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spiritual selves, By deflating their false idols, she

also brings these errant wanderers down to eatih. They

H

begin to perceive what is real and eternal. With her

use of machines and mechanization, ‘O'Connor warns that

M 'a mindless worship of negative values can lead - to
everlasting .damnation as well as to a hell on earth, .
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Introduction -

»
-
'

Flannery O'Conno;‘s central characters are all
Caught‘up in a'terrible dilemma. It is this dilemma and
the tensién that it generatés that fdrm the action of
all her fictions. Her characters are caught between a

r’coﬁpulsion toh believe and a desire to scorn belief.
’ ' O'Connor's theme is the quést for spiritual redemption.
Thé characters must u;timately,comé to terms with thei;n

R ' conflicting impulses in order that they might resolve

3

their reluctant spiritual quest,
This pager. proposes to discuss gpe role that ‘//
mechanizétion.has in promoting the tendéhgies towards
%gnosti%ism anq secular . humanism that we find in the
novels‘ and short stories. of Flannery O'Connqr. This
mechanization expresses the basic values of thé e
society, urban andl rutgl,( that 1is depicted in
- O'Connor’gﬂfic;ion . A preoccupation with and a desire
« for the instruments and frui;s‘ of mechanized life
motivates almost all of Her characters, Only a few m;in"
characgers question this compulsion, or struggle with
' it. The vast majority of these .characteré embracelit 4

wholeheartedly, and to a tragfsomic degree.

e




& :
Ahab, @dentifies with, and ultimately becomes a

5

machine. MacHiné—liké) he hums. to himself"'p:oducing a *
. N 1 [

sound so strangely -muffled and inarticulate that it

seemed the mechanical humming of tﬁe‘whéels of his,

103

vitality in him, According to. Leo Marx, Ahab regards

his crew of men as "human 'gools...‘To accomplish his’
object Ahab must use tools; and of all tools used in
the shadow of the moon, men are most apt to get out -of

order.'"® Marx further elaborates: ‘
e Y '

Y

A$ the Pequod approaches the white  whale,.
Ahab's ' preoccupation with power becomes
obsess1ve Images of machinery, iron, forges,

L, wheels, fire, and smoke, fill his speech. In.a -
fit of manic inspiration he 'orders'efrom the ,
‘blacksmith, whom  he .calls Prometheus, a
‘complete man' fifty feet high with a chest
modelled after the Thames Tunnel, no heart at
all, ang about a quarter "of an acre -of
,brains. ' S oo

i

We see in Ahab a lost soul, questing for know
and control ‘at the expense “of his own salvAtion, -
seekiné a prideful, godlike dominance o6oveY his men, and
over  nature, diverced from light and love. Marx speakél
of- Ahab's "Faustian ' compulsion-‘to ibpose his will upon'
the cosmos, In VHelvilie's hero- the éhruat .ofKWestgrn

man for wultimate knowledge and .power 1is, sinewed with

£l
-

A t .l6
‘hatred A‘\“7

[
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In the Adventures of Hucklebez:ﬁf Finp, we again

-

encounter the machine as villain.' The beauty and-

’

promise of the American landscape %s threatened by th%j ,
L3 p .

‘ugliness of ‘the.encroaching mechanization viewed on the

®

river banks, .and by the cruelty and greed of urbanized
-] -

& : ~ .
society.-"Again and again, in this allegedly Christian,

aristocratic}fpulﬁivated society, Huck meets unspeak-
"7

i

able cruelty. The machine is "the symbol Of the’

- downfall and destruction of the .American pastoral

- dream, the possibility of an ideal new -world,

N

symbolized by Huck's raft:

v v

.
Ls .

N The thought that this great promise was to be
submerged in history (in his ‘(Samuel Clemens']
view a dreary record of man's last hopes)
gave rise to the image of a monstrous
‘'steamboat that suddenly bulged out of the

. night, big, scary, inexpgable, and smash
. straight through the raft. \ 7d

/ N

Again, in The ggucatién of Henry Adams, Henry Adams

sees mechanization as the embodiment of all negative

and dangerous. impulses, In the wotds of Leo Marx: "On
) ' »

one side he lines up heaven, beauty,.religiod, and
reproduction; on the other: hell, utility, science, and *
9 ' , '

. s d

3

Likewise, Henry James, exploring' the rural region

production.

*

a v

- near . rmington, Conneéticut, discovers that “"there dis

’

4
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. ,revalation of the mystery that science cannot explaxn.

‘:,For those who trave faith are saved; thdgé‘ who do not

. are condemned to the

g universe,  bestowed oq them Ms a resylt of machine~

- horﬁhip.l If they~ do not reallze thexr misdirectiony,

there will be na redemption. -This is

' L, .

warning. Her aim in writing these stor1es is to m ke

o' Connor s

I ~ her’ aud1ence aware @f the dangerf

ghgzlng the values of a.

.and endéavours could, best be symbofized by the maclline,
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and His sight. They want to be free.

Chapter 1 .
. The City as the Rlace of Lost Souls’

-

»
14
—F

The /Urban landscapes that greet the -O'Connor

chatacters, in the various stories and novels, may

£

' v
jrénge from the discﬁuraging to” the hellish; they are

never, however, charming, promising, or hopeful.

» ¢

Thq characters who journey 4o the c1ty from ural
atges ‘are attemptlng to escape. They seek a refuge frow
a fate which they consxder worse than anythxng they ‘can
imagLne. It 1s~anv inner compulsxon, an obse551pn w1th

. n ‘ :
religion that they attempt to flee. Or it may be just a_

’lack of self—knowledge, a Eéiluze to~accept one's place

in the scheme of things, both religious and secular.

Some, are moved to prophesy ah?ut where the errors of’

-modern preodcupations will lead; but they push this

. » . ‘
distasteful notion aside. Like Jonah, they assume that

if they-go far enough away, they can escape God's voice
. ~2

<

-~ R ' L4

In the novel The Violent FBear It -Away, Franciﬁ

Marion Tarwater should be warneé\*by hxs first glimpse

of the cxty, that he is heading for disaster and the

! . . L -
'
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-

[

v a

more forcefully q}n'thé story "The Artificial Nigger.®
. N - i )
Mr. Head explains the sewer system to Nelson, hoping to

dampen his pride'in being city-born: .

Then Mr .- Head explained the sewer system, how
the entire city was underlined with it, how
it contained all the drainage and was full  of
rats and how a man could slider into it, and
be sucked. along. down endless pitchblack ~
tunnels. At any minute any man in the city
might be sucked into the sewer and, never
heard from again, He described it so well
that Nelson was for 8éme seconds shaken. He
connected the seWwer passages with the
entrance to hell and understood for the first
time how the3w%§}d was put together in its “
lower parts. 2 . .

#

A >

The cﬁty will indeed "be a hellish experience for

young Nelson. For one thing, his Vvirgil, Mr. Head, is

o4

. ot :
hardly “one of' the dJreat guides dJdf men,"" that he

fancjies hémself to be, Here he demonstrates his

L]

B
‘unsuitability as gquide to the young; one-upmanship is

more important than truth to him. He pays for his show- '
A

of pride when his prophecy becomes reality. Then, ‘he is

figurativaly"sucked‘down endless pitchblack tunnels,™

td

"never heard from again"; in other words, the guide

w

becomes physically and spiritually lost. At that point,
"The old man felt that if he saw a sewer. entrance he
would drop down into it and “let himself be carried

away.'5

(4.3







Q revealing "of thg generdl tenor of the imagery in Wise
g;gég than the descr;ptive adjective thaé appears most
often: gglx, a word . followed at. some d{stance by
sour. The follo;ing‘is a descriptién of what Hazel

Motes, the protagonist of Wise Blood, .observes as he

drives th}ough the city: )

3

He went past railroad yards for about a half-
mile and then warehouses...He went past long
blocks of gray houses’ and then blocks of
better, yellow houses,..He went past blocks
of white houses, each sittigg with an ugly
dog face on a'square of grass,

The 'imagery here is of sameness and lack of
‘progress. No matter how far Haze drives he is still in
the same¢ places. Warehouses or fgiltoad yards, whqﬁtis
the differenée? The désolation is the same.' Gray
houses, yellow houses, white héuéeé, what doeé it all
mean? No matter the colour, £he hbqses are always ail
Aiike.‘They are not welcoming human 'pabitations -tﬁat
reflect tﬁe‘variEty ghdiinterests of their inhabitants;
they are cold, soulless barracks, with “"ugly dog
.o faces.® There is np human dimension to them, no
inéi;iduality, justjg rational, geometrical, logical
saﬁeneés. One getsrléhe _impression that a gigantic
machine, a gargantuan cookielgutger, or a "peeler,” has‘
procésseé them all in the samé'mold:

3. v
.

{ . Rt
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Beyond these surface impressions is the persistent,

-

gnawing sense of entrapment, For Haze, who has fled to

the city to'escape, there is no‘escape. Like a'man in a

nightmare, he runs but gets nowhere. There is still the

same street, the same houses, the same desolation, no

matter how fast he goes.-
|

i
“

The city is .a machine-made hell, a ‘damnation

created by men,.for men, The machines in the car
P

graveyard are symbolic of man's role and man's fate in

this city -- depersonalization and disintegration.

. ‘

Donald Gregory has noted that Haze's queét follows

three stages. He seeks "first for a life without sin,

{l

later for conversion 'to nothing,' and, finally, for

redemption through sufferinq.'lo
{

Failing in his attempt to be sinless, because of
his army experiences, Haze comes:to:the - city to preach
his lack.of belief; he also comes to practice what he
pfeaches. He "sins" joylessly and mechanically. Instead

of finding comfort 1in his conversion to nothing,

powever, he finds a horror that he cannot face. The

_yawning void is worse than what he 1is running from in

Y

the first place, This entrapmefit is worse than the one

-
-
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this fool idea coming here?11

¢ ‘,.‘
Tanner comes to New York City from the South, to
estiape the terrible cq{e of - "a nigger's white @9;

o
5

nigger. 12 In hlS pride he refuse\a to accept his
spiritual and physxcal égace in life; he will not
recognize that all human bexngs are equal before God

This leads to aisplacement, or alienation in the city.

In New York he experiences alienation through a
"living- death.® He is literally entombed or buried

alive;

&v ]
He couldn't escape...The window looked out on }
" a brick wall and down into an alley full of
New York .‘air, the kind fit for cats and
garbage, A few snow flakes drifted past the
window but they were Ego thin ‘and scattered
for his failing vision.

t

Walled in and cut off from nature, he is imprisoned Ep
horror. |

! B
If he had  known it was a gquestion of this -- )
. sitting here looking out of this window all |
day in this no-place, or just running a still
_for a‘nigger, he wouyld have run the still for
the nigger. He wouldl--have been a nigger's
white nigger any day. 14 .

