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CHAPTER I
INTRODUCTION
I. THE TNSPIRATION

Throughout her fietion, Flannery O'Connor uses
character reflections vo present mirror analogues. The
recurrence of these mirror analogues inspired me to look
deeper into her fiction for analogues that might super-
ficially appear to be unrelated and dissimilar. I found
that in addition to her more obvious reflections thers was
another whole set of what I term reflectors that hoave the
seme funcvion of pointing up traits or corresponding char-
ectaristics betwsen characters by dwelling upon thelixr
dissimilarities. TFor the sake of convenience I have divided
the mirror analogues in O'Connor's fiction into two

categoriss: reflectors and reflections.

II. THE DISTINCTION BETWEEN KEFLECTORS AND REFLECTIONS

Reflections are the explicit mirror anslogues liiss
O!Connor uses to point up not only character but also theme
in her stories. The rellections consist of meditations or
specific actions in which the characters see themselves

duplicated in the appearance of another character or in a

plate giass window. Confronted with their reflection they



receive some Iinsight into themselves or another person which
elucidates 0'Connor's main idea. On the other hand,
O'Connor's reflectors become implicit mirror analogues. Her
reflectors, "polished surfaces for reflecting light," meta~
phorically give insight invo character and theme.
Differentisted from her reflections, the author's reflectors
do not give back an exact likeness that you would find in e
mirror. The reflectors consist of titles, settings, nanmes,
colors, and characteristic traits or descriptions that are

snalogues to others in her stories.
Iil. THE T ECENIQUE OF REFLECTION

Flannery 0'Connor's use of reflectors and reflectlions
in her fiction extends beyond the enhancement of character
and theme. She uses them stylistically. Her teéhnique-is
one of reflection that is--"the production of an image by
or as if by a mirror." To meke her techuique refleciive,
O0*Connor employs the literary devices of puns, shalles,
and metaphors. As a.result her writing takes on & hlighly
vigsual quality. Through reflectors the author reflectorizes
her filection in words. Using her reflectors to point up the
obligquity or differences between characters, O'Connor's
style has the effect of nay-saying or the reaffirmation of
her theme by negative inferences, Her reflectors hsconme

the signposts of her style and aid in the presentation of



her technique of reflection. All of Flannery O'Connor's
fiction, I believe, has this visual quality which is demon-
strated by a reliance upon mirror analogues. To illustrate
this use of reflectqrs and reflections, I have selected
four short stories from her two collected works: "The

River,™ from A Good lian is Hard to Find and Other Stories;

"Revelation,® "A View of the Woods,® and "Parker's Back,"

from Everything That Rises lust Convenrge.

w




j CHAPTER IT
THE RIVER
I. MIRROR ANALOGUES

Iin "hs Rivert Flannary O0'Connor uses mirror analogues
to point up her theme, lend credibility to character and
conflict, create suspenseful action and sugzest a consistent
conclusion that impliies an alternative way of 1ife for her
reader. The mirror analocues are carefully contrived meta-
phors, images, actions, situatctions, »neople, ideas, and
sehbtings that serve as reflected likenesses Tor O!'Connor's
world view. DBy the ‘technigque of distortion the author
strives to answer the questions that have perplexed mankind
for time immemorial--man's purpose on earth sud his ultimate
end in the hereafter. Her advantage in using reflections is
manifold: they provide entertainment, become vehicles Of,
soclal commentary with latent but vital enswers by implica-

tion to the condition of modern man, and serve &as aesthetic

devices to create thematic remifications.
I1. THE "THEME OF WIHE RIVERY

"The River" reflects this world as it mirrors
O'Connor's theme: a mature society that shirks responsi-

e ]

bility and languishes in degeneracy cffers little hope for



youth. It too will manifest the apathy, the uncaring,
unfeeling, wasteful self-indulgence of the older generation
unless it is inspired by the purpose of self-fulfilling
example, TFor youth that is raised in an agnostic, directiorn-
less environment cannot help growing skeptical and wanderin:
aimlessly. However, if youth is nurtured in body and spirit
and given a set of religious beliefs, it will transform
itself into dynamic aciion and selfless self-sacrifice.

Youth will renounce the modern world and its standards of
crass materialistic hedonism and wholeheariedly embrace tha
spirituality of a viable Christianity. Unfortunately, youth
is left little choice, for contemporary institutions and
their representatives are the remmants of a vague, antigquat=d
and forgotten civilization. Torn between the threat of

eternal damnation and modern hypocritical promises of

redemption, youth is driven to seek its own salvetion.
IIT. COLOR REFLECTCRS FOR THE TW0 RIVERS

The title of O'Connor's story, "The River," 1s &
mirror analogue used by the author as a symbolic setting to
encompass her theme and elucidate character. Mankind,
represented in "The River® by Harry Ashfield and the Reverend
Surmers, must choose between the two rivers that Stanley

Edgar Hymen describes: "the rich red river of ‘Jesus' Blood"



end the "mundane river® of Mr. Psradise.l 0'Connor juxta-
poses her descriptions of the two rivers to show two ways
of life: the way of Jesus leads one to the kingdom of
heaven; the way of the devil leads one to the kingdom of
hell. ZFlannery O'Connor uses the colors orange and red as

reflectors for the two rivers. When

berel

larry views the river
from the highway, he sees a "broad orange stream where the
reflection of the sun was set like a diamond [ﬁtalics notb
in the originai]."g The orange river becomes a symbol of
the way to the life Harry wants. It is the beautiful
dismond like sun in this‘nassage that Harry "wanted to dash
off and snatch." Summers later terms this same "“orange
stresm® the "River of Faith...Life...Love.," Opposing this
view of the river are the orange images associated with Mr.
Peradise. The "orange gas pump” -in front of his store and
the "orange drink" he holds when Harry passes. him on the way
to the river suggest that the stream of Mr. Paradise's life
Tflows in so much orange colored gas. Eis river is the fake
carbonsved beverage he drinks; his words, the poisonously

Tlammable gas he pumps. The orange images connected with

Stanley Edgoar I ynmd, "Flannery 0'Connor, ® University
lnnpﬁgﬁ Pamnhlgﬂg on Ameriecan Vriters, no. 5&
NEapolis, 1060)s De B7s

2
Flannery O!'Connor, "The River," A Good lMen is Hard
1d and Other Stori (Kew York: Harcourt, Brece &
Vorld, inCes 49058)s De '

‘_-'!l
w-\:l
=i
[N
;3 "




Mr, Paradise combine to show the dissolution of the worldly
paradise that is mirrored in the Ashfield home. The "brown
oranges"™ in the Ashfield refrigerator are the rotten fruit
of this garden of Hden. Alternates for the apples of the
primeval garden,3 the brown oranges sare reflectors of the
decay of the Ashfield home and the temptation and inducements
to which man gives into in a Fallen state. It is away from
this sterile stream of orange drink that Harpry Tless when he
pursues the eternal paradise in the "rich red river."

The more positive polarity in the contraét between
the twoe rivers is reflected by the author's use of the color
red. Though red is also assoclated with the digsipated and
polluted Ashfield world via Harry's mother's painted "red
toenails, ™ it is essentially the red "River of Pain," of
"suffering, " "of Jesus' Blood" that offers the way to eternal
life. It is the way of faith which is shown by the Reverend
Sumiers. His "red gcarf® is a ctolor relflector of the river
and the choice he has made: to testify to the abiding
presence of Jesus. Though Summers says the river water is
"muddy, ™ which suggests the ugly, dirty, conteminated condi-
tion of this river through the earthly paradise, he meta~

phorically transforms the red river into the ultimate way

to find etermal beauty and peace in the promised land.

P

George Ferguson, Signs & Symbols _3 C
{New York: Oxford University Fress, 1952), p
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Symbolically the red river for the Reverend and Harry becomes
the waterway to salvation through baptism. Harry's "red and
blue flowered handkerchief" is like the Reverend's scarf and
becomes a badge-like reflector of his choice. When the
handkerchief is thrown down by Harry's mother, it is too
late. Harry "count[é] ﬁow"; he can never be the seme in the
sight of God. He has chosen Christ and "the rich red river

of Jesus! blood."™ O'Connor has used the colors orange and

red to show the conflict of man in the modern world.
IV. HETAPHORICAI DESCRIPTIONS BZCOME REFLECTORS

I

L T 1
e

taphorical deseriptions of Harry Ashfield become
reflectors of his situation and serve to initiate his
struggle. The first sentence of O'Connor's story establishes
Harry's helpless situation and indicates the kind of change
he will undergo. With the aid of descriptive metaphors
O‘Cannor impresses the reader with the indifference typical
of Harry in the Ashfield atmosphere. As her story progresses
0'Connor alters the metaphors to show his metamorphosis.

"fhe child stood glum and limp...while his father pulled him
into a plaid coat...and pushed him foTward. ... E Harry
passively accepts the ministrations of his father. Yet the

words “pulled™ and "pushed"™ point up his situation at home.

— L

4

0f'Connor, p. 30.
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He is the unwanted excess bagpsze who is sent off for a day
with the babysitter Mrs. Connin, while his parents nurse
hangovers, 'The Ashfilelds are carelessly remiss in their
parental responsibility. They demonstrate en indifferencs
to Harry's departure. The words "pushed" and "pulled"
together with the father's first sentence directed to Mrs.
sonnin, "Well then for Christ's sake fix him,”ﬁ Toreshadow

Harryt!'s future. The sente

pat
@

ce ordains Lirs. Connin to be the

minister ol Harry's fate. At the same time it shows his

o

father's disbelief in Christ except as a curse.
Qf'Connor characterizes Harry's phlegmatic attributes

in the simile, ®"le scemed mute and patient, like an old

-

sheep waiting to be let out.n® it

®

and patient" like the
words "glum and limp" are dgscriptive reflectors of Hsrry's
inhibited condition. In the expression, "waiting to be let
out" O'Connor adds to his situation the promise of eventual
freedom not only from Harry's parents and home, but from his
burden of sin and guilt in the river. Harry's ritualistic
drowning becomes a sacrifice for his pig-headed varents.
Their callous, indifference for his welfare shows a sick and
corrupt soclety. In the words "old sheep" O'Connor incorpor-

ates the ideas of an innocent yet wise Harry, who emerges as

Ibid.

“Thides B+ Bls



sagacious beyond his four or five years when his father
tells him ™Good-by old man." Harry's wisdom is instinctive
and non-intellectual-~the innocent, uncomplicated wisdonm
that is found in the old and young alike. Through Harry's
oblation he becomes the innocent victim of cruel nisuse.
His action parallels at once the symbolic slaughter of an
innocent’® and the liberating of the archetypal man from the

03

fetters of agnostic materialism. The descriptive metaphors
O'Connor assoclates with Harry are reflectors of mankind
driven to freeing itself. Through Harry's behavior at the
healing in the river, the suthor provides a mirror of man's
metaphoric emancipation.

On the way vo the river, Harry shows the first signs
of animated enthusiasm. According to O'Connor, his actions
reflect the way man should embrace Christien belief. He is
not being pulled and pushed but begins "to make wild leeps

and pu 1[:] forward on [lirs. ConnLn'o} hand as if he wanted
to dash off and snatch the su.n.“8 Harry becomes youthfully
active, interested, and involved in the experience., Je

moves towerd an ideal, which the simile suggests; but he

IUAster Rose Alice, S. S. ¥., "Flannery O'Connor:
Poet to the Outcast," Renascence, VXIVI (Spring, 1964) 126-
131. Sister Rose Alice emphasized the idea of the symbolic
slaughter of an innocent in connection with Bishop Rayber
not Harry Ashfield. I see the two charscters as paralleling
one anouher,

8O'Connor, Ps 39,
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also moves away from all that his parents represent in the
form of Mr. Paradise. Harry's reaction to Paradise shows
his rejection of the immoral, degenerate, and slothful
existence of his parents. Like lMr., Paradise, their garden
of Hden is rooted in the covetous jealousy of material
possessions., After the gas-station owner demands that they
pass the hat for the Reverend Summers, Harry "moved into the
folds of Mrs. Connin's coat and hid hjmself."g He hides
from the corruption, moral dissoluteness, and agnosticism
that lir. Paradise manifests and eumbraces Mrs. Connin, the
embodiment of the Christian concepts of faith. moral respon-
sibllity, and integrity. Through Harry's actions, 0'Connor
shows man's attraction to Jesus and repulsion for His
adversary. TIlannery O'Connor demonstrates that the self-
genersted transformation in Harry stems from a re-orienta-
tion of his values, |

For O'Connor, Harry's change shows the necessary
determinetion man must have if he ié to be saved. At home
the next morning Harry transforms himself from an apathetic,
indolent youth into an avid and active one. The image of
the "mute and patient" sheep has been replaced by one of a
determined self-sustaining youth with a purpose. He takes

the street-car token and retraces the previous day's route;

“Ibia., p. 42

1110014 1k M|‘|11\—|
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but more importantly, when he runs away from home, he makes
good the promise he made himself at the healing--"I won't
go back to the apartment then, I'll go under the river,n10
With newly found resolve Harry decides "not to fool with
preachers any more but to Baptize himself and to keep on
going this time until he found the Kingdom of Christ in the

river. onno leves through a series of images
nll otConnor achieves th ough sexri T image

o0
=
o

actions a composite picture of Harry, one that initially
deplcts his helplessness but which gradually shows his
transformation of characiter. In the moral choice he has
made, Harry embodies O'Connor's theme of msn's search for
his own salvation. But Harry's change is helved along by
the influencs of Lirs. Connin; for it was she who had
mentioned the Reverend's first name and later taught Harry
about Jesus. While Mrs. Connin's part in Harry's salvetion
may be shown by her actions, her character and role are

further defined by O'Connor through a mirror analogue.
V. }¥RS. CONNIN'S MIRROR REFILECTION

Flannery 0'Connor uses the mirror reflection of lLirs.
Connin to lend contrast to her character and to provide
exposition. The reflection shows polarities that advance

the idea of characteristic disparities. At the same tine

01b1a., p. 44. 1lmpid., p. 51.
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the person reflected is given some insight, revelstion, self-
justification, or moral attitude. As employed by O'Connor,
the mirror device becomes a prismatic reflection. The
reflsction lrs. Connin sees in the coffee shop window
reveals the difference between herselfl and the Ashfields.
Contrasting their irresponsibility with her responsibility,
it places her in a god-mother role to Harry. lirs. Connin
clearly sees the Ashfield home to be unfit for bdbringing up
a child. She echoes her earlier disapproval of the
Aghfields' home with its dead cigarette butts and modern
watercolor that she "wouldn't have drew." Simultaneously,
through her self-reflections, the cleaning woman depicts
the Ashfields as careless parents who shirk their duty to
Harry. - "'Some people don't care how they send one off,?
she murmured to her reflection in the coffee shbp window,

"You pervide!’"18

Mrs. Connin, not Harry's parents, fixes
his arm in the coat sleeve, provides him with a handkerchief,
nourishes his body with food, and nurtures his spirit by
driving the pigs of ignorance from his mind. After lrs.
Connin takes Harry to the healing, she swings him to the
Reverend to be baptized. Mrs. Connin's monologue advances

the exposition. The key words are "“send...off." The pun

upon the words ominously portends the boy's future. They

a9, 38

- Ll
iy
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have a grotesque significance if one remembers that Harry
will be permanently fixed "for Christ's sake"™ after he is
pushed, pulled and pursued to his baptismal drowning in the
river., The mirror analogue thus preperes the reader for

the flow of events and makes Mrs. Connin the providing
mistress of Harry's fate. The handkerchief she "porvide[ﬁ]"
defines her role in Harry's destiny and serves like another

color reflector to linlk characters.
VI. ARTICLES OF CLOTHING USED TO LINK CHARACTERS

Through ¥rs,. Connin the red and blue handkerchief
links Harry "Bavel™ Ashfield to his namesake the Reverend
Bevel Surmmers whom he somewhat resembles. The Reverend
wears “a blue shirt and a red scarf." He has hollow cheeks

and an "all bone" faoe,15

while Harry, "not a fat boy" has
"a long face and bulging chin.™% 0'Connor asscciates the
two Bevels with colors, names and physical descriptions. By
these similarities they are temporarily united. The pairing
ol the preacher and the boy is only transitory; Harry goes
a step further in his actions. He takes the sermon to heart

and lays down his 1life in "the River of Faith...lLove...

[%né}Jesus' Blood." Simulteneously the Reverend Bevel

lsggig., Pe 40,

M1pid., pp. 49, 3.

-
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Summers continues to trek through the countryside preaching
and being intimidated by non-believers. 1In the same manner
that O'Connor pairs characters by means of an article of
clothing, she sonetimes joins them by means of an attitude

or pose.
VII. CHARACTZERS PAIRED BY MEANS OF A POSE

Flannery O'Connor duplicates a situation or actio
that reflects character by the use of descriptive metaphors.
This mirror device not only elucidates character but also
initiates future sction and drematizes theme., The "speckled
skeleton" lMrs. Connin, who has a “skeleton's appearance of
seeing everything, ' is compared to a "musical skeleton™ wm*h
her eyes closed and her mouth open when she rides the car on
her way home with Harry.3o Illustrated as she is here, lirs.
Connin becomes the emissary of death, but a physical rather
than a spiritﬁal death for Harry "Bevel" Ashfield who sits
contentedly on her lap looking at his handkerchief. Mrs.
Connin's pose may be associated with Bevel's future, while

it foreshadows the action at the healing and gives a clue

15Ib1d., pp. 47, 33, It seems of interest that
0'Connor related the skeleton appearance of Mrs. Connin
on the car and later compares the Connin femily on its way
to the river healing to "the skeleton of an old boat with
two pointed ends sailing slowly on the edge of the highway."
p. 27. 0'Connor seems to be underscoring the death journey
idea! Bevel walks along following the route of the prpv:ous
day's excursion to the river after his last car ride.

da ok i i id A o
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to Reverend Suumers. The preacher assumes a similar atti-
tude. "He was singing in a high twangy voice...and his head

tilted back."i®

Like Mrs. Connin, the Reverend provides
Bevel with spiritual nourishment but at the same time plaents
in the youthful mind the idea to Y"seek the Kingdom of Christ
in the river." How else can lrs. Connin and the Reverend
Summers be taken except as the instruments in the death of
Harry Ashfield? Their shared open-mouthed pose (for "bevel
in old French means "with open mouth"), their angular-
slanted features ("engle" end "slant" being more modern

meanings Tor "bevel"), and their preoccupation with Jesus

all point to their roles in Harry's death end redemption.

