), 7.

2251 ster Jeremy, "The Violent Bear It Away: 4
Linguistic Education," Rensscence, XVil (Fall, I%c4), 5.

263O'Connor, Three by Flannery ('Connor, p. 406.




alrectea
However,

langueage

in ordex

sermon in the oveérall structure of the novel.

1®
Dy tThe Y“stranger" and not by his uncle Rayber.
the description which Jeremy mekes of Rayber's
is nelpful, and this approach may be extended

to unlock the significance of the child's
264

While at the lake, kayber takes Tarwater Ifishing

in a boat and maxes a concentrsted verbal assault on

Tarwater.

In an internal nonologue, C'Connor illumi-

nates Tarwater's snlrltual state as he struggles with

his impulse to baptize Bishop:

it was a strange waiting siience. It seemed to
lie sl1l around him like an invisible country whose
borders he wes always_on the edge of, always in
danger of crossing.=°2

Tarwater

feels in continuous danger of crossing 1into

the country of God's will, with which he 1s confronted

at every

turn,

From time to time as they had- walked in the city,
ke had looked to the side and seen his own form
alongside him in & store window, transparent as a
snakeskin.

o

o4

Richard Weaver, in the first chapter of The

Ethics of Rhetoric, divides rhetoricilans into three
categories: ‘tne "moble lover" who persuedes for good
"ends, the " lmse lover" who persuades for basd ends, and
the ”non—lover" who attempts to be objective. 0ld
Tarwater would fit the first cetegory, the "stranger"
the second, and kayber the last. Kkayber's problen
arises in that, as weaver puts it, "neuter discourse is
a false idol . . . ," p. 4. -

205

266Loc.

C'Connor, Lhree by rlannery vu'Connor, p. 598.
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That 1s, verwater sees & syzygy, or shadow, of himself
alreacy in that other country rulea by the '“bleeding
stinking maed shadow of Jesus." Tarwater cen not even
look at Bishop, ". . . for the silent country appeared
to be reflected again in the center oI his eyes. I3
stretched out there, limitless and clear.“ab? The
country is "silent," because once larweter enters it,
there will be for him an end to debate, as he will then
be a prophet of the Lord. 'whe fact thet the country is
reflected in Bishop's eyes reinforces the fact that the
directive to baptize him has emanated Irom that "silent
country," snd, once Tarwater has performed the beptism,
he will have irrevocably crossed those borders. Tarwater
has been kept free from this crossing by the vcice of
his syzygy: "He woula have fallen but for the wise
voice that sustained him--the strenger who had kept him
company while he dug his uncle's grave.“268 The syzygy
has kept ‘'arwater from following old Yarwater's orders
by urging him not to act on his feelings, but to demand
a sign from the Lord. 4and then he tells Tarwster,

further, that the strange. hunger which Tarwater has been

feeling is not a sign, but only worms. This hunger 1is

267293. cit.

2081pid., pp. 398-599.
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partielly due to the unnourishing and unappetizing food
which Rayber has given him, but there is s larger
significance to it:
Since the breakfast he had finished sitting in the
presence of his uncle's corpse, he had not been
satisfied by food, and his hunger had become like
an insistent silent force inside him, a silence
inside 8kin to the silence outside, as if the grand
trap left him barely an inch to move in, ggrely an
inch in which to keep himselt inviolate.?
So, the unsatisfiable hunger which Tarwater feels is
the inner counterpart of the country which he sees in
reflections and in Bishop's eyes; and, as shown earlier,
place becomes an imasge of the soul. The words of Jesus
apply here: "Blessed asre they which do hunger and
thirst after righteousness: for they shall be filled."
(Matthew 5:6) Tarwater is filled, as will be seen in
the consideration of the final pages ot the book. But,
before he can satisfy his hunger, Tarwater nust deny
his urge to "keep himself inviolate." Montgomery
states Tarwater's dilemma clearly,
. « « to baptize the child is to be enslaved to his
great Uncle and the terrible Christ that haunts him
for Adsm's sin; to drown the child is to become
enslaved to his immediate uncle, an environmental
determinist, sna to that more terrible devil whose

neme is Nads who 855 in Nada, as & famous Northern
writer has put it. 0

2691pia., p. 3299.