Tanner's dreams also reflect his imprisonment in’/a

living .death. He is in a coffin, waiting to be

14




releasgd. In reality he learns that what awaits him is
death and judgement day, those last things wiz:’which
AFiannery O0'Connor is most concerned, He literally wakes
up to judgement day, as in his dream, Belatediy,zdue to

a role reversal, Tanner gets a revelation of equality

and of the shared displacement in the universe. In New

-York City he is the outsider and the seeming infeg}or:

;nd~the Negro actor, who ﬁas a role to play there, is
now the seeming master of his-environment., In fact,
they are both equals, something Tanner failed to.see in
his relationship with the Negro: Coleman. The Negro
actor must use physical force to make Tanner see this,

Wide awake spiritually, Tanner is now impervious to the

prison his body occupies, in the city, and more

immediately between the spokes o6f the bannister. 1In

death he is freed from nothingness by'a timely vision,
 J

Tanner's discovery is that it |is better to be "a
nigger's white niggér' and to have a place or role in

society, to be part of a social order or pattern, than

‘ ¥
to have no place, to be dehumanized. Robert Fitzgerald

has written that ®"almost all her (0'Connor's] people are

di,splaced.'15 This displacement or alienation is

largely due to mechanizatio#f. Leo.Marx speaks of the

15
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to vomit it up. It is poison to him.

weakened him. He and his great-uncle had
eaten .well. If the o0ld man had - done nothing
else for him, he had heaped his plate, Never
a morning he had not awakened to the smell
fat back frying. The schoolteacheri, paid
. scarce attention to what he put insi him,
For breakfast, he poured a bowl of shavings
out of a cardboard box; in the middle of the
day he made sandwiches out of lightbread; and
at qjght .he took phem to a restaurant, a
different one every night run by a different
color of. foreiqnet*so that he would learn, he
said, how other'ﬁat1onal1t1es ate, The boy
did not care how gther nationalities ate. He
always left the restaurants hungry, conscious
of an intrusion in his works, Since the
breakfast he had finished sitting in the
presence of his, uncle'fﬁcorpse, he had not

been satisfied by food. . *
- s \

This lack of satisfaction with processed, hachine-

made,. unnatural food continues. When Tarwater attempts

o

to satisfy jgs raging hunger with the poor food, he has
‘ 19

v

Sheppard's son Norton, in the story "The Lame Shall

A)

Enter - First," experiences the same trog&;e when

'attempting to nourish himself. giﬁ alienation ‘stems

from the laoss of" his dead motﬁer's love, and from the
rejecting attitude of his father. He tries to satisfy
his hunger for love; but all he has at hand is machine-
made, unncurishing foods, which do not satisfy:

2]

The boy approached the bar with the j

< of peanut. butter under his arm, a Plate wi

~a quarter of a small chocolate cake on it in

| \\ 17
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-

one hand and the ketchusqbottle in the other
...He climbed up on the stool and began to
, Spread peanut butter on the cake,..The child
turned the bottle of ketchup upside-98wnuand
began thumping ketchup onto the cake, .

(’ - .
t

Norton's . father ironically taunts him for not
. ™
sharing with a "hurfgry® boy, blind to his own son's
- . M . o
obvious hunger, Poor Norton vomits up his food, unable

to find the sustenance he needs in this garbage his

father gives him both materially and emotionally.

]

. n
Everything came up, the cake, the, peanut
butter, the ketchup -~- a limp swéet batter.
" He hung over it gagging, more came, and he
yaited with his mouth open over the platslas
i1f he expected his Meart to come up next,

-

In the story “"tThe Artificial\Nigger,‘ Mr ., sdead and
Nelson suffer hunger and thirst in the city. This is
just symptomatic of some of the other torments that

4

they-suffer in this héllisn\place.fFirst they l?se the

lunch that they bfought with them; then they lose their
~ ) ' %

way home., Séparated from the Eourishment of the
country, Ehey procéed to loie each Sther\ Everything
falls ¥part. When the bond .of love that holds. them
together.'is severed, they ~ are lost souls, eacgch
incomplete without the other, Théviity is a place “to
m#slead eone, both physicallyﬂand mentally. This fact is

exemplified by their experience with the weighing

18 ~ . ' {
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‘machine:

L

¢ ’ *
o : , 1. .
They came in the middle of the next block
to a store that HKWad a weighing machine in
front of it and they both in turn stepped up
on it and put YQ a penny and received a
ticket, Mr, Head’s- ticket said, "You .weigh
120 pounds. You atre upright and brave and all
your friends admire .you." He . put the ticket
in his pocket, surprised that the machine
should have got his character correct but his
weight wrong, for he had weighed of a grain
scale not long before apd knew he weighed
116, Nelson's ticket said, "You weigh 98
pounds. You have a great destiny ahead of you
' but beware of dark women. Nelson did not_know
any women and he weighed only 68 pounds,.

The mach;ne manages to get everything'wroné; it'gas
a total disregard, moreover, for }he age and type, or
thé individuality, of customer it snges. Cbllegting
pennies is all that it is good for. Thége same
qualities of coldness, heartlessness, dishonest§; and
monetary greéd are mirBpred in Mr. Head %uring the
course of the story. He comes to deny his grandsqgﬂ for
fear of having o pay for the damage that Nelson
aceidentally. cau Fs. The city brings out these
monstroﬁs quglitﬂ\g in Mr. ' Head, qualities which were
not as noticable before., In %he urbqn atmosphere they
seem quite aéceptaple.

This lack of human warmth is a recurrifg theme in

the 0'Connor stories and novels that are .get - in the

-

19
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city. In Wise Blood, a streét vendor who is selling

potato peelers suggests that Hazel Motes substitute the

-

machine for a human cdmpanion:

¢ ~
'Whyn t you take one of these home to yer
' wife?" the peeler man was saying.

’ "Don't have one,": e muttered,..
:well, yay got a r old mother, ain't
you? v :
INo.ﬂ z

*Well pshaw,” the man said, with his hand
cupped té the people, 'he geeds one theseyer
just to keep him company. .

+ at

" Enoch Emery, in the same novel, complains of the

inrhgpmanity of the pgoﬁle of Taulkinbam: "'Look like all -

they want“tb do 1is. knock you d'own,;"24

he iiys This
- observation is prophetic of Haze's léte;‘meta orphoslsa-,

into a machine-man, "When he runs over Solace Layfield.

L]

Ehpbh goes on to observe "'This is one more hard

“

placd t:'o.mzl:e friends in. I beefPhere two months and I

:‘ JEOn{t know no ody.&'25

. A

. - ;
‘ Tanner, in)'ggdgement Day," . is relentless -in his,

sfforts to makﬁ,ffiends with the Negro who lives in the-

apartment .next door. This man responds .by knocking ‘

Tanner down, and later by killing hi{ty Tanner's

- _ : AV _
. daughter had earlier war&%ﬁ him agairnst tr¥ing to be

.’ . -
.

friendly. In the city, there is little human contact:

¢ ! d

v
[

-
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v

spoke little, and cultivated the dullest for
friends. At his high s¢hool he was the expert
on testing. All his 'professional decisions

. wére prefabricated and did not involve his

~ participation...He kept himself upright on a
‘ - very ‘narrow line between madness and
- emptiness, and when the time came for him to
lose his balance, he intended to lurch toward
emptineis and fall on the side of his

¢hoice.
o

‘s

’ ‘
Rayber ha$ thus sacrificed all human character—

-

istics, in: order to perfect his seeming\gzztrbl over
imse

. himself and hi's life, He has turned h ft into a
machine, with ,a machine's emotional limitations. He

/ . . . :
rules out love, but he can justify murder as reéasonable
3, t ¥ ” .

. -and civilized. His manner of life is- dn accurate

‘description of a 1living death; it takes the loss of

Bishop to make him realize this, however,
¥ . ' .
s v

i

J

" These machine—med, like Rayber, have nao use for

human vaiueé. At the same time, they have put a greater

Premium on  naterial goods. One could say that.

materialism has become their religion, T
tf We see a demonstration of commerce as religion

during the peeler episode, in/rhise Blood. In a role

reversal, the "machine-seller" becomes a priest, while

the preacher Hawks becomes a "hawker." These two © con

~ .

, o S, .
men compete with each other for.their congregation. It
f ]

22
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’

is not the souls of the crowd that they are trying to

.save, Saving is not .their concern; théy want these
people to squander, to lose their money. The Salesman
*stood 1in front of this, altar, po@ntiné over it at

¢
various people...'You ain't gonna let one of these go

by?'" he asKs in the language of a backwoods preaéher.'

The potato appears here as a symbol of baptism and
spiritual rebirth: "The machine was a square tin box

with a red handle, and as he turned the handle, the

potato went into the box and then in a second,’ backed

»30

out the other side, white (Italics mine’)., The

safesman-p;eacher goes on to assure his conéregation

"'You'll thank the day you ever stopped here,' the mawm

sa%d, 'you'll never forge£ it. Ever' one of you peoplé

purchasing 6ne Eheseyér machines'll nevek forget
o .

itl;'31 « This is salvation b§ machine and .;by

consumerism. :
F-3

o

‘,Meahwhile, false-preacher Hawks horns in, sayind

"'Come on and give a nickel if you won't repent."32

His wording has both  these alternétives séam equally

effective paths to salvatjon
wé"

. ®

The most blatant exaﬁple of religion reduced to a

. . .
machine-made commodity, and to a -coh game, occurs when
¢ . ’ '

s -

23
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0'Connor casts Onnie Jay Holy as. a master of the genre,

He appeals to hié audience's greed: "'I'm not selling a

!|I36

thing; I'm giving something away He allays

. possible fear and suspicion:

"Now I just want to give you folks a few
reasons why ydu can trust this church," he
said, "In the first place, friends, you can
rely on it that it's nothing foreign

" connected -with it, You don't have to believe
nothing you don't understand and approve of.
If you don't understand 1it, it ain't true,
that's all there is to it. No jokers in the
deck, friends...I want to tell you a second
reason why you can absolutely trust this
church -= it's based on the Bible. Yes sirl
It's based on your own personal interpitation
of the Bible, friends. You can sit at home
and interpit your own Bible however 'you feel
in your heart it ought to be interpited.
That's right," he said, "just the way Jesus
would have done ik".., "y .

"That ought to be enough . reasons,
friéhds,' Onnie Jay Holy said, "but I'm going
to tell you one more, Jjust to show I can,
This church 1is - up-to-date! When you're in
this church you can know that there's nothing
br nobody ahead of you, nobody knows nothing
you don't know, all the cards asg on the
table, friends, and that's a fack!”

Thus Onnie Jay artfully sells his product. He makes
it soundqeasy, convenient, and “do-it-yourself." You
get éuick results -- in two months he is a new man. He
cites an authority his audience can trust, thb'Bible ﬂo
less, for the product's safety and purity. And most of

all it is new. Here he touches on that overriding

25







. their religion; thgy find it in popular )culturg,

relayed by machine. They seem ‘to have no other sort of
temple. The only building approximating the description -
of temple is the hall in front of which Hawks hands out
his tfacts. The building is described as "a large
building with columns and a dome...The steps went all
the way across the frgnt, and on either side there were
stone lioné gitting on pedestals.'40 When Enoch asks
*'What's inside theter building?'" Hawks replies "'A
program letting out...My conqregation."4l

When Sabbath Lily Hawks seeks guidance, she writes
to a lone1§ hearts, or advice column in the newspaper.
The reply she receives is purely secular and does not
answer her queséion. ﬁere Sabbath relates "Mary

Brittle's® response, to Haze:

N oy

’

*...I think your real problem is one of
. adjustment to the modern world...A religious
experience can be a beautiful addition to
living if you put it in the proper prespec-
tive and do not let it wais you. Read some

books on Ethical Culture."”
.

Tanner, in *Judgement Day," is advised by his city-

dwelling daughter to consult a machine fot'qnswe;s, and

-to forget about spiritual concerns: o

&
L]
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?The trouble with you is,® she said, "you sit

in front of that window all the time where

, there's nothing to look out at. You need some

, inspiration and an out-let, If you would let

‘'me pull your chair arouhd to look at the TV,

you would quit thinking about morbid \isuff,
death and hell and judgement., My Lord."