VIIL. THE NAME BEVEL

In its most obvious usage, Bevel is a baptismal name,
But when Flannery O'Connor has Harry assume the name that
links him to the Reverend, she also plays on words to
indicate the choice that confronts Harry, to create an
analogical symbol for the Ashfields, and to convey a message
to the reader. Harry had lied ebout his first name to lirs.
Connin by substituting Bevel for Harry. The nsme comes to
represent what he had learned at home. Harry has picked up

a spontaneous habit of lying from his father who had lied

v



27
to Mrs. Connin about Mrs. Ashfield's illness., Lying becomes
the expected mode of behavior for the youth. His mother
asks him when he returns home, "What lies have you been
telling today, Honey?“lv In her mind it is a daily
exercise, commonplace and acceptable for her son. If she
knows he lies how can she accept his explanation that the
handkerchief and book were gifts? By manifesting this
attitude, she reveals a callous indifference to the moral
upbringing of her son. When Harry pronounces the name at
baptism it is phonetically drawn out "Bevvvuuuuul® to
suggest the words "be evil.," If a pun is intended by the
autbhor then the nams here connotes evil. However, if the
letters are trensposed they read "B'leve" and the moral
choice that confronts Harry is obvious. He must be evil
or believe. In the preacher's words he must "Believe Jesus
or the devil...Testify to one or the oﬁher!"lg The name
Bevel then becomes a reflector for a moral choice, an evil
conditién as well as & éharacter analogue. The reader has
the same moral choice. ﬁe must align himself with the
preacher and Harry or the agnostic iLlr. Paradise and the

Connin boys who are characterized as pigs.

v
;Mi', p. 4:8.
81p1d., p. 42.
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IX. THE PIG METAPHOR A REFLECTOR IFOR CHARACTER

O'Connor uses the pig metaphor to reflect the modern
world of which Iir. Paradise and the Connins are embodiments.
Flannery O'Connor shows by theltr actions and descriptions
their pig-like evil natures. The evil qualities attribut-
able to pigs are most clearly illustrated in the spiritual

lesson Mrs. Connin reads Harry from The Life of Jesug Christ

for Readers Under Twelve. "It was full of pictures, one of

the carpenter driving a crowd of pigs out of a man. They

were real piges, gray and sour looking, and )rs. Connin said

Sy
‘D

ssus had driven them all out of this one man."*?  what
happens in "The River" becomes & metaphorical inversion of
this text. In the New Testament Christ drives the evil
spirit out of a man called Legion and into a herd of swine
that perished in the sea, In "The River," the pigs in the
form of the Connin boys, Mr. Parsdise, and kMr. and krs.
Ashfield continue to thrive as replices of evil, while Harry
paradoxically perishes and is saved in the river., Herry's
action illustrates the llew Testament idea that one must lose
temporalllife in order to gain eternal life.

The Connin children, J. C., Spivey and Sincleir,
duplicate the appesrances and actions of pigs. Like pigs,

they have %"speckled faces," "gray eyes," and ears that

91vig., p. 8.
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"twitched." By permitting the "hawg"™ to run over ﬁarry,
they manifest that malicious, incipient evil inherent in

the nature of man., "Their faces didn't brighten any but
they seemed to becone less taut, as if some great need had
been partly satisfied.”go From the description of their
faces they have experienced a catharsis; their evil has been
driven from them into the pig. Even their nemes reflect a
certain pig-like quality. If “"Jd. C." ironically stands for
"Jesus Christ," then because it was J. C.'s 1ldea to let the
hog run over Harry, he becomes the complete antithesis of

-

Chriast. “"Spivey" taken in its literal sense means "one who

=

iives by his wits.® He 1is purely pregmatic and selfish in
hig concern that if HMrs. Connin Found ou® they had let the
hog out "She'd kill us." The third Connin boy is "Sinclair, "
suggestive of "sin" and "clear".-the sin of youth—~3ponﬁane-
ous, unpremeditvated, and innocent of evil consequences.

Teken together, the pig-like Connin children make a composite
picture of evil. As characters they are inseparable in
speech and action. They display one another's fears of
punishment yet together conspire to use Harry for their
anusemnent.

The Connln boys' evil intentions are youthful and

misdirected, but in Mr. Parsdise that same evil becomes

201pid., p. 36.
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vengeance with a purpose. More clearly than anyone else in
the story he is associated with a pig. Irs. Connin, lookiig
at the "long-legged and humpbacked" hog with "part of one of
his ears...bitten off," shouts to Harry, "'That one yonder
favors Lir. Paradise that has the gas station'...'You'll see
him today at the healing. He's got the cancer over his ear.
He rays cones to show he ain't been healeﬂ.'“zl Ee comes
to the healing to show his disbelief in the Reverend's
message and to practice his own form of revivalism. For

Iir. Paradise there is only one God and that is money:

'*Pass the hat and give this kid his money. That's
vhat he's here for.' The shoutb...ceme from a huge
old man...He nad on & gray hat that was turned dovn
over one ear and up over the other Lo expose & purple
bulge on his left temple. He sait bent forwerd with
is hends hansing between his Knees end his small eyes

half closed,~*
Mr, Paradise is captured here by the artist in an emblematic
pose that resembles the pig with whom he 1s associated. AL
the end of the river scene, Mr. Paradise reveals his complete
lack of faith in the Reverend's healing powers in spite of
evidence of its success. In his agnosticism Mr. Paradise
not only disbelieves but mocks those that do believe: "“Haw!
Cure the afflicted woman [}r Se Ashfielé] with the hangover,"

&3 pe

he shouted. seems to regard the gravity of the healing

211})1('113 ja 37 zzIbidos Pe 42

#%1hid., p. 45.
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as a joke and has come to expose a fraudulent preacher with
an unbelievable mission. Through Mr. Paradise's actions,
posture, and appearance, he manifests pig-like qualities.

At the end of "The River," 0'Connor imparts the most
memorable plciture of Mr. Paradise. Not only is he en image
of the "Bishop of Misrula,“gé but as the "old man" he

represents the fallen progeny of Adan,
X. THE PIG AND OLD MAN IMAGES COMBINED

Flannery O'Connor uses two similes that serve to
reflect M»., Paradise in her last scene, By Mr. Paradise's
actions, the pig and the o0ld man images combine to show him
as a degenerate and monstrously corrupting influence that

1

m

thwarted yet survives "empty-handed." When Harry passes
Mr. Paradise's gas station on his way to the river for the
second time, the proprietor picks up a "peppermint stick"”
and follows the youth into the river. Harry “heard a shout
and turned his head and saw something like a glant pig
bounding after him, shaking a red and white c¢lub and shout-
inge...Finally, far dovmstream, the old man rose like some
ancient water monster and stood empty-hrmded.“2‘5 Mr.

Paradise manifests the evil‘of which he purges Herry;

4
Hyman, "Flannery 0'Connor," p. 27,

25 .
0'Connoi, p. 62.
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Harry, who twice has been called "old man," is symbolically
cleansed of the old man Adam present in the form of Mr.
Paradise. Harry has performed the injunction of the lNew
Testament "To put off,...the 0ld man, who is corrupted
according to the desire of error. And be renewed in the

spirit of your mind: And put on the new man, who according
n&b

=%

to God is created in justice and holiness of truth.
Harry demonstrates his belief in this New Testament parable
by drowning in "the River of Faith," while his adversary,
Mr. Paradise, "like some ancient water monster,"™ Leviathan,
Satan or Devil, emerges {rom the "nmuddy water" without his
peppermint stick--the instrument of scducticen. Harry is-atb
Tirst rejected by the river; thus he 1s like the old man
Adam expelled from raradise. But as the harried youth
struggles to be free of the o0ld man sea-monster and devil,
(the paradise of candy and orange drink), the eternal para-
dise opens for him andvhe is no longer harried. The "Bishop
of Misrule," lir. Paradise fails to gain an apostle for his
agnostic materialism., By losing the peppermint stick, Mr.
Peradise, like Satan, loses the symbol of his power to réign
over the earthly garden of Eden. 0'Connor Has used the
peppermint stick as an emblem of the implements to which

the devil in the form of lMr. Peradise may resort.

26Ephesians 42224,
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XT. OSETTING AND CHARACTERIZATION REFLECTING THEME

Like the pepperment stick, setting may reflect an
atmosphere which is thematic, The characterizations of
the Ashfields, their home, and actions are used by Flannery
O0'Connor to create a pig-pen atmosphere in which the
inhabitants are marked by the imprint of pigs. Through
setting 0'Connor depicts the Ashfields as the pigs of
degeneracy. Because of Harry's parents swinish actions,
the setting of the Ashfield home is a pig-pen. HNotice,
as Harry goes from home to the Connin's, then to the river;
home egein and Tinelly to the river that pigs are presént
both literslly and Tiguratively in every setiing except the
first. Msnifestly they are here too in the form of lr. end
Mrs. Ashfield who by their actions are plg-like. Iirs.
Ashfield demands an icepack for the hangover she nurses in
the bedroom, while her husband pushes Herry into a plaid
coat, mindlessly negligent that one of the boy's arms is
not even in the sleeve., Thelr swinish disregard for Harry's
welfare reflects the atmosphere and environment of their
home. 1Its dishabille together with the "pork bone® in their
refrigerator linke Harry's parentsto lir. Paradise and the
Connin boys. The disarray of the living room with the dirty
"ashtrays, " Harry's bedroom with its torn "books &nd blocks, "

the "crowded bureau" in his perents' room, and the almost



barren refrigerator with its "shriveled vegetables" and
"brown oranges® create & picture of a dismal, disordered,
pilg-pen of a home. The evidence for Nr. end ﬁrs.iﬁshfield's
pig-like characteristics, however, stems not only from their
habitat and way of life but from their careless irresponsibdle
attitude toward theilr S0N.

The Ashflelds have manifestly neglected Harry's
physical and spiritual needs. They provide only the scraps
and slops of their parties for him to eat. They permit
Harry to lie and steal. They neglect his spiritual training
by bringirg him up thinking Jesus Christ was a joke or "'a
word like "oh" or "damn" or "God," or maybe somebody who
had cheated them out of something sometine, ' &7 They are so
roocted in their seli-indulgent dissoluteness they cannot
believe in anything but hedonisn. Jesus is a "hoax."™ His
preachers are ™dolts." As O'Connor sees the situation, the
affliction which hangs over their lives is the same cancerous
‘disease that infects the modern world: apathetic indiffer-
ence to moral or spiritual values. The setting of the
Ashfield home becomes a symbol of the spiritually dead and
physically decaying ash-strewn graveyard world with its two
remaining occupants "out cold" in the bedroom when Harry

empties the ashtrays on the floor and rubs "the ashes care-

2 "
“7O'Connor, pa. 8.



fully into the rug with his finger" and leaves.
XIT. THE MANY BAPTISHS OF HARRY BEVEIL ASHIFIELD

All of O'Connor's mirror analogues may be grouped
together under the rubric, "The Many Baptisms of Harry
Bevel Ashfield."™ The first is by the cleaning women, the
"speckled skeleton® Mrs. Connin. 8She purifles Harry's

mind of evil and re-educates him in the word of the

L9

Mrs. Connin becomes the reflection of the religlosity man-
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t if he is to be saved. O'Connor uses her
e and eXample Yo the reader of the manner
anyoens must be sent out of this world. The second
baptism of Earry is by the Reveremd Bevel Swmers with whom
the boy is linked tlirough an article of clothing, a name,
and a dedication. Using the reflections of the two Bevels,
O'Connor portrays a character analogue of religious con-
viction that points the way to salvation. The artist
achieves a doubling of their characters through their
actions and descriptions. Together they comprise a proto-
type that serves to guide all men's actions. The third
baptism of Harry is by his mother's "bitter breath.® Here
the "sour" pig image is manifestly répeated. What the
reader imnediately conjures up 1s the pilg metaphor that

assoclates the Ashfields with Mr., Paradise and Connin boys.

0'Connor agaln duplicates by an action, situation and



description a reflection of pig-like gualities. Vhen this
baptism occurs in Harry's bedroom, the pig-pen setting is
recreated for the reader and O0'Connor artfully succeeds in
portraying the indolenht, apathetic, selfish atmosphere of
his upbringing. Harry's fourth and final baptisn is
performed by himself. It serves to recapitulate all of the
others that O'Connor has presented. When he chooses the
red and orange rivers that lead to the Kingdom of Christ,
he purges himself of evil. His ritualistic act shows a

metamorphosis of character and reflects the change he has

undergones.,

206



CHAPTER IIX
REVELATION
I. STRANGERS AS REFLICTORS

The nmirror analogues in "Revelation" as thev did in
"The River" point up theme, character and contflict. Flannery
O'Gonnor's reflectors remain a series of contrived settings,
images, metaphors, situations and actions that lend credi-
bility and create suspense in her stories. In "Revelatlon"
the author uses total strangers to reflect the disparities
among her cheracters. Strangers to themselves and those
around thei, tnov sre revealed by their actions, thoughts,
and words to be different from what thay-qucm. Through
the technique of contrast, 0'Connor combines character
analogues with grouops of images and plcituresque settings
to point up her mein ideas. Through reflectors she focuses

on theme and advances her world view.
II., THE TEEME OF "REVELATLON"

C'Connor's view is reflected in her theme: 1In today's
soclety sowme men have substituted a pseudo-spirituality for
a real one. Hypocritically they pay verbal bomage to Christ
wnlle essentially believing only in themselves., They

practice & discriminatory Christian charity. In tha gulse
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of good works, they would achieve their own salvation. They
collect virtues like collecting green chip shamps. Rooting
in the hog wallow of egotism, they assume a self-righteous
importance and imagine a heirarchy of creation with Them-
selves alt the top. Above the commonality of life, they
become disdainful of their fellow man and ungrateful and
presumptive of God. EBEeconing paragons of virtue they assume
god-like roles. As O0'Connor sees the situation, some men
have deluded themselves into believing that material valuss
can be equated with spiritual ones. Using material values

A

they have sought to re-organize an essantially spiritual

v

1@ basis Tor their malady

ck
Yy

universs. Their delusion. forms
which they manifest 1in being complacent and self-righieous.

Set

}—Jo

sfied with themselves, they judge others. They come to
belisve they have a license on life, salvation, and Jesus.
Through self-gggrandizement they seck their own justifica-
tion. In their actions they become like Iucifer, the hell
hog who presumed against Ged in order to glorify and déify
himself. When they would be gods by challenging the
Almighty with their self-importance, they become the non-
pariels of vice. In CGod's sight their egotism hés mede then
fatuous. Like Lucifer, their signs of spirituality, thelr
virtues and good works, will be hurned qlaj/&«Thcir true
uzliness will be revealed to them by Cod. Purged of their

idioey aud mistaken self-concepts, they will no longer be



able o pursue thelir self-righteous paths. NMade aware of the
universal divine order, they will see that all 1life is sacred
in God's sight and has its place in heaven. Spiritually
purged, these men will be transformed by a new awareness of
the Christian Paradox: the first shall be last and the last :

g

first to enter the kingdom of heaven. Forced tc rcassess

thelr values, they will inevitably be led toward a truer

spirituality.
ITI. THEE TWO REVELATIONS

The title of Flannery O'Connor's story, "Revelation,®
becomes & mirror analogue for her maln character, Ruby
Turpin, and points up O0'Connor's theme: - men will be
spiri Luu31y re juvenated when he sees his afrogance and
bilgotry, pre%umntlon and egotism, when he is truly
grateful to Jesus for the "little of everything" that he
has. From Ruby's two revelations O'Connor shows the two
Vstages through whiech man returns to God spiritually rejuve-
natad: the first involves the revelation of what he has

begome in the sight of God; the second resveals to him his

place in the divine ordination. Both stages are incapsulate
in the definition of a ®revelation®: ' "the act of revealing

or communicating a divine truth." In the first stage Ruby

* A it i . L, v B ST » o
is made awyare of what she has become by lary Grace
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the reveleatioo by communication. "Go back Lo hell where
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you came from, you old wart hog," Mary Grace tells Ruby.>
Mary Grace's revelation is a reflection of a side of Ruby's
character which she has not seen. For Ruby envisions her-
self to be the epitome of the upright, responsible, charit-
able, neighborly, and religious Christian., But to lMary
Grace Ruby is the epitome of evil; Ruby is hypocritical,
nasty, uncharitable and ugly. Ruby, a moral hog, has becoune
morally fat with her own self-lmportance and goodness. Ruby
hag been deluded by her own worthiness. She was convinced
she was saved until she saw the souls "rumbling toward
heaven.¥ This is the revelation by vision. In this second
stage the divine truth revealed to Ruby is her plece in the
divine ordination. If she enters heaven at all, she will
not be first but last. Ruby sees that the hopeless and
helpless "freaks and lunatics," whom she had deprecated, are
leading her "tribe"™ of people into heaven. She realizes by
the appearance of her "tribe[}é]...socked and altered faces
that even their virtues were being burned away.™- Liké
Ruby's, their "virtues," thelr "great dignity," “comﬁpn
sense" and "respectable behévior" will not count on Dooms-
day. 7For in the gulse of these ﬂvirtueé" Ruby and her

ntribe" rationalize true virtue., True virtue consists not

1Flannery 0'Connor, "Revelation," Everything That Rises

Must Converge (New York: Farrar, Straus and Giroux, 1953),
pPe 207

21bid., p. 218.
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in Ruby's pragmatic charity, nor in her egotistical presump-
tion of God and her election to heaven, but in an honest,
faith, love, and gratitude in Jesus as well as in the least
of his children. Thus Ruby's two revelations: first, when
she is called a "wart hog from hell" by Mary Grace; and the
second, when Ruby has the vision of the souls “rumbling
toward heaven" become mirror analogues for her realization

and transformation.
IV. THE DOCTOR'S OFFICE AS RENLECTOR

Iif O0'Comnor uses the title to reflect theme and char-

scter, she imaginatlively uses the first setting of "Revels-
tion" as a reflector for her main character, Ruby Turpin. _J/‘

|

The doctor's waiting room, which was very small,
was almost full when the Turpins entered and lrs.
Turpin, who was very large, made it look even smaller
by her presence. ©She stood looming at the head of
the magazine table set in the center of it, a living
demonstratlon that the room was inadequate and
ridiculous.?

