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OUTLINE~~a 1little comedy to go with
the tragedy of thisz paper

what's good about wise blood?
tidbits about myth-making
haze tskes the stage
the blue knight in
a colorful carnival
possossion of gtolen goods

P TR Ao .
“heart to hearv talk

big myth in review

ye, wise blood 100eee
‘ouch
letts run
what do you know!
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The earliest work of Flannery (OfConnor is a short novel published in
N Fd
1952, Wise B?ooaa The book is often looked down upon. Walter Sullivan finds

the characters in Wise Blood "too thin" and itoo nuch alike." He also sess

s tochnical pr ob,sm with the structurc, that is, it is "too full of loosa
1 C s . . . i
ends. ' Louis Rubin, on the other hand, points out the lmmaturity of its

dialogue compared to the more precise and stark language of har later s
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For him, Hazel Motes, the hero of Wise Blood; is not believaeble;

"we never menage ensugh sympathy for him to meke his struggle and his fall
. 2 . | . :

mean something."® It is true that Wise Blood does lack the character

development of mors sustained novels, and Misg 0! onnﬂ“'O use of languege,
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a factor for which she is now most vemembered, did 1mﬂ70au with age. DButi

in spite of the prematurity of Wise Blood, and even though Flannery O'Connor

is probably, as Roheri Drake p ints out, a better shori story writer

she 1s & novs ll»u;B nevertheless, there is something about Wiss Blosd which,

in the overa 211 analysis,; will not let it take a back seat to eny of IMiss
O'Connor's writings. Indeed, there is something in it that
s particularly significant work of our times. Very probably,

hag to do with its mythic siructurs and content. James Famn!

Hazel Motes is "a figure of gigentic proporiion; a figurs remin
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Milton's Satan.”™™ Other critics have found in Wise Blood o
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that makes it comparable to the works of Sophecles, Dante; and, as we shzll

see, Shakespears. Our purpose in this paper is to analyzs this novel az a

mythic work of art and to compars it to other great mythic literaturs which

it resemblez. In short, Misc Nlcod is not like just any other novel, Caroline
p BABE

Gordon says that it has & frame of reference far larger than any 1ndLVLﬁu1?

Indeed, for Misz Gordon, its vieion is ’Jlamcaqo”7 Sister Rose Alice adds

that, though Flannery O'Corznor is a Christian; the word "Christiza® is too
limited to encompsss her study of human nature. Sister Rose connects Fise Blood

with "the primordial struggle for survival® and seys "it contains wniversal
truths that can be restated endlessly yet always with profit to the readar™
It is in this wider light, then, that we begin to lock for tne WVﬁhio baslis
of Flamnery 0'Conncr's first work to see what keeps it in filrst place.

Whet, first of all, is myth as a constituent of any literature? Perhaps
soms general notions will help. Myth usually has to do with the e terna pR:A T

tion 3f forces in both the individual's conscious life (his ideas




feelings) as well as his unoonsciousylifevmthat part of him which he mpy
not be immediately aware. Carl Jung says that myth stirs in the rezderts
mind, within:; dnd beneath his conscious response, uncongcious forces which
he terms “primordial images," or archbtypes. Archiypes he desciibes as
"psychic resgidua or numberless experiences of the same ﬁyges.”g Moreover,
nyth may excite forces not only within the individuel, but those within
the conscions and unconscioug life of thé Qommuni%ymwa tribe; a clan; &
nation; all men. Ideas and emotions.that a group have shared over a long
time give it & togetherness of feeling snd of action and of wholenacss Of
living. Wheelwright sayg: "Myth isg the exp?ession of a community mind
which has enjdyed long natursal gro&thg so that the sense of togetherness
becomnes patterned and sematically significant,"lo Through myth, then,
we can see positive or negative values which a particular people hes de=
veloped; values which they cherish or deplore, bﬁt values vhich continvally
function in determining the lives of ihdividua1 ¢ommunity members., It is
in the light of such individual and community patterns that we must see
nyth operating in Wise Blood. B

It is necessary now to isolate and define certain charsctervistics
of myth which we can apply to a discussion of this subject in Miss OfConnon's
novel. The first of these we have hinted at already, namely, that myth is
an externalization; & visible and imeginative representation of pasychic
forces. Myth does not consist in a logical or couceptual explanation.
‘Meaning in myth comes through a vigible mediume-s tory or play. In fact,
the princinal art form of myth is drams, but painting, poetry, or narrative
¢an be used to communicate the desired experience. A second characteristic

of myth is that it involves a .preternzturel character. e must be of

superhunan dimensione~a god; an unconguarable hero, or some such figure.
But he cannot be average; his qualities of personality must place him above
the ordinzry hwmen cresture. A third quality of significant myth logically
concerns the sction in which the hevro partakes, %This action or mythic
event musgﬁiarger than 1ife, that is; like the hero .pretematural ox
supernataral. This sction may take the form of a drewn, 2 ritual, or &
heroic episode. A final important element found in myth of major dimsnsion
is that of theme, that is, a message within the nyth which contiols the
]

importance. The thems makes the myth



relevant to suIVLV&l, to h“pgiuefs or glory. It is not just a central idea

or point, but involves needs, wanits; aspirations which are present as potential

tendencies in virtually all men; or at least those with vhom the nyth is
concernead. A
The theme of myth, of course; is most cruciel, for with it rises ox

falls the interpretation andy therefore; the significance of a particular

}.J

mythe YWe might say the following aboui interpretaiiona The components of
the‘mythwathe represented sitvation,; events, actorse-may mean what they
literally appear to mean or they ﬁay stand for soue%aing ‘else conceivable by
man. A mythic nar‘ative, then, is usvally susceptible of several inter-
pretations, some on different levels, each of which is likely to contribute

something to our understanding of the full significance of the story. Then

we may sek: what mekes a particular nyth more significent than another? The
1mporLimug of myths may be estimated in terms of the scope or intensity of

the effects they have. One might ask if the myth is memorable or does it
become the focus of rapt abtention, excitement,; wonder, thought, or talk?

Does it elicit belief or faith in its essential velidity or auvthenticity?

A reader can slso judge the effects of myth by its educational value. Does

it guide conducty orientate dispositions, effort, action? Finally, doe

the myth integrate or engenler paﬂvionate participation toward some goal ox
12

end? These are some of the questions we must ask ourselves of Wise Blood

as we attempt to interpret its drametic effects, its _.preternatural characters

and events, indeed, the peculiar theme Miss O'Connor has chosen 1o embed

‘/ -
with its nairstive. Upon such an evazlustion depends the novel's real value.

To apoceciate Wise Blood, then; as myth, it is first necessary to see

the exten® to which it is dramatic; that igy; a visidle and imsginative

representation. On reading thls novel, we are immediately aaa curiously

e it is absuxd; viclent,; grotesque. Hazel lotes

aware that on the surfac
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strikes us as a religious fanatic who blinds, h 17 with lime when everything

else in'hiz 1ife fails. Indeed; for us th;s f 1 more o visual and emotional
wer than a logical or conceptual oqur;ences Flamnery O!Comnor hergeld

gald that she thought it necessary in fiction Yo dramatize, to render life

e
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vather than report it or “"rattle on" in telling a story. In Wise Blood

she does just this. Congider, for instance; Hazo's oonvmr~ﬂtlon with the
% ¥ §

sid
cad driver sbout the local prostitute on entering Taulkinhzn:



%Y ain't any preachex,% Haze said,-

"yhere'd you hear about hex? She don't usually
have no preachers for company. He did not disturb the
position of the cigar when he spoke; he was able to
spesk on either side of ite '

"I ain't any preacher," Haze said, frowning. Y1
only seen her namne in the 50119“9 ) R

"You look like a preacher," the driver said.
“That hat looks like a preachexr's hat.¥

YTt aintt,® Haze said; and leaned forwaxd and
gripped the back of the front ssat. UIt's just a hato

It ain't oply the hat;" the driver said. “It'ts
a lock in your face somswheres.™ : '

"Listen, Haze said; tilting the hat over one
eye, "Iim not a oreacher.” '

"I understand,¥ the driver said, "I{ ain't
anybody pexrfect on this green earth of God's,
preachers nor nobody else. And you ‘can tell nﬁople
better how terrible sin isg if you kneow from your
personal expavience."