P

All of these <characters are literally lost, and
dire;tionlesg. It is important to note that all the
characters that go to the <city, to escape from
someﬁhing and té search for somethiné““else, want
desperately to 1ea§e it- in the end. They want to go
home. This going-home ﬁeans going Sack to their "true
home ﬁs weli as to a new vision of life," according to
Diane Tolomeo. She says of Parker's "return home from
the city, in the story "Parker's Back," "to return. home

for him means to accept his true nature,*%4

\

Many “of these characters have a Jonah-like

experience that shows them that they cannot’ escape

their destiny of prophet or at least believer, Jby™
[N »

running .away; they must return home and accept life and

their role in it.

Enoch, in Wise Blood, has this experience 1in a

movie house:

In a few minutes he was up in a high part of

28
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to go, "He had known all along that there was no more
country but he didn't know that there was not another
city."4? His car fails him; but, even before this, he

' b
knows he is trapped. ,\

He should have known from the first that the «city
was a prison., Right from the start a po1iceman tells
him that gzu/tﬁe city all people are controlled by
flashing lights. "Red is to stop, green is to go -- men
and women, white folks and n;ggers, all go on the same
light, =50

o
Men have been displaced by machines and then ruled

éy them in the city. When these Charafgﬁrs n to
machines for comfort, they get misinformed or }fjié to.
The city is a dehumaniziﬁg experience, 1Instea of
achieving a state of grace, these <characters are
redqced to something lower than men., They murﬂer‘and

#
betray each other without compunction,

Enoch Emery's transformation into an ape, in Wise
Blood, 1is symbolic of what the city does to men.
Another telling symbol in that novel is the mummy, a
reduced m;n :;o "was once as tall as you or me.'sl Only
the lucky receive revelatioﬁ and "get home" in ;ime.

“u -
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Chapter é,n
The Country Laid Waste -

e

r | -

) v
In the fictions that are set in the country,

Flannery O'Connor uses machines to demonstrate a basic

fallacy that many of her characters share. This fallacy

is the belief in "good country people.® Her country
characters feelffsafe in their remoteness from th evils

of ‘urban life. In the countr

ey are cgnvinced thas
they can‘ control “their" : they have power
over their' own little
reign. godlike ove} their small dominions, domihating

nature and other human beings alike.

'The machine disrupts this fantasy by exposing the
vulnerabilié:> and misguidedness of these Qould—be gods,
and goddesses; it also -exposes the transitory naturE of
the country as they know it. The horror of urbaniéation

. ~

is a constant threat in all tbe fictions because of the

o

way it alters the complacent lives of these characters.

. \
The self-righteous country people are forced to come to

terms with their true nature, to see themselves as no-

N

less lost than city dwellers. They too have sacrificed

\\

goodness and humanity to materialistic greed. They have

¢

P : 2f ‘ . e
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- s superiority in a concrete  fashion. She ‘'hjdes

symbolically behind her artificial leg, and her he

condition, an affliction that prevents her, she °sdys,

r -

from going .out into the world:

Joy had made it plain tHat if it had not been '
for this condition, she would be far from

* these red hills and good country people., She.

i would be in a university lecturing Eo people.
"who knew what' she was talking about.

-

: 'boy/Hulga has created an ivory tower ‘'existence for
- a

herself in the cohntry. Though she lives there, she has
no contact with natur® at all:. "All day-Joy sat on her
neg&_in a deepmchair, reqding. Sometimes she, went\ﬁgs\ .
wilks, but‘she didn‘t iike dogs or cats “or birds ox ;
L/ | “ flowers or nature bi.g&ce yéuné men."2 She ignores. her
surrogndings £o such an extent that she does -not

recognize her home whén she sees it, With her dlasses
" v " &
> N o off: : _ :

a
\ 1),1 N bl
1 ' -
f ~

" She looked away...off into the hollow sky and
then down at a black ridge and then down
farther into what appeared to be two green,

"swelling lakes. She didn't realize he PBManley
Pointer] had taken her glasses but -this

- . landscape could not seem exceptional to her
. for she seldom pa%d any close attention B to
her sSurroundings."” °

She shows the same disdain for people as she does

+ for the country, especially fof"gobd"counfry people.™

» o 33
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Hulga . mocks the daughters,

lynese and Carramae, o?

Mrs. Fieeman, the hiré& .man's wife; she calfs them

.'Glyc%Ein an¥ Caramé1.4 This shows a great Mack of seff-

récoénitign, for Hu'lga i&-also & bizarre name. She also
'looﬁed at nice young men as if she couid'smeil their
stupidi\t':y.'5 As it turns out, she is the gtupid one;
she'ﬁisjudges people and thingé by taking their surface
appearénce, or m;sk, as truth. Thus her‘contemptuous'
' assessment of Manlegy Pointer, the Bible' salesman: "Get
'rid of. the_salt of/ the earth,..and let's eat,"® she
%e’ll’s- hér mother, She clearly thin-ks of h«érself as
-superior'to Pointer. The nié%t before sge is to'go out
'yith{him fsgg_,had iaié in bed imagining diélogues for
Ehem that were insane on the surface but éhat_reached"

below to depths that no Bible salesman could be aware
of.?7 . |

o A

. Joy/Hulga j ta totally deluded young: woman. Her~
?onception\:’y of ! the world and her placé in. it" is
qpmpletely at odds with the Teal world Qround her, and
Q}th the way that the other characters Qee her. Only.
the shock .of -the theff of her artificial leg awakens

her- to a re-assessment of all her preconceptions, Miles

vaeil g@ys' of this 1lgss of her ar;;ﬁigg?i . VoF

. "Before an incomprehensible evil -- before ‘Nothing' --

\ ' ‘ , .

[






-

makes mistaken assumptions about the knowable world

-

+ without even looking at it.

When Huléa's mother makes c¢clich® comments that
remark on this same inexplicability, and lack of
absolute and measurable knowledge such as "Nothing is

perfect,.,.that is 1ifel;..wgll, other people have their

opinions too,'11 Joy/Hulga reacts as a true adherent of

®

het materialist faith:

4 4

the large hulking Joy, whose constant outrage
had obliterated ‘every expression from her
face, would’Stare just a little to the side
of her, her eyes icy blue, withoihe 1look of
someone who has achieved blindness by an act
of will and means to keep it. ’

Joy/Hulfya has re-created her own persodé based on ,

this rational and unemotional "religion."™ As in the

Christian tradition she re-christened herself when éhe v
was reborn by way of her new belief, Her choice of the
name Hulga is appropriate she feels:

‘She had arrived at it first purely on the

basis of its ugly sound and then the full ‘

genius of its fitness had struck her. She had ~

a vision of the name working Iike the ugly
sweating Vulcan who stayed in the furnace and
to- whom, . pregsumably, the goddess had to- come
when called. She saw it as the name of her’
highest creative act, One of her major.
_triumphs was that her mother had not been
© ‘able to turn her dust into Joy, but the

o o
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Joy/Hulga is finally unmaskéd for the innocent and
naive-child she is on the trite occasion of what is

probbbly'her first date, Her mother rightly -considers

her a child:

It was hard for Mrs, Hopewell to realize that
her child was ‘thirty-two now...She thought of
her still yas a child because it tore her
‘hpart to tkink instead of the poor stout girl

. in her thirties who had nev?§ danced a step
or had any normal good times.

She also dresseé and acts like a child:

Here she went about all day in a six-year-old
skirt and a yellow sweat shirt with a faded
.cowboy on a horse embossed on it. She thought
this was funny; Mrs. Hopewell thought it was
idiotic and showed simply that she was still
a child, She was brilliant but she didn't
"have a grain of sense, " . ‘

While Joy/Hulga considers herself special and

. . , .
superyor because of  her intellectual pretensions.and

’ her seemingly novel religious philosophy, her pride

comes .in ' for a fall, Manley Pointer télls - her in
parting, as he steals her artificial leg: ®you ain't so
smart. I been believing in nothing ever since I was

19

born." What Manley finds interesting about her is her

artificial leg. That is the only thing that sets her,

aygrt. With the loss of the leg Joy/Hulga is ordinary. .

Her beliefs and illusions gone, she cén begin afresh to
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see things more clearly. Her last vision is of Manley's
"blue figure struggling successfully over the green

speckled lake.'20 Though an optical illusion, it is a
- b

vision symbolic of faith, or belief in Christ's ability.

ko walk on water, She 1is no longer ignoring the
imysteties of Nchingness: at least she has her eyes
open, Outsmaréed by seemingly "good country pébple,'
she will no longer assume heE control and her ;Bwer.

She is vulnerable to evil, and now she is trapped and

physically powerless, The loss of her artificial leg‘

turns her from an unfeeling machine into a vulnerable

human being, Stripped of the. machine~leg, she |is

stripped of her impassive mask. She can no longer
\ t ’

impersonate the rational humanist.

In "A View of the Woods," machines are again the
instruments of delusion. Mr. Fortune uses bulldq&grs,
steamshdvéls. and concrete mixers to prove his power

over this world and the next. Material gain is more

important to him than the lozgjga‘hfs. family ?r the,

v

consefvation of the beauty and utility of the rural
‘landscape, He calls his wilful desecration of his land
progress;

+

Progress...had always been his.ally. He was
not one of these o0ld people who fight

39




filling station, scrap-metal dump, used-car
lot and dance hall five miles down the

highway...Signs up and down the highway
announced that Tilman's was only five miles
away, only four, only three, only two, only
one; then 'Watch out for Tilman's, Around
this bend!' and finally, 'Here it is,
Friends, TILMAN'S!' in dazzling red letters.
. Tilman's was bordered on either side by a
field of old used-car bodies, a kind of ward
» for 1incurable automobiles. He also sold
outdoor ornaments, such as stone cranes and’
chickens, urns, jardinieres, whirligigs, and
farther back from the road, so as not to
depress his dance-hall cuiﬁomers, a line of

tombstones and monuments. o

v

This description, with its elements of decay and death,

§

foreshadows the outcome of Mr. Fortune's machinations.
)

This foolish and stubborn old man alienateg  his

family and his beloved granddaughter when he decides

"to sell the lot right in front of the house for a gas

station.'23

Mary. Fortune Pitts, the granddaughter,
bemoans the loss of the view of the woods, Thiﬁ
commences a fight to the death between‘the old man and
the. one person he loves, The theme of this battle is
really the fight between 1love and truth, which are

IN

traditional religious values, and secular materialism,

1

The view of the woods has special significance as a

recurring motif in the writings of Flannery O'Connor.