The setting, located in the docitor's waiting room, suggests
Ruby's sickness. Though ostensibly she is accompanying her
husband Claud, who has an ulcer on his leg,. it is Ruby who
suffers from the corruption OT spiritual disease. "Waiting"
and “entersd® connote some threshold experience is in store
for Ruby. OfConnor has subtly implanted in the reader the

D L e T ]

“Ibid., p. 191.
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prospect of character metamorphosis. The author's use of
the words "large" and "small" to juxtapose Ruby with the
room reflect her plump condition. These words hint that
because it is a doctor's office Ruby enters, she needs
reducing from her self-inflated egotism. For Ruby, inflated
with self-righteousness, is big in her own sight. "A living
demonstration that the room was inadequate and ridiculous!
purport that Ruby ié a deficient absurdity; ironically, she
thinks she is above and beyond any possible illness.. Ruby's

apvearance as she makes the room "look even smaller by her

T

presence®™ is a prognosis for the two revelations, the two
earth-shaking experiences that will reduce her. Ruby's
self-centered and coﬁplacent view of life must be reversed
s0 that the "smell room" will appear "smaller" as though
she-were "Jooking at it through the wrong end of a tele-
gscope...and then...large instead of emall, "%

A visual reflector for Ruby Turpin, the waliting room
setting is also a mirror analogue for the universal sickness
that infects O'Connor's world. Inhabited by the antiseptic
and clean, the diseased and dirty, the young and old, the
beautiful ang ugly, the black and white, the waiting room
becomes a reflector for a mecroscosmic universe suffering

from physical and mental illness. The waiting room assumes

——— -
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other mesnings by reason of Ruby's mental assoclations.
Because of its dishabille and its background musiec, the
waiting room reflects the atmosphere of a pig-parlor and a
church. Its disheveled appearance indicates what is
normally associated with a pig pen, while the actual pig
pen is an hygenic parlor. Ruby observes that "the table
was cluttered with limplooking magazines and at one end of
it there was a big green glass ash tray full of cigaret
butts and cotton wads with little blood s&pots on them."5
The waiting room becomes a church when Ruby mentally sings.

=l

along with "the radio lthat was softly playing gospel

music." Her separation from the source of music suggests

Y=

that she is not yet saved; yet from the last line Ruby

9]

supplies to the song: "And wona these days I know I'1ll

we-~-eara crown,"6

she manifests her presumptuous conviction
that she is saved. Egotistically Ruby has elected herself

to salvation through what she conceives of as her "virtues"-.-

that she is "a respectable, hard-working, church-going woman."

With these two impressions of the waiting room, O0'Connor
builds her sets Tor the final scene at the Turpin farm and
gives the reader an insight into Ruby's attitudes and dis-
position. The waiting room setting thus becomes a reflector

for O'Connor's world and her main character, Ruby Turpin.

= .
®Ibid., p. 193. OIbid., p. 194.
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V. RUBY'S SELF-.REFLECTIONS

O'Connor uses the self-reflections of Ruby to reveal
and expose her by the way Ruby thinks about others. While
Ruby thinks everyone else has something the matter with him,
it is she who is sick. She describes others as "nasby,"
"ugly, " and "airty,"™ but Ruby hersell manifesis thesse
qualities. Though she thirks she has "a good disposition,® \
Ruby displays a nasty ona. Her judgments of others are

ugly and dirty and reveal a splritual sickness in Ruby

stemming from sn exaggersted opinion of herself. She
imaginss thait the “tresh...loungs about the sidewalks

all day arinking root beer. Dip snuff and splt in every

-

prddlo.ees™ Ruby believes she 1is truly compassionste

because she pities the “ugly fat™ Mary Grazce and the "poor
nasty® blond child. Instead Ruby manifests her lack of
Christian charity by the labels with which she dubs them.
In her own exagger ated.fﬂﬁﬁ -esteem, Ruby reveals that she

thi:

":

ks she 1s better than anyone else. Her mind is
habitually preoccupied in naming the clagses of people
in whic¢h she and Claua are at the top and everyone sals
is at the botiomn.

While ¥lannery 0'Connor revesls Ruby through her

/ —b Lrln » p » ;E:Lﬁs




self-reflections, it is primarily through strangers that
Ruby achieves her revelation. O'Connor's characters show
that they are strangers to one another and to Ruby even
though the guthor links them by surname, family character-
istic, simllarity of opinion, physical illness, pose, age,
race or class. Two groups of people become reflectors for
Ruby--children and adults. Using children as reflectors
for Ruby, O'Connor stresses this biblical theme: "Unless
1

&=

ou be converted, and become as little children, yvou shall
J

not enter into the kingdom of heaven."S With the adult

"‘1

rellectors Tor Ruby, O'Connor stresses this biblical
corellary to the‘first: "He that speeketh of himself,
segketnn his own glory: bﬁt he that seecketh the glory
of him that sent him, he is true, and there is no

injustice in him."9

VI. ADULTS BECOLE REFLECTORS

The adult charaecters become reflectors for Ruby when

they mirror MNrs. Turpin's prejudiclal attitudes and nasty
disposition, Their actions, conversations, Lhovghto, and
deseriptions reveal their spiritual sickness and Ruby's
They are manifestly ill wiﬁh ulcers, malnutrition, and

obesity. But ﬁhe'spiritual sickness the adults exhibit is

Matthew 18:3. “John 7:18.




far more demeging to them that their physical illness.
Given to idleness, ignorance, and idiocy, they reflect

a willing subjection to flattery and manifest a super-
egotism., Their distorted, righteous judgments exclude
any concept of Christian charity. They do not love their
neighbors; they love only themselves. The adults are
ungrateful, nasty, selfish, highly critical, and pseudo-
compassionate., Sure of themselves and self-indulgent in
their own concepts, they reveal an intolerance of others,

Whi«gruntin and a-rootin and a-groesnin," they are glory

n

hoge seeking their own justification and self-

oA

grandize-

b
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nent. Strangers to themselves, they reflect aspects of

$-

Ruby's character while she mirrors them.

Through the adult characters 0'Conior portrays a
trait of Ruby's which is unknown to her. For example,
Ruby's view of Hegroeé and "white trash" is replete with
her hypoecritical double standard. It is a standard rooted
in pragmatic charity behind which Ruby hides her prejudice.
She says, "I'm sure tired of buttering up niggers, but you
got to love em if you want em to work for you.":LO For the
"white trash"™ Ruby believes: ®Help them you must, but

help them you couldn't....If I was going to send anybody

back to Africa, Mrs. Turpin thought, it would be your

lOOVConnor, Pe 199,
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kind, woman. " Another of Ruby's traits, her willing
subjection to flattery, she displays when she converseg
with her Negro helpers. Sporting a lump on her forehead
from where Mary Grace hit her with the book, Ruby solicits
her helpers' sympathy even though "she knew just exactly
how much Negro flattery was *.?ox'th."lB Similarly, when the
doctor "jollles" Ruby, her reaction shows that she conceals
an irrascible and nasty disposition. "Quit your pattin s,
Mrs. Turpin growled to hergell, "o Through Mrs. Grace is
reflected Ruby's snobbish superiority and shallow distorted
ugliness. It is the ugliness of appearances, smugness and

o

self-sotisfaction.

VII. MRS, GRACE AND LES. TURPIN

In lirs. Grace Ruby sees duplicate of herself. wh&f
Ruby sees, however, is a fraudulent and hypoeritical picture.
O'Connof shows that although these women think, speak end
even dress alike, they are the opposite of what they seem.
They are not the “stylish," "pleasant,™ "well-dressed"®
ladies they think they are. Beneath their masgks of
pleasantness, self-secrifice, Christian charity, and good

dispositions, lurk malevolent feelings of ill-will which

11_1_-1?_1_9'. » ppo ?.. 3"'204:- lzlp_j_@o 3 P & 835.
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they manifest toward their neighbors. Mrs. Grace is not
above publicly embarrassing her daughter, Mary Grace, in
front of the people gathered in the doctor's office.
Speaking in this thinly veiled analogy to her daughter,

'I think the worst thing in the world,' she said

'is an ungrateful person. To have everything and

not appreciate it. I know a girl,' she said, 'who

has parents who would give her anything, a little

brother who loves her dearly, who is getting a good

education, who wears the best clothes, but who can

never say a kind word to eanyone, who never smiles,

- T11at 1 i 3 SO o aina 3 57 '1{1:

who. just criticizes and complains all day long.
Mrs. Grace reveals that it is she who is complaining,
criticizing and ungrateful for everything she has--a nice
‘home, family, and Ulinancial security. Ruby Turpin is
equally uncharitabvle to her neighbor. ZExplaining to lrs.
Grace that the Tursin hogs are Ycleaner than some children
I've seen,® Ruby alludes to the dirty blond child, the son
of the "white trash" woman; Ruby maliciously adds to her-
self, "Cleaner by far than that child right there.“l5
Her middle class standard becomzs obvious--that cleanliness
is next to godliness. 1In their discussion of the green
chip stamps, both Mrs. Turpin and lirs. Grace manifest
their preoccupation with this standard. When the "white

trash" wonan admits that she got "'some Jjoo'ry! [ﬁith her

stampé], Ought to have got you a wash rag and some soap,

41bid., p. 205, 1°1bid., p. 198.



Mrs. Turpin thought. 'I get contour sheets with mine, 'n
p g 2 b

16

Mrs. Grace added. Both women reveal that their code of

courtesy and sociability is a superficial and selfish ona,
When the conversation turns to Negroes, Mrs., Turpin and
Mrs., Grace manifest their hypocritical utiliterian
standards. The "white trash" woman has asdvocated senaing
all Negroes back to Africa. "'0Oh, I couldn't do without
my good colored friends,' the pleasant lady said. 'Th
a heap of things worse than a nigger,' irs. Turpin agreed

Her remarks show that Ruby thinks of Negroes as "a heap of

trash" woman had provoked a reaction in lrs. Turpih and
Mrs. Grace which shows their discriminatory snobbishness
and materialistic orientation. When the "white trash"
woman insisted that she wouldn't "'love no niggers or
scoot down no hog'....The look that Mrs. Turpin and the
pleasant lady exchanged indicated they both understood
that you had to have certain things before you could know
certain things [}talics in the originai],"la Here, the
pleasant ladies demonstrate the superficiality of their

judgments. They have reversed values--ones that emphasize

16
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having certain things before being able to know certain
things; ones that place material values before spiritual
ones. Because they have misplaced theilr values, IMrs.
Grace and Mrs. Turpin reveal that they are grotesque
distortions of the ugliness of appearances. They emerge
as self-seeking, self-righteous, judgmental and complacent
wonen, O'Connor has shown that their fatuous egotism has
blinded these two women from seeing one another as they
are. Through the character of the eighteen year old Mary

Grace, the author presents a child reflector who sees

both her mother and Ruby Turpin for the frauds they are.

VIII. IMARY GRACE A CHILD REFLECTOR

Seaen through Ruby's eyes O'Connor's description of
Mary Grace makes the girl a reflector for her mother. "She
was obviously the lady's daughter because, although they
didn't look anything alike as to disposition, they both
had the same shape face and the same blue eyes. On the
lady they sparkled pleasantly but in the girl's seared
face they appeared alternately to smolder and to blaze.l9
Mary Grace's congenital connection of the "sume shape
face" and "the same blue eyes" not only links mother and

daughter but also divides them in Ruby's mind. Ruby's

-

lggﬁ;g., p. 196.
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description further separates them by "disposition"; it
pits “ugly" daughter against "pleasant® mother. We see
the reverse of what Ruby sees in Mrs. Grace and her
deughter. Guite possibly the girl's spirit is pleasant
while the mother's is ugly and ungrateful.

¥rom O'Connor's description of llary Grace's looks
at Ruby Turpin, the author shows the glrl to be a reflector
for Ruby. "3She was looking at Rubi] as if she had known
and disliked her all her life--all of Mrs. Turpin's life,

w20 The first

it seemed too, not just all the girl's life.
impliication is that Mary Grace has known Ruby as intimately
as & daughter knows a mother ®all her life"™ and this fact
makes her disllike of Ruby understandable. For Ruby mani~
fests the same double stendards, the same preoccupation
with appearances, and the same fetuous egotism as lary
Grace's mother. In O'Connor's phrase, "disliked her all
her life," the author suggests that Mary Grace conceives

of Ruby Turpin as a surrogate reflector for mother.

Because Ruby evokes dislike in Mary Grace, the girl's
mother does elso. The second implication is that Mary
Grace has "known and disliked" Ruby all of Ruby's life
with some instinctive aversion that gives Mary Grace an

insight into Ruby's capacity to be nasty, selfish, and

e el S s
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highly critical. What Mary Grace dislikes in her own
makeup, she can reedily recegnize in Ruby Turpin because
Mary Grace herself, asccordirg to her mother, is outwardly
ungreveful, complaining, and critical. O0'Connor, using
Ruby's description of the girl's looks, mnake Mary Grace
o raflector for Mrs. Turpin, bringing Ruby the divine

tsaze. Ruby's description of Mary Grace's eyes that

"seemed 1it 21l of a sudden with a peculiar light, en {
1'3. . .
unnatural light like road signs give, "™~ together with gl y

1 "

Ruby's certainty that "the girl did know her, knew her
in gome inlense and personal way, beyond time and place

i =] St B e uij-'. s
Glo cOnulGlion’ ISTPRER.

5t to Ruby end the reader that Mary

r

drace is & dlvipe messenger. O0f'Connor, who believes that

God often c¢hooses tne most unlikely vessels for prophecy,

4.

revelations, and mess ges, points to this function of

Mary Grace through her name. For "grace" is an "unmerited

+ )

divine assistence giver men for his regeneration or
senctification.”™ Having left the doctor's cffice and

gone home, Ruby demonstrates that she fully accepts Mary

Grace as the harbinger of the divine word.

‘I 2m not, ' she said tearfully, 'a wart hog.
Yrom heli.' DBut the denial had no force. The
¢irl¥s eyes and her words, even the tone of her
voiee, low but clear, directed only to her,
brockzd no repudiation. ©She had been singled

>4 Do, 4 ;
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out for the message, though there was trash in the
room to whom it might justlv heve been applied...
The message had been given to Ruby Turpin, a respect-
able, hard-working, church-going woman.
In this passage Ruby not only acknowledges lary Grace as
messenger but also manifests the spiritual piggishness
that had caused Mary Grace to dislike her in the Doctor's
office. Ruby, uncharitably sell-righteous and judgmental
of her neighbors, thinks that Mary Grace's message should
have been glven to the "white trash." MNMary's prophecy,
according to Sister Quinn, brings out O'Connor's "insis-~
. tence on true charity®m---the very quality Ruby Turpin

8 s BRSO : 24
demonstrates she lacks.

Through her description of
lizry Grace's looks at Ruby Turpin, O'Connoi has made the

girl a reflector for Ruby's spiritual piggishness.
IX. THE HOG LIETAPHOR

In "Revelation® O'Connor employs the animal images
of-pigs to serve as metaphorical reflectors for character. i
All of O'Connor's people become pig-like reflectors when
they do their share of "a-gruntin and a~rootin and a-groan-

in."® But because Ruby receives the message from lary

231pid., p. 210.