270Marion Montgomery, “rthe Sense of Violation:
Notes toward a Definition of 'Southern' Fiction,"
Georgia. Review, XIX (Fall, 1965), 281.
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Prior to going upon the lake, ‘'arwater and
Rayber eat lunch. Tarweter eats six barpecued sand-
wiches and drinks three cans of beer, as though he were
“preparing himself for a long journey or for somne
action that would take all his strength."avl Once in
the boat, with Bishop left ashore, hRayber confesses to
Tarwater that he once tried to drown Bishop. Tarwater
replies, "'You didn't have the guts, . . .' 'He always
told me you couldn't do nothing, couldn't act.'"272
The “he" is o0ld Tarwater, the prophet who has shaped
the lives of both Rayber and Tarwater. iayber continues
his assault on Tarwater by attempting to explain to the
boy that he might be influenced by unconscious motives,
and receives this reply: |
"I never came for no school lesson," the boy
said rudely. "I come to fish. 1 ain‘t worried
what my underhead is doing. I know what I think
when I do it and when.I gggaready to do it, I don't
talk no words. I do it."
Tarwater, here, states a doctrine of action, not of
scientific knowledge. He has Jjust accused Rayber of

not having enough guts to drown Bishop and is here

implying that, unlike Rayber, he does have the courage

271
272

O'Connor, Three by #lannery O'Connor, p. 402.

Ibid., p. 403,
2751pid., p. 405.
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to act. HRayber continues to attasck superstition snd
state his humanistic creed, finishing, "'My guts . . .

are in my head.'"274

In other words, Rayber places all
his faith in reason and in the operations of the
intellect. As Jeremy points out, Rayber fears inco-
herence, because it will force him to recognize the
mystery which lies pbeyond the province of reason.‘27b
Lewis discusses the false idol of neuter discourse:
The head rules the belly through the chest--the
seat, as Alanus tells us, of Msgnamity, . . . It
may even be said that it is by this middle element
that man is man: for by his intellect he is mere
spirit and by his appetite mere animal.<
Lewis designates those who deny the chest, that is the
heart that rules both passions and intellect, as "Men
without Chests," and it is in this company that Rayber
nust be counted. His guts, as he says, are in his head.
Tarwater does not sccept a8t 8ll what Rayber says. As
McCown observes, “A deep~seated antagonism develops.
between these two spiritual children of the o0ld prophet;

each, so to speak, sees through the other.“277 The

274Loc. cit.

zsteremy, op. ¢cit., p. 1l4.

2/60. S. Lewis, The Abolition of mMan, p. 34.

277McCown, "The Tducation of a Prophet: A Study
of Flannery O'Connor's The Violent Bear It Away,"
Kansas Magszine, 1lYe2, p. 76.
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antagonism comes from the impulse implanted in each of
them by the great-uncle. The difference is that in
Tarwater the seed has taken root, whereass rayber has
kept it from germinsting in himself. 1In the confronta-
tion in the boat, Rayber finally reaches his real point:

"God boy," he said, “you need help. You need to

be saved right here snd now from the o0ld msesn and

§Z§rz§5§n§oﬁ?"§§gnds for. And I'm the one who
This, then, is Rayber's anti-gospel: +that mean may
redeem himself. This open statement disgusts Tarwater
so much that he strips off his clothes and swims to
shore. Rayber throws Tarwater's 0ld clothes overboard,
which he has been trying to persusde the boy to abandon,
and when Reyber returns to the hotel, he finds Tarwater
dressed in new clothes. Rayber interprets this change
as a sign of hope in his campsign sgainst Tarwater's
faith, but the reslity is that ‘larwater has finally
decided to drown Bishop and, true to his code, will
waste no more time in argument but proceed to act as

soon a8s possible.

The thematic center of The Violent Bear It Away

is, as noted above, the sermon given by the girl
evangelist. Both Terwater and Raesyber hear this sermon,

which is @ cleer exposition of the gospel. Tarwater

2‘78()'Connor, three by Flannery O'Connor, p. 406.
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leaves Raybter's houce in the evening snd goes to the
"tabernacle" where the child is preaching. Rayber
follows him and observes the sermon through s window at
the side of the building. The reader hears and sees
through & third person internal monologue centered in
Rayber's mind. Rayber sees the girl as an object of
exploitation by her parents ana the congregation:
"Rayber cringed. Simply by the sight of her he could
tell that she was not a frsud, that she was only
exploited."279 Rayber feels a fury towards those who,
he feels, have exploited the child, and he longs to
rescue her from them. The girl sees him through the
window and turns to walk towards it, and Rayber sees
himself as the savior of her and other children:
"Rayber saw himself fleeing with the child to some
enclosed garden where he wouid teach her the

truth, . . .me0

As she approsches him, Rayber feels
that there is some mysterious bond between him and this
child; but she confronts him with exactly that which he
is trying to avoid, and which he dreams of saving her
from,

"Listen you people," she shrieked, "l see a damned
soul before my eye! 1 see a dead man Jesus hasn't

2791 bid., p. 382.
2801p34., p. %84.