Robert Fitzgerald has said that "a fortresé wall of

“
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Pine woods reappear[s] like a signature in story 'after

w2d

story. George D. Murphy and Caroline L. Cherry in

their essay “Flannery O'Connog_and the Integration of

3

v
Personality” suggest that as in Nathaniel Hawthorne's

writings: -

- i

the woods are the symbolic locus of natural
impulse and feeling, Flannery 0'Connor's
woods, full of snakes and naked arsonists,
the scene of sado-masochistic beatings and of
murder, play a...psycho-symbolic role...0ld
Mr. Fortune of "A View of the Woods" reflects
on the. treeline bordering his extensively
improved property three distinct times the
day before he dies, The first two times, the"
trees strike him simply as woods,” but- the
third time, when they are suffused by the
blood-red light of sunset, he sees the tree
'line as the emblem of an “uncomfortable
mystery." :

The signatory "fortress wall" of trees in
her fiction can be interpreted on one level
of meaning as constituting .a kind of limina,
or a barrier between the rational an
irrational, the conscious and unconscious,

Like Joy/Hulga, Mr. Fortune has turned a blind eye
on what he could not control, including all the
irrational, mysterious, and emotional eléments in his

world. He pretends, he even convinces himself, ' that

they do not exist. He controls his family now with his

ownership of the land they farm. After death he will

still have control over them:

fi'his will and. left

o
&)

Secretly he had




everything in trust to Mary Fortune, naming N
his lawyer and not Pitts as executor. When he
died Mary Fortune could make the rest of them
jump; and he didn't doubt ,5 r a minute that
she would be able to do it.

what the wilfully blind old man neglects to take -

\" ~/ ..

into consideration is the love that Mary Fortune Pitts
' I

has for her family. When her father beats her she sees

it for what it truly is, love and not humiliation, or

crgelty, or bullying pride., Her father is concerned
that she havé a proper sense of values, not those
manipulative and materialistic. values of  her
grandfather. Her father is ° simply fighting her
grandfather's iﬂfluéncé over her, for her own sake, and
Mary Fortune senges this. Tpat is why she denies tha;
he beats her, and it is true in the sense that he does
not do‘it as her grandfather later does -~ to prevail

in a contest of pride and wills. Her father beats her

only for love of his child.

Ultimately her father's beatings do bear fruit, for
Mary Fortune cannot be bought or bribed by material‘
goods. Her grandfather uses another machine, ;a boat, to
try to win’her love. "He decided it was going to cost
him cons;dgzable to buy her good humour again and that
he had ”better da it with a boat, since he wanted one

toc.'27
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Mr. Fortune has tried to use one type of machine to
defeat ‘and banish’ the irrational and 1inexplicable
forces of nature, symbolized by the woods. He has tried

to control his granddaughter with another machine.

To the old man the woods- are a threat, as ,%;

anything that he cannog control. To his granddaughter,

however, they are a positive sxmﬁol. The love she bears
the woods and nature is as good and right as the
obedience and fespect she gives to her father. Mr.
Fortune's pl;n for the Qoéds is a distortion of natJre,
as is his pl;n for his granddaughter. He 1is incaqule
of true love; he mustAPry to mold and alter people and
things.pefore he can accept tﬂem. His granddaughter,

like the woeds, must be sacrificed. 1In their places he

seeks mohdments to himself: in the case of the woods an

urban blight,‘in the case of the child, his own selfff

image: ’ ~ ' -

he watched the small robust figqure [his
granddaughter] stalk across .the yellow-dotted .
field toward the woods, his pride in her, as
if it couldn't help itself, returned like the

i

4

gentle little tide on the new lake -- all -

except the part of it that had to do with her
refusal to stand up to - Pitts: that-pulled’
back like an undertow. If he could have
* taught her to stand up to Pitts the way she
stood up to himy she would have been  a-°

~y
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man. Both are spiritually dead. Both gorge themselves

on clay, only he gorges himself on human clay, on

‘others weaker than he. He has just gorged himself on

his own granddaughter. Fighting against his awn
emotional self -- symbolized by the child he loves, who

is his mirror image -- he 1ironically loses control of

.. himself€.-

o - .
Like Joy/Hulga, he -is trapped at the end, and

vulnerable to the nature ° he always refused to

£

recognize. His machines are gone and he is on his own.

¢ .

_Also, like Joy/fulga, he is ati the mercy of his own

weak heart, which signifieé his own repressed emotions
and fears, He has come face to face with trgths thit he

can "no’longer deny. All he has to show for his much

vaunted progressive outlook 1is a cruel, unjust, and

"4rrational act -- the murder of a“ child. That his

machine-worship was misguided is supported by the final
image of( the machine "gorging itselg on, clay."
Ultfkately the machine is man's enemy, a barren symbo}
of death,‘destruction, and the suppressioﬂ of human and
spiritual forces. ' .

In the story "A Circle in /the Fire," Mrs. Cope

rules supreme over her pastures and woods, all the

' , 3t
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4
while,. mou;iirg platitudes she does not bedieve 1in,

@ -

morally superior as well. She constamntly talks of being
~ A

- ~

"'Why, think of all thége? poor Europeans,' Mrs. Cgfe

'

thanqu&\fo those who have little to be thankful for:

went on, -'that they put in boxcars like cattle and rode

them to Siberia. Lord,' she said, 'we ought to spend

half our time on our knees."30

Ac€ﬁéilf, she does not identify with-those poor
Europeans at all, and feels no love or_ggaritable
disposition towards them. What she, does feel is‘lhét
she deserves " her good qfortune. Rather, than bei:;
thHankful to her Maker, she believes that she owes her

v

bountx\fhtirely to her own efforts, as she tells Mrs,

“

Pritchard, her hired woman:
. [}

» .I’“ [

I have the best kept place in the county and
do you know why? Because I work. I've had to
work to save this placeand work to keep it
...I don't let anything get ahead of me and
I'm not alwagf looking for trouble, I take it
as it comes.

Clearly, this 1s a woman who feels, as her name

implies, that she -is indomitable. She gives no thoughéQ

to those -lesser beiﬁgs "who have worked and yet have
nothing to show for it. Of all the people she exhotts
I4 . Py

-
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"Wwhy aren't you ¥oing through the gate !
. there?" she asked and waited, her eyes shut
and her mouth stretched flat as if she were
prepared .for any ridiculous answer,
~ "Got to raise the blade ‘on'the mower if
we do," he said and his gaze,bore just to the
left of her. Her Negqgroes were as destructive
and impersonal as the nut’ grass
Her eyes, as she opened them, looked as’
if they would keep on enlarging until.they
turned her wrongsideout. "Raise it," 'she said
and pgﬁnted across the road with the
», rowel,

She sees the workers, on her place, not as hhman
bexngs, but as someth1ng she must fight and co trol as
she does the nut grass, She does;///W\\even see them
because she does not look at them; ard her manner:is

\

clearly contemptuous.

. v

The three youﬁg vxs;tors Erom Ehe city are Mrs.
Cope s chance to redeem«herself lee the Europeans in
boxcars, they are - hethd 1ke ca;tie into drban
'develophénts.' As one of the boys desc:ibes. these

developments: *'The only way you can tell your own 1is

by smell...They‘re four stories high and theig‘s ten of

them, one behind the other"'34 ,

" Powell, whose father wused to work for  Mrs. Cope,

. has come back to the farm because hé_ is miserable in

*

Atlanta. As one of his two friends says: "'He don't

like it in At13nta...He ain't ever satisfied with where

\
R @ -~ &
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Fe's at except this place here.'® > He views the farm

.- as a sort of heaven or garden of Eden:

P ” "Listen here,” the smallest boy said,
- "all the time we been knowing him he's been
‘telling us about this here place, Said it was
. everything here. Said it was horses here,
v Said he had the best time of his entire life
* right here on this here place.“Talk{\about it
. all the time... '
After a minute the little boy said,. "Say,
lady, you know what he said one time? He said
e when he died he wanted to come here!™
‘ For a second Mrs. Cope looked blank; then
= she blushed; then a peculiar look of pain
came over her face-as ghe realized that these
children were hungry.> '

Here is Mrs, C0pe's‘chance to feed the hungry, and
'share her own‘ good fortune with the unfortunate,
&gp ' ~y Howevér, she faiis utteriy..The boys' hunger is }he

ﬁ} spiritual kind. They are d;sélaced persbns, seeking a
home and a place  to bélong‘ Symbolically\\ihowing them
("that they don't belong there, Mrs. Cope feeds them junk
- food, cokes épd crackers, which théy\{fjeék' They will
lgek no nourishment from her. | \

’ L . .
Mrs. Cope is cons;antly ‘worried . about ngﬁing her
e " own poss%fsion intact- rather than'sharinga "Mrs, Cope
'was élwa§s~afraid someone would get hurt on her place
" and sue her for everything she had.'37 Therefore she
does not let the boys ride the horses. Her constant

N ¢
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At last Mrs. Cope is put in the

dispossessed and the displaced.

‘position of the

Finally she perceives

that she is one with them, no better and no worse:

L

The <child came to a stop beside her

mother and stared up at he
had never seen it hefore. It
the new misery she felt, but
looked old and it 1looked as
belonged to anybodx1 a Negro
to Powell himself,

v

. s v '
Through the catalytic powers

compared to the.Biblical prophets

Mrs. Cope comes to see that she’

nor does she have special title

r

face as if she

was the face of

on
if
or

of
in
)

is

to

her mother it

it might have

a European or
t

A

v

the boys, who are
the fiery furnace,
not all 'powerful:

good fortune, The

country is being laid waste, perhaps to make room for

an eventual parking lot as one of the boys suggests he

would like to build.42 Destroyed

too is. Mrs. Cope's

secure feeling of escape from those mysteries that she

cannot control. She feels constantly pursued by “these

I

The fortress line of trees was a hard granite
overnight and the
The season was
in the weather

blue, the wind-had risen
sun had come up .a pale gold

changing. Even a small change
made Mrs, Cope thankful, but when the seasons
changed she seemed almost frightened at her
.good fortune4§n escaping ,whatever it was that ¢

pursued her.
AS in the case of o0ld Mr. For

.52
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demons, but in her own little world she rules supreme:

tune, the woods are a .







"I'm going to get you one by one and bgat
you black and blue, Line wup. LINE UP!'éghe
{the daughter] said and waved one, of the
pistols at a <cluster of 1long bare-trunked
pines, four times her height, as she *assed
them. She kept moving, muttering and gmswling
to herself and occasionally hitting ot with
one of the guns at a branch that got in her

way. Fro time to time she stopped to Femove
the thor vine that caught in her shirt and
she woul say, "Leave me be, I told vyou,.
Lea be," and give it a crack with the

pistol ‘and then stalk on. .
Presently she sat down on a stump to cool
off but she planted both feet carefully and
» firmly on the ground, She lifted them and put
(~A them down several times, grinding them
fiercely into the dirt as if ghe were
crushing something under her heels.4

A

Powell is only echoing the child's sentiments when

he says "'If this place was not here any more,...you

. would never have to €Rink of it again,'"%6

When they set fire to the woods they are fulfilling

4 w

the child's earlier fantasy, when' she says' to her

"mother at the beginning of the story: "'It looks like a

fire. You better get up and smelil around and see if the

wopds ain't on fire."‘?

. by
The joyous shrieks at the end of the story are the
sound of prisoners set free, The space newly cleared of
trees is likened to the circle the angel cleared for

the Biblical ‘prophets in the fiery furnace, The
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powerful Mrs. Cope, so concerned with her possessions
and so denying of the rights of individuals, has been
symbolically routed at 1last. While preserving her

~ landscape, she was laying waste human souls,

If such.as}Mrs. Cope control and spoil the rural
experience, iE is better that it gives way to parking
lots as Powell's friend suggests, Nobody can enjoy it
so it might as well be forgotten rather than remain a
painful memory., . |

X

The suffering of the have-nots of the world can no
longer be ignored. Machines and modern technology are
putting people into cattle cars and _City developments,

Now Mrs. Cope sees that she too can be victimized that

way; that all 'of her misquided, mechanized power

amounts to nothing. In such a world it is no 1longer
possible to have faith in the rational ané in what is
produced by man. Mrs, Cope must stop trying to escape
from the real world; she must come to terms with powers

- greater than her own. - R

>

¥

«

This godless world, which we see in "A Circle in
the Fire," and in Mrs. Cope's pride, is more fully
realized in‘thg“story *The Life You Save May Be Your

»

vomn
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one-arm jackleg or not., I'm a man," he said
with a sullen dignity, "even if I ain't a
whole " one. I got," he said, tapping his
knuckles on the . floor to emphasize the

" immensity-of  what he was going to say, "a
moral intelligence!®” and his face pierced out
6f the darkness into a shaft of doorlight and
he stared at her as if he we:i astonished
himself at this impossible truth. 8.