24 . i =
Sister M. Bernetta Quinn, O. S. ¥., "Flannery
" O0'Connor, A rpallst of Distances," The Added Dimension:
_T_}& ;xa Lt a ud It LﬂU oi Flammexy 0'Connor, I GIViN d. Prieqman

and Lewis as Lawson, editors (Lew Jfork: Fordham University
Press, 1966), p. 177.
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Grace, "Go back to hell where you camefrom you old wart
hog," it is primarily Ruby with whom the pig-image is
associated., To mirror lirs. Turpin's spiritual piggishness
O'Connor uses the deseription of Mary Grace's reaction to
Ruby. In each instance where the girl's actions suggest
those of a pig, the contemptuous dislike she manifests

for Ruby is a signal to the reader that he should be
similerly displesased. Shortly after Ruby says, "There's

a heap of things worse than a nigger, " liary Grace's facial
expression resembles that of a pig snout. "Her lower 1lip

turned dowvnwards end inside out, revealing the pale pink

¥ ~ I 4

inside of her moath.“gd What disgusts Mary Grace is
Rubv's thinly veiled prejudice agelinst the "white trash"
vwho to Mrs. Turpin "were worse than niggers any day."
Mary Grace repeats the action when she telepathically
perceives Ruby's uncharitable thoughts about sending all
of the "white trash" back to Africa. The final instance
in which the girl shows her disapproval of Ruby is when
Mary Grace "made a loud ugly K@ig~liké] noise through her

wob

teeth. Here the girl's dislike is prompted by Ruby's
laughter at Claud. "Mrs. Turpin's stomach shook. 'He's
such a caution,' she said, 'that I can't help but laugh

at him!'" Besides the latent condescension for her

Z5rpid., p. 201.  2°Ibid., p. 20S.



husband inherent in the remark, there is a reflection of
Ruby herself. lary Grace's sound 1s a choral commentary-
on Ruby, cautioning the reader that it is Ruby at whom he
should be laughing. Tor it is Mrs. Turpin who reveals in
her thoughts and opinions of others that she is a "living
demonstration'" of all that is "inadequate aﬁd ridiculous."
O0'Connor mekes the girl into a wart hog from heaven
who combats the "wart hog from hell, " Ruby Turpin, by
revealing her for the freud Ruby is. Ironically they are
descriptively Jjuxtaposed by O'Connor as reflectors for
opposing characteristics. For Ruby, who is physically fat,

is worally fat also. Ruby manifests her spiritual obesity

.('
1t
ck
o]

1 her prejudice and egotism. After Mary Grace hits Ruby
with the book, Ruby develops a wart-like greenish-~blue lump
over her eye. Mary Grace, whom Ruby says is “fat" and
Migly" has an acne condition--hence the idea of warts.
Unlike Ruby's, Mary's spiritual fatness 1s one of moral
perfectability. For Mary, a student at Wellesley college,
who is studying English, Math, History, Psychology, and
Sociel Studies, spends all of her spare time reading a
book. Mary Grace manifests that she is not complacent;

she would combat the ignorance, idleness, and idiocy--the

true spiritual sickness--~that infects O0'Connor's world.

When Mary Grace hits Ruby with the book on Human Develop-

ment, the girl is reacting to Ruby's spiritual sicknesg--

V=8
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her complacently self-righteous and egotistical bigotry,
'If it's one thing I am,' Mrs. Turpin said with

feeling, 'it's grateful. When I think who all I

could have been besides myself and what all I got,

a little of everything, and a good disposition

besides, I just feel like shouting, "Thank you,

Jesus, for making everything the way it isin It

could have been different!...Ch thank you, Jesus,

Jegsus, thank youl!l'!

The book struck her directly over her left eye.47

To Mary Grace Ruby's words are denegations of others and
elevations of herself. NMary Grace sees in Ruby's self-
satisfaction with what she is, a "neat," "clean,™ "respcct-
able, " and "good woman," that Ruby has elevated herself
above all others; she is truly "grateful" that she is not
fwhite trash,® “ugly," or a "nigger." In Ruby's gratitude
for the "little of everything™ she has, Mary CGrace perceives
that Ruby uncharitably discriminates against others because
“they have not. Ruby's thankfulness for a good disposition,
(with pun upon "good disposition"), reveals to Mary Grace
that Ruby's materialistic and egocentric preoccupations are
complacently exclusive of any concept of others and even of
the idea of Jesus. For as Ruby "counted her blessings®" she
showed the girl that she has made herself her religion--that

in Christ's neme, Ruby lists her own "virtues®" and glorifies

herself. Thus when Mary Grace, the wart hog from heaven,

27
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hits Ruby Turpin, the "wart hog from hell." with the book

r

on Human Development, lary Grace is hitting Ruby with the

truth. Ruby's egotism has made her foolish in the sight

of' God. The moral perfectability Ruby thinks she manifests
becomes instead a demonstration of her own ignorence and
idiocy.

Duplicating Llery Grace's pig-like sound and facila
expressions, Ruby Turpin's actions become reflectors for
her spiritual piggishness when she returns home. Of'Connor
shows that Ruby, a stranger to herself, has been metamor-
phosad inZo the pig she epitomizes. '"Her lower 1lip pro=

~ 7] P s T 7l al s} = ”28
truded dangerously

when Ruby girds herself for battle
in the pig-rarlor. Arriving at the pen, Ruby demonstrates
that she is torn between trying to see herself as a "hog
from.hell" and as & good Christian. "How am I a hog and
me both? How am I saved and from hell too?we? Hog-1like
Ruby begins her "gruntin® and "groanin"™ to her hogs in a.
low rumbling voice that becomes a yell. Defying God to
repeat the message, Ruby says, "Go on...call me a hog!
Call me a hog again. From hell. Call me a wart hog from
hell. Put the bottom rall on the top. There'll still be
a top and a bottom! 0 Ruby's pig-like squealing and

outraged indignation at the comparison God has made through

P8 29
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his messenger Mary Grace, shows that Ruby has become an
egotistical presumptuous pig. Ruby's charge to God reveals
that Ruby, who has professed to believe in &ll of the
Christian tenets and especially in the divine will has
reversed herself. In questioning God's will, Ruby has
made herself God's equal. Like Lucifer, she violates the
First Commendment. Ruby's false god is herself, Through
her spiritual piggishness, Ruby has succumbed to the
temptations of the devil (who figuratively appears in this
sequence monentarily as a "watery snake'") and becomes his
hog-like emissery. Ruby challenges God, like another
Lucifery in the ultimete blaspheny: "A finél surge of
fury shook her and she roared, 'ho do you think you are?tv
as though addressing "white trash" or "niggers."ﬁl Through
swinish Mrs. Turpin's denunciation of God, Flannery 0'Connor
creates a mirror analogue of what man can become if he
manifests the prideful, self-satisfied egotism of a Ruby
Turpin. Through Ruby's challenge, "Put the bottom rail on
the top. There'll still be a top and a bottom!" O'Connor
points to the reversal of Ruby's understaending of herself--
to the new self-awareness she will schieve in her vision of 
the souls "rumbling toward heaven." 1In the words of Robert

Dreake:




[ﬁhristj 'puts the bottom rail on top'; He makes the
first last and the last first. In short, He revolu-
tionizes the whole Creation and turns the whole world
upside down, to the scandal of those who believe that
two plus two equals four (and, with craft, possibly
five) or those who believe that they don't need any
outside help (a savior) because they're doing all
right by themselves. And thHis Christ comes not lamb-
like and meek, as a rule, but in terrifying glory,
riding the whirlwind: He is more like Eliot's ®Christ
the tiger" than gentle Jesus meek and mild. There is
nothing sweet or sentimental about Him, and He
terrifies before He can blesg.v<

Through her gratitude for her chiléd-~like husband, Claud,

Ruby experiences her second revelstion.
X. ADULTS AND CHEILDREN REFLECTCRS FOR ONE ANOTHER

Through her story O0'Connor has used children as

. reflectors for adults and has then metaphorically reversed
the image so that adults become reflectors for children.
Switching as she does from children to adults and back
agein, 0'Connor re-emphasizes her theme: there is a
sanctity about men that in God's sight makes all men His
children. Yor example, the blond child in the doctor's

office becomes a reflector for his mother. Though they

4

are similar in appearance, blond, dirty, and "kind of vacant

and white trashy they are different as to their dis-

SCpobort Drake, "Flannery 0'Connor: A Critical
Essay, " Contemporary Writers in Christisn Perspectlve,
Roderick Jellema, editor (Grand Zanids: Villiam B.
Eerdmans Publishing Company, 1964¢), p. 17.

¢
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positions. The "white trash" woman demonstrates that she
has a nasty disposition, while her son, she says, "took
sick snd turned good." If the child is a reflector for
his mother, he is also one for Claud. Because both Claud
and the blond child share good dispositions and ulcerous
conditions, they become reflectors for one another. After
Mary Grace has kicked Claud because he, like Ruby, mani-
fests complacency and racial prejudice, O0'Connor notes that
"Cleud was doubled up in the corner on the floor, pale as
paper, holding his leg," while his reflector, the blond
¢child, "had not moved during the disturbance except to draw
cné leg up under nim, 799 Caught in a similar attitude or
pose by the author, it's as if O'Connor were saylng that
the child and man are one; their roles are interchengeable;
they share the same foibles and yet the same sanctity.
O'Connor applies the metaphor of children to adulﬁs when
Ruby, who has been explaining her relationship to her Negro
helpers to Mrs. Grace, addresses the pleasant lady:
"*Child, yes,' Mrs. Turpin said.™ But if Ruby applies the
child metaphor to Mrs. Grace, in Ruby's mind, it is essen-
tially her husband Claud who is child-like.

At the beginning of her story, 0'Connor establishes

that Claud represents an obedient and non-thinking child to

3901 Connor, pp. 207, 209.



Ruby. He is another emblem of the "little of everything"
Ruby has and Claud justifies her opinion of him by obeying
her like a child. When they entered the doctor's office
together, Ruby orders him: "'Claud you sit in that chair
there'....he sat down as if he were accustomed to doing

what she told him to.,m % Through child-like Claud Ruby

.

experiences her fTirst gratitude. Just hefore Mary Grace
hit her with the book, Ruby had been thinkiang, "For one
thing, somebody else could have got Claud. At the thought

of this, she was flooded with gratitude and a terrible rang

of joy ran through her."9° It is this same "eratitude, "

one founded on trua love, devotion, and concern for another
that is devoid of any selfish or egotistical consideration,
which Ruby experiences when she is down at the pig-parlor.

A tiny truck, Claud's, appeared on the highway,
heading rapidly out of sight. ITis gears scraped
thinly. It looked like a child's toy. At any moment
a bigger truck might smash into it and scatter Claud's
and the niggers' brains all over the road.

Mrs. Turpin stood there, her gaze fixed on the
highway, all her muscles rigid, until in five or six
minutes the truck reappeared, returning., She waited
until it had had time to turn into their own road.
Then like a monumental statue coming to life, she bent
her head slowly and gazed, as if through the very
heart of mystery, dovwn into the pig parlor at the
hogs. They had settled all in one corner around the
0ld sow who was grunting softly. A red glow suffused
them. They appeared to pant with a secret life.

[P 4
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Yor the second time in the story, Ruby becomes truly grate-
ful and her child-like Claud becomes the instrument for
Ruby's second "unmerited divine assistance," her "“grace.,"
For after she sees Claud's truck's safe return, it is then
she perceives the mystery. In the author's description of
the pigs, she has contrived to use them as reflectors for
part of Ruby's answer to her question "Who do you think you
are?" and her revelation. "A red glow suffused them. They
appeared to pant with a secret 1life."™ O'Connor's descrip-
tion of their "red glow™ suggests that they are embodiments

of the secrst of life.,
XL, .. COLOR REFLECTORS IN FINAL, SETTING OF "REVELATION™

Color reflectors are the mirror devices the author
provides to make the final scene in "Revelation" a composite
picture of the universe. It is a picture that embraces all
of life and nature. O'Connor's characters, who may be
associated with certaln colored articles of clothing, are
represented in the color description of the setting.
Animals and plants and the colors they reflect are included,
BEven material objects find their way into this last setting.

The freshly cut pasture sloped down to the highway.

Across it was their cotton field and beyond that a dark
green dusty wood, which they ovmned as well., The sun
was behind the wood, very red, looking over the paling
of trees like a farmer inspecting his hogs....In the

deepening light everytiing was taking on a mysterious
hue. The pasture was growing a peculiar glassy green
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and the streak of highway had turned lavender...The
color of everything, field and crimson sky, burned for
a moment with tranaparbnt intens 1ty,...Therc was only
a Qy_plc streak in the sky, cutting through a field of
cerimson and leading, like an extension of the highway,
into the descending dusk. She saw the streak as a vast
winging bridge extending upward from the earth thron‘a
a field of living fire [italics not in the original

simile of the "sun...farmer" suggests that he is God
ecting all of creation. AV the same time the sun's
ess reduces all creasturses to the commonality of the
that were suffused with a "red glow." If the reader

lls that the "common lady" and liary Grace's mother had

rad...a3h0es," gnd that the "“white trash" woman's hair  is

re

d with a "red...ribbon," then figuratively they are

snt at the pig parlor and share in Ruby's ritualistic

communion with her Creator. The dark green wood and glassy

green pasture become reflectors for the green worn by the

Negro

the
"ore
acle
ated
nurs
and

serv

brow

women and the delivery boy, the "green glass ash tray,"
plastic fern in the doctor's office, and even Ruby's
enish-blue" protuberance'over her eye. Through char-

r and object 0'Connor reveats the normal yellow associ-
with the sun. The blond child, his mother, and the

e have "yellow hair®; together with the hay that Claud
the Negro boy put cut for the white-face cattle, they

e as repeated reflectors in the final setting. The

n of the dusty wood is the color of Ruby's "brown

l
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oxfords" and probably Mary Grace's Girl Scout shoes. Sym-
bolically the clock in the doctor's office with its "face
encased in a brass sunburst" has foreshadowed the "sun...
farmer™ as a reflector at the end of the story. In the
doctort's office as here ét the pig varlor, the sun is Father
Time "right on the dot too" calling forth a reckoning from
Ruby Turpin. Ruby gets the answer to her presunptuous
guestioning of God when the "crimson sky, burned for a moment
with transparent intensity" and Ruby's echo "returned to her
clearly like an answer from beyond the wood, wod O'Connor
contrives to use tha change of the color of the sky to
reflect the Almighty's purgation by fire of Ruby's fatuous
egotism. Having bssn purged, Ruby is now ready for her
revelaetion. Through O'Connor's use of the colors purple

and crimson, the author points to Ruby's vision of the souls,
For purple and crimson are liturgical colors for penance and

59 From Ruby's vision she ironically learns that

abnegation.
"freaks and lunatices" will precede her "tribe" of people

into heaven and that only through penance and conbtrition will
she be saved. True virtue, which is symbolized in the cotton
field and the souls' "white robes," is what Ruby must mani-
fegt---true faith, love and devotion to Jesus and to even the

least of his children.
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CHAPTER IV
A VIEW OF THE WOODS
I. FAMILY REVLECTORS

In "A View of the Woods" Flannery 0'Connor uses the
mulitiple reflectors of title, image, and name to reveal
character, plot and theme. These mirror snalogues function
not only as aesthetic devices of style but become the
embodiments of 0'Connor's theme. They are clues to the
point she is msasking and they are her signature.r By per-
ceiving her reflectors the reader unravels her stories.

He notes that the persons or objects mirrored are always
larger than the image they project. To him they may seem
grotesque, exaggerated, even monstrous extensions of the
original. image, but in each case the reflectors point up

an idea, trait, or act that is noteworthy and bears directly
on the theme of O'Connor's story. For example, in "A View
of the Woods" Flannery O0'Connor uses family reflectors to
duplicate character through speech and action, temperament
and description. The character reflector in this story

acts as a mirror analogue revealing in all that the main

character does and says O'Connor's world view.
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II. THE THEME OF YA VIEYW OF THE WOODS"

In "A View of the Woods"™ the world view of Flannery
0'Connor is her theme: contemporary, highly mechanized
society is the sick by-product of three generations of
material progress. Socliety's growth has been so rapid
that it has over-emphasized technological advancement and
disproportionately under-emphasized human development. 'The
result has been a gap in understanding between generations
founded on misunderstanding and misplaced values. Obsessed
with the acguisition of fame and fortune made easy by
modern methods of mechenization, the first of three genera-
tions would Impose a materialistic orientation on its pro-
geny. The third generation revolts against the mechanical,
callous, heartless unconcern for the individual the first
manifeéts, while the first generation in its preoccupation:
to perpetuate its heritage of progress would foist upon its
descendants its attitudes and convictions. The older
generation worships progress for its own sake as the outward
manifestation of human development. But ironically human
nature remains unchanged for all of man's innovation. What
0'Connor sees is that both generations of the contemporary
world are as rapacious, bestial, savage, and self-seeking
as all the generations of mankind before them. To feed the

vizion of itself, the first generation would force on its
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progeny the greed for power and prestige. By its avarice the
first will devour itself, and even if it skips the second
generation, it will devour the third generation. Mesmerized
by the signs of progress and envisioning their only purpose
on earth to further its advance, the first generation
becomes the victim of its own wheels of progress and
perishes under its mechanized revolutions. Lleanwhile, the
third generation is disenfranchised of its right to partici-
pate in the mysterious wonders of physical nature; it finds
it impossible to express its human nature. Linked by an
sccldent of birth to their ancestors, the descendants are
anwilling to accept the megalomania of thelr forebears.

They percelve that they would become mere mechanical
extensions or marionettes to be manipulated by the older
generation. Unwilling to be seduced or intimidated by the
bribes of progress, the new order would by violence preserve
its individual human dignity founded upon respect for

oneself, one's immediate fanily, and one's name.
III. THREEZ VIEWS OF THE WOODS

Mlannery 0'Connor uses the title of her slory as a
multiple reflector to show the disparity of convictions and
goals of her characters. There are three views in "A View
of the Woods": the Fortune's view, the Pitts' view, and the

"mystery® view. Conflicting viewpoints of the woods arise



between Mr. Fortune and his granddaughter, llary Fortune
Pitts, when the old man announces his intention to sell the
lot in front of the family home to the developer Tilman.
Mary Fortune opposes the sale because she wishes to pre-
serve the view of the woods which would be obscured by
Tilman's gas station. Mr. Fortune goes ahead and sells the
meadow. To Ir. Fortune "A pine trunk is a pine trunk...."
His view is pragmatic and utilitarian. He sees the woods
as an opportunity for land speculation that will eventually
materialize into his dream town of the future; He doesn't
want a nonument to his own egotism; he egotistically wants
o monunent to himself, In place of the cow pesture and
dirt road in front of his home, Mr. Fortune envisioned "a
paved highway with plenty of new model cars on it...a
supermarket store across the road...a gas station, a motel,
a drive~in picture-show within easy distance...an eventual
town....He thought this should be cailed Fortune, Georgia.“
Ironically, had lir. Fortune lived, his view would have been
of an enterprise similar to the one owned by Tilman five
miles down the road--"a combination country store, filling
station, scrap metal dump, used car lot and dance hall...an

farther back fron the road...(%hich would have been almost
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in Mr. Fortune's front yarq] a line of tombstones and
monuments, "® in short a view of modern life, as 0'Connor
understands it. Unlike her grandfather, liary Fortune Pitts
cannot view the woods impersonally and indifferently. In
her view it has an ineluctable magnetism affording her a
aysterious spiritual experience. As spokesman for the other

members of her familly, llary reveals that they share th

o

intangible appreciation of the view. "We won't be ables to
sec the woods across the road...Ve won't be able to see the

.