Hzze put his head in at the w1nd049 knocking
the hat =COidentally straight egain. He seemed to
have knocked his face straight too for it becanc
completely expressionless. “Listen;" he saidy "get
this: I don't believe in anything.”

The driver took the stump of cigar out of his
mouth. %Not in nothing at all?" he asked; leaving
mouth oven after the guestion. ’

"I don't have to say it but once to nobody,"
Haze said. '

. The driver closed his mouth and after & second
he returned the piecs of cigar to it. "That's the
_trouble with you preachers;" he szid. "You've all
got too good %o believe in anything,™ and he drov014
off with a look of disgust and rlgnc°oacn sse (21)7

This scensg is a moving snd vibrent cartoon. Ve can see the hat; the cigar,
the @ifferent kind of motions; and they are telling. The language is
curiougly colloquial9 intense, psychically weveazling. Walter Sullivan

notes that it is the lines; thoughts, gestures,; clothes; and overall

S )

character portrayzl that make Miss O'Connor vivid and memorable, and these
1
sre all here,
Hor must we miss the drametic structure of Wise Blood as a wholas

Too long for a short story, and too shoxt for a ncvel, this work seems to

11y into the genre of & play. The opening chapter sets the

.\

urbing mood and tenor for the dramatic action, just as the

closing fourtesnth chapter vesolves the catastrophe, that is, the violent



blinding which befalls Haze. Chapters two to thirteen contain the rising
acblon in which tne ﬁdgor characters~-Enoch, the Hawls, Onnie Jay-=are
introduced and interasct with Haze in order to define our hero and highlight
his es ial) conflict. Enoch's movement toward "the thing" (50),'and
Haze's ouzlosztf ‘about the blind men add the suspense necessary to sustain
the rising action. The inner and outec conflict of Ha aze; of course, is one
of the central themes of the drama. Probably one of Miss O'Connor's greatest
stage techuniques; however, is the dramatic irony which she mekes available
only to the onlooker ox omniscient reader. At ons time, for instence; s
wvoman innocently confronts Haze sbout his profession:

What Church?" ghe agked.

Hu sgid {ha Church Without Christ.

"Protestant?" she asked suspiciously, “or something

foreign?® . o

He said no mam, it was Protestant. (61)
Notice how Miss O'Connor accentuates the woman's speeéh by persphrasing
both

L]

Haze's. Only we can appreciate the double and penetrating meaning o
of thesir statements, fox his church is; indeed, féreign and protestant, but
hardly in the sense she means. .One can only chuckle at what he means by
Protestant. What 2dds to the irony is what Herton calls Flanneryts Year for
the offbeat poetry of inane speech¢“16Robert Detweller observes that the

sequence of action in Wise Blood corresponds exactly with the worsings of

. 17 A
grace on Haze, How different from har other novel; The Viclent Bear It
Avay, where the action crisse-crosses in time sccoxding to the more mental

assocliative pattern she employs there, That Yise Blood has dramatic, and

*

thersfore mythic possibilities, was Qemonstrated reoantly by its succesaful
production on stage st the Uaniversity of North Dakota in Grand Forkse
Another quality of mythic literature is that it has a hero of pre--
ternatural proportion. He simply must not be ordinary. In one sense,
Hazel Motes; the hero of Wise Blood; is not ordinsxry because he is stupid,

vneducated, fanatic. But these qualities alone do not make him larger. than

P

life. Rather, Miss O'Connor ingeniously encircles Haze's presence with e
kind of oahermxorldly air. Jane Hart would ideniify this glow with the
"rich red=clay reality that surround and reinforées all her worke"lg This
gtrangeness is achieved with Haze in the way he dresses and the carnival

atmosphere in which he walks, with the few highly select but telegraphic
@ <

b



items he possesses in the drama, and with the uncamny twist in everything he
says or is said to him as he preaohes'his Chareh Without Christ. These are
the factors which set Hazel Motes off; not just as an individual, but as a
type, an everyman, a figure of coloesal dimension who in some strange vay
embodies us all. The most obvious feature of the narrative which sets Haze
apart is the suit he vears, a garment which "turned glare~blue" and “seemed
to stiffen fiercely" (18) in the lignt. We recognize Haze tnroughout the
drama as simply the "blue figures" TFor instance, at the parks

.:.The blue figure was still sitting there in the same

position, He had the 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 of his face changing once. (48)
HMiss O!'Connor uses blue with Haze much like the Pesrl Poet uses green in
"Gawain and the Green Knight." The color follows the character through the
story and megnifies his powers and importance. At the end of VWise Bloeod two

policemen discover the body of Haze in this way:

The other consulied his pad. "Blue and got on a
blue svit and ain't paid his rent," he said.

"Hig suit ain't blue," he said.

%Yes it is blue,"” the first one sa
up so close to me. Get out and I'll s
"It might have been blue, the fatter one admitted. (125)

To the policemen Heze is obviously of little significance, but for us tae

tell-tale blue ghines through the narrative to literally glorify his presencec.
But blue is not the only color Miss O'Connor employs. Indeéd, she

surrounds Haze with a network of flasshing colors which actually light him

71

up. When our hero first gels off the trzin at Paulkinham D& sees gigns

(%3]
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lights that “moved up and down and blinked fraatically” (20). It is not

By

surprising that at one time Haze dreams of his father taking hinm to a L

carnival (48-39), for the whole narrative of Wizse Blood is a kind of three-

ring circus. But the glittering colors not only give Haze a “prebernatural

hue, they function also in stark contrast to the grotesque acolons of the
ete

novel (see below) which are glen -preternatural bui not so beautiful. The

first major character to.join.in the parade of colors is Mrs. Vatts, "the

el
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friendlicad bed in town!” (21) Indeed, she has a "white iron bed

[o2Y



and a "pink nightgown" (22). Her tongue also hasg "a pink tip." The pover
of these colors to suggest something beyond the natural or the physical wes
pointea out by Paul Engel, the teacher of the author of Vise Blood at the |
University of Jowa: ' o
Miss O!'Connor brightens evaryth1n~ she *ouchbvezﬁ
The psychologiczl pe netratzon is acute snd powbrLule

Later we discover thal Enoch, vhose action parallels Haze's through tﬂe
central part of the drema, has on “"a yellowisgh white suit and a pinkish white
shirt and his tie was the color of green peas” (27). At work he has on "a
green vniform vith yellow piping on the neck and sleeves and a yellow stripe
down the outside of each leg® (46). Animals and machines also help %o define
Haze's siramgu atmosphere. At the zoo there are yellow-eyed wolves" and an
ape with a "gmall pink seat® (54). At the FROSTY BOITLE--a name which may
suggest strangeness or somathing beyond the natural--the waitress has on a
“onoemuhlte wniforn clotted with brown stains® (51). Then at "Walgreens"
there is a "yellow and blue, glags and steel machine, belching p pco*r” (75)
near a fountain counter of "pink and white marble linoleum" (76). The pink,
green, yellow, brown, and vhite colors form an unfwutakmole febrie which
Miss O'Connorumplojx as a sort of mysterious backdrop for hor tale. It is
interesting that they all seem to come together ‘at the end with the bluz of
Haze's suit, for the policemen who pick up Haze have, of all thirgs, "yellow
hair® (175). ' | |

The few '"materiall posqes sions of Haze also help %o throw light on his
pr:eﬁernatufél or mystiéal stature. In the beginming he has a "black Bible"
and a pulr of "silvererimmed spectacles" (17). The Bible he keeps because
it “c‘me from home™ and . the ..glasses: i case his vision should ever
become dim" (18). Ordinarily a blucg Bible would mean nothing special, but
‘black is used throughout Wise Blood in connection with evil; and here we
suspect it ties Haze with some kind of biblical corruption that needs to be
undone. Indecd, the themes of proper vision, symbolized by the spectacles;
and what is biblically real play like a melody throughou¥ the entire drama.
Webster Schott observes that we know most about "the core-man 1n51d0 the
shell® in Miss O'Comnoxr's writings throughs

.s ewhat her chayacters s
color of their eyes and
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visiong in crisis or at the instant of deathe..