N\

Shiftlet lies so much that he almost believes his

L

own inventions, forgetting what the real truth is, His

first words in this story are lies: "'Lady,' he said in

L]
a firm nasal voice, 'I'd give a fortune to live where I
y /- '

could see me a sun do that every eveningu"49 He poses

against the sun in the form of a crooked cross. This is.

the Christlike pose he adopts during his stay in the
\

¥ . % .
country. Everything he sayM,and l‘pretends to 1is the

exact opposite of what he believes iﬁ. He claims he is

not interested only in money:

- . \

*Lady," he said slowly. "there's some men
that some things mean more to them. than
money."...He told the old woman then that all
most people were interested in was money, but
he asked what a man was made for...He said he
had fought and bled in the Arm Service of his
country and visited every foreign 1land and
that everywhere he had seen people that
didn't care if they did a thing one-way or
another.  ge said he ™ hadn't been raised
thataway.S _

The only time Shiftlet speaks the truth is when he

is discussing the car. He compares himself to a monk of

57
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P 4
0ld when he is given the car as a place to sleep in,

.thus revealing its religious significance for him: ' 4

L

"'Why listen, Lady,' he said with a grin of delight,"

'the monks of o0ld slept in their qoffiﬁs!"51 What he

fails t® perceive in his coffin analogy 1is the truth

that this religion will only lead to spiritual death. *

He also speaks truthfully of alienation and modern ' /

society's ills when he looks at the car:

He had raised the hood and studied the
mechanism and he said he could tell that the
car had been built in the days when cars were
really built, You take now, he said, one man
puts in one bolt .and another man puts in
another bolt and another man puts in another
bolt so that it's a man for a bolt. That's
why you have to pay-so much for a car: you're
paying all those men, Now if you didn't have
to pay but one man, you could get vyou a
cheaper car and one that had had a personal
interest taken in it, and it would be -a.,
better car,. The 5c‘;ld woman agreed with. him - -~
that this was so. . :

The trouble 1is that he extends this little sermon as a
metaphor for his "personal interest® in Lucynell'.

’ ' . »

When he talks of how man is divided into two parts,

body and spirit, he.says: ®‘'the body} lady, is like a

=

house: it don't go any@here; but the spirit, lady is
.like a automobile: always on tﬁe' move, always...."53
With these words he gives himself away. He sees himself
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emptiness of the future. The ‘machinek which they

worship in'wonder, and which represent progress.to them’
i -

will not help them escape fréh the spiritual wasteland
they are'éig;ing ouL,' for: th:ie will be‘no place else
to go. Thef have saérif'ced“love and'faith for material
rewardq,(lrhe result is ﬁdpeleés isolation, with no'

chance for revelation and grace,
' B
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v Chapter 3 - -
N . Man as Machine

-~
1

In many of Flannery O'Connor's stories, characters

¥

\ ‘ ISY ‘
aré»,portrayed as being more machinelike than humaqa

This is done in various ways, all 'shpwing a dhnggrpus

f~ -
lack rf humanity and of spiritual values.
r I&«

\ b

b 4

The most blatant portrayal of man as machine is the
one. in which( man fs literally and physically.
automaton-like. Hazel otes,lin»Wiﬁe Blood, is the best
example of this. Haze is .depicted as®a mechénigai toy

‘that is rigid and obsessed. The first sentence of Wise

Blood shows him in this pose: "Hazel Mdtes sat at a-

forward angle on the green p;usp train seat, looking
one minute at the window as.if he might 'want to jump

out’ of it,..."} A later description says: "He had\ihe
[]

A

"look of being held there, as if by an invisible hand,

as if, if the hand lifted up, the  figure would spring

across the pool in one leap -without the expression on

his face changing once."? A ' \\‘ .
N rd

Haze is also likened to a puppet in t:i£;£9416Wing

passage: "Haze got up and hﬁng there.a fe econds. He
. v /- v o 4
) 61 B
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Margaret Peller . Feeley, in her.essay "Flannery'

p'Conn%t's Wise Blood: The Negative d%y}' links his

5

outer appearance to his obsessiveness:

3
(3

His physical rigidity underscores - his
obsession with Jesus that 1is obvious to
everyone but himself, He is constantly being
mistaken for a preacher when he insists ‘he's
not, and even Enoch Emery who is a-near-moron
understands Haze better than he does himself:
.. "I knew when I first seer you xou didn't have
- nobody nor nothing but Jesus. :

Haze displays other machinelikes or nen-human
]

qualities. He shl:;° no feelings qr -emptions and

dislikes being touched. Love is an alien condlion for

- »

him, and he rejects all offerers of it, fromfSabbath

Lily Hawks to ﬁrs. Flood., Lust, like all other human

, , K
contact, holds no attractions for him. When he pays a

visit to the prostitute Leofa Watés, to prove that sin-

does not exlst, he longs to estape from her grasp. 'If
\she had not had him so firmly by the arm, he mxght‘géve,

leaped ouE the- window."? // ' .

\

In his wish to escape the Cbrtsflfigube that he

+ ’

identifies with ' death, and that he fears is constantly

o

hounding him, Haze attempts’ to convert “to nothing.® In

”

so doing ﬁe_ has\'merély maraged to shed his human

Ll

2
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It is very apt that O'Connor chooses this
opening for her story because the truck
metaphor not only characterizes.Mrs. Freeman,
but also prefigures thes duality of each of

/ the story's main characters. Mrs. Hopewell,

Hulga, and Manley Pointer all have, like Mrs.
Freeman, a mechanistjc way of dealing with
the world, a facade at covers their under--
lying ®"neytrality," or 'nothinqniis.' however
hard they may try to conceal it.

Andther demonstration - of the rébot-like

EY ‘e ‘e

*nothingness® of O'Connor's characters is their use of

clicheés or automatic . and prescriptive replies or

_ comments. Mrs. Hopewell is E*e most prominent exponens

‘ &

of the use of <cliches, closely fdﬁlowéd by Mrs.
. < ;

Freeman, a champion 1n one-~upmanship: -

Nothing is perfect. This was one of Mrs.
Hopewell's favorite sayings. Another ' was:
that. 1s life! .And still another, the' most
important, was: well, other people have their.
opinions too...

‘ When Mrs. Hopewell said to Mrs. Freeman
“ that 1life wa@s like that, Mrs. Freeman would
say, "1 always said so myself." Nothing had
been arrived at by anyone that had noft first
been arrived at by her. She was quickeér than
Mr, Freeman. When Mrs, Hopewell said to her
after they had been on the place a while,
. "You know, you're the wheel behind the
wheel,® and winked, Mrs. Freeman had said, "I
know it, I've always been quick. 1It's some <\\v_
that are quicker than others.®” ’

. "Everybody 1s difgereni,' Mrs. Hopewell

said. :
“Yes, most people 1s,® Mrs., Freeman said,.
"It takes all kinds to make thf world."
"1 always Said it did myself.":3 '
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Constance Pierce claims that this disarming and

9

optlimistic speech pattern of Mrs. Hopewell is just a

mechanical fagade to mask a cold, mechanistic and

-

waterialistic streak:

But running' underneath this "hupane®-
exterior is a hard; dehumanizing
< practicality, Good <country peoplg make good
farm hands, and she 1is anxious to keep the
Freemans contented. She has also been guick.
to notice Pointer's interest in Hulga, who
she wishes c¢could have some "normal good
times" like the Freeman girls <(and perhaps
get married and leave?). Her tolerance for
people, in some ways, seems directly
proportionate to their usefulness; thus she
has divided the world into *good country
people®" who, though they are sometimes
ireit™ing, geserve her patience, ahd "trash"
who do not.l : * v

N

Thus we have her flattering “"wheel behind the wheel®
allugioﬁ’pb someone she wants to use as she would a

machine. .

Aﬁophez ‘character who favours clichés is &rs.
.McIntyfe in "The Displaced Person." éhe is -constantly
quoting the sayings of her late husband, the judge,
such as *'One fellow's misery is the other fellow's
gain,'*: and "'The devil you know }; petter than the
devil you don'tv.."15 The use of these banalities shows.
up not only her robot-like response to humanity in
general, but also her «cold, self-serving and amoral
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nature.

4

Manley Pointer, 1like Mrs, Hopewellplmakes use of a

fagade to achieve his goal with machinelike relentless-

1

ness, He acts out a love scene with Hulga,‘by rote,

spouting lines that ‘are so predictable as to sound pre-

PR

recorded:

"You got to say 1it," he repeated, "You
got to say you love."... o

The boy was frowning. “*you got to say it,
I said. it and you got to say it," he said...

: *I just want to know. if you love me ot
don'tcher?® and he caught her to him and
wildly planted her face with kisses until she
said, "Yes, yes,® :

"Okay then," he said, letting her go.
*prove it,": : :

Yet another cﬁue to the machinelike nature of theése
characters 1is the. lack of gmopion or . human feeling
displayed in their philosophies or general approach to

life,

. 3
i

_Rayber, in The Violeht Bear It Away, seeks to
\ AL ,

) ) . /'V\.
banish all emotion and love from his nature, He

li;erally tunes it out or turns it off at the flick of

‘a switch when it threatens him, as it does in the scene

when the little girl preaches in the tabernacle:




 "Listen you people,” she shrieked, "I see a

damned soul before my eye! 1 see a dead man

Jesus hasn't raised., His head 1is in the

: ) window buyt his ear is deaf to the Holy
Word!® ... ,

He [Rayber| was dgroping fiercely about
him, slapping at his coat pockets, his head,
his chest, not able to find the switch that
would cut off the voice, Then hi§ hand
touched the button and he snapped. it.

! o

With ‘this action he also tunes out Tarwater who is”
now ripe for his, guidance and his love. Rayber is
VR .
indeed damned, 'and deaf to both the Holy Word and the

words of his loved ones:

~—

' ' . Rayber's face had the wooden look it wore

when his hearing aid was off. He did not see

the boy's expression at - all...Through his

fury he could not discern that for Eae first

‘_jyime the boy's eyes were submissive,
Blind, éeaf, wooden, insensitive to others: these
are indeed the qualities of a machine and not of a man,
|
Hulga, in "Good Country People,” and Rufus, in "The
Lame Shall Enter First,"® demdnstratel by contrast, the
s difference between a machinelike thought process and a
natural human one, Hulga adopts an atheistic,
- \ .
existential philosophy in order to keep all sentiment
he at bay. She clumps her artificial 1ég to stress the
fact that she subscribes to the mechanical and’ logical
school of thought, ‘rather than itd the more human and
7a ‘ 68 .
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not believe in weapons that can fail him. Both :the -
clerk and Sheppatd, meanwhile, are revolteg‘ by the
reality of Johnson's deformity, which they quickly mask

Ly

in the new shoe,

* Rufus believes in';he old time religion, If he |is

evil, he says that his ac;ions are influenced by Satan.,

Because ' he is clear-seeing and knows:  reality from

illusion, ho fast-talking social worker'or psychologist
is going to hoodwink  him into mistaking'wroqg, for
right, He tells Norton "that the boy's guidance s
counselor father‘Sheppatd is not right: "'Listen here,'
he hissed, 'I don't care if he's good or not., He ain't
;ight!"zz According to Henry Taylor in his essay "The

Halt Shall Be Gathered Together: Physical Deformity in

~ thé Fiction of Flannery O'Connor®:

* Jehnson is not good -either, but his actions
are 1in accord with the nature of his soul,
and he knows this. In that sense he is right

Q® _..He is self-reliant, aware of the evil in
his nature, and closer than Sheppard is to a
realization of how to exorcise his demon... .
Johnson knows that he is alienated, and he
knows that his redemption may be brought
about by the kind of miracle in which he
believes, the kind of ggracle that Sheppard

could never comrceive of.
. \

Thus it is not the "perfected,” machinelike person, -

but the fallible, human one who is closer to achieving

-
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tedemption. The latter type of person has not turned
himseif off, literally and figuratively, to the

.possibiliEy of miracles. He is still open t® them .and
J .