2z
7eve oM’  The Pitts! view of the woods is as romantic and

<
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sentimsntal, individual and personal as their varied
objections to the sale of the lot. Mary Fortune sums up
their view: "You mean...the lawn?...that's where we play...
My daddy grazes his calves on that lot." In these finite
and concrete terms, then, the Pitts' view represents that
sort of spiritual satisfaction that each of the members of
the family derives from the wview. Voiced by Mary, their
reasons for opposing the sale of the lot are as spiritual
as the third view of the wood is metaphysical.

By personifying the woods O'Connor shrouds them with
mystery. The author suggests sone divine personage like a
Christ-figure lurking in the shadows of the woods. Accord-

ing to Sigter Quinn, the woods "represent those moments of

®rbid., p. 67. °Ibid., p. 63,
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grace, of inspiration, which come to all of us from time to
time."4 The mysterious view affords Mr. Fortune the oppor-
tunity of change. Vhen he rejects this ﬁiew of the woods,
the chance passes from him and he is left abandoned and
alone without anyone to help hin. In her first description
of the mysterious view, Flannery 0'Connor suggests the

> 0
\

personified presence of a mystical embodiment in the woods
that would seem to be leading lir. Fortune to some perception
of a natural phenomenon transcending his own narrow scope of
a future tovn. The lake was bordered "by a black line of
woods which appeared at both ends of the view to walk across

o

the water ana continue along the edge of the Tields. The
[ &) [

metaphor with its images and language of the "line® which
appeared "to walk across the water" is reminiscent of the
biblical parable of Christ walking across the sea of
Gallilee to continue his preaching in Bethsaida. 1In
addition to suggesting the mystical Christ by the person-
ification of the woods, the description serves to explain

the view Mary has of the woods from the front porch of the

family home. This simile adds "a person" to the first, for

45igter 1. Bernetta Quinn, 0. S. ¥., "Flannery
O'Connor, a Realist of Distances," The Added Dimension:
The Art and lind of Flannery Q0'Connor, kelvin J. Iriedman
and Lewis A. Lawson, editors (liew fork: Fordham University
Press, 1966), p. 168.

S
O'Connor, p. 54.
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Mary Fortune and her grandfather are look-alikes, lary
"looked into this scene as if it were a person that she
preferred to EMr. Fortune'].“6 To Mary Fortune "this scene"
is more spiritually satisfying than the image of herself--
Ire Fortune., Not until Iir. Fortune hallucinates is he
given an insight into the mysterious view his granddaughter
perceives. lir. Fortune's view transforms the first and
second personificetions by relating them as reflectors to
Christ and Mary Fortune Pitts. "The o0ld man stared for some
time...in the midst of an uncomfortable mystery that he had
not apprahendied beiore. He saw it in his hallucination, as
if someone ware wounded behind the woods and the trees were
vethed in blood."’ The simile functions as a reflector not
only of Mary, who is literally the "someone" wounded by the
beating her father gives her in the woods, but again as the
nystical person, probably Christ, suffering for the sins of
mankind. The biblical suggestion that this "someone" is
Christ comes from Christ's words on his way to Calvary,
"For if in the green wood they do these things, what shall
be done in the dry?"8 Re jecting this "uncomfortable
mystery," lir. Fortune refuses the momentafy grace of under~-
standing aad perception revealed to him in this view of the

woods. Beeing the woods for the last time, Mr. Fortune

%rbid., p. 0. 7

1«

Ibid., p. 7). ClLuke 25:31.
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finds himself utterly alone. In this final vision the third
personification of the trees is metamorphosed by the fourth.
Fo longer is lir. Fortune in their "midst"™; they move not
toward him but away from him. "The gaunt trees had
thickened into mysterious dark files that were marching

i ; s Q
across the water and awesy into the distance.,"”

The mysteri-
ous personification recurs. The image is repeated with a
slight modification as the "line...walking" has become the
"files...marching." The language of the metaphor shows the
limitations of lr. Fortune's regirented and progressive view
of velues-~his perception. At the same tinme the image

-

cally purports that he has been the victim of his own

iron
sagacity, "You can't stop the marcher time for a cow."

Like the title, which reveals not one but three views of

the woods, this last scene deplcts the mechanical nature of
Mr. Fortune that Flannery O0'Connor dramatizes from the first
paragragh in her story. Looking "around desperately for
someone to help him," Mr. Fortune finds the place deserted
except for the bulldozer, the mechanical image of himself--

the solitary "huge yellow monster gorging itself on clay."lo

IV. A LECHAINICAL ILETAPHOR FOR MR. FORTUNE

With a series of images O'Connor contrives to reveal

gO'Connor, p. 8l.
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ir. Fortune's mechanical characteristics. The first sentence
links the o0l.d man and the machine by his preoccupation with
it and serves to forecast the events of the story. "The
week before Mary Fortune end the old man had spent every
morning watching the machire that lifted out dirt and threw
it in a pile."ll Ironically, lr. Fortune endeavors by hig
mechanistically oriented ideas of progress to educate and
1lift his granddaughter Kary out of the agrarian Pitts'! way
of life, but succeeds only in throwing her like so much dirt
on the pile of progress. O0'Connor shows Mr. Fortune's
mechanical gualities by his preoccupations with the machine
and in two similes: In this first scene Méry‘s feet are on
his shoulders "as if he were no more than pert of the auto-~

L2 and, in the next to last scene, Mr. TFortune

mohile";
reflects that "His heart felt as if it were the size of the
car and was racing forward, carrying him to some inevitable
destination...." % The second simile identifies which part
of Mr. Fortune is most clearly associated with the auto-
mobile--"his heart." He manifests his mechanical heartless-
ness through his disregard for Ir. Pitts and his machine-like

pursuit of his dream to the "inevitable destination®--~the

destruction of his own imwage in the form of Mary Fortune

13, 12
Ipid., p. 54. Ibid., p. 60,

S e

17
YoIbide pe 775
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Pitts. Like "the big disembodied gullet (fhaa gorge[g]
itself on the clay," Mr. Fortune pridefully gluts himself
upon his own image and likeness, Mary Fortune, whom he
thought was "thoroughly of his clay."lé With a play on
words, O'Connor shows how Mr. Fortune parallels the machine.
Like the bulldozer that "with the sound of a deep sustained
nausea and a slow mechanical revulsion turn[é] and spitﬁg'dj
up the clay, Mr. Fortune, in nauseous revulsion that Mary is
more Pitts than Fortune turns and spits her up. He turns
away from her spirituvally when he chastises her: "You act

R

more like a Pltis than a Fortune. Like the machine

apitting up its own clay, Mr. Fortune in the last scene
utters a final rebuke to the dead battered body that was once

his image: "“There's not en ounce of Pitts in me."17

As he
lays dying, lMr. Fortune sees his counterpart in the mechani-
cal "monster gorging itself on'clay." It's as though he has
so gorged himself on his own insatiable appetite for fame
and fortune that ironically he has given himself the stroke.
The very progress he championed has consumed him.

Mary Fortune Pitts and her grandfather, Mark Fortune,

are family reflectors that are linked by name, traits, actions

and speech so that at first glance they appear to be char-

M 1vid., pp. 55, 56. 1%Ibid., p. 55.



acter counterparts. In reality they are as different as
black and white--night and day. O'Connor uses the reflec-
tion of lary as an aesthetic device to reveal her grand-
father 1ir. Fortume end to contrast two views in apparently
the same person. Mary becomes the mirror of lr. Fortune's

vanity, pride, prejudice, and self-righteousness.
V. NAME SELECTIOMN

The actual selection of liary's neme is significant a
a reflector for lr. Fortune's attitudes, while at the same
time it reveals his conflict. Vhen lary's parents had
wantzsd to nsme their seventh child lMark Fortune Pitts after
the grandfather-to-be, Mr. Tortune had threatened to evict
them telling them "that if they coupled his neme with the
neme Pitts he would put them off the place."18 By his
irrascible unmitigating attitude he demonstrates the
hgartless unconcern for the well-being of his family, dis-
respect for his son-in-law Pitts, and a fierce pride in his
femily name. The latter causes his conflict. When a girl
was born he "relented." He reveals s vanity and singularit
of self-concept which is easily subject to the flattery of

appearances, Mr. Fortune saw in the baby only one day old

that "she bore his unmistakable likeness...and suggested

¥rpida., p. 57.
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himself that they name her Mary Fortune, after his beloved
mother."? After nine years Mary's last name Pitts still
rankles deep in Mr, Fortune's heart. "The fact that Mary
Fortune was a Pitts too was something he ignored, as if it
were an affliction the child was not responsible for, n20
Mr. Fortune's mentel inabilily to accept the FPitts' nasms for
his grenddaughter is the source of his ovn affliction and
generates the conflict that arises within himself and

between him and lMary.
VI. THE LIBANINGS OF NALES

Flaymmery O'Connor juxtaposes their last names,
Fortune and Pitts, and their first names, Mark and Mary, to
characterize them end to draw the conflict between them.
They become irreconcilably divided as the meanings of their
names suggest. Significantly "Pitts" suggests that 0'Connor
"pits®™ the girl against her grandfather. She does in fact
oppose him over the sale of the "lawn," "an open space
between woods." If one considers thaet the final scene in
which grandfather and granddsughter fight is in a cleéring
surroundad by pines, the significance of the name Pitts
takes on eanother ominous meaning, for a "pit" is "an
enclosure in which animals are made to fight each other."

Similerly, if "fortune"™ is defined as "a hypothetical force

91bid., p. 20. 20Ipid., p. 58.
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or personified power that unpredictably determines events and
issues favorably or unfavorably," then Mary's birth and the
contest that is waged between llr. Fortune and Mary Fortune
Pitts resulting in their deaths, is a mere "accident or
incident"--two other meanings of "fortune." From their first
names, lark and Mary, comes a different significance. "Mary,"
taken to mean "bitter grace." becomes the vehicle for the
momentary spiritual insight Mr. Fortune is afforded in his
hallucination of the woods. It is & bitter grace because of
the intense animosity that arises between them over the lot.
"Maxrk,™ on the other hand, is "a boundary" or a "limit."
Using these meanings of Lir. Fortune's firét name, it can be
derionstirated tliat he goes beyond the "stob,"™ the marker,
when he exceeds the limits of his authority with Mary. He
disregards her individual rights and uses her as a “"goal or
object, ™ two other meanings of "mark," to perpetuate his

image in a nearly perfect simulation of himself.
VIii. THE NAME PITTS AS A MULTIPLE REFLECTOR

Pitts, Mary Fortune's last name, is used by Flannery
O'Connor as a multiple reflector. The name becomes associ-
ated with the look and temperament of the girl's father; it

represents a moral choice; it becomes a mark of independence

A1
I’:L_

i3

d yet a stain of cowardly servitude. When Mr. Fortune

acguse

)]

Mary, "You act more like a Pitts than a Fortune, "
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the name Pitts becomes associated through Mary with her
father's temperament. He is deplcted by Mr. Fortune as an
"irascible, sullen, sulking individual." Yet these are the
very characteristics Mary manifests after she has left her
grandéfather selling the lot at Tilmen's and ridden home in
her father's truck. Sitting in the porch swing looking
"olum faced, " Mary irrascibly explains her disappearance t
¥r. Fortune and curtly dismisses him. VWhat she is sulking

about is the sale of the lots This dispute together with

Y--..i‘

Mr. Fortune's often repeated accusation that lir. Pitts beats

haer and Liary's deniel leads to the choice Mr. Fortune gives

t

har. Here the nsns Pitts becomes ass d with the morsl

O
Q
o
o
@

cholce that confronts the girl. "'Are you a Fortune,' he
said, 'or are you a Pitts? MNMake up your mind. "l  The
grandfather insists she choose between her father and him.
self. liore than this Mr. ¥Fortune demonstrates an inability
to understand her blind filial allegience to her father. In
asking her to choose between them, Mr. Fortune transgresses
upon Fitts' right as a father and liary's own right to be
free. Her responses shows her own brand of individuality
that is marked by her refusal to take sides against her
father and determined strong-willed assertion to remain

independent of her grendfather. "Her voice was loud and

Mn_;..._...._...._r;-., i it
—L-*-b_i i Pe 74,
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positive and belligerant. 'I'm Mary--TFortune~-Pitts,'" she
s21d.22 The name becomes associated with the "Pitts look"
in this same passage when lir. Fortune retorts: "'Well I...
and PURE Fortune!...For an instant she looked completely
defeated, and the o0ld man saw with a disturbing clearness
that this was the Pitts look. Vhat he saw was the Pitts
look, pure and simple, and he felt personally stained by it,
as if it had been found on his own face." It was the same
"foreign" and undefinable look lir. Fortune noted on her
face every time her father beat her. "It infuriated him.
If was a look that was part terror and part respect and
25

part somebhing

o

else, something very like cooperation."
The look is indicative of the one flaw lMr., Fortune finds in
her character; she won't stand up to her father as she does
to him. TWhat Mr. Fortune thinks is a look of fear is
resignation; it is hot cowardly compliance, but instead a
controlled, strong-willed determination to accept the beat-
ing. At the same time the "Pitts look" marks Mr. Fortune
with the mysterious guilt he feels when he thinks that it
is himself Mr. Pitts is whipping not Mary Fortune. Mr.
Fortune's reflection shows that through his grenddaughter
he suffers the stain that marks the "Pitts look."™ In Llr.

Fortune it is the stain of cowardice which he manifests by

) &
2"‘3-_ )j,dl ] I)po 74"‘750 GJS;LTL:]:SL. 3 _p. 60 i
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not trying to stop Pitts and further as he purposely tries
to give Pitts a stroke.

To present a composite picture of Mr. Fortune,
O'Connor shows through Mery Fortune Pitts' looks, tempera-
ment, action, and speech the seeming similarity that links
them inseparebly as character counterperts in Mr. Fortune's
mind. By other descriptions, however, the author reveals a
disparity between the grendfather and granddaughter so that
the reflection lary Fortune presents is a distorted projec-
tion of her grandfather's idea of her. Mary Fortune mani-
fests she is not the “"throwback" to him he believes she is.
Insteed, she emerges as a nmonstrous extension of himself.
All of the traits lr, Fortune had carefully instilled in

her, Mary Fortune employs to master, dominate, and defeat him.
VIIT. }R. FORTUNE'S REVEALING SELF-PORTRAIT

Through lir. Fortune's description of his grand-
daughter's looks and disposition, O'Connor reveals the
physical and spiritual similarity that unites lMary Fortune
Pitts and her grandfather as character doubles in the old
man's eyes. In Mr. Fortune's description of her, he reveals
that he sees 1n Mary not an unflatter1ng Ypeplica® of
himgelf.

(Because] Mary Fo Ttﬁne looked like her grendfather...

G

L
he thought it added greatly to her attractiveness. He
thought she was the smartest and the prettiest child he
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had ever seen. ©She weas now nire, short and broad like
himself, with his very light blue eyes, his wide
prominent forehead, his steady penetrating scowl and

his rich florid complexion; but she was like him on the
inside too. She had, to a singuler degree, his intelli-
gence, his strong will, and his push and drive. Though
there was seventy years! difference in Lha:r 2ges, the
spiritual distence between them was sllg:,hto

Mr. Fortune's reflections upon his granddsughter function
aesthetically as & self-poriralt revealing how he sees her
and himself simultaneously. 1In the terms in which he
describes her, he manife sts a prejudice toward her .desirable

attributes which are repestedaly compered 1o his while he

v

e

~ oy ¥
.Culre

%}

neglects te mention her shortceomings., The resulting p

=

of liary and himself is no® a composite but rather a romenti-
cized projection of his imaegination. Higs Tanizsy enables

Mr. Fortune to reminisce about his own youthful appearance.
"She had thick; very fine sand colored hair--the exact kind
he had had when he had any.“25 " AT the sawme time the hailr
points up a significant dissimilerity in their looks. It
suggests a youthful vitality and fecundity in Mary that is
absent in lr. Fortune. Through his description of her "hair™
and the way it is cut to form "a kind of door opening onto
the central part of her face," 0'Connor provides a reflection
that will be a key to the spiritual disparity between then.
By the looks Mary assumes in response to her grandfather,

she reveals a polerity of feeling and opinion dissimilar to

p. 5\)0 m"ulbio.c H po EJ’;‘Q
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his own. The metaphor of the "“door opening..." serves as
symbolic of the threshold experience for Mr. Fortune that

will be manifested in lMary Fortune's expression.
IX. REFLECTIONS FOUND Il FACIAL EXPRESSIONS

The different looks on Mary Fortune's face depict
the changes the girl undergoes in her reaction to her grand-
father. The girl's face shows "displeasure'when lr.
Fortune announces the sale of the lot. Her feeling is anti~
thetical to his own. "There in the little rectangular
opening of hair was his face looking back at him, but it was
a reflection not of his present exprression but of the

26
“Y  then their

darker one thet indicated his displeasure.”?
argument over the lot becomes‘heated, the expression on
her "red-face" and his are "exactly reflecting" one
another's. What has prompted his reaction is Mary's
opposition to his plan, while she has become incensed
because of the disrespect lMr. Fortune manifests for her
father by calling Mr. Pitts a "fool." Their argument
divides them irreconcilably and acts as & turning point in
the story. O'Connor shows their division in all of the

subsequent descriptions of Mary's facial expressions.