That Haze's lnltlul vision is warped we can glean from the way the people

on tne train look at him. The women squlnt and the porter winks., Or, more
concretely, the owl at the zoo élares-a%‘him with an “eye thatl looked like

e plece of mop sitbing on en old rag" (55). Indeed, Haze's vision, dim at

the onset of the novel, gets dimmer as the action moves on. Ironically,
however;‘it-is not until his vision dims to a “pin point of 1light" which

goes "“backvards to Bethlehen" (119) that he truly sees the meaning of biblical
saivatione' There is another of Hazefs pésseésions that goes backwanils, namely,
his Essex. Again symbolic and ironic, it stands for our hero's Clurzch Without
Christ. It is in treating items like this car that Miss O'Connor is,

§1

vhat Johm Clarke cells ®masier of the pithy.simile It ig, first of all,
"rat-colored" (41). The wipers "made a greab clatter like two idiota
clapping in Church® (44). When Haze blows the horu three times it "makes
no sound® (44). At one time the car Mgounded as if the motor vere drs gEing

out the back" (48). That the mechanic will nct touch it ox charge for

lookinz at it uwakes us leary of its presence. Finally, the policemen push
the Essex over a cliff znd it is destroyed. 'Was you going anyvheres?? they

ask Haze, and he replies pathetically "ilo¥ (114). This is no ordinary car.

‘It is  preternatural, a mythic device which resonates on various levelse

It mqy reflect the mechanization of religion, ths futility of rejecting

Chrwat, or qwmply Misgs O‘C\nvorsmomlc tragic view of man. It is interesting

that she portrays the cay as very noisy, that is;, clattering-and dragging,

but its silent horn sugzest its impotency to in any way "“toot™ the Good News.
. VWhen Haze begins to preach,.theve is scmething about his language and

the context of his language that also sets him off as an extraordLLﬂ*y fipgure.

Welly I preach the Church Withoul Christ. I'm
member and praacl e to that church where the blind
don't ses and the lame don't walk, and what's dead
stays that waye. Asw me about the chuvrch end I'1l
tell you itts the church tha®t the blood of Jesus
don't foul with redemption. (60)

Many things can be said about this kind of falk. First; it simply is not

ordinary, it is weird. Robext Detwsiler points out that it creates the

illusion of backwoods speech, but that it is a deliberats invention made
to reflect the 3Lgation of the religious spiri t to the individual ego



“or selfish modes of existence;zaA Edgar Byman qustn.t wheu Hzze talks he
always affir@s the oppositeez4 The language of Haze, of course, varies in
its flavor from the extremely self-possessed to ﬁhe rather éonber,tforldrngf
and pathetic, as "I never ast him (to redeem me)," or "I don't want nothing
but the truth!® (103) but some curious stre angenass alvays seens Lo.be present
in what he says. We must also rvemember that what Hgze says is often seb off
in peculiar ways by the language of the characters he talks to. There is
the complete indifference, for instance; of Sabbath reading hex letters from
Mary when Haze is asking about the blind man of the more humorous and
ironic indifferenoe of lMrs. Watts who, at 1easL, recognizes Hoze: “iomma
don't care if you ain't a preacher” (23}, or, flnalld, the blasphemous
indifference of the woman at the Frosty Bottle: "Why should 1 give 2 goddanm
what you are?™ (53) Jonathan Baumbach notes that in the evil world that
Miss O'Connor pictures other acis of blasphemy siﬁplygxum;unnoticed325 But
there ig more %o it than fhisg The putting together of these different

kinds of speech, the crroneously self-assursd and the variously indifferenty
heds the effect of creating a curious kind of mystery, a kind of cry for help.

+

Perhaps this kind of Juxtaposi ion is what Josephine Jacobson refers to when
le

s (rsham CGresne in that she embodies in her

26

languege a kind of mystery of mercy. . There is another kind of idiom that

she claims that O'Connox reseab
Miss O'Connor pits against what Sr. Rose Alice calls the "sens seless bravado? 2T
of Haze, and that is the kind of statemenis to which Haze épparently does. not
listen, but which the reader must interpret es literslly i -Log and which
reprezents a disar ing perception, either recognized or unrecognized,; on

the part of the spesker. Bnoch, for instance; says: "I knew when I first
seen you you didn't have nobody novr néthing bui Jesus" (36), or Ass preaches
t6 Haze: “Listen boy, you can't run ewzy from Jesus. Jesvs is a fact® (32).
There is nothing Haze can do about these remarks. They have a finality

that is bolh revealing and COﬂCc&llLba They help define Haze's existence

as they leave v wondering about our own. HAg Sr. Rose points out, this
'lang :ge is Blakean, that is, symbolic of the human condition iteelf, and
represents typical inner projébtions the humen personaliiy. 28 It is thig
combination of peculiar_tone; dramatic Lrony juxtaposition of idiom, and
profound p 3 hic exposure that isolate Haze as & ~prebernatural and universal
hero of mythic scope. ‘

Once it is clear that Haze is an extrasordinary individual; indeed; a

9



heroy ve are ready toAtreaﬁ the ;preternéturaly that is, the grotesgue oz
violent acts in which he partakes or which are a reflection of him. ‘The c¢limex
of the dramay of cou#se, is Haze's violent blinding of himself. It comes at
the end of chapter thirieen. To reaily appreciate the blinding ve must see |
_that it is encased, that is, immediately preceded end followed by dramatic
gsitustions described in somber and neditative language which catch what

Jane Hart cslls “the impact of strangeness with honest authenticitys “? and.
which help to define the blinding. Before the blinding we see Haze gazing

into space. He has just lost his Essex, his church,'which tha policemen

have pushed over a cliffe. Miss O'Connor describes the scene:

iiiHis fac eemed to reflect the entire distance
scroas the cleawln@ and beyond, the entire distance

that extendsd from his eye to the blank gray sky
thet went on depth after depth into space. (113-114)
Notice that the rhythm here is slow and steady, the vocabulary simple and
repetitive, the mood melancholic but profound. Thig vision resembles a
gimilar view Haze has of Basitrod (see b@'ow) in chapter onz. That one, however,
compared to this one, is empty. Then after the blinding we identify with
Mrs, Flood, Heze's landlady, as she looks at Haze almost 1n ave. Described
as a “clear-sighted® woman and one who "could never s»qnd to be blind" (114),
she is deeply moved by Haze's act and through it even begins to co;templnt@
“the phrase 'eternal death' that preachers used" (115). Bavmbach says that
she feels cheated because she cennot possess his motives or couiala in hex
head the secret of his behavior. 30 At any rate; the pervadlng spirit of these
two seenms to force ws to think out the significanée‘of this central act of
thg drama. We now seen Lo know, first, that Haze's vision, in contrast to
that of the fake blind man who could not 20 thls far; is real. It also
appears obvioﬁs that Haze is another Oedipus whose real sight also came only
after blindness. And we now surmise that what has happened here involves
,sdmething equivalent to all Thébea, that is; us. This larger involvement
is alsbvclear from the cosmic scope of Haze's "epiphany” (guoted above ) and

from the fact that his spirit is immediately. communicated to llzse ¥loode

1

One other observation strikes the careful reude*e Ve are aware of ths dis-~

e

crepancy between the kind of viewing Haze participated in before his blinding
and the type hé experiences now. Consider; fox instance, how Miss O'Connox

conveys to us what he saw at the swimming pocls

10



The woman was cllmb;ng out of the pooly chinning

herself up on the gide. irst her face appeared, long

and cadaverous, with a bandage-like bathing cap coming

dovn almost to her eyes, and sharp testh protruding

from hexr mouth. Then she rose on her hands . until

large foot and leg came up from behind her... (49)
Ve are struck hexre by the brohen rhythms and the dismembered guality which
eccompany the voyeurism. In contrast to this secular act of sight, Haze's
new vision hag about it a transcendence and completeness that is urmistakable,
the kind through whicn Miss O'Connor might be picturing the cosmic Christ.