_té6 faith and so can be saved. : '

»*

In Flannery O'Connor's fictions, glasses are one of

-

the most common of all the mechanical props or devices

which *show a physical: lack, and which according to

24 25

Josephine Hendin and Henry Taylor, represent a

v b Y !
spiritual Lack and emptiness, In almost every story,

one, or all of the main characters wear, eyeglgsses to

[ 4

"signal their spiritual blindness. As William V. Davis

puts it N

Hers [Flannery O'Connor’'s] is a world in which
most of the characters, 1like O.E. Parker,

live with their ®"vision,..so blurred that for

an instant he thought he had been attacked by

some <creature from above, a gﬁgnt hawk-eyed

angel wielding a hoary weapon.” .

AN

»

_Hazel Motes has -his vision bluzredehen he .puts on

’ his mother's_éiasses. This means that the machine or
artificial accéutrement that he is using keeps him from
reality, rather than revealing it to him, The only
yision ﬁe does achieve, with the aid of th;s "technol-

ogy of the eyes, is a mockery of religién. Reflected in

a mirror he sees Sabbath Lily Hawks and the new jesus.
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rescued him from.the old man, gun or no gun; or he
- .

would have come back for him at some later date: -

-3

The glint-in the boy's eyes followed the
wires of the hearing aid down to the metal
box stuck in his belt. - "What you wired for?"
he drawled. "Does your head light up?".

The boy contlnued to study the macﬁlne .
His uncle's face 'might have been only an
appendage to it.,,.He gazed briefly at the
pained eyes behind his uncle's glasses,
appearing to abandon a search. for something
that could not possibly be there., The glint
in his ‘eye fell on the metal box ‘-half-
sticking out of Rayber's shirt. *Do you think
in the box," he asked, "or do you think in

. your head?"®.

Rayber heard his own heart, magnified by
the hearing aid,—sudenly begin to poind like
the wggks off a gigantic machine -in his
chest

Rayber is indeed an example of a machine-man, all.
thought and. little or no emotion. In the end, like

Hulga, he is left with Nospingness. Apart from his

machine-identity, there is nothing else,

' ' »
In "The Artificial Nigger®™ we have a real

artificial man as’ a symboi. The hiéerable—lookinqn
machine-made sﬁatue represent§ what mgn ié evolving
into, as well as the tawdriness of the end-result of.
human technology. The machlne age has ended by putting
man in thrall.and into a position of degradatxon So

much for human pride and wrongheadedness. According to

s

-
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Henry Taylor: | « {

The reconciliation between Nelson and Mr.
Head is brought about when they share a sense
of wonder at the most ' remarkable thing they
have seen all day, an object which,..seems an

. ultimate parody of the man of parts who is
partly there...

Both Nelson and Mr. Head are given
revelations at the end of the story, revela-
tions brought about by their encounter with
the artificial Negro. Mr. Head feels an
understanding of God's mercy, and Nelson
feels the rightness of h&f grandfather's
judgment. What they have " both seen 1is

- themselves as they are, for the city 2gas -

tried them both beyond their limitations.

. -

When Mr., Head denigs his grandson, and when Nelson

refuses to forgive him,' they have 'both shed.their

humanity. " They are becoming ‘robots or artificial

" humans’

1

The automobile is _Flannery O'Connor's most

important symbol..of . the, metamorphosis of man into '

machine, QEEE}’Motes, in Wise Blood, provides the most

complete example of £his form of identification with a

man-made object, but there a

J

re other examples,

Shiftlet,.in "The Liﬁe'You,Save May Be Your Own,"

+ ’ .
compares his spirit ‘or soul to an automobile.30 He too
identifies more with things metal and manufactured tMan
with' thase physical and created by’ a ‘'higher power.

13

’
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Blood, who is subject to the same fear of the physical

A

world, and of mortality: "The rain fell on his hat wiih
loud splatters as if it were fallihg on tin;'33 This, 452:

time, however, Motes 1is the tin man; he is 'alrgady

"(

metamorphosed int6 a car. o
,~ ; ) ) . %
+
’ 7*Another character in Flannery O0'Connor's fiction Qi‘.

who, establishes some sort of identification with an
o { ! .
automobile is the molester, in The Violent Bear It
' - ‘ N
"Away. His vehicleis dgscribed as "a lavender and

/

cream-colored car.“?4 This car matches and defines ' the

.

driver whg: * . .
. : . -+
R

, - \ f 1
had on a lavender shirt and a thin black suit
and a panama hat. His lips were as white as
the cigaret that hung limply from oqe side of
his mouth, His eyes Wwer’e the same co¥or as

his @hig} and were Tihged with heavy black
q T N > ’

*~ Tashes, 3
\ ; o

The_ culmination -of this ‘trend of man as machine °

-

och}s in the story, "The Displaced Person.” Here we

[

have a human being.imported as one would import a new

i

“‘ i ! « ' » v . .
type of machine. He is a solely commercial venture. As

~

RoberE' Coles puts it “in hgi book Flannery O'Connor's
South, the Displaced Person. L

. t

o ¢

B A - : e

~

' ,is...someone - whose life has  suffered at_ the -
hands of @ civilization, a moderp industrial-



/<

W

&

¥,

- man and his family, than of an object. So she kills
3 b .

! . ‘ ~
[ , ' ‘ . 1
ism, a  Western, secular materialism, gone
viciously berserk -- and now come South, full
of promises, and ready:-to 'deliver immediate
satisfactions: efficiency, reliability,
productive mechanization, a kigg of silent,
impersonal competence and skill, }

This person, or product as the case may be, 1is

tested, found wanting, and rejected, 1like so many

pieces of cold metal, He was efficient and

money-saving, but he had an unforeseen'side effect. As

Mrs. McIntyre, who ordered the man in_the first place,

‘ ") . B . .
tells Father Flynn: "'He's extra, '... 'He doesn’'t fit

»

o) . , .
in, I haye to have somebody who fits in,**37 and again

v -

"'He's extra and he's upset the- balance around

~

.~ here,*"38 A o

-

Mrs. McIntyre wants to send him back, or at least

n ! R Y . .
away, but, inconveniently, it is harder to get rid of a

o 1]

him, Not aggressively but passively, by.not warning him

)

_of his danger. By lettin one ‘machine’ be destroyed by

'

another machine, she believes that she can feel guilt-

]

free, >

'Y

What Mrs. Mclntyre takes issue with is a <cultural
M ~

difference, and the threaﬁ of alien values., Mr. Guizac,
" .

the p.P,, wants to mérry his «cousin to the only man
¢

™

v

\ A '
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guestion of Téce, and theh she commits ﬁurder_ byJ
omission, But is she indeed a Christian? That is .thé
crucial guestion for Flannery O'Coﬁnor; whao implles
that she .is  neither a Christian nor a. good woman,
though-she may not know 1t, In a con§ersation with
Father Flynn, while he watches the peacock display its

tarl, she displays her lack of faith:

*Christ will come like that!" he [Father
Flynn] said in a loud gay voice.and wiped his
+ . hand over his mouth and stood there, gaping.

Mrs. MclIntyre's face assumed a. set
puritanical expression and. she reddened.
Christ in the conversation embarrassed her
the way sex had her mother. "It 1is not my

. responsibility that Mr., Guizac has nowhere to
go," she said. "1 don'‘t find myself
responsible for all the extra people in the
world." :

The old man didn't seem to hear her. His
attention was fixed on the cock who was
taking minute steps backward, his head
against the spread tail, "The Transfigura-
tion,™ he murmured. '

She had no idea what he was talking
about. "Mr. Guizac didn't have to come here
in, the first place,” she said, giving him a

.. hard look.

The cock lowered his tail and began to
pick grass. ; .
» "He didn't have to come 1in the first
place, " she repeated, emphasizing each word.g
The old man smiled gbsently. "He came to
redeem us," he said...?
LS 4

Mrs. McIntyre protests her innocence too much. The
Displaced Person and Christ begin’to‘ take on the same

identity as she rejects them both. Both- are an

79
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has to work! He wants to work!®" She turned to
Mrs, Shortley with her bright wrinklig face,
*That man is.my salva‘ion!" she said. )

v

. Y
This statement occurs before the D,P. becomes a threat

»~

to her little world. What good is the money he makes

for her then? At that point she sees him as a monster,
1

but he seems to be a monster that is man-made like

Frankenstein's monster:

Monster! she said to herself and looked
at him as 1f she were seeing him for 'the
first time. His, forehead and skull were white
where they had been protected by his' cap but
the rest of his face was 'red and bristled
with short yellow hairs. His eyes were like
two bright nails "behind . his gold-rimmed
spectacles that hdd been mended over the nose
with haywire. His whole face looked as if it
might have been patched together out of
several o;hers.4 ’ :

8.

< 0
- » , }
Mr. Guizac cah be compared to other machines in the

s;ory,'to the 'pieced—toqether‘trucks'44 that drive up
to the McIntyre yard on various business errands. Mrs.
N

of those other "bloodsuckers'" vehicles.
‘ . :

McIntyre's view of him here echoes Mrs. McIntyre's view

| y o
O'Connor uses the violent act in this story, and in
others, to make her characters aware of their guilt and

« .

of their need for redemption, i.e. their displacement,

The rape of Tarwater in The Violent Bear It Away,- the

W v . A —— = - N 4 B S P
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ératuitous destruction of Haze's car in Wise Blood, the
suicide of Norton in "The Lame Shall'Enter First," the
killingé of Tannger and of the litgle girl in "Judgement
Day® and in "A View of the Woods," the tractor crash im
"Parker's Back," the arson in "A Circle in the Pire,"
even the forcible seizure of Hulga's ért;ficial limb in
"Good. Country People® aré all examplés of these violent
acts. John °F. Desqond, in his articlel "Flannery
O'Connor's Sense of Piace,' defines.displacement as:

3

a wrenching away of the person from his self-
contained state, whether - internal 0
external., She |[Flannery O'Connor] breaks opeh
the ®“closed world" and the "closure of the
soul®” ...by ajlviolent shock, one that opens
the “possibility” of being so that it. may
suffer penetration by the divine. Which is to
say that her violence reestablishes the
mystery of being, making it palpable...So
while firmly rooted in a concrete place,
these scemes depict a pulverizing of the

- character's relation to the world, and a
recqgnition of his true identity as homo
viator, Tgn journeying toward the -"true
country."” .

..-In the end Mrs. McIntyre finds that she 1is
responsible for the world's misery becauée she shares
it, both cause and effect. The boxcar scenes that Mrs.
Shortley saw in a newsreel are no longer restricted to
Europe “"where they had ﬁot advanced as in this

country.'46 Mrs. McIntyre too, had créated a monster

when she turned a man into a machine. After the death
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Chapter 4
Towards Redemption

Gilbert H, Muller, 1in Nightmares and Visions: .