Reflecting emotions different from Mr. Fortune's, her facial

“61pid., p. 63.
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expressions indicate the great "spiritual distance"™ between
them. When lMr. Fortune announces to the Pitts family he
intends to sell the lot, he notices that Mary "had a mulish
reserved look as 1f she were planning some business of her
own."zv The look on her face is "reserved" suggesting a
purposeful and private reflection that excludes Mr. Fortune
from her confidence. After Mr., Fortune gets the deed from
the courthouse, he notices that the expreésion on Mary's
face "was foreboding and withdravm.™ O'Connor here paral-
lels Mary Fortune's look with "the sky [thaq] had darkened

oy

also.M” The comparison is an ominous forecast of the
ttornado" of passions ana emotions Mary will display at
Tilman's where "red-faced and wildmiooking" she throws any-
thing she can lay her hands on. When Mr. Fortune is going
to whip her in reprisal for her outburst, Mary's facial
expression is the exact reflection of the emotional turmoil
that Mr. Fortune had undergone since the episode in Tilmen's
store. Unable to think at first, Mr. Fortune had been
embarassed and confused by her acfions. Then with "delayed
recognition" he has a vision in which he sees his mistake
and determines to beat her. "Gradually her confused expres-

sion began to clear. Where a few seconds before her face

had besn red and distorted and unorganized, it drained now

27 28
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of every vague line until nothing was left on it but posi-
tiveness, a look that went slowly past determination and

reached certainty."29

In the expression of "positiveness"
and "determination" on lMary's face, O'Connor has provided a
reflection that is devoid of the earlier Pitts stain. The
look suggests Mary has mastered herself. She 1s unwilling
to be intimidated or whipped by her grandfather. Suiting

.
I

look to action she attacks ilr. Fortune at the first blow of

his belt. "He seemed to see his own face coming to bite him
from several sides at once. w0 Ironically, the metaphor
suggests that he is being devoured by himself, by the

"strong will," the "push and drive," he had instilled in
Mery Fortune-~the most prideful extension of himself and

his image.
X. SPEECH AS REFLECTOR

Mary Fortune's speech and actions, like her looks and
disposition, become reflectors for her grandfather and are
employed by O'Connor to point up the ironic disparity that
exists between them. While Mary's manner of speech is
abrupt and irascible like lir. TFortune's, her conversabion
reveals a self-determined independence that initially
reflects his training but inherently manifests her separa-

tion from him. He takes pride in her quick retorts and

297pid., p. 78. “9Ibid., p. 79.
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even engagés her in "little verbal tilts...this was a sport
like putting a mirror up in front of a rooster and watching
him fight his reflection. 'I don't want no bonus,' lar
Fortune seid. 'I ain't never seen you refuse one, '™ Mr.
Fortune replied.51 Here the language connects grandfather
and granddaughter, while at the same time it shows Mary's
independence in her refusal of the "bonus." Her determined
stence on this point is the first in a series of negative
reactions to his attempts to bribe her--all of which are
marked by curt answers. %'I don't want no ice-cream cone,!
ghe saild...'I ain't got nothing to do in no ten-cent store....
I don't want no quester of yours.‘“52 lir. Fortune believes
he cen meke up to ifary for her displeasure over the sale of
the lot by buying her something. She obstinately refuses
his "little honuses" for the same reason that Mr. TFortune
von't let Pitts drill a well or pay rent; she doesn't want
to be obligated to her grandfather for anything so that it
couldn't be thrown up at her later. Like Mr. Fortune, lary
manifests her control of the situation by giving him “a
practical lesson"™ in her independence. Mary conceals her
assets from Mr. Fortune in the same manner the old man would
sell off a lot to how he "control[}o@] the greater interest"

of his vroperty. To Mr. TFortune's queries, "How much have
Dror. ¥ q

you laid by?" Mery retorts, "Noner yexr bi_dnis."33

%l1pig., p. 62. 52Ibid., p. 74. 99Ibid., p. 62.



76

Four times Mary refuses to admit to lr. Fortune that
her father beats her, and asserts that if anyone tries, she
would kill them.°% 1In Stanley LEdgar Hyman's view, %“These
lying denials are a higher truth, the truth of the spirit
that contradicts the weakness of the flesh."®® REach of
Mary's four denials evokes a slightly different response
from Mr. Fortune. His metaphorical answers show the polari-
ties between them. The first time she lies he has witnessed
her beating. Mr. Tortune says, "Do you call me a liar or a
blindman!" Ironically he is both. He is "blind" to her
stubborn pride-~the very essence of his own personality that
he ‘had instilled in her--a pride that wouldn't let her or
himeelf admit to being whipped. He proves he's "a liar®
later on when he tells liary he's only going to town to look
at the boats, whereas he's really going to arrange for the
sale of the lot. After Mary repeats the lie Mr. Fortune
roars, "And I'm a china poland pig and black is white!"™ In
the metaphor for himéelf, he unconsciously reveals his
separation from Mary is as great as the difference between
"plack" and "white," truth and lie, right and wrong. When

Mary denies for the third time that her father beats her,

Mr. Fortune adds this refrain to his earlier sentiments:

341bid., pp. 61, 64, 74, 78.

QSStandley Edgar Hyman, "Flannery O'Connor," Univer-

sity of liinnesota Pamphlets on American Writers, no. 54
(Minnecapolis, 1966), p. &7.
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"tAnd black is white,' the old man piped, 'and night is
day!i'" The image, besides suggesting their conflicting divi-
sion in values, connotes that the world is turned around and
the natural sequence of "night" and "day" is reversed when
truth becomes lie and lie truth. In consequence of Mary;s
persistently lying he calls her a "Jezebel® to which she
responds that Ir. Fortumne is the "Whore of Babylon." The
neme calling unites them in-mutual cuilt, yet separates them
as one betrays and the other prostitutes. In accepting
bonuses from Mr. Fortune every time he sells a lot, Mary
betienys her father and the money she receives becomes the
price of her allegiance to her grandfather. She is an "impu-
dent, shameless or abondoned woman," the meaning of a
"Jezebal,® while her grendfather, fortuns's "whore, " pursues
a "faithless, unworthy, and idolatrous desire™ in her obses-
sion with the future town named after him. He not only
bribes lary but in his meanness relishes the idea of giving
Pitts a stroke. Mary's fourth and final denial of her beat-
ings evokes a response 1in Mr. Fortune that emphasizes his
determination and sums up their disparity in the choice he
gives Mary, "'Are you a Fortune,' he said, ‘qr are you a
Pitts? lake up your mind!'"™ The choice suggests the
irreconcilable difference between them as do the previous
images he has used. They are as different and "black™ and
"white,™ "night" and "day," a “Jezebel" or the "Whore of

Babylon.™
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Mary's speech becomes a reflector for Mr. Fortune's
lack of understanding. The three objections she raises to
the sale of the lot are enigmas to Mr. Fortune. He can only
respond logically; that the children can play elsewhere,
that Mr. Pitts can graze his cattle elsewhere, and that
"There's not a thing over there but the woods, "0 r.
Fortune is devoid of the mysterious, unreasonable, spiritual
attachment lary Tortune has for the woods. Though in his
hallucination he perceived a vision of what Mary sees in
the woods, Mr. Fortune is incapable of identifying with the
beauty and uncomfortable mystery of his perception. Revert-
ing to rationalism, which paradoxically is based on his
"patriotic sense," Mr. Fortune sells the lot "to insure the
future."™ Mary's and Mr. Fortune's speeches show that the
conflict between them and their convictions is the conflict
between rationalism and spiritualism; the belief that
everything must have a reasonable expldanation and the
belief in some mysterious revelation that one experiences

which defies logical explanation.
XI. ACTION AS REFLECTOR POINTING TO STORY'S CONCLUSION

Initially reflecting Mr. Fortune's abruptness, Mary's

actions, like her speech, are marked by the relatives'

56O‘Connor, P. 70,
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mutually shared headstrong attitude. Mr. Fortune notes that
"she even walked the way he did, stomach forward, with a
careful abrupt gait, something between a roek and s
no?

shuffle, Wealking dangerously close to the edge of the

construction site, Mary pretends she doesn't hear L.
Fortune's warning--"a little trick he had taught her hiraclf."”
0'Connor shows through Mary's actions their sevaration ss %he
conflict grows between grandfather and granddaughter. She
"stalk(s]" away from him after they quarrel over the lot, cnd
later leaves him at Tilman's to ride home with her father
explaining, "I told you I was going and I went.®™ But if
Mary's oveft actions show her defiance of her grandfather,
through the dominant position of her body on three occésio:n,
Ot'Connor suggests her triuﬁph over him at the end of the
story.

By placing Mary on top of Mr. Fortune, O'Connor rre-
sents a reflection Qf grandfather and granddaughter that
creates a mental picture of them as doubles and purportis Lo
llary Fortune's victory. The first of these three occesions
is when she sits with her feet on him shoulder straddling
the hood of the cadillac, while Mr. Fortune sits on the
bumper; the second, when she sits astride his chest in the
bedroom; and the third, when she is on "top of him" durinz

their fight. The juxtaposition of their heads in each of

97Ibid., pp. 59-60.
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these instances is like the double image they project in
thelr duplicated appearance, lrascible dispositions, and
quarrelsome speeches. The mental image suggests a double
headedness or the two-sided aspects of their natures that
is dramatized in the conflict between them as Fortune
or Pitts.

Through lary's actions during the violent ending of

"A View of the Woods,"™ 0'Connor illustrates her theme. In
the words of lLouise Y. Gosset:

Grandfather as the past cannot alienate the girl
from her family--and the present, - In their conflict
the o0ld man and the granddaughter finally kill one
another, thus enacting a violent pareble of the

viciousness of a pride in the past which is nothing
more than sellf-seeking, greed, and envy.da

O'Connor suggests this theme when Mary takes off her glasses,
which were "silver rimmed like him," and drops them behind

a rock ordering him to do likewise. The action, a prelude
to their battle, suggests a moment of truth and clairvoyant
vision or a moment of relative blindness. Mary's courage
and determination in the oath she has sworn to kill anyone
who tries to whip her are put to the test. She manifests
she will Tight to the death to prove she is a Pitts. L.

Fortune's glasses are knocked off in the struggle and he

is forced to see her as a Pitts.

“Brouise Y. Gosset, Violence In Recent Southern

Tiction (Durham: Duke University rress, 1960), pe 50
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The old man looked uvn into his own imapge, It
was triumphant and hostile. 'You been whippeg, !
it said, 'by me,' and then it add.ed,L bearing down
on each word, 'and I'm PURE Pitts, 199

%90tconnor, p. 80.



CHAPTER V

PARKER'S BACK

L. CONTRASTING REILECTIONS

Flannery 0'Connor in "A View of the Voods™ uses the

reflector device of family likenesses to mirror charact

and theme. In “"Parker's Back" 0'Connor contrasts the
reflections of Parker and his wife Sarah Ruth to reveal

their disparity and illustrate polarities of theme. GC'Connor
adds to her catalogue of rv“lﬂcbOJs the body symbollism of
her protagonist Farker. To enrich theme she employs title,
image, and name to fulfill the function of reflectors.

»

ery action, thought, object, situation, and experience of

I-f.’

her characters becomes an aesthetic reflector device; thay

are mirror analogues of each other. Vehicles for themo,

O'Connor's reflectors are the means by which she trensg

1’1

her characters and her readers from a natural and meteriai
world to a supernatural and spiritual one. In the seenmingly
fragmented and ridiculous distortions of her cn“rvc*u" und
especially in her technique of reflection, the readaer is
forced to comprehend ideas and feelings that may provere

his own self-reflection, Using multiple reflectors for

character to elucidate her theme, O'Connor projects ner
cosmic reli g ous view and in doing so transports her reastsr



into a special realm that is credible within the confines

of her fictional world.

II, THE THEME OF "PARKER'S BACK"

In "Parker's Back" modern man, the descendent of Adam,
wanders aimlessly in search of the reasons for his existence.
Unable to find the answers he seeks by turning to fanatical,
nihilistic, or indifferent modern religions, man turns away
from spiritual matters. He substitutes for meaningless
religion a religion centered in himself. Instinctively
feeling that he is something special, he blindly pursues an

4 e
eryra’

|
O]

¢ life bslieving that he is the end of creation and
the means of his own salvation. Believing that there is
nothing to save himself from, he revels in lustful self-
indulgence, vanity, foolisMiiess, and savagery. He collectis
the signs and symbols of nature--the marks of distinction to
give himself an identity. He becomes so enamored with his
own image and acquisitions that when he wishes spiritual
comfort he experiences dissatisfaction with himself that
verges on madness., Man's religion of self-glorification
ironically does not afford him the solace hg had anticipated.
Miserable and lonely, he becomes preoccupied with the idesa
that there must be something more to life--perhaps something
he has not collected. At every turn he has been beaten,

pushed, and flung back on his own resourcefulness which he
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finds sadly inadequate. While he has sought to master
everything, he only succeeds in breaking it. He 1is dis~
satisfied with himself as mere flesh. He is left empty,
anxious, and questing. The instincts which have brought
him to such a pass are ironically the keys to lead him out

f his misery. He must return to the spiritual world that

emanates from within. To return he must undergo a purgation

]

of self. He must reassess and purify his selfish motives to

&

effect a complete transformation. Compelled to see himself
for the first time in an unrelenting and ruthless light, man
is repelled by his inflated egotism. Looking back over his
past 1ife, he sees a spider web of facts and lies that seen
necessary to the great spiritual change he undergoes.
Forceably made aware of his transgressions against God, his
fellow man, and himself, man turns back to the spiritual.
Spiritually restored and resurrected, he is ordained by
divine commission to witness for Jesus. Designated to be a
prophet of the Lord, he sallies forth into a non~Christian
world where ironically only the non-believers recognize that
he has Christ on his back. The would-be Christians, the
by-products of centuries of institutionalized religion, are
unable 'to recognize him in his reborn state. Callously they
reject his demonstration of faith. The purged and purified
man must suffer the curse of Adam. He must pay retribution

for his many disobediences. Though finding himself in Christ,
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he will know no peace on earth. For his salvation lies in
the hereafter. In his temporal state man alone must bear
suffering--the plight of every individual. God has ordained
it so. The Omniscient God, therefore, is the only One who
knows the answer to man's quest. MNan is forced to put his
faith in the divine Ordinator. llan must accept suffering

for his commitment to Jesus.
ITI. TEE TITLE SYLBOLICALLY REFLECTS THEME

Flannery O'Connor uses the title "Parker's Back"
symbolically to rellect her theme. IMan is transformed
through purgation Trom an egocentric and selfish individual
into one whose primary concern is with otﬁers. O'Connor
1llustrates her theme in three ways: graphically through
the picture of the Byzantine Christ Farker has tattooed on
his back; through a play upon the title--"Parker is back";
and thrbugh the image of Parker with his back turned.
According to Ceroline Gordon, the tattoo of the Byzantine
Christ Parker has on his back is emblematic of the ritual-
istic purgation Parker undergoes in coming to the knowledge
of the hypostatic 1..111'101’1.:L In acquiring the tattoo Parker
experiences a spiritual death and rebirth. Cleansed of his

sins of blasphemy against God, selfishness toward his wife,

lCaroline Gordon, "Hersy in Dixie," Sewanee Review,
ILXXVI (Spring, 1968), 297.
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and vanity in himself, he returns home as one ordained to be
the Lord's prophet. In the words of William Fahey, Flanneily
O'Connor's title "fuses the physical particularity of an
anstomical detail with a 'return.'"® If in getting the
tattoo, Parker demonstrates nis faith in Christ, then in
returning home he shows his obedience to the Byzantine
Christ's eyes that had commanded him to "GO BACK."™ The
tattooed eyes "that were now forever on his back were eyes
to be obeyed."5 They show his transformation from a person
who belisved that "it wasn't anything in particular to save
him ;?,m”" to one who recognizes s higher-éTdihatioﬁ than
his cwn. Wpen the tattooed Parker returns home stating,
"I'm back,"™ he is then literally, as Stanley Edgar Hyman

notes, the christophoros, the Christ-bearing witness for

Jesus. % He has returned to himself and to Sarah Ruth a new
man with new found conviction. No longer is he a hungry

fool concerned only with pleasing himself by satisfying his

ZWiﬁliam A. Fahey, "Flannery O'Connor's 'Parkew's

Back, '" Renascence, X{ (Spring, 1968), 164.