A further unqerSuand1n~ of Haze's blinding himself demands that we

again Z0 back beforse this v1olenw act to three other v101cnt or grotesgue,
indeed preternatural, acts which not only precede the blinding, but funnel
into ity aad help explain it -One'is Bnoch Emery's putting on of the
gorilla suit, another is Sabbath Lily Hawks" -cradling of the mummy, and
finally there is Haze's running over Solace Larfield with the Essex. All
theee lead up to the clinmatic revelation we have Just discussed. Jean Marie
Kann' gays that violent action results ing

«:-a revelation, a striking disclosure, gometimes 1O

the character, always to the reader. The revelaiion

is actually more devastating than the physical violence

vhich precedes it. A sense of mystery lives one-the

mystery~-the mystery of humasn nature, its context

and its complexitiescj :

Uc have talked of this mystery surrounding the blinding; now to the physical

act% before it; for the revelation, though more devasta atingly violent than
them; actuzlly contains them, At {this point it is necessary to vnderstand

,

another dramatic technique Miss O'Connor uses in portraying the

,.3
-
®
@

preparatory actse It is a device emoloyed by Charles Dickens in Great

Byvectations., In that ovel PlD th@ hero, and who is about to bz baked
s ' §

c
in lime by the grotesque figure Orlick, narrates the episode in the following

T
vay. Ozlick is talking:

"You was alveys in 0ld Orlick'!s wey since ever you
you was & child. You goes ouwt of his way this present
night. He'll have no more of you. You're dead."

I felt tT at I had come to the brink of my grave.
For a moment I locked wildly round my trap for any
chance to escaps; b 1t there was none.

How wolf," sald he, "afore I kill you like eany
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other beast--~for I'1l have & good lgok at you and a
good goad at you. Oh; you epemy'"

For Diokens Orlick becomes the dramatlc extension of Pip's worst self,
the part ha hates and vhich is connected with his base motives in becoming
a gentleman. In Wise Blood Miss O'Connor does something very similare. Inoch,
Sabbath, and Solace become the external manifestations of the part of Haze
that rejects Jesus. And through them e experience some of the szme fear
horror and moral evil that Dickens portrays'Ln the above passege. MNiss
O‘Connor‘s characters are simply more various and spresed out through her
dramatic novel, .

The most extensive and 1nurwcately done extension of Hazel Motez is
Enoch Emery. The identity of these two is established through Enoch's
opposition; like Haze's; to the Bible=-in this case; to Rodemill Boys?®
Bible Academy--and to the teaching of his daddy; whoy 1n01denue,11y9 also
had a "yeller ford" (51). Probably the best way to understand Enoch is
through the image of a beast. Sabbath cells Haze "king of the beasts' (9)),
but it is Fnoch who dramatizes this side of Haze. It is as & type of boaste-
f{yo part suspicion and one part lust" (104)--that Enoch's presence f£ills
most of the central part of the drams, that is; chapters three; five, eight,'
eleven; and twelve. He is constantly on the move, first from the swimming
pool and Frosty Bottle locking and talking brazenly with girls, then to the
200 and musewn where his hatred for snimals is accentuated by his intimacy ‘
with themn, and finally to Hzze's anariment to deliver the mummy and to the

orilla's tlxc& where his vile hopes find their tregic realizetion. The
narrative Miss O'Connor uses to treatl Euoch is highly sensual, nmatching the
earthiness of his existence. Enoch works at the zoo and we almost feel encaged
akes Haze zmong the bears, wolvésg monkeys;, and birds. When Enoch
takes Haze to the museum to show him the shrivelled man, ve can almost smell
that environment: ' v

«esThey vent into a dark hall. It was heavy with the
odor of linecleum and creoscte and another odor behind
these two The third one was sn undersmell and Inoch
couldn't nsme it ag anytbln* he had ever smelled before. (56)

The repetition of words here dealing with the sense of smell seem 1o envelope
the reader like an odor. Bnoch's language is also animal-like. "I'11l be

A

dog" (48, he says. At one time he sitzres dramatically, "sweating and purple”
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at a cage and yells; "Itts empcj1" ()); suggesting the hollow Quality of his
whole approach to life. Baumbach sees in Enoch a symbol of the American
succeés nyth, 55 Miss O'Connor dramatizes this aspiration of Enoéh's late
in the book through his effoxrt to take over Con0¢ g job shaking hands with
customers. Hex picture of the gorilla is at once simple and complex; concretls
and mystical:

«eoHis growls were not so much loud as poisonous; they

) eppeared to issue from a black heart. Enoch was terrified

and if he had not been surrvounded by childresn he would

have run away. (93) ~
‘Though the gorilla humoréusly tells Znoch "You go to ha]l" (99) .when he tries
to take over the job,; Znoch tragically kills the beast and assumes his poste
Kobert Drake says thig evenlt is symbolic of "evolution in reverse. 54 The
tone of the narrative picturing Enoch's rise to power is subdued and there is
in i% an air of remoteness indicative of the pathetic nature of his story--
a story which is Miss O'Connor's answer to the fate of man in a Clurch
Without Christ. ‘

Soﬁe éritics feel 1 at the structure of Wise Blood 1s oy loose. Hyman,
for instance, says “the whole episode of Enoch and the gorilla suit is unrelated
to Haze, and Enoch simply falls out of the book dressed as a gorilla.” Aga-
tually,oa the symbolic level, Enoch's dlaaynearance is well vreparsd for. One
He
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of the phrases that Enoch repeats
i° afraid that that is what people will do to him, and, ironically, he iz
knocked down with a rock thrown by Haze. Thers is reason for this. Haze
hag "established himself at the heart of the city"® (51),that is, he is=
associated with the corruption of human values through animel instincts that

s

flourish in the city. Lawson says that for O'Connor the city is always
replica of Sodom956 It is here that his wise blood stirs "like a big nerve
growing inside® (51). '"Wis e.blooﬂ” mesns, of course, that he has gigantic
impulses that do not corra°ooﬁd to his words. Bnoch, we must remember, and
in contrast tc vwhoi Hyman says, is a double for Ha ze'u unredesmed self; a ’
gelf that is also mushrooming. It is this part of Haze that must be “knocked
down™ before hecan be saveda‘ Strangely enough, Heze himself hits Enoch

"on the forehesd® with a rock. Then Baochs ’

eesturned his head and saw a drop of blood on the
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ground and as he Jooked 3t it he thought it widened
like a little spring...and very faintly he could
ar his blood beat, his secret blood; at the center
of the city. (58) ’
The play on "blood" here is clear, and very likely lMiss O'Connor is suggesting
that for blood to be truly wise it must flow profuszely at the heart of the
city, that is,; real 1life. At one time Haze encouraged Haze to find s "nev
jesus,” one "without blood to waste" (78). At another time Haze is described
. as having a face “cut out of the side of a rock" (51). Hyman associates all
the rock imsgzery with Peter's Church037 It is fitting,; then, that the false
side of Haze be‘dismissed by hitt‘?ncr that side, Enoch, with a rock and making
it bleed. Thi~ viclent act prop@r es for Enoch's entry into the gorilla suit.
We might also 2dd that Enoch's comic-tragic devarbture, far from being a loose
end; -is organically connected to two other | preternatural events, those in-
volving Sabbath ani Onnie Jeye. The unobirusive departure of Encch is flanked
dramatically by the obtrusive and sickly preaching of Omnie Jey Holy. And
just before Bnoch goes to the cage to assume his dubies, he hends on the
shrivelled man to Sabbath, now living with Haze. This apparently innocent
gesture sets up three enccessive violent acts.
The second magor preternatural event leading to raze's blinding featurss
Miss O'Connoxr's prize grotesqug. oabbath Lily Hawks is Jjust what her name
sugzests. She moves in a supposedly religious : tmosphfr g, she is mistaken
for something innocent, buﬁ gshe is a predatory monster. James ggrnham says
that she is one way her 1nvenior rafleﬂns the beauty of grace by showing the
ugliness of iis absence. 58 Miss O'Connor handles Sabbath ingeniously within
the context of a family, the “indrgﬁe might imagine in a Church Withoud Christ,
and of which she is the feminine principle. We meet her first as a child of
the fake blind man passing out pamphlets; but later we find she only uses
him to prey on Haze with her "fast eye" (%31). The physical description of
Sabbath is clever. She has "a lonz face and short sharp nose" (25). Her
eyes "glittersd like two chips of green bottle glass® (26-27). These details
sugzest a distorted version of a virgin in a Byzantine icon. Taat Sebbath
has some kind of relation to the Virgin Mary also comes throughAher letters

addresased to Mary. Mary, 2 kind of Ann Lenders; repliest

..eDear Sabbath: Light necking is acceptable; but I
think yovr real prodlem is adjustment -to the modern
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world. Perhaps you ought to reexamine your religious
life. A religlous experience can be a beautiful - -
addition to living if you put it in proper perspective
and don't let. it warf you. Read some books on
Bthical cultvre. (67)

Sabbath,; of courss,; could not be more "warfed," and the contrast strikes us
immediately. The language of this letter is that of a newspaper. Its style

e .
v We

end content are so different from anything we find in VWise 3lcod ths
“first lavgh, and then cry as we realize that Miss O'Connor has mansged the
juxtaposition to accent its application not only to Sabbath but to us,

Another technique the author uses to prepare for Sabbath's final preternatural

<ty

act of weradling: the mumny-baby is the family tale the child tells:

eo.this here man and woman killed this 1ittle baby.