Flannery 0'Connor ‘and the Catholic Grotesque, says

" that: ' . v : -
, A ! ¥
K N »

L ¢ - N
‘Revelation of the true kingdom -- or, as

Miss 0'C®nnor called it, the true ceuntry --

is a primary concern in her fiction, and it -

is for this reaspn that she utilized motifs

of violence to get at the incongruous nature

of reality and to reveal the vita}ity of .the

grotesque as technique and vision, N

He goes on to quote O'Connor's classic statement on
_the'use of violence and ‘shock to get an unpopular point

of view across to an audience: . .

o

The novelist with Christian concerns will .
find in modern 1life distortions which are
repugnant to him, and his problem will be to
} make these appear as distortions to an
y audience which is uJUsed to seeing them as
natural; and he may well be forced to take
ever more violent means to det his vision - T
across to this hostile audience. When you
.assume that your audience holds the same
beliefs you do, you can relax a little and
" use more normal ways of talking to  it; when
you have to assume that it does not, then you .
have to make your vision apparent by Shock -- .

- ) to the hard of hearing you shout, and for the
’ almost-béind you draw large and ‘startling
figures. .
84
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.0'Connor Has an . uhpopul;r point ‘of view and
strongly . Christian  concerns. She believes  that
redemption is all important; this earthly life is to be
used primafily as a prepgﬁation_for ‘a proper Christian

death., O'Connor has stated that "the meaning of life is

centered in our Redemption by Christ and what I see in

the world I see in its relation to that."3 She also
states, in the introduction to "A Memoir.of Mary Ann,"
that "the creative action of the Christian's life is - to
prepare his death in Christ, "4 |

' I..believe fﬁgt her usg‘of violence is Strongly
coﬁpleg with a use of technology-in many instances. 1In

a great number of her works the moment of revelation

occurs when there is a malfunction of a faulty machine,

or when she dep;Fts "the machine pe:fatm&ng acts that

.

shockingly explode the illusion of technology as the

saviour of mankind.

|
To this end I will. cite the .three majbr examples of

those revelations. I will conclude with a summary of
recognitions | achieved through mechanical failures in

e

her other fictidns.
[}

Wise Elooﬁ/fzg]probably the strongest examplé of
. L ' i \
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Frederick Asals, in his book Flannery O'Connor: The

\

Imagination of ’Extrémitx, makes note of his féckleéss

~

efforts:

B ‘

~

...he [Haze] is surrounded by images defining
his helpless and compc immobility. For
despite his energetic efforts, despite his
angry assertions that he:is "gaing places,”
he absurdly gets’ nowhere...in...chapter [1l] he
is described as hanging: "He looked as if he
were held by a rope caught in the middle of
his back and attached to the train ceiling”
(p. 12). Chapter -2 opens with him trying
simultaneously to catch his hat and the train
and ‘' so being left stranded; chapter 3 with
his "neck...thrust forward®™ but his shadow
"walking backward" (p. 37); and varidtions
are rung on -the-image until, late in the
novel, as he drives out of the <city he feels
that "the road was really slipping back under
him" (p."207). At this moment the patrolman
appears who will force him ta resolve his
dilemma by leaving him naked to the "blank
gray sky that went .9n, depth after depth,
into space" (p. 209).

It is this final important 'confrontation with his

helplessnéss that reveals his misplaced faith and

‘

misdiristion to Haze, This is evinced in his subsequent

-

conversation with the patrolman:

~

The patrolman  stood staring at him.,*
"Could I give you a lift to where you was
going?" he asked.

After a minute he <came a little closer
and said, "Where was you going?"

- He leaned on down with his hands on his
knees and said in an anxious ¥Yoice, "Was you
going anywheres?"

"No," Haze said.
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The patrolman squatted down and put his
hand on Haze's shoulder, "You hadn't planned
to go anywheres?" he asked anxiously.

Haze shook his head. His face didn't
change and he didn't turn it toward the
patrolgan. It seemed to be concentrated on
space, ‘ .

P

(——/

Haze finally admits” that he was not going anywhere,

at least not in the earthly sense, In another senSe he

has

’

refocused his sights and is now condentrating on

space or the "true country. "

‘

The failure of his 'c¢3r to take’ him anywhere is

perceived by Haze as the failure of man to trun

death, Here he capitulates. He realizes his false pride

in his man-made powers., He sees himgeLf,as the pitiful

and heipleés sinner that he is, one of the least of the

least, 'in ‘the faéE‘ of the infinite horizon. He goes

v

home to blind himself and to do penance for his $§?s of

pride,

At this point the earthbound Hazel Motes has died

.

in effigy. After' the death of the car, Haze himself is

just waiting to be buried. The old Haze has disap-

S

a completely opposite outlook. Physically, he

peared./§piritually‘ and mentally he is a new man

-y

; with

is

a

shadow of his former self. Sick, enfeebled, blind, he -

is old before his timez

* 88
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He didn't eat much or seem to mind anything

she [Mrs, Flood] gave him...He ate anything
and’' never knew the difference, He kept

getting thinner and his cough deepened and he

developed a limp. During the first cold

months, he took the virus, but he walked out

every day in spite of that...He could -have
been dead and_,get all he got out of life but

the exercise.” .

¢

-
3

He is further compared to the living dead when Mts.

Flonb observes that ‘"anyone who saw hér from thes

sidewalk would " think ‘she. was being courted by a

10
* o « /

¢ S
When he does die, he ' dies in a ditch like his car

[ 4 0

"died," falling over the edge into anbother dimension.

v

corpse.

. ,
_Ar last Hazel Motes has found his gi;ection, and he 1is

- L4 »
~

making progress on,the road to redemption. With a blow
from the Policeman's new billy he is, physically and
spiritually, taken home,
In the story 'Parkeg's Back," a machine acts as a

catalyst for a profound religious experience,” 0.E.

"His last words are "I want to go on where I'm going.'llf'

PR

|

Hy

B . s B! : . ]
Parker is a very ordinary person. "He was a boy whose

mouth habitually hung open. He was heavy and earnést,

. . . . .
as ordinary as a loaf of bread."l? His gapin&&ﬁbuth is

a sign of .spiritual®and mental emptiﬁeés, according to

£ . s
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Preston Browning, in his arti%le "'Parker's Back’:

\) \‘\, ‘\ . .
. Flannery O'Connor's Iconography . of Salvation by
S .13 C -4 |
Profanity.” ' \\ i
\ N \\ B

s

1 This young man, however, is soon to experience a
sign or a mysgical call of Biblical proportions, a sign
which summons him back from«eis worldlyjpreoécupations:

l : .

e

As. he circled the field his mind wié on a
suitable design for his back. The sun, the

size of a gold ball, begg{ to switch
regularly from in front to behind him, but he
appeared to see it both places as if he had

eyes in the back of his head. All at once he

saw the tree reaching out to. grasp him. A
ferocious thud propelled’him into the air, .
and he heard himself yelling in an

- unbelievably loud voice, "GOD” ABOVE!" , . «
’ °  HeAlanded on his back while the tractor + ~~
crashed upside-down "into the tree and burst
into flame. The first thing Parker saw were
,his shoes, quickly being eaten by the fire;

N

. one was caught under the tractor, the other

"was some distapce away, burning by itself. He
was not in them, He could feel the hot breath
" of the burning tree on his facé, He s¢rambled
backwards, still sitting, his eyes caEernous,
and if he had knoYQ how to cross hihself he
-would have done it.

/

<
\

William V. Davis, in hkis . essay "'"Large ~and

. startling Figures': The Place. of 'Parker's Back' in

’ . - - - -
- ;ﬁannefy . O'Connor's Canon,” says of Paxker's
. iR ‘ p
experience: s )
+ ha (\
. ’
' )
) on s
Here Parker's vi€ion is specifically
’ ' /
. / , 90
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an asquisitive sense that ultimétely~ fails to satisfy,
because it ié .a meaningless activity. dnlike the
tattoos of the man he once saw at the E;Tf: his tattoos
form 'no pattern. They fail to cure his frustration and

to make sense out of his 1ife. ‘In fact,., the more

-

4 tattoos he acquires, the more frustrated he gets:

’ L L

' His dissatisfattion, from being chronic and
latent, had suddenly become acute and. raged . -
in him, It was as if the panther and the lion '
and the serpents and the eagles and the hawks
.had genetrated his'sfén and 1lived inside him
in a’raging warfare, ) ‘ .

' i Preston Browning'says that:
' o /

-

In this respect a prototype of modern man, - .
Parker derives his [transient] - sense of -
identity from external properties acquired at -

random, things that by their /very nature

canhot. produce a pattern; and hence he is -

doomed to a ceaseless ever-frustrated quest.

As the tattoos refuse to make a pattern, Eg

cohere, so Parker's life refuses to cohere,

N o

His m}racqlous revelat{bn-by means of the tractor

»  Sets him.on the track of redemptioh. As if fated, he

. goes directly into the city and has a tattoo of Chrisf'
put on his back. Thus he is tténsﬁormed into a prophet ..

with a mission, though he dqss not yet understand his

transformation..As William V. Davis explains it:

-t
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...we are told that the tattoo artist Parker
goes to for his final tattoo “was about

Parker's own age -~ twenty-eight." This is"
the first time .we have any reference ¢to

Parker's age and it is significant {§ that

his age, at twenty-eight, would coincidé with

the age of Christ at his baptism and just

previous td the beginning of his ministry,

according -to one theory of working out the

dates of Christ's life, D'Connor seems to be

alluding to the fact that Parker 1is to be

cgnsidered, “after his vision and conversion

. in the field when he sees the tree "burst

into- flame,” as something more than a

prophet, Indeed, he is, by name, first

Obadiah, the prophet who has a vision, and

then Elijah, ™ the greatest of the ‘0ld
Testament prophets, ‘Findlly, his calling

becomes cemplete when'he goes for the tattoo.
and, literally, takes Christ upon his Dback,.

If anyone in modern liteﬁature . becomes a,
Christ figure, Parker does.

-

It remains only for'Pa;ke} .to understand and to
accept his true identity. Up until now he identified
with ék;ernal things.' A8 Henry Taylot observes {in his
essay “"The Halt Shall Be Gathered “ Together : Ppysicél
neformity in the Fiction éf Flannery O'Connor": "The

point which this story illustrates is that some men

‘consider artificial additions to their bodies "to be

v

improvements.'21

Parker's obsession with external and material
things has kept him ffom seeing who he really is, and
from accepting his identity. Up until now he
concentrated on his body, rather than on his soul. He °

L}
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that he realizes his error he muat'pay. While his wife

thrashes him as an idolater:

Parker was too stunned to resist, He sat
.there and let her beat him until she had
nearly knocked him.senseless and large welts
had formed on the face .of the tattooed
Christ. Then he staggered up and made for the
door...There he was =~~~ who called himselif
Obadiah Elihue -- lianing ‘against the tree,
ctying ‘like a baby,. : :

LY
1

Here Parker symbolically.re-enactsdiﬁe suffering of

Christ on the cross. Phe large welts on the face‘éf his

Christ tattoo, and the fact that ﬁe is propped against
a tree make of Parker a sort of Christ figure, At last
he recognizes his errors ‘and atones ' for them thzouéh

his sufferiné.

1

i
v

In "The Disbiaced Person," we have the paradox of a.
maéhihg that fails in the rqle of saviour because it is
too efficient, Ih Mystery and Manners Flannery 0O'Connor

\ .
warns that: ‘ ;

R

In the absence of this faith, now, we govern
by tendernegs. It is a tenderness which, long
since cut-Gff from the person of Christ, is
wrapped in theory. Wheh tenderness | is
detached from the source of tenderness, its

. logical outcome is terror, It ends in forced
labor prs and in the . fumes of the ga's |
chamber., .