Sflannery Of'Connor, "Parker's Back," Everything That
Rises lust Converge (New York: Farrar, Straus and Giroux,
1956), p. 241,

“Ibid., p. 229,

tanley BEdgar Hyman, "Flannery O'Connor," University
of Minnesota Pamphlets on Americen Writers, no. 54,
Minneapolis, 1966), pp. . 25206
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appetite with tattoos. Parker wanted to please his strictly
religious wife., "She would know what he had to do. ©She
would clear up the rest of it, and she would at least be
pleased."6 By¢using the title to give symbolic meaning to
Parker's back, the author suggests his rejection of his
Tormer merely carnal self. Parker is seen turning his back
upon his old self and his old way of life; they led him to
"tempting sin"™ by lies, drunkenness end dissolution; now he
turns back toward Christ and salvation. The image shows
Parker bed¥Ing the Byzantine Christ, the symbol of his new

5

'
bearing

Q

found faith, turning from evil, the image of his

V]

God 1in hhe flesh to» the doubters,
IV. PARKER'S SELF-REFLECTION

Flannery O'Connor commences with a view of Parker
that reveals his situation and himself. He does not under-
stand. He is unable to accept responsibility, and as a
result experiences loneliness and isolation. Tinding him-
self saddled with the responsibility of marriage and a
prezgnant wife, Parker reveals a longing for the freedom of
his vouth. He revolts at the prospect of his present pre-
dicament. Ey the distance separating Parker end Sarah Ruth

in this first scene, O'Connor suggests Parker's dislocation

-

? al LS
°0fConnor, p. 241.
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and conflict. Splritually and physicelly removed from his
wife, Parker sits "some distance away, watching her sullenly
[italics not in the originai]."7 He is "gloomily or resent-
fully silent" in the presence ol Sarsh Ruth "who is not only
plain but pregnant." "Ashamed of himself" for resenting her
because of her ugliness and swollen condition, he is
"puzzled even more" by the fact "that he stayed with hex
now." Through her portrayal 0'Connor shows a diachotomy
exists within Parker. e is torn and unable to explain his
present conflict between action and feeling.

What O'Connox has dons in the first paragraph of her
story is to show carefully the state of mind of her main
character. Parker reveals that he has generated his own
bewilderment by creating the perplexing situation in which
he finds himself. Parker's self-reflection, his looking
backward upon himself and his wife, suggests that he will
resolve the difficulty by his owm self-awareness.

Parker is lost in his search for self-understanding.

His present confusion 1ls the outgrowth of his misunderstand-

.

ng of his psst actions; this can be validated by his motives
for marrying Sarah Ruth. "Parker understood why he had
married her--he couldn't have gol her any other way-~."8
What Parker does not understand is thet he was motivated

5 T S b S 4 B 7 B P S A
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not by a selfless, self-sacrificing love but by an instinc-
tive and willfull self-indulgence. He reveals not only a
pragmatic amorality bul an exaggerated egotism which is
rocted inﬂyis vanity. Parker had decided to court Sarah
Ruth because "he was not going to be outdone by anything

s abt the bottom

H-
w0

that looked like her."® Parker's vanity
of his present bewilderment and explains the fact that "he
couldn't understand why he stayed with her now."™ Just as
his pride formerly wouldn't let him be Youtdone" by her,
Parker's pride keeps him with her "now." Later on prids 15
the motivation for the tattoo--"the right one to bring Sarsah
Ruth to heel."lo Though Parker does not seem to be
motivated to stay with her because of responsibility, love,
or duty, these are the very grounds for hls shame and
bewilderment; they are the reasons he does stay "as 1if she
had him conjured.® |

Though "it was himself Le could not understand,"
Parker thought he understood his wife. Ironicelly, his
ideas concerning Sarah Ruth become manifestations of his
own dilemma. O'Connor shows Parker's conflict through the
negative ideas Parker has about Sarah Ruth and her motives
for marrying him. To Parker Sarah Ruth is the antlthesis

of himself. He 1s at once attracted to yet repelled by her.

99pid.s pe 286. YIpld., p. 285,



To him Sarah Ruth represents what he would ve. Parker's
plain and pregnant wife "was forever sniffing up sin...
[andJ did not drink whiskey, use bad language or paint her

fece M

Parker gets drunk, blasphemes God, and paints not
his face but his whole body with tattoos. Sarah Ruth's
preoccupations with "sin" and "what the judgment sgeat of God
would be like Tor him™" are her attractions to Parker. ®

Unlike him, Serah Ruth's fixation with sin and abstention

from self-indulgence shows her self-discipline

W
£

L, spiritually
oriented, and ascetic way of life. Parker's fascination
with pleasure, his undisciplined obedience to his instincts

and all the things his wife disdains, shows his material

@

ocrisntation. ©She is modest and unpretentious in not paint-
ing her face. He is vain and ostentatious in decorating his
body with tattoos. In her abstinence from whiskey and
curses, Sarsh Ruth demonstrates her belilef that these are

the wages of sin. Parker, who instinctively indulges in
them, shows his disregard for any such concept. In his
understanding of her motives for marrying him, Parker revesals
his own dichotomy. Her two motivations ironically reflect
his cwn dilemma: "Sometimes he supposed that she had married
him because she meant to save him, At other times he had a

suspicion that she actually liked everything she said she

lypid., p. 220, 12Ibid., p. 201,
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didn't."° Parker himself is torn between desiring salvation
and liking sin.

Parker demonstretes his conflict by his puzzlement

and shame in his feelings for Sarah Ruth and in his mis-
understaending of himself. The conflict involves the choice
between two opposing ideologies. Vhile inevitably dravm to
the numinous in Sarsh Ruth, Parker seeks to escape his
destiny by resorting to his own irnstinctive materialism

represented by the tattoos which cover his body.

V. TATTOOS AS REFLECTORS

Parker's tattoos become reflectors of his conflict
and his eventual change. In themselves they are metaphors.
They reflect his duality, the conflict between the material
and spiritual worlds. While Parker's tattoos are material
extensions of himself, in a sense they generate the
spiritual "dissatisfaction" Parker feels., "His dissatis-
faction, ffom being chronic and latent, had suddenly become
acute and raged in him. It was as 1f the panther and the
lion end the serpents and the eagles and the hawks had
penetrated his skin and lived inside him in a raging

nld

warfare. The simile suggests that "1iv(ing] inside him"

the animals he had tattooed on his body heve become the

151bid., p. 220. 34Ibid., p. 225.
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embodiments of his instinctive animalism at war with his
spirit. Outwardly they are signs of his pride and venity;
inwardly they have caused him to be torn between the
"chronic" and the "latent." Parker's tattoos almost become
a parable that the things of this earth though rooted in
matter cannot provide one with spiritual satisfaction. . By
the simile of thelr "raging warfare," they manifest his
mistaken conception of them. When he Tirst sees the
tattooed man in the circus, "Parker was filled with emotion,
liftead up as some people are when the flag passes."l5 He
vainly tries to redupliceate his emotional and spiritual
experience by getling more tattoos. Parker's preoccupation
with tattoos is his need to be inspired and spiritually
elated, his need to satisfy a spiritual hunger. Instead of
analyzing the feeling of a beauty and awe in a spiritual
éontext, Parker fools himself in trying to duplicate the
"rgpture" by decorating his body. His obsession with
tattoos has led him to a primitive religion rooted in
narcissism. Hedonistically oriented he becomes progressively
irresponsible. In his obsession he turns his back on school,
home, family, government, and religion. Because Parkenr's
spiritual hunger is his motivation, the tattoos become

reflectors for his dissolution and cause him to be dis-

[+
151p1d., p. 228
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satisfied and always at war with himself,

The tattoos on the front of Parker are reflectors or
his instinctive immorality. Robert Drake humorously notes
that so far they have been his only "savior."L0® Because
Parker feels the same way about the absence of tattoos on
his back, it suggestis an undefined or uncormitted morality.
Fe 1is morally uncormitted until he has the tattoo of the
Byzantine Christ. Parker's prideful motive for having
tattoos put on the front of his body is the same motive for
not having one on his back. He does not wish to make him-
self appear ridiculous. "To see a tattoo on his own back
he would have to get two mirrors and stand between them in
just the correct position and this seemed to Parker a good
way to meke an idiot of himself."” 0'Connor ironically
plays upon the word "ildiot" when Sarah Ruth tells Parker
that his having tattoos "is no better than what a fool
Eimlics not in the origina%] Indien would do. It's a hea;
ol vaa:ulty."‘18 Parker has already made a fool of himseif by
covering the front of his body with tattoos. When he gets
the Byzantine Chrisl he makes himself into another kind of

idiot. Parker reveals that he is both vain and foolish.

10Robert Drake, "Flennery O'Connor: A Critical
Essay, " Contemporary Writers in Christian Perspective,
Roderick Jellema, edibtor (Grand Rapids: Willieam B,
Eerdmans Fublishing Company, 1966), p. 2l.

17

O!'Connor, p. 230. la;bid., Pe 2204
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He has fooled himself into bhelieving in a substitute for
genuine spirituality. In the light of his own reasoning,
it is ironic that he makes himself ridiculous for Sarah Ruth
when he acquires the tattoo of the Byzantine Christ. His
moral conmitment becomes a selfless act of love not only of
Sarah Ruth but of God.

Because the tattoo of the Byzantine Christ is the
means through which Parker is inspired to change, it
reflects Parker's transformation. Through it Parker under-
goes a purgation of motives that change him from a vain
person into a humble one., Originally he had intended
"having a tattoo put there that Sarah Ruth would not be
able to resist"; however, when he goes to the Haven of Light
Christian }Mission he changes his mind., Sarah Ruth's Ysharp
tongue and icauick eyes were the only comfort he could bring
to wing." ¥ Parker prefers her look to the penetrating look
of the Byzantine Christ's eyes which made him feel Mas
transparent as the wing of a fly." Ironically wher he left
the tattoo parlor for the Ilissions he had mistekenly
imagined, from the unconpleted figure of the Christ, that
"the artist had tricked him and done the Physicilan's Triend
italics not in the origina;}."zo Through this image

O'Connor denonstrates what begins happening to Parker while

pp. 251, 237. 20Ibvid.; p. 836,



at the Mission. During a sleepless night, he begins to be
healed of vanity and self-love. His motives are not cori-
pletely altered by the next day, when he tells the tattoolilst,
"I{'s a surprise of her...She can't say she don't like the

o 3 . - .
looks of God."“l For the first time Parker reveals a nmotive

}...-

that is not ovurely selfish. He is gradually purged of his
preoccupation while the tattooist is working over hin
"Imagining how Sarah Ruth would be struck speechless by the
face on his back...every now and then this would be inter-
rupted by a vision of the tree of fire and his enpty shoe
burning beneath it." O'Connor suggests Parker's purgation
by linking his "imagining" of a speechless Sarah with the
"yvision®" which reminds him of his collisicon with the fiery
tree. Parker's transformation is complete when he reflects
that "It seemed to him, all along, that was what he wanted,

to please her."83

With this realization, his motlves becone
purified and the "dissatisfaction was gone." Ee is cured of
the illness of self-love and vanity and has substituted in
its place a selfless love.

The tattoo, besides being emblematic of the metamor-
phosis of character that Parker undergoes, manifests his
spiritual commitment. Once committed, Parker is changed

into a prophet. Ie discovers his spiritual self, and though

2lybid., p. 2%8. ©21bid., p. 241.



initially he is unwilling to accept this office, he
eventually is driven to his fate when he returns home with
the tattoo on his back., In finding himself through the
Byzantine Christ, Parker finds that his mission of

"witnessing for Jesus"™ 1is as inescapable as its Ordainer.
VI. TPUNS UPON THEE WORDS ORDINARY AND ORDAINED

Throughout her story 0'Connor uses & series of puns
upon the words "ordinary® and "ordained" to reflect and
point to Parker's symbolic ordination which is completed
vhen ths tattoo is finished. O0'Connor describes Parker at
the age of fourteen: "He was heavy and earnest, as ordinar
g8 a loaf of bread,..[énd thougﬁ] it did not enter his head
that there was anything out of the ordinary about the fact
that he existed...lt was as 1if a blind boy had been turned

so gently in a different direction that he did not know his

96
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destination had been changed."25 O'Connor, playing with the

word "ordinary" in these contexts, immediately setsParker
above the Ycommon ranks"--one meaning of "ordinary."™ The
word suggests his eventual election to prophecy by another
play on the word: "a prelate" or "a clergyman.®™ The
denotations of "ordinary," together with the idea that
Parker's direction is changed without his control, become

reflectors that hint at his eventual ordination. His fate
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is "ordained" in the sense of "destined" or "predestined.®
In a visual play upon the word "ordained" to suggest
Parker's predestination, O'Connor depicts her main character
on three occasions changing direction without volition. The
first occurs when he goes to the "County Ordinary's office®
to be married to Sarah Ruth; ironicelly, this is just after

he had ™made up his mind...to have nothing further to do

Fs

: 24 % : a .
with her."”" Here the sacramental ritual of marriage is

performed by an irreligious ordinary. It is a direct fore-
shadowiné of Parker's sscramental ordination performed by
the tattovist--another irreligious ordinary. The second
episode that shows Parker's predestination occurs after he
runs into the tree which bursts into flames. "He only knew
that there had been a great change in his life, a leap
forward into a worse unknown and that there was nothing he
could do about it. It was for all intents accomplished.“25
And the third and major imagistic use O'Connor mekes of the
word "ordained"®™ takes place when Parker is looking for the
appropriate tattoo. "He flipped the pages quickly, feeling
that when he reached the one ordained, a sign would come , <0
Here OtConnor showsg that Parkerts faith in predestination is

instinctive. She also suggests that the Byzantine Christ,

the Divine Ordirary, will ordain Parker. Through the

#41pid., p. 229, 2°Ipid., p. 233. C1pia., p. 234,
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author's manipulation of the words "ordinary" and "ordained,"
she points to the completion of the ritualistic ordination
of Parker.

In getting the tettoo Parker is ordained and trans-
formed into Christ's prophet. He becomes a Christ bearer.
His changerinvolves a purgation of his sin of blasphemy
which leaves him free to testify for Christ. He is purged
by fire, water, and word in a secuence of actions that

have biblical overtones,
VII. WORDS AND DESCRIPTION AS REFLECTORS

Parker's purgation begins when he crashes into the
tree and experiences the cleansing by fire.

A ferocious thud propelled him into the air, and
he heard himself yelling in an unbelievably loud
voice, 'GOD ABOVE!'

He landed on his back while the tractor crashed
upside down into a tree and burst into flame. The
first thing Parker saw were his shoes, quickly being
eaten by the fire....He could feel the hot breath of
the burning tree on his face. He scrambled back-
wards, still sitting, his eyes cavernous, and if he |
had known how to cross himself he would heve done it.o¢

O'Connor uses Parker's words and description, the burning
tree and the shoes to suggest his purgation. At the seme
time she inverts the biblical parsble of Moses and the
burning bush to point to Parker's eventual mission.

Farker's cleansing may be demonstrated by his words. They

Z71bid., pp. 232-233.




are not the blaspherous deprecations of God,
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the "filth" he

had earlier ®hollered" to attract Sarah Ruth's attention:

"Jesus Christ in hell,

Jesus God Almighty Daumn,

God Darmmit

to hell."‘38 By contrasting Parker's words on these two

occasions, 0'Connor shows that

hell and damnetion with Christ

changed by his accident. "“GOD

has unwittingly testified to the mythologically

descent.

from his deseription. First,

his back," she 14

m

s shruck

like Saul, i
comuission inescapable.
"serambl [ing| backwards, still

fear and trepidation Parker is

the description of his eyes as’

Parker's

ABOVEL®

O!'Connor portrays the

suzzests his utter

associations of
and God have been forceably
shows us that Parker

necessary

depths of Farker's purgation

from the supine position "on

helplessness. Parker,

down by God end finds his divine

Then fror his movements,

sitting, " she depicts the
experiencing. ¥inally from

"ocavernous, ® 0'Connor shows

that Parker has been spiritually annihilated.

VIII.

A BIBLICAL INVERSICN OF LIOSES

Parker's purgation by fire is made obvious by

0'Connor through his words and hexr description of him.

so obviously manifested is the

llot

significance of Parker's

experience as an inversion of the biblical parable of loses.

%81pid., p. 221,

\
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Wlhen Moses turned aside to see the miracle of the burning
bush that was not consumed by fire, God directed him to put
off his shoes because it was holy ground. God then ordered
Moses to free the Israelites from Egypt. Parker, on the
other hand, turns away from the burning tree which i1s
miraculously personified in the words: "He could feel the
hot breath of the burning tree on his face.™ Parker is

flung out of his shoes and does not converse directly with

the Lord. Nevertheless he receives a divine commission in
the form of an inspiration. "He only knew thet there had

besn ¢

=

great charnge in his 1life"; he goes off to the
tattooist. Through this biblical parsble of Moses which
closely resembles Farker's experience, 0'Connor foreshadows
what his eventual mission will be--to testify to the Lord
and perform His commission. Parker does both when he
returns hore to Sarah Ruth. With her "hide-bound religion of

n&9 Sarah Ruth is like the Israel-

suspicion and hypocrisy,
ites who had fellen into false religious practices and

needed loses to straighten them out.
IX. RITUAL AS REFLECTOR

If Parker is metaphorically cleansed and commissioned

at the tree of fire, he is literally purged and ordained

nguhey, "Flannery O'Connor," 164.