It was her own child but it was vgly and she never
gave it any love...it didn't give her any peace after
that though. Bverything she looked at was that childe
Jesus made it beautiful o haunt hew. (32)

)

Notice how skillfully Miss O'Connor embodies in this anscdote the appropriate

tone of innocence, the importani theme of impulsive guest underlying the
whols novel; and her characteristic Jarring combination of the beautiful with
the grotesque. Sabbath is also a bastard; a fact which testifies to her
strange unnaturalness. The talk of bastardy in chapter seven throws s harsh
quality over the vhole maskeup of this potentially tender and innocent girl,
vife, and mother. ' . v

The family unit in Flammery OfComnor's fiction; says Webster Schott,
Yopens the trap to dysfunction and cataclysm."59 There is no better example
of this than the disastréus episode engendered when Enoch gives the
shrivelled man wrapped in paper as though in a blanket to Sabbath Hawks; now
the would-be wife of Haze. The unboly family is now complets--Haze; Sabbath,
and the mummy. VWe must remember that Sabbath's place in the narrative is
very different from Enoch's. He moves steédily through the drasma. She
flows in and out like diffevent siéed waves, now to tell a story, then to
pop up with her provocative linas in the back of Hoze's Bssox. Her last
appearance is different still. The method Miss OtCGonnor vses for the mummy
episode is that of interior monolegue. We feel an intimecy with the family,
and yet we look at it from a distance; as though we are looking al ourselves,

indeed, the wnole human condition. The tone is sclemn; the situation grotesque,

15



the effect is almost onz of pathes:

ee«She pulled off the wet paper and let it fall on the
floor; then she sat w1th a stunned loox,; staring at what
vas in her lap.
<« oShe had never known anyone who looked like him befors
but there was something in him of everyone she had ever
knovn, as if they had all been ro0lled into one person
and killed and shrunk and dried.

She held him up and began to examine him and after
a minute her hands grew accustomed to the feel of his
skin. Some of his hair had come undone and she brushed
it back where it belongsd; holding him in the crook of
her arm and looking down into his sguinched facs. His
mouth had been knocked a little to one side so tnz
there was just a trace of a grin covering his terrified
look. She began to rock him a little in her arm and a
slight reflection of the same grin appsar~l on her own
face, '"Well .l declare," she murmured, “you're right
cutey ain't you?® (100-101)

There is a clever relationship worked into this scene between Haze as he
appaa rith his hat being knccked sround in the encounter with the cab
driver which we guoted earlier and the mummy in Sabbath's arms. What makes

this scene all the more effective is that Miss O'Connor immediately counters
it with a violent family battle. Hasze, sick, pults on his silver-rinmed
glasses and discovers in Sabbath and the muwmmy “some dishonsst plan® (102).
Indeed, it reminds him of his own mother and her plans for him. So ha
"snatched the shrivelled body and threw it against a wall® (102)., Detweiler
says of Haze's ruining this Madonns=Child relationship that he symbolically

40

throws out Jesus, but ironically destroys himself, In our dramatic scheme,

however, Hzze destroys the part of himself which would reject the teaching
of his mother and the authority of his heavenly father, indeed, the reality
of the holy family. Louise Gossett says of our part in this kind of violencs

«eoh Venecr of pretense covers most human relationships
and masks people from their true selves. To nsel back
VmaA:

v

this veneer and reveal the twisted and demonic hu
below is the special function of violence in Miss

O'Connor's fiction.41

(7)

At any rate; the event 1s perfectly timed; and it is intense. Haze is “naked"
(102) bvefore reality. Sabbath's line are, as usual, pieroing and revealing:

"] seen you wouldn't never have no fun or let nobody else because you didn't

Q\)

want nothing but Jesus® (102). He wants sleep, but she says: "You ain't going

o
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to get none" (103). His vise blood, that is, "the truth" (10%) he so ardently
démands, has the best of him. And Flannery O'Connor has rendered all this
existentially by projecting characteristic moods and actions right out of the
heart of family life. ’ ' o

The third absurd but telling event Miss O'Connor chooses to dramatizo
the dark side of Haze, the ona most immediate to his own grotesque blinding
of himself, is one involving Onnie Jay Holy (Hoover Shoats). She chooses to
portray him as e kind of Conredian double. 'You and hin twinst® (91) Sabbath
aska Haze of Onnie. Haze thinks to hingelf that if he believed in'praying
he would have prayed for a disciple, and the implication is that he has one
anyway. Onnie Jay preaches a‘"Holy Chupch Without Christ® (85) to give Haze
a little compestition. Though Haze objects ostensively to ths word “Holy,"

it is really his whole

w

elf in review that he cannot stend. Haze saysi wlf
you don't hunt it down and kill ity 1t'11 kill you' (91). Miss O'Comnor is
very careful with this grotesque. She introduces him late in the novele~
chapters nine and part of thirteen--and then employs him sparingly. We see
him almost wholly through his dripping speeches vhich function as a foil for
the stark and penetrating lines of Haze. Por instance; Haze sayss "You ain't
true" (86). And Onnie replies:
"Friend, how can you say that?" Onnie Jay said.

"Why I wes on the radio for three years with & progranm

that give real r»eligious experiences to the whole family.

Didn't you ever listen to it-~called Soulsease; & guarter

hour of Mood, Melody and Hentality? I'm a real vprezcher,
friend." (86) ‘

Miss O'Connor detested sentimentality. DParnabas Davis says that she refused

el

tto divinize man's life with suganfcompassionb"42 The technique she uses to

a

. e
expose it is really one Flaubert uses in Medame Bovary where the cliche=filled

45

gpeech of Monsieur Lieuvain renders the worst in provincial bourgeols sentiment.
Pinally, Haze'!'s wise blood boils over and he violently kills not Onmie Jay,
but his Prophetwmthe‘disease is spreading«wSolace Layfiélde “Miss O'Counor's
ability to give vitality to a grotésque event is obvious from this description
of the end of the "heroic' deed. '

¢« « e backed over the body and then stopped and got

out. The Rssex stood half over the cther Prophet asg

fad
w2
if 1%t were pleased to guard what it had finally brought
down. The men didn't look so much like Haze lying on
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. the ground on his face without his hat ox suit on.
A lot of blood was coming out of him and forming a
puddle around his head. (111)

The car reminds us of a live drégon standing-ove its prey. And notice how
all the themes are here. It ig as if Haze's fo*mar thinking and spirit,
symbolized by his hat and suit, are all destroyed by the real blood (Christs?)
that begins to flowe. Wnat is most ironic is that Solace confesses to Haze
as though to a priest that he failed his mother end father--again, themes
that have haunted Haze and are now brought together ag we near the climax
of the dxdmw, Miss O'Connor's sparse use of dialogue in this death scene
with Solace is choice. "You shut up now™ (111), says Haze. And the man
replies simply: "Jesus..."” :

Now we come to the subject of theme. Because the pattern of development
in the story of & Wise Blood resembles that of some of the greatest literature
of all time, it is important that we gain some kind of & historical perspective
on myth. Perhaps we can best deal with this problem by commenting on myth in
three different eras--ancient Hebrew myth, Western Rensissance myth, and modern
American myth. The early Hebrews were very fond of myth, and embodied in
many kinds of concrete stories tneir beliefs abouﬁ God, man, and the relationship
between the two. Here was a nomadic unsophisticated people, poetic rather
than speculative; and alive to the experience Of.thb universe. The Hebrews
were heirs to whole bodies of Babylonian stories and symbols ‘which they used
to narrate their own existeantial beliefsﬂ4 The first chapters of the Book of
Genssis is a series of mythic stories designed to convey their thovght and
experiences about God and man to the world. Renaissance Burope; on the other
hand, was less inclined to use myth to express what it thought to be true,
or important. Shakespeare; for instance, had no great body of myth to draw
upon when he wrote his plays. He wrote fox a more philosdphioally orientated
society, one which was inclined to reason and theorize about the nature of

305

cn

things than to relate poetically a particular experience. Wheelwright
that Shskespeare handled mytb.tneﬁatlcnlly° that is; he distridbuted it throughe
out his plays. Love and divine guldance seem to be the two mythic themes

that Shakespeare employed--if not as ther mes at least in 1m3~"ﬂy or allusione-
in all his plays, because they colored the populzr ¢ nseclence of the time.