113

raised. His heada is in theg ¥indow but his ear
is desf to the Holy worg!"<d

Rayber immediately switcnes otrf the hesring aid upon
~which he depends. <1his bold accusation unsettles him
completely, since, because of the instruction he has
received from old Tarwater, his “head is in the window;"
that is, Rayber knows the truth, but unlike Tarwater,
he is unable to do it; Rayber can not act upon his
knowledge. His eer is deaf, because he refuses to hear
the child's entirely accurate depiction of his situstion.
This sermon represents the madness from which Rayber
has spent his life rumning.

The sermon which the child delivers is of
interest in itself, because it appears to be a direct
statement of U'Connor's positive beliefs. Its purpose
is to prepare the people to recognize the Lord Jesus
when He returns. The girl identifies Jesus,

"Do you know who Jesus is?" she cried. "Jesus

is the word of God and Jesus is love. The Word of
God is love and do you know what love is, you
people? If you don't knowgggat love is you won't
know Jesus when He comes."

The girl's doctrine of the nature of Jesus is obviously

grounded in the New Testament: "And the Word was made

flesh and dwelt among us, . . . o (John'l:14.) And,

28lipig., p. 385.
521p314., p. 382.
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"He that loveth not knoweth not God; for God is love."
(I John 4:8.) It is the seed of this love which the
0ld prophet plsnted in both Rayber and Tarwater, and
confrontation with it is what Rayber has been avoiding
all his life. It is this seed which has given Tarwater
his insatiable hunger, for which there is only one
remedy. It is supplied by the child in her sermon, "If
you don't know Him now, you won't know Him then. Listen
to me, world, listen to this wafning. The Holy Word is
in my mouthl"285 All that will satisfy Tarwater's
hunger is the Holy Word in his mouth; as Duhamel says,
"Tarwater's hunger is a symbol of thst insatiable
element in human nature which finds here no lasting

home."284

This is the same insight that is embodied in
George Herbert's poem, "The Pulley,” in which God gives
man every good but rest, so that "If goodness lead him
not, yet weariness / May toss him to my breast."285 A
parallel to this is the trsditional American gospel
hymn, "I Can't Feel at Home in This World Anymore:"

This world is not my home, I'm just a-passing through,
My treasures and my hopes are all beyond the blue,

285O'Connor, Three by Flesnnery O'Connor, p. 384.
284Duhamel, "The Education of a Prophet," in The
Added Dimension, p. 100.

285
of the

. . P
ggﬁfggeggﬁg§ftﬁ."Bgs.Pulley," in English Poetry
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Where many Christian children have gone on befoEg
And I cen't feel at Home in this world anymore. S

Tarwater knows, as does Rayber, that, once he crosses
the borders of thst "silent country," he will not "feel
at home in this world any more." Tarwater resists the
attraction he feels for that country, and it is cer-
tainly not goodness that at last drsws him across, but,
rather, weariness. Until the time when he is worn down,
Tarwater has his syzygy to keep him from crossing over.
This figure does not miss the opprortunity to comment on
Tarwater's visit to the "tsbernacle" where the child
preached,
Look 8t you, he said--going to thet feancy-house of
God, sitting there like an ape letting that girl-
child bend your ear. What did you expect to see
there? What did you expect to hear? The Lord
speaks to prophets personally end He's never spoke
to you, . . . And as for thzt strangeness in your
gut, that comes from you, not the Lord. When you
were a child youzged worms. As likely as not you
have them again.
Thus, the devil syzygy attempts to counteract the girl's
preaching. This figure who attempts to persuade
Tarwater that he has no prophetic mission is the same

figure thet assaults Tarwater. As for "thest strange-

ness" in Tarwater's gut, it is not worms, but & hunger

. 28611uin silber. (ed.), "Reprints from Sing Out,"
II, 1960, 29. E—

287O'Connor, Three by Flannery O'Connof, p. 399.
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for righteousness, as the last chapter of the book
shows. Here, the word which the child had in her mouth
is accepted by Tarwater, and he moves off to fulfill at
last his prophetic destiny.