\n
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when he goes to the artist's for the tattoo. O0'Connor shows
that the ritual itself becones a reflector through her main
character's actions, thoughts and words. Uvon arriving at
the artist's, Parker demands to see the book with the
Mipictures of God....dJust God,' Parker sald impatiently.

po0

'Christ. I don't care., dJustv so its God.!?! In his

impatience Parker manifests the degree and depth of his

5

obsession, preoccupation, and dissatisfaction. Ironically
the artist initially rejecis Parker's request saying, "I
don't put no tattoos on drunks.™ Parker, who has not yet
had a drop of alcchol, is only metaphorically drunk--that

with Jegua. Parker shows his God-intoxication when he

e
{971

i.J-
m

3 looking through the book for the ricture of the proper
Christ: "He kept turning rapidly backwards...Parkert's heart
began to beat faster and faster until it avppeared to be

roaring in him like a giant generator."Ol

Finding the
Byzantine Christ, Parker undergoes a physical and spiritual
death-and rebirth. His faith is demonstrated by the feeling
he has; his symbolic ordinatvion is shown by his obedience to
the eyes which told him to "GO BACK.Y
He flipped the pages quickly, feeling that when he
reached the one ordained a sign would come...On one of
the pages 2 pair of eyes glanced at him swiftly. Parker

sped on, then stopped. HKis heart too appeared to cut
off’; there was absolute silence. It said as plainly

e v

Ly e s
00tconnor, pp. 233-2%4. Slibid., p. 234.
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as if silence were a language itself, GO BACK.
Parker returned to the plcture....his heart began
slowly to beat again as_ 1f it were being brought to
1life by a subtle power.os
In the metaphor that "his heart too appeared to cut off"™ and
then "“began slowly to beat again“ when he returns to the
picture, O'Connor shows Parker experiencing a physical death
and rebirth. Yet because it is a "silen(% J. « o language" of
the Byzantine Christ's eyes that cormand him to "GO BACK,
it is a spiritual rejuvenation too. That his heart is
"heing brought to life by a subtle power" shows metaphori-
cally the mystical experience of purgetion and rebirth
Parker undergoes and recabitulates the earlier occasion when
Sarah Ruth touched his hand and "Parker felt himself jolted
back to 1life."%3 From his first mebhnhorlc&L Teblrtn came
his marriage to Sarah Ruth; from his second will come his
ordination. Parker's "feeling that when he reached the one

ordained a sign would come® is more than a sensation; it is

a conviction and demonstration of faith in divine ordination.

oo

Through his obedience to the sign, he exhibits that he
ordained and elected to perform the divine commission. UWhen
Parker weshes his back at the sink with special soap, his

actions demonstrate that he is preparing himself for Christ.

Fis ritualistic cleansing continues as the artist "swabbed

A8 33...
‘ij_d'j Ppo 2 A"'Lu.)s ‘5 .:_I.bj.doj po 222;
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his back with ethyl chloride and then began to outline the
head on it with his iodine pencll.*54 Parker is here
symbolically purified in body; his spirit is not cleansed
until much later.

Through O'Connor's description of Parker's conversa-

tion with the artist, Parker's words become reflectors for

his ‘gradual purification. The next day, when the artist

Payker:

"Why do you want this on you. Have
religion? Are you saved?'...'Naw,' he
got no use for that. A man can't save his self from
whatever it is he don't deserve none of ny sympathy.!
These words seemed to leave his mouth like wraiths angd
to evaporate at once as if he had never uttered them, 90

you gone and gob
said, 'I ain't

'rom the simile "“these wordsS...lik

|I’J1

e wraltho...e Dorate e v

O'Connor shows another of Parker's spiritual deaths and

rebirths. For "wraith" means "an apparition of a living

person in his exact likeness seen usually just before death:

a ghost or specter." Ironically Parker's words evaporate

like wraiths, ghosts, or specters, suggesting that he has
given up the ghost of his former philosophy and is purged.
At the pool hall Parker avows Tfor the last time that he

hasn't got religion. He is forced to give up the ghost of

his former dissolute

way ol life.

religion,' some one yelled.

——

~

S41p1d,, p. 286.

Wiliaybe he's gone and got

'Not on your life,' Parker
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said. '0. E.'s got religion and is witnessing for Jesus,

?1n56

ain't you, 0. =, Ironically this word "exchange" dis-

closes the truth. Though he doesn't realize it, Parker has
been purged. Not until he is sitting on the ground in back
of the pool hall “examining his soul" does Parker experience
his own sypiritual purgation. "He saw [his soui] as a gpider
web of facts and lies that was not at all important to him
but which appeared to be necessary in spite of his

r'rf]

opinion."” In Parker's realization of his spiritual

devravity, he had undergone a soul cleansing, while in his

1

avareness of the "eyes o be obeyed" he shows that he has
o

P

accepted his divine ordination.

3

X, A BIBLICAIL INVERSION OF JONAH

O'Connor uses the ritual of the tattoo to demonstrete
Parker's ordination and the biblical inversion of the story
of Jonah to explain Parker's mission. After Parker is
thrown from the pool hall, OfConnor says "a calm descended
on the pool hall as nerve shattering as if the long barn-
like room were the ship from which Jonah had been cast into
the sea."38 Because Jonah disobeyed the Lord's command to

preach in Nineveh and sough refuge on a ship bound for

Tershish, the Lord sent a great wind and storm. Confessing

(7 e, 74 I
%61pig., p. 220. °71bid., p. 241. “BrIvid.
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his disobedience to the sailors, Jonah told them to throw
‘him overboard after which a calm descended on the sea. After
three days of spiritual horror in the belly of a whale, Jonah
was vonmited up on land and returned to Nineveh to complete
his mission., Like Jonah, Parker seeks to escape his commis-
sion to testify for Jesus. He tekes refuge in the "pool
hall...ship."™ But unlike Jonah, who commended the sailors
to throw him overboard, Parker "lunged into their midst like

a whirlwind® and was forceasbly thrown out the door. Parker,
like Jonah, exemines his soul end is spiritually traznsformed
and reconciled bto his mission. Vhile Jonah returns to the
¢ity of Ninsveh to preach the word of God, Parker returns
horie to Saren Ruth and testifies. Unlike Jonah, who had
successfully saved the people of lineveh, Parker is unsuc-
cessful in converting Sarah Ruth by his demonstration of
faith. The tattoo Tor Sarah Ruth is just another extension
of Parker's egoism. According to Sister Quinn, Parker's

q-“

. " s 359
wife"scorns the one thing that nourishes his ego"®

and in

doing so commits the greatest “heresy® of all. When she

lzbels the Byzantine Christ "Idolatry!"™, Caroline Gordon

99gister 1. Bernetta Quinn, 0. S. F., "Flannery
Q'Connor, & Reallst of Distances," The Added Dimension:
The Art and I1ind of Flannery 0'Connor, lelvin J. lriedman
and Lewis A. Lawson, editors (Lew York: Fordham Univer-
sity Press, 1206), p,., 165. Though Sl%nur Guinn is referring
here to Pariter's "collection of tattoos her phrase seens
eppllicable to the tattoo of the B;uﬂntlﬂﬁ Christ, for this
is how Sarah Ruth sees it.

Pt ad T
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notes that Saresh Ruth "denies Our Lord corporeal substance,™O
Like Jonah, who lived outside Nineveh under a green bush,
Parker, in this final scene, is outside his metaphorical
Nineveh weeping under a "green tree."™ Sarah Ruth has beaten
him with a broom. "Still gripping it, she looked toward the
pecan tree and her eyes hardened still more. There he was--
who called himself Obadiah Elihue--leaning esgainst the tree,

A
crying like a baby.”“l

Unlike Jonah, who out of pride hed
wished for the wraith of God to descend on Ninreveh, Parker

undergoas a symbolic crucifixion.
Xl. OBADIAH ELIHUE PARKER

O'Connor uses the biblicel inversion of the story of
Jonah to show Parker's ordination as the Lord's prophet.
Parker's first and middle names, Obadiah Elihue, become
reflectors for the same thing. Stanley Edgar Hyman remarks
that "while Parker...is transformed by thé tattoo...he
needs a baptismal name change from 0. E. to Obadiah Elihue
to be fully transformed."®®  Parker's Tirst telling Sareh

Ruth his names constitutes a self-purgation. Admitting to

her that he i1is Obadish Elihue, Parker shows that he has the

40caroline Gordon, "An Amsrican Girl, " The Added
Dimension: The Art and Mind of Flannery O'Connor, p. 136,

41}- il '3
OfConnor, p. 244,

G0
“*“Hymna, "Flannery 0'Connor,™ p. 3.
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requisite self-~knowledge and awareness for the acceptance

of his mission. In the second instance, his inspiration to
say his name to his wife comes to hinm when he sees the "tree
of light burst over the skyline,"45 Through the metaphor of
the "tree of light...," O'Connor shows that Parker is

spiritually inspired and transformed when he whispers:

"!Obadiah.' All atv once he felt the light pouring through

him, turning his splder web soul into a verfect arabesque
; 2 . S e o il

of colors, a garden of trees and birds and beasts. "™

First, by confessing his name to Sarah Ruth, Parker is in

effect proclaiming his mission. Second, from the literal

-

neanings of Parker's first and middle nemes, Obadiah and
Elihue, his commission becomes apparent; they designate him
as prophet. In the 0ld Testament Obadiah and Elihu were the
Lord's prophets. "Obadiah" means "“servant of the Lord" while
"Elihu" means "God the Lord." Parker's first name suggests

his ordination; the second suggests the Byzantine Christ

Parker has on his back which metamorphoses hin,
XIJ. EYES USED AS REFLECTCRS

In addition to her use of names to reflect character,
Tlannery O'Connor uses the description of eyes to define,

1ink and portray change in her characters. When Parker first

4$O'Conn0r, Pe 242, 4?;9;§., pe. 243.
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meets Sarah Ruth she hits him with a broom. Sarah's eyes,
O'Connor tells us, are those of a "gilant hawk-eyed angel.”
This "angel" metaphor reflects Sarah's role in the story.
She is the ruthless avenging "messenger" of the Lord beating
Parker for his blasphemy. The image of "hawk-eyed" suggests
the sharpness of perception with which she sees Parker's
vanity. DBesides defining Seran Ruth's role, the description
of her eyes indicates a certain insensitive blindness. For

in the simile that Sarah Ruth's ey

yes were "grey and sharp
45

like the points of two icepicks," 0'Connor "combines the

idea of a penetrating, perceptive, and steely coldness with
a blind relentlessness which is characteristic of Sarah
Ruth's preoccupation with sin and temptation. This blinding
obsessai En maekes her unable to accept the Byzantine Christ
Parker has tattooed on his back and to label his demonstra-
tion of faith "Idolatryl™

Besides portraying the character of Sarah Ruth,

0'Connor, through the description of the color of Sarsh
Ruth's eyes, sugeests that her mission and preoccupation

will become Parker's. Sarah Ruth's eyes are "grey."
Parker's eyes are "the seme pale slate-color as the ocean

and reflected the immense spaces around him as if they were

& microcosm of the nmysterious sea."® The jdea of the

Ibid., . 219. “*®Ibid., p. 224.
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similarity of their eyes comes from the definition of "slate®
as a color--"a dark purplish gray." In contrast with
Sareh's eyes whlch are "grey and sharp," 0'Connor suggests
by Parker's "slateucolor[éd]" eyes a breadth and depth of
potential understanding--one that will surpass his wife's
in dedication and preoccupation with religlon. Through
Of'Connor's description of Parker's eyes, he becomes the
embodiment of all mankind which is sugeested by the word
"microcosm." Though at this time in Parker's life, he
fepresents the unsaved hedonistic man, the description of
his eyes foreshadows his mission to testify to Jesus and
becoma the Lord's prophet. Twice in the story he 1s meta-~
phorically cast into "the nysterious sea" of menkind: the
first time when he reccives a dishonorable discharge from
the navy and then meets his angel; and the second when he
is expelled from the pool hall and is compared to Jonah,

Besides defining Parker and suggesting his future,
Flannery 0'Connor's description of his eyes indicates the
mebamorphosis of her main character., From the youthful
description of his eyes, O'Connor suggests an ill-defined
"mysterlous" quality about Parker. However, when she noteé
the "hollow preoccupied expression" of them, Parker has begun
47

to change. O'Connor's use of the word "hollow,"™ meaning

“71pid., p. 232.
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"sunken or having a cavity within," foreshadows the descrip-
tion that shows the depths of his purgation when he is
confronted by the burning trec. "His eyes cavernous,®
meaning "having caverns or cavities," hecome r@flectoré'to

suggest his change and also because of the pun upon "“hollow"

7]

and "cavernous,® meaning "“cavity," te show his spliritual
emptiness and want of fulfillment. Parker is only partially
fulfilled when he is confronted with the eyes of the
Byzantine Christ in the form of the Tinished tattoo.

From her description of the eyes whiech are "still,

I!"Ef 2

straight, all-demanding, enclosed in silence; 8 otconnor

is
1

points toward the goal Parker has all along sought. They

%
v
W

become reflectors for nis mission for they are "ell-demand-
ing." They offer Parker the peaceful deliverance from
being chronic and latent, dissatisfied and preoccupied for
they are "still.™ They direct his way for they are
"straight™ while his course has heen zigzagging. Finally,
they become reflectors which recapitulate the sign and
divine mandate to "GO BACK, " when 0'Connor describes them

as being "enclosed in silence."




N AR A S A IS M Al LA e B S e AR AT S R Al SO e B L i i et A LT e B L A R SRR S R el ok R b i s B S Rl SN Rk

i
XITT. SETTINGS REFLECTING CHARACTER

0'Connor also uses the backgrounds of her story to
reflect her main character. They show Parker at a "distance
or removed from a central area®--one meaning of the word
"back." Even when the word "back" is not specifically
mentioned in the settings, Parker is separated by some
barrier he must cross to reach a goal central to his wishes,
He experiences a dislocation, an uncertainty, because he is
unaware of his purpose in life until the last scene of the

T O

story. The setting at the County Ordinary's office reflects

Farker's isolation and imprisonment. Because the service is
performed from the inner office that separates him and Sarah
Ruthh fr ﬁ the Ordinary by ean iron grill, i1t suggests thatl
the idea of marriage emanates from within. Ironically, the
iron grill recapitulates Parker's experiences in the brig,
and the fact that the artist asks him if he's been in jail,
and Parker answers "arried," suggest that Parker has been
imprisoned by his own vanity and preoccupation with tattoos.
Parker's jJjourney to get more tattoos always involves
a trip to some city such as to Birmingham or to a port of
call. The cities Parker visits become reflectors for his
vanity--the places in which he indulges in sin by becoming
drunk and getting into fights. His last sortee into town

takes him to the artist's that was "on a back street.," Its
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location is not only removed and out of the way, but suggests
by the pun upon "back" Parker's return or his way back to
Jesus. The artist's two rooms containing the cabinet, sink,
and table become the setting for Parker's ritualistic
purgation. The cabinet containing the art books is "at the
back of the room," Its location is removed from the main
portion of the office and it contains the book of Christs
which conceivably could make it a tabernacle of sorts. The

Sl

[

k at which Parker washes his back and is purified by
water is also at a distance from the central object in the
office~~-the table, Upon the ﬁable Parker réceives the
tattoo of the Byzontine Christ. The taeble becomes a symbol
of an operating teble and an altar table. Parker's hack is
swabbed or cleansed with ethyl chloride and then the artist
with an iodine pencil begins to trace the outline of the
Byzantine Christ. The artist's implements 1n this setting
become the instruments of Parker's purgation and because

of his choice of tattbo mark him as a sacrifice to Christ
on the altar of mankind.

Part of Parker's spiritual rebirth is accomplished
in the "Haven of Light Christian Iission {italics not in
the originai].“ This setting bécause of its name suggests
a "harbor® or "port," a place of "safety"™ or "asylum" for
Parker in his journey. Yet the only "light" that comes

"from a phosphorescent cross glowing at the end of the room®
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causes him to relive his horrific experience of the day.
Ironically, this sebtting becomes an "asylum" for Parker who
thinks he's losing his mind while at the same time provides
him with his "mission"™ in a visual pun upon the word--to

return to Sarah Ruth bearing the Byzantine Christ.

2

‘arker's house which

L]
2
ct
=

The story opens and close

W

"sat alone save for a single tall pecan trec on a high
49

embankment overlooking a highway." The picture one
conjures up from the meanings of "alone™ is that the house
is M"isolated" and yet "unique." Both meanings describe
Parker who fesling alienated and isolated has separated
himself Treom his wife and is miserably discontent. At the
same time "alone" sugegests that Parker is inconparably
special. Parker's uniqueness stems from his preoccupation
for tattoos. "Save for a single tall pecan tree" hints at
the last scene in the story in which Parker, who has been
saved, experiences a kind of martyrdom beneath its branches.,
The house rests "on a high embankment overlooking a highway."
Through its elevated position, it metaphorically becomes an
altar upon which Parker is sacrificed for the sins of all
mankind. The highway in front of the house is comparable

to the highway of life. Yor it is on this road that Parker

zigzeagges to the city and returns home a changed man. From

4
¥ 1hid., p. 219.
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this setting and those at the Cates' residence, Parker is
seen either on the front porch or in the front yard. This
suggests that Parker has a threshold experience when in
the last scene he enters his house and has made his
voluntary cormitment to his wife and to Jesus.

O'Connor duplicates the first and last settings of
her story at Parker's placs of work. Here the house is set

4

apart from the hay field with ™one enormous old tree” in

the center of it. Toward this tree Parker circles until he

collides with it. O'Connor personifies the tree in this

» , o - . i = '
mevaphori: "ths hot breath of the burning tree...."90 It

is reminiscent of the biblical parable of lioses and the
burning bush, DBut the "tree® is more than this. It is
metaphorically the tree of knowledge of good and evil in

the Garden of Eden. Adam, like Parker, was ruined by
sampling its fruit. For his disobedience Adam was informed
that he was banished from Paradise but could be saved.
Parker, who distributed apples to the Cates children to get
rid of them so that he could court Sarah Ruth, has sinmilarly
experienced evil. lLike a latter-day Adan, Parker is
banished from the old woman's farm and must make reparation

for the tractor he "busted up." In the last scene of

"Parker's Back," O'Connor brings all of the trees in her

B ]

Orpia., p. 285.
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story together in the "tree of light" Parker sees reflected

in the sky. It inspires him to answer Sarah Ruth's querie

~

"Who's there?" with "Obadiah Elihue" and in doing so

%

Pariker proclaims his mission as the Lord's prophet.

T
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