Ve of the twentieth century, of course, live in a cultural wasteland. Our

ear is very susceptible to different ideologies, but we have fevw u;”ﬂlljcaPJ
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myths that are the product of our historical traditions and now serve to

‘ guide our thoughts and actions. Jerome Brunzr says that the modern novel

and its tendency to explore the psychologicazl and intra-personal is a sign

that modern men has not found>externally eny significant myth; and,; therefore; -
he has delved into the depths of his own being in search of reaning and
purpose,46‘ In our own day authors like J. D. Salanger héve endeavored Lo
creats significant myth. His Glass family, for instance; is an attempt to

47

build a myth zn relevant idiom around the Christian me aning of love.” He is
concerned about a phoney world, noi that we yrun from it, bul that we reinterpret
it in terms of compnassion for those who make it upe Flannery O!'Connor, of

course, is a contemporary of Salanger and sheres his problem% of creating

myth in rodern America.

n %ime and place of the myth-mskers we have

| aakd

In spite of the differecaces
just mentioned; they all share s common Judeo~Christian herit tage which function
integrally in all their mythic literature. Indeed, their stories ell involve

the conscious and uncons rzouu life-«archtypes; if you wille-of individuals and

groups who have partaken of this tradition since the time of Abxreahar One
of the themes basic to¢ the Judeo«Christian way of life is that of redemption.

When it is prcsant it seems to follow a five-fold patterng nanely
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In Genesis, for exal mW], the disobsdience of Adam results in a disruption of
man's relationsghip to God. Adam and ‘Eve feel ashzmed, toeir passions are loosed,
they are dispslled from the garden. Their flight consists in hiding from God
behind e tree and blaming the serpent. After God walks in the garden and dis-
covers them, “however; they discover thsmselves, that is, the meaning of goodd . l

.and evil, ths cost of sin. The couple's repentance ccensists in things like
the pzaing of childbirth ox the haruswzp of earning & living. Neveritheless, all
is not lost. God remains compassionate. He clothes the two and promises a
redeemer 1o restore their essential loss aftér the fal) which will reunite thom
onece more to their God. The same pattern can be found in Shakespeare's

y starts with o fesling of dorruptiop in Danmmarie, for the

king hes killed Hamlet's father and married his mother. Hanlet flees ihis
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disrupted situation in meny ways. He.feigns madness, deliberates suicide,
runs to Emglénd,, But eventﬁally he returns to discover and face the cause of
Denmark's malady. He accosts his mother and exposes the king. But there is
penance to be done for the sin in the kingdom, Humlnu, himself both innocant
and guilty, must atone through his own suffering and deaths "Absent thee
from felicity awhile," he tells Horatio, "to tsll my Storye" The drama ends
with the arrival of” I‘oru:morw and re estﬂbliehm ntof harmony in the land. A

very similar pattern can be found in J. D, Salinger's Franny and Zooey uvblished
o 3 i

~in New York in 1962, The first part of the novel depicts the disrupted world
of college life-=phoney professors and lazy students. Franny's flight is %o
a sentimental "Jesus prayer," which an interesting Buddistic tingee Her

brother, Zooay, brings her down to reality by fetting her to review
H & Y )

ol

gr paranoisc
dreams discover the real Jesus in Seymour's "Pat Lady." Resentance is not

$00 clear in the novel, though Franny's agony and Seymour's death in the
backgroﬁnd seem to £ill in this pari of the mythic pattern. Reunion,; that lsy
peace and order pervade the bedroom of Yranny in the end as she gpparently

decides to live rather than theorize about the Christian life. Ve are now

o

ready to treat theme in FPlamnery O'Connow, for, indsed; the same five-fol

W

pautern pr esent in Genesis, Hemlet, end Franny and Zooey lurks beneath the

structure of Wise Blood and gives it m;f‘th“?c dephthe

Robert Drake claims that Tiiss O!'Connor's principal distinction comes in
the arsa of thematic treatmento48 The opening c. .ter of Wise Blood is a
surrealistic picture of what Christians call Original 3in, that is,; ths
disorientation in Haze's society. Hazel Motes is on the {train golng o
Bastrod, a name which sugzests FHden and the fa 11l. One of “he women on the
train has "a poisonons Bastern volce" (13). Haze wants his berth "ell dari"
and feels that '"where he'vas lying was like @ coffin™ (15), Hiss O'Connor
tries to envoke va arious senses to acquzint us with thmu dishermony in nen
that'sha will treat throughout the novel. The sense of taste, for instancs:

)

Haze has "something in his throat like a sponge with an egg +3s e (14).

.

nd feels ]nuﬁdC a piece of shrapnel

jB}

Or touch: Haze is returning from the army
Yprusted and pnnvoulnw him® (17). Another image which Miss O'Connor literally

draws to concretize this notion of global sin is visual:

.« e look d as if he were held by a rops cavught in the
middle of his back ond attached to the train ceilinge. (11)
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Lewis Lawson says this image indicates that Miss O!Connor is using Haze as
. s < s 49 .

a puppet to personify a general spiritual condltlone*g later in the novel
Haze speaks more directly of this radicdal disruption in man:

e o"If I was in sin I wss in it before I ever committed

any." (33) .

. “There's no person a whoremonger, who wasn't some-

thing worse first;" Hawe said. "“Thal's not the sin, nor

blasphemy. The sin came befors them." (45)
During the book Haze will be whoremongering and blashpheming, for he wants
‘M{o be converted to nothing instead of to evil® (17). . But beneath all
Heze's personal sins Miss O'Cormor never lets us forget that more fundamental
disruption--"the feeling that everything he saw was a broken-off piece of '
some giant blank thing that he had forgotten had happend to him% (44)m»which
for her demands radical redemption. It is this feeling which chapter one
imprints boldly on our minds. Of course, Haze would like to get out of his
situation. Indeed, he has a "longing for homs" (18) wnich causes him great

misery. But he appears trapped. In his berth Miss O'Connor tells ug

6]

Where was no window" (14) Hence, Haze can only gaze into space and wonder:

veoBastrod filled his head and then went out beyond
and filled the space that stretched from the train
across the empty darkening fields. (11) '
Perhaps the key word in this dream-like vision is Yempty." He will stare
across space in a different way at the end of Wise Blood when he has acceptad
the redemption, but for now he can only say to the porter: Itm sick!™ (19)
Heze's flight in Wise Blood is really from the only one who can save
him from the Falle-Jesus. The surrealism of chapter one; again, hints at
" his essential flight from reality. The porter ig, no doubt, a Christ figure,
the one who might help him into the "upper bexrth" (13). Haze ignores the
porter when the latter tells him that if he vants to £0 hone ‘He is “on the
wrong train® (10). At one time Haze actually knocks the porier down, but
it is the porter who laugha. Then; though the porter claims he is from Chicago,

e

HaZe'méintains that he is a "Parrum nigger" (11)9 that is, something he is not.
As readers watéhing this strange interplay between Haze and the porter we feel ’
that Haze is not only fleeing from rcality, but that he is distorting it,
Ironically, however; Haze cen never rcally escape Jesus. Misg O'Connor

cleverly tells us through Haze's reminiscences as a boy of his grandfathexr,
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a radical country preacher with a yellow ford and "Jesus hidden in his
head like a stinger" (15). Haze too, will pick up a car to preach with, and
though he preaches that there is "no'fall" and "no redemption™ (60) and
"Hothine mstters but that Jesus don't exist" (33), we know from Miss‘O'Coxnor's
comic¢al: description »f his boyhood that Haze also has "e wild ragged figare"
that moves "from tree: to tree in the back of his minad® (16)." J. 0. Smith
describes this situation as one of:

.« Kicerkegaardian anguish in the face of men's certitude

and.Kafkan anguish in the face of man's ignorance, the

blending of the two impulses, toward fanatic certainty

and toward pathetic,; groping empiricism...It is the

intention of the typical O!'Connor story to initiats the

wnthinking grotesque into a vision of réality.5 -
indeed, it is Haze's simultancous certitude of Christ and.ignoﬁanceof him
that mekes his flight so intereéting and revealing. Ironically, Haze's flight
is also, then, a search. He knows that ™o avoid Jesus is to avoid sin®y (16),
but this he can never do, though his quest is more subconscious and conscioug.
Hence, the "wise" bloed. John Commolly pointe out that Miss O'Connor's
genius is that she makes everyone reading this novel think positively by
emphasizing the negativeo5l In the drama everything is turned around or goszs
backwards. The holy family is unholy. Haze's Essex jumps backwsrd. Enoch,
Haze's alter~ego, goes back into an ape. The vhole flight, therefore; is a
comic--tragic jinversion that ends fittingly in a vision going backwards, stransely
enough, into a pin point of light.

One of the existential areas into which Heée flees is that of sexuality.

In fact, Wise~giggg containsg Miss O'Connor's fullest treatment of this subject.
It is important to realize, however, that Haze goes whoring "not for the
sake of pleasure," but "to prove he didn't believe in sin since he practiced
vhat they called it" (63). Webster Schott calls attention to the fact that
Miss O'Connor was apparcnily never in love; since she denies all her characiers
the sensuality of SGXoSg This is really unfair, for what she really dramatizes
is a world which ignores its true distorted condition,; and the sexudl experience
helps her to do thise. Maurice Bassan says’sho reproduqes th¢ “blasted moral
sensibility of her time."”> Indeed, Miss O'Connor's method of handling sex
is to have the reader experience, though from a distance, the same casual and
aze has as he moves through the dramaz. Our hero

confused perceptions that I
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learns of Mrs. Watts, for instance; from the well of a toilet. When he
meets her there seems to be no moral difference between uttering obscenities
and cutting her toenzils. She is a éomical character vho fascinates us by
donming Haze's hat and,putting her hands on her hips just before thsy go to

.bed, But at the sszme time, with her “bold and penetrating e" (22), she

leaves us uneasy. She goads Haze, for instance: "You huntin' something?™ (22)

or "Momma don't mind if you ain't a preacher” (23)¢ These statements are

funny but for Haze they are disturbing. She mekes him restless and dissatisfied,

Later he thinks 4o himself:

coche had not been very successful with Mrs. Watts.
VWhen he finished, he was like something washod ashore
on her. (3C)

The truth is that with Mrs. Wabts we feel “washed ashore." Haze experiences
a similar but slighily different state of mind when he is girlwaiching along
with Enoch Imery at the swimming pool:

«eche saw three vowwn, 21l with their sults split, the
vool full of people, and nohody vaying them any wind.
That was how the city was-~always surprising hin. 2
visited s whore vhen he felt like it but hs wes always
being shocked by the looseness he saw in the open. (46)

The logic here strikes us as strangely our owne-confused. But it forces a

consideration of the place and maybe even the very existence of morality in.

Py .

the world. Barnabas points out that Wise Blood does not contrive to moralize

or "get seross" a religious HEasagst. It simply reflects what is real. Davis
streszes the fact that Mie OtConnor refuses to animalize sexuality Lty separatin
it from its traaucnndenca PULPOSE 054 Hence, her ruther subtle and yel shocking
treatment of sex. We see the sgame method behind Haze's buying a mechanical
'pealer t0 seduce Sabbath, an act which symbolizes the subjugation of person

to object. It is 2ll part of the flight. If Miss O'Connor is humorous,

she mersly accentuates the divine Jjoke which results when we sec the incongruity

betwean what mzn might be and what he ise

After flight comes discovery, the taird part of our theme, We have

already discussed how Enoch; Sabbath; and Solace represent extensions of
" Haze, that is; parts of himself which he finzlly discovers. But for the real
dynamicq of discovery on Haze's part Misz O'Connor employs a cial character,

{the blind man Asa Hawls, Lewls Lavson considers the themes of sight vse
<Q
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blindness the most effective one of the book. It is a theme that is made
poasible only through the progressive QLGCOVGPJ ov Haze that the s““pbs ad
blind man, Asa, is really a fake, a re llgLOds "hewi," and a debaser of
spirituality in the name of money. Only in knowing this does Haze find his

true self; and himeelf become the true blind men. Because this discovery is

(45

gradual, Asa 1s placed symmetrically by Miss OfConunor in chapters thres,
sixy and nine--the core of the drama. Robert MeCown says that O'Cornor has
a genius for catching the prChOlOIlC@l attitudes of her characters in brief,
penetrating.descrfptionsasj In chapter three we first mest Asa through such
a description
+vode was a tall cadavercus man with s black suit =z
a black hat oms He had on dark glasses and his ¢
were stresksd with lines that looked as 1T they haa
bean painted on and had fainted. Thny gave him %
expression of a grinning mandrill. ?ﬁ)
Indeed; from the color; texture, lines, shapes and hue of this picture we
cannot help but judge the man to be morslly and spirituslly decrepit. Our
guess is further subsitantiated when Miss O'Connor casually injects iato
the narrative the image of a black onc-eyed besr with lime on his back from
a chickenhawk (70). Though Haze rejects Enoch and walks out on Sabbath, he
is mysteriously attracted to Asa. He goes to live in the sams apariment
building; he dreams of being buried alive and then saved by the blind man,
and one of his most sincere.pleas in the whole novel is: "I've gol 1o gae
that man" (50). In chapter six Haze discovers something of the orvigin of
‘Aga's blindness. The blind man shows hinm s newspaper clluolng wnich reads:
g 14
EVANGELIST PROMISES 70 BLIND HIMSHLF" (03)9 but Haze so that only the reader
gees the other clippings WEVANGELIST'S NERVE PATLS." This piece of irvony is

laportant because central to Hazme's blinding is that his newxve does not fail.

ot

Fiaally, in chapter nine, Haze discovers whzat we slready know. He sces the
b i 3

blind man with his glasses off; that ig; he discovers that Asa is not blinde-

a finding which seals his own fatc as i1 sete up the violent sctlons wherein

Haze destroys those aspects of himself--Enoch, Sabbath, Solace- ~which he now
Says
.seez but cannot bear. Hargaret Mead ersaoﬁau we often forget how fully
. . ¥
nourished on the Bible Miss O'Conmnor is.”’” Indeed, a proper understanding

£ Haze vses the blind man, that is the discovery of reality behind appearances,

.

demants a thorouzh knowledge of blindness as it ds troated in tlo Gogpels,
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Miss O'Connor' trmqtm n% of Asa is a commentary in reverse of the faith
of the truﬂ b;b]lcal blind man, and Hazc comes to that }Jnd of faith only
by discovering the mote in his own eyc.

The last two phases of the theme,; repentance and reunion, are contained
in chapter fdurteen; that is; in the falling action of the play. Here the
carnival atmosphsre, full 'of color and intense action; is over. Noy the
rhythm is slow, the tone subdued, the dialogue sparse. Haze's repentance
seems to catch the whole mood and spirit of the Ancient Mariner:

The othzr was softer volce
As soft as nﬂred dews

Quoth he, "Ihe man hath penance dons,
And penance more will do.

JS‘S

How Haze, as when he was a little bos, hes rocks in his shoes. e scems to
have found tha meaﬂwnv of rock, oxr church. He algo wears barbad wzrw unde
his shirt. Lawson gees a parallel between Haze and 5t. Anthony of the Degert,

for both uss self-abasement 4o demonsirate the gulf between the humsa and the

divinee57 VWhen Mrs. Fleod says: “It's not natural™ or "They've quit doing
it" (122), he replies: "They ain't quit doing it as long as I'm doing it."