After setting fire to the woods in which he was
assaulted, Tsrwater walks on to Powderhead. At the edge
of the clearing he encounters, agein, his syzygy who
tells him, "You're not ever going to be alone againﬁ288
But Terwater gets his matches and releases purifying
fire on Powderhead: "He glared through the flames and
his spirits rose as he saw that his adversary would
gsoon be consumed in a roaring blaze."289 Tarwater has
purged himself of the element of selfish pride which
kept him from his destiny. As he moves toward the house
at Powderhead, he suffers new attacks of hunger and
sees ". . . stretching out before him, . . . the clear
gray speces of that country where he had vowed never to

set foot.“290

He now enters that country, where he sees
@ vision of the multitude of the blessed, fed from a
single basket. As he watches, he sees old Tarwater

impatiently waiting for his turn. Then, he is

2881114, , p. 444,

#910c. cit.
2901pid., p. 445.
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". . . awsre at last of the object of his hunger, aware
thst it was the same as the 0ld man's and thetnothing
on earth would fill him."291 Now, Tarwater's hunger
becomes 8 tide which connects him with all the prophets
of the psst, and he hears his commission: "GO WARN THE
CHILDREN OF GOD OF THE TERRIBLE SPEED OF MERCY."227
For O'Connor, the speed of mercy was truly terrible in
thet it demanded purgstion of everything thet might
obstruct the satisfaction of the holy hunger. not all
of her characters are able to survive the terror of
mercy, but Tarwater does, and he is last seen, "His
singed eyes, black in their deep sockets, . . . his face
set toward the dark city, where the children of God lay
sleeping."295 Tarwater has experienced the girl
evangelist's message: "'The Word of God is & burning

Word to burn you cleanl'"294

And, becsuse he has
exprrienced it, because he has irrevocsbly crossed the
border, he is fitted to bear the message himself.

In conclusion, it may be reiterated that the

basic theme of Flannery CO'Connor's fiction is God's

2 1pia., p. 446.

2921pi4., p. 447.
293100, eit.

2%41pia., p. 384.
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pursuit of men with the clsims of sin end redemption.
Because of the violence she uses to embody this theme,
some critics fcel that her work is "gratuitously
grotesque." Others reject her Christianity aend think
that she is really an existentialist. Her first novel,

Wise Blocd, has been misread in this manner, notably by

Rechnitz and Hassan. In Wise Blood, Hazel Motes seeks

a "new Jjesus" for his "Church without Christ," but what
Hazel firnds is the traditionsl Christian God Who demands
repentance. O'Connor's characters exercise free will

in thet they must either accept or reject Christ. Their
basic sin is that they attempt to save themselves reather
than accept the sslvation offered by God. Christ in

her fiction is "bleeding stinking mad," and embodies

two seemingly contradictory aspects: purification
through mercy, and destruction by wrath.

As a Christiasn, O'Connor viewed God as the ruler
of history, and thus her characters' attitude toward
history is important. In "A Late Encounter with the
Enemy," General Sash is confronted by the past which he
has denied and rejected, and in his moment of death,
realizes that there is a reality beyond the past. 1In
"Parker's Back," O. E. Parker leafs backward through an
art book; e2nd this action is in effect a trip in to the

past. O. E. is confronted by a Byzantine Christ with
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"stern all demanding eyes" to which he surrenders.
Concommitant with this Christian view of history is
O'Connor's view of will. She considers that the prob-
lem of free will is the problem of "many wills conflict-

ing in one man." Hazel Motes, in Wise Blood, has

conflicting wills toward and away from Christ, as do
most of her characters.

In O'Connor's fiction, description of landscspe
and setting are often used to portrsy character. Her
technique is not naturalistic because, to use her words,
she was "interested in the lines that create spiritual
motion." The final meaning of “country" in her fiction
is that country which is man's spiritual home. In "A
View of the Woods," Mr. Fortune is identified with the
countryside which his greed has ravished, and the
implication is that he has really ravished himself.
Mrs. Shortley, in "The Displaced Person,' dies as her
eyes seem ". . . to contemplate for the first time the
tremendous frontiers of her true country." So, in
O'Connor's view, all men are "displaced" from their
true country, Heaven.

O'Connor's fiction is not experimental in form.
Her most common narrative device is an indirect third
person monologue which enables her to achieve an

objective tone in portraying spiritual events. The
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visual sense is very important in her fiction. Asbury
Fox, in "The Enduring Chill," is confronted with a
water stain as an emblem of the Holy Ghost. O. E.
Parker is captured by the eyes of the Byzantine Christ.
She also used descriptions of the characters' eyes to
portray their spiritual state.

In her second novel, The Violent Besr It Away,

God's pursuit of man is treated more fully than in her
other works. Francis Mason Tarwater has been confronted
with God's claim through his great-uncle. Tarwater's
conflicting wills are dramatized through minor chsrac-
ters which represent these aspects of his personality.
There is & devil-figure who tempts Tarwater to scepti-
cism, a girl evangelist who repeats the claims of faith,
and Tarwater's uncle Rayber, who tempts Tarwater with
scientific materialism. Tarwater is raped by the
devil-figure which brings him to & realization of his
own evil. He then has a vision of the feeding of the
multitude, his grest-uncle among them, and accepts the

claims of grace.
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