~ A
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is Mr. shortley who becomes the worthy and déserving
© laborer. ’

Murder by machine 'is not the same thing as real
murder, it can be argued. It is by remote control: And®
Mrcs, McIntyre and her accomplices downot'éven act; they

jhst'neglect to act, This is what happéss when. one has

machines to do one's dirty work .

It is uhfortunate (or ultimately fortunate)’ that

Mrs. MclIntyre fails to preserve her innocehce. The .

violenbe of the murder by machine puts her into a state
of shock, The shock takeg the form of disﬁlacement. In
her displacéd state she is 1159 a foreigner, looking at
her familiar world for the ‘firs£ tim;.‘ She h;s ainew
perception of the world,’ and of herself. She “is no
longer étronq and préud, but humbled, vuinetabie, and
cguilty. shé is now ﬁpen to thé‘éxperience of revelation
and of ted;mption. “

R

As Gilbert H, Muller explains it in Nightmares and

visiods: Flannery O'Connor and ghe citholic‘crotesque;

o
4

In '"The Displaced Person," for example, ‘the
violence is formulated in terms of a basic
social _opposition ~ between relatively
established individuals 1like Mrs. Mcintyre

w
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and Mrs, Shortley, and Guizac, who possesses
no distinct'socia1~identity but who never-
theless threatens the ccnservative communal
patterns of southern farm 1life. Guizac's awn
basic rights can be thwarted only by Violent.
déath, yet once this is perpetrated, the
 world loses its-formerly sharp outlines and
is transformed into something amdrphous and
terrifying - for those who assumed complicity
in Guizac's death...Oné act of violence
reduces him to a thing, to an object which
. the farm's ., inhabitants can observe
clinically. This remarkable detachment, a
form of the destructive intellect which we
have observed in many of O0'Connor's less
laudable = characters, reveals. , these
individuals as . fallen. creatures, - for the
.violence which they causg illuminates the
corruption of their souls. 8 ’

Muller " further defines the purpose and importance

of violence in this and other stories-

The entire strategy of violence in
Flannery O'Connor's stories of the grotesque
is to reveal how complicity in ‘destruction
carries men away from God, away from that
center of mystery which she was constantly
trying to define and which catholics term -
‘grace; This is why violent death is the one
act of §aramount importance in O'Connor's
fiction: serves to. define evil in

soc:(i.et-.)zj"9

The fact that O0°'Connor's. characters worship and

¢ -

emylate machines is the cause of their violent
. . f
behavior,, their “"complicity in destruction.® 1In

deserting God and mankind they have abandoned ‘the

concept 6f'lg:pce. Their violence is a machinelike.

~-violence, automaticj and cruelly indifferent, It is

o
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. gives Hulga a alimpse of the horror of true cortwption.

Realizing where she is headed she draws back from sthe

¢ L

- ' 1
brink in time to save herself. Her leg, 1like her
philosophy, 1is only artificial after all. she has to

face the fact that this is no substitute for that which

- Fd

is real, Hulga has to come to terms with who and what

she is. She 1is not spgcial, but ordinary. She.

experiences displacement and the beginning - of

revelation when her leg is stolen: "When she turned her

'

"= churning face toward the opening, she saw his blue

*

7

-

‘ surréundings or to the words of others., Fi

v

figure struggl}nq successfully over the green speckled
lake.'30 That she‘gees a lake where there is none is a
sign of her displacemegi, aﬁd.of her imminent new
perception of the world and of her role in it. That she

moves towards the opening is a sign of her openn s to

grace; formerly she believed that she had al the

answers already, and paid little attention her

lly, her
L

vision i8 one of Christ walking on water; she is

turning away from the mechanical and logical world.

In "The Lame Shall Enter First," the telescope is a
'symbol for all sheppard fails to see. Though he'might
gaze at the stars, it takes the. wiolent death of his

sén‘EbM7bring him down to edrth and to reality. Norton
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lodéks through ;he telescope to find,a spiritual gguth.
He finds his mother whom he hopes ‘to 5din; this is
because he sees with the e¥es of féfih.,Shegpékd ‘can

only see what a machine shows him; and this i§ not
enough: His revelation cemes too late fo; him to save
. At g

-

his son. Rufus Johnson is .the catalyst for this
insight. He is behind the violent death of Norton: also

he plays a cruel prank on Sheppard: !

LI
(2%

,/> *I have nothing to reproach myself with,"
he [Sheppard] began again, "I did more for him
{Rufus Johnson] than I did for my -pwn child."
He heard “his vojce as if it were the voice of
his accuser. He repeated the sentence '
silently. ‘ ‘ ‘

Slowly his face drained of color. It
became almost grey beneath the white halo of
-his hair. The sentence echoed in his mind,
each syllable like " a ‘dull blow. His mouth
twisted and he closed his eyes against the-
‘revelation. Norton's face rose befo him,

‘ empty, forlorn, his left eye listing almost
imperceptibly toward the outer rim as if it
could not bear a full view of grief. He heart .
constricted with a repulsion for himself so
clear and intense that he gasped for breath.
He had stuffed his own emptiness with good
works like a glutton, He had ignored his own
child to feed his wision of hilmself. He saw
the clear-eyed Devil, the sounder of hearts,
leering at him from the eyes-of Johnson., His
image of himself shrivelled until everythinﬁ
was black before him, He 'sak there paralyzed,
aghast.

° He saw ﬁ&rton at the telescope, all back
afld ears, saw his arm shoot up and wave
frantically. A rush of agonizing love for the
child rushed over him like-a transfusion of

'&@' life. The little boy's face appeared to him
¢

transformed; the image bf his salvation; all
+1ight. He groaned with' .joy. .He would make
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In "A View of .the Woods," the grandf@;her rea11zes
too late- his mxsplaced ‘faith in mechanical 1nvent10ns
Alrhough he is able for a’' time to ccntrol the
landscape, he has nﬁ control over the inngr 1andscape,

which is the one that counts. This is the fact that he
' -

' remains ignorant .of for' too long. When °"he discovers

that he” can neither <control his granddaughter nor

himself, the result:,.are tragi¢c. Machines cansot help
him ngy{fﬁe experiencee revelation just at tﬂe end when
he is dispieced from all hjs old be‘llefs, seeing
clearly for the fifst time., The world does begin to

look diffe?%nt:

[

He perceive that there would be a 1little
opening there, a little place where he could
¥~ escape and leave the woods behind him. He
could see it in theé distance already, a
little opening where the white'! sky was
' reflected in the water, It drew as he ran
toward it ugtil- suddenly the whole ldke
opened up' before him, riding majestically in
. little corrugated folds toward his feet...On
both sides of him he saw thdt the gaunt trees
had thlckened ifito mysterious dark files that
were mareﬁlng choss the water and away into
© the distance.’“ - ' p

— Likée Hﬁlga in. "Good Country 7Eople,' he .is headed

todards the openlng. he is open to the experience of
grace When he . comes o 1t, thz‘lake 11ke the whole of
“life's truth opens up before him, and he percelves the

infinite mystery of the un1verse for the first time. At

103
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}é;t hejlearns ‘that machines cannot help him. Hg is
cBmpared to almachinebhimgglf in the last sentence; but
.his'faith\in machineéﬁis dead, just as the machine is
now a symbol of powerlessness and destfuction; "He
o 1poked aroundudequrgtelyvfor someone to help him but
o the place was deserted except for one huge yello&

o ' "

¥
+monster which sat to the side, as stationary as he was,

gorging ‘itself’ on clay."33 , . . ’
9 K

t In "The Artificial Ni%ger,® the artifici}l Negro is

ﬁ the catalyst that makes Nelson and Mr, Head

their degnaded state He is the sum total and end

prbduct of, the mechanized society that persecutes~them

Pl

during the1r journey to the city. By 1dent1fy1nq’w1th

™ -~

“him, they are not worshipping technology, however. They

.
are aware, for the first time,' of what their -journey

14 Fs “ ¢

represents. They realjze the evil inherent in a godless
Yociety that turns men into something inhuman, so that
men turn against each other, Théy see how low they have

sunk, and how miserable they can get; if they continue

\
on this quest, they will endaby losing their , souls.
4
Al:eady they are deadened- o N
. ' ‘ )

- : The child [Nelson] was standing abouj ten
feet. away, his face bloodless under the gray
hat. His eyes were triumphantly cold. There
was no light in them, no feeling, no .
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Conclusion

'
&, ' .
'

In her novels and short stories Flannery .O'Connor

T
]

P
seeks to hold up a mirror to modern man., That this

mirror i's of the fun house variety makes. it none the

less a serioys vreflection>'of our times, As O'Connor

o}
v -

% ,
herself says in her introductory gote .to the second

i —————————

edition of Wise Blobd: "It is a comic novel about a
- - } . A

14

Christian malgr® lui, and as such, very serious, for

“a11 comic novels that are any good myst .be about:

Y

‘Ratters of life and death."l
7 : _ ’
There - is indeed something comic about men

worshipping machines. It has, .in effect, the same

hil&rity as the vision of man worshipping=his own image

y r

in a looking-glass. For with machinerorship, man has

‘
+ L}

himself is the.hero and saviour of mankind, the source

of all good things. T v '

14

The important point 'that O'Connpr makes in her

fictions is that the comedy does not stop here, The'

true matter of mirth is that we, the secular readers,

are so far gone that we do not see the joke in all of

L]

created a religion and a manner "of life in which he

i
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a

constant,, From ancient times to now she sees the

important thihg as being the final destination of the
soul., The truth lies in our ability to -recognize this

fact, and to know right ‘from wrong, trusting to faith

. when personal knowledge fails, It is not important to

know all the answers., What is important is to perceive

that there is a pattern and a meaning to life, and to

have faith™ that it will reveal itself when the time

comes,

il
1

For thié reason,. perhaps ‘her most gucéeésful
telling of heé story is "Parker's Back,” one of her:
very last, Here sqe employs tattoQs as symbols. Wwhen
viewed in’a misinformed and igmorant yéy they a?é mere
objects with no meaning or relgtiénship to each other:'

Théy are acquisitions, miraculously produced by man's

artistic’ and mechanical genius, ‘but finally

unsatisfying. For without meaning there is Jjust .

]

frustration. There is continual hunger to fill the void
of purposelessness, a hunger that can never be

satisfied. N

.

The effect of Parker's tattoos 1is "of éomething

haphazard and botched."? This is also an apt

"description of his life so £far, ﬁhen Parker finally

v @
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does perceive the.true meaning and mystery of life, dnd
his role in it the image is quité different. It ;s that
of° "a perfect ar;Sesque of‘ colors, a garden of trees
and birds and beastsl..?be door opened- and hehétdmbled

fn.'3

!

Parker has seen the pattern that resides in &11--

things if we_only know how to look at them. It .is right

in front of us if we can only see, It is made up of
natural images, not machines, That machines donnot fit.

into this pattern may be'the final revelation of grace.

Mrs. McIntyre, in 'Thg Displéced Person,” finds to;hef
+frustration that neither man nor God can fit into her
mechanical visioﬁ of the world. 'And machiﬁes fit into 5
l)design with no meéaning. Deserting God for machines ;nd

mechanical, logical theories only leads to defeat, Find

the right key and the pattern is revealed; the door 1is .

opened. Flannery O'Connor presented us with that key.

. ~
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