In one line Miss O'Connor pulls the Christian mystery of atonement into tae
present and disarms us with humor so we have to accept it. There is also a
nev tone in Haze's voice. Before he had said to the blind man: "Don't I

have eyes in my head? Am I a blind man?" (34) Now the quality of mystery
replaces his former self-assuredness when he says : "If there's no botton

in your eyes they hold more" (121). Haze doesn' t preach anymore, though for
the first time someone encourages him ic do so. "Being blind wouldn't be

a hindrance" (120), seys Mrs. Flood. The fact is that his life is now his
sermon. LIt is interesting that Mrs. Fleood; vhose nzme suggest purificztion
and fullness, has now replaced the "harpy" (117), Sabbath; as the centex of
his family life. Noi just after his money, Mrs. Flood is curiously atiracted
to Haze, grotesgue as he may eppear. Baumbach says that she cxperiences
throu*a Haze a kind of conv:rslou, that ig, a partisl view of eternal 1ove958

She says: "I got a place for you in my heart, Mve Motes" (124). How different

>

from the god-hawking attitudes of Asa, Sazbbath, and Onnie Jay. Haze now

pires compassion, the cesence of the gosuvel. HMrs. Flood sven suggests marriage:

ceel would do it for = blind man and s sick ona. If
- .

we don't help each othor, Mr. Motas, there's nohody
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to help us," she said. "Nobody. The world is an

empty place.”
Here the themes of the opening chapter are reversed. Haze is sick, but
not spirituallyo He is blind, but not really. The world scems cmptys like
Enoch's cage, but somechow it is verflowing with love. A1) this is trus
becavse Haze sees sin for what it is and decides “To pay™ (121).

The last note of the drams of Wise Blood is a harmonious one. In the
place of the last remnants of violence, harsh dialogue, aﬁd indiffersnce
of the policemcn who search for Haze the novel closes in a mood of>p@aoe,'
meditation; and desp communicative love. Death psrvades the scene. Mrso
Flood had though she was being “courted by a corpsae” (118); but now Haze,

found alone in a diteh by the policemen and hit on the head by a billyclub,

11)9

actually dies. "I can't imagine a story that dossn't end in death, aid
Flannery O!'Connor. Or in another breath: "The creative action of the Christia

is to prepare for his death in Christ.“éo Walter Sullivan comments:

‘Q.She did not thiuk, as most of us do, that death
i the worst thing that can happen 10 a human being.

I do not mean that she held life oheap, but rathew

that she saw it in its grandest perspective. 1
In the novel Haze is possessed with ke ‘pznw coffing Op»nwuhlb brothex? e;
nis mother's, his owr Now he has bzcome a kind of "new Jesus“ himaelf,
one for whom death is the only way to the fullness of life. The relation
between Bzze and the risen Jesus, of courss, has been with us since the
opening cnapter of Wise Blood, On the train Hazce mistook tha porter, the
"parrum nigger," for a white figure in the dark and called out: "Jesus" (19).
That name has alsg @&111 a rhapsody on our-ears throughout the drama.
But it is not until the end tnat tho blasphemy of Haze; "My Jesus® (34),
tlo cursing of the boy on the cart "Jesus nadled" (41), the sentimental
sign oa the road: "Jesus saves" (45), and the phoney preaching of the dlind
man: "Jesus loves you' (33) all take on new literal meaning. Indeed, the
WSHIFPER-20BE" (19) of chapter one, the garment of the empty tomb; now truly
does "B SLONG TO HAZEL MOTES.® In chapter one zlso, the lady on the train
saids "I guess you're going homes" (9). XNow Hrs. Flood sazys: "I see you've

come homa" (126)e Indeed, he has, for his rent is paid and he is frec.

11

in the beginning Haze feared that he would "walk off in the dark.e.and droyn.”

He does, with the "ragzed figuare" (16) in the baek of his mind. The book



closas with HMrs. Ploed's vision of the '"pin point of light moving off in
e rx @88oce lzhem" 26 ) . t is (eats ng beasg a
the darkn to Bethlehem" (126) t is not Yeats! “slouching beast" that
she sees, but the star of Christmas, newly born and peaceful; for the
“king of the bensgﬁ (93) has been redeencde Somc say the’ Flannery O!Connor
is evangelistic, that Qhe is a religious propagandist. This is not trus.
s 1s apocalypt a8 chaj 1 2 se Rohery ake says: “She
Sh nocalypticy chapter fourteen téstifies. Robdbert Drake says: “She
id see vltimately behind the veid " darkness and deformity a haae
diad ltimately behind the veil of darxkness and deformity end horror
62
and saw there order and peace."
In reading Wise Blood as myth, it is important to go b: ck and see asg

.

a vhole, that is, at one glan e,‘the diverse elements we have discussed--the
drama, the herbg the events; the story.. In & way the novel is simple, what
Baumbach calls “"the mythic journey which rsenacts the redemption of the worlda"G5
But precisely because Wise Bloed is mythic, it functions on many levels and
admits of different interpretations according to our peculiar subjective
response. In the introduction to the 1962 edition of Wise Blood OfConnor
comnents: "Wise Blood has reached the age of ten and is still alivea"64 It

is our judgment that 1t will remain alive for the same reas ons that Milton

or Shekespeare remain aiive, that ié; it has that mytnwc depth that does

excite wonder and {talk; elicit beliefy guide the conduct of individuals and
groaps who alqcov sr in it “the conscience of their race.” Two things, however,
we must zlways avomd with Flannsry O'Connor, and this is espescially truc of
"113_§lggg, One is to reduce her to a regionalisi, {he other to dismiss her

as orthodox Catholic. Walier Sullivaa says tuat her "mythic impulse goes

~ beyond SGOTﬁﬁDh”-"65 And Miss O'Connor nerself speaks of "meking one country~
do for all. n66 Granville Hicks says that she got her material from the South
and’ ner vision from her Catholicisy 67 This is a falr estimate, for it explains
how she cen, in Davis' words, “make protestant fundamentalists her ‘real

. 68 . o
believers. 't But we mus®t be careful about how we interpret her Catholicism.

69

Cﬂ ; 'l] 2 12 l 3 a G2, Q & L 5
Schott claims that it kind that belongs to the lime of the Inguisition
No; for this is 1o miss the mythic unde pinninge Robert Drake is closer whcn

. ‘ .. 0
he ‘says: “"She was catholic in the oldest and txuvest sense of the word, ol

th

o]
ot

U}
o

5, in much the same way as Shakespeare. Alber’ t Griffith says that
H

Mise "Coanor -is a reproach to Catnolics who are vietims of a "parochial
esthetic” or of “eulitursl insvlarity," or cof "amyOne who supposes the fiction
. 71

writer cught to use fiction to prove the truth of his faith.™ what is

é7



1mportant~mapi this is the problem of this paper--is that Miss O'Connoy is

reale Hicks says: "She took a cold hard look ot human beings.and set down

ul2

/ith marvelous precision what she save Thomas Merton sayst “She wag able
ol

4o see all our fajilures and distortions mirrored in the mors obvious modness
the Sovﬁth,"l5 And whereas many have mistaken her realism for pessimiey,
Jean Marie Kann says: "Instead of leaving us hopeless she reflecis the splrit
of the earth, the covmlc Christ. wl4 Porhaps an editorial in Americs puts

" it best:

The world of Miss O'Connor's creation is peopled,
by and largc, witn s Upld, stubborn, self=decelving,
nmen, women, and childrs Am«wﬂth white trash ory; at best,
half“’trfishe G

...onz of the most fascinating aspects of O'Commox is
her ability to refleet one face of evil off anotner
until you ere brought to & vision of the limited but
rea) good of esch;y end of the “oosnbllxtj of redemption
for all.

«ceyou may rise; and you may convergsq but only at

the cost of the agony of your own humiliation before
the reslity of Gode!?

Wise Blood, then; is a relivious novel, written by a Southern realist; who

had enough romznticism in her bones to give new lifc to some old mytnic
patteras that we might betier heed Mary's words: “A religious gxperiencea

=
N

can be z beautiful addition to living if you out it i the proper perspective

iti
and don't let it warf you."
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