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Certain characteristics generally attributed to the

British Romantics can be seen in selected writings of

Flannery O'Connor, a contemporary American author (1926-1964).

Chapter I defines Romanticism and identifies the Romantic

elements to be discussed in the paper. Chapter II discusses

Gothicism, Primitivism, and the treatment of the child as they

appear in five of O'Connor's short stories. Variations of the

Byronic Hero are presented in Chapter III as they appear in

two short stories and one novel, Wise Blood. The internal

struggle and anti-intellectualism in The Violent Bear It

Away are the basis of Chapter IV.

Chapter V concludes that O'Connor's concern with man as

master of his fate aligns her with the Romantics and thus

illustrates the influence of Romanticism on contemporary life

and art.
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CHAPTER .I

A DEFINITION OF ROMANTICISM AND ROMANTIC ELEMENTS

Flannery OtConnor, a contemporary American author, has been

lauded by critics and scholars as one of the strongest voices

in post-World War II American fiction. With each reading of

O'Connor's fiction, the reader discovers new insights and new

mysteries. One new insight revealed in selected writings by

O'Connor is her literary and philosophical affinity with the

British Romantics and the Romantic Movement. This affinity is

revealed through her variations of certain elements generally

attributed to what is called Romantic writing. Leon V. Driskell

notes a similarity between O'Connor and William Blake: "Eternity,

not time, is the context in which both writers interpret the

human drama." 1 Another semblance to the Romantics is seen in a

strong parallel with the Early Romantic period which is evident

in her emphasis upon Gothicism, primitivism, and the treatment

of the child. Morse Peckham's term "Negative Romanticism"

seems applicable to some of her more memorable characters. How-

ever, it is O'Connor's treatment of man as an individual which

cements her tie with the Romantics. This treatment of the

individual encompasses the Romantic interest in man's inner

struggle, which in some instances is enhanced by another ac-

cepted Romantic concern, the conflict between the intellectual

Leon V. Driskell and Joan T. Brittain, The Eternal Cross-roads: The Art of FlannerZ '0Coinor CLexington: University of
KentuckyPress, 1971), p. 3.
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and the primitive. O'Connor's strong belief in the individual

as master of his fate dominates her fiction and best reflects

her affinity with the Romantics.

In discussing Romanticism, a working definition must be

established. Romanticism is a nebulous term at best, and to

decide on a concise, clear-cut definition is, in essence, to

contradict the basis of the Romantic spirit. However, since

man tends to be uncomfortable in the presence of abstractions

he cannot easily define, controversy over a definition of

Romanticism has plagued scholars for a number of years. The

controversy has led to innumerable definitions of the term,

which in turn have prompted Arthur 0. Lovejoy to reach the con-

clusion that "the word romantic has come to mean so many things

that, by itself, it means nothing."2 Hoxie N. Fairchild,

maintaining that illusion is the end result of Romanticism,

defines Romanticism as

the endeavor, in the face of growing factual obstacles,
to-achieve, toretan, 'or 't t tiyA thaTTIliY ned
rTew 'of the UiVerse aniToTh~~humaIlfe which is pro-
uced~Ty an imaginativfiTiuion of the fTamiiar anT

the strg theknownandthenknownT realand
The ideal,'th fiite and th e infinite, the material
and thespifil,the natural and the' 'supernatural. 3

The illusion mentioned by Fairchild is the artist's attempt to

portray the true state of man and the human drama through the

2 Arthur 0. Lovejoy, "On the Discrimination of Pomanti-
cisms," PMLA, 39 (1924), 232.

3Hoxie N. Fairchild, The Romantic Quest (1931; rpt. New
York: Russell and Russell, 1965), p. 251.
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juxtaposition of the concrete and the ideal. Fairchild elab-

orates on his definition of Romanticism by saying, "Broad as

it is, this definition is more specific than those it seeks to

unify. It suggests why and in what mood the romanticists re-

turn to nature, revive the literature of the Middle Ages, and

add strangeness to beauty. Romanticism can never be defined

in a manner satisfactory to everyone. Morse Peckham clearly

illustrates how a satisfactory definition of the term cannot

be reached. In 1950, Peckham delivered a paper on Romanticism

before the English Graduate Club of the University of Pennsyl-

vania. The paper, published in March, 1951, in PMLA under the

title "Towards a Theory of Romanticism," defined Romanticism

as "the revolution in the European mind against thinking in

terms of static mechanism and the redirection of the mind to

thinking in terms of dynamic organicism. Its values are change,

imperfection, growth, diversity, the creative imagination, the

unconscious."5 Ten years later at the annual meeting of the

Modern Language Association, Peckham attempted to present a

more satisfactory concept of Romanticism With the focus direc-

ted toward the importance of the self:

In short, the self does not emerge through the
perception of order and value in the world, rather
order and value emerge from the perception of the
self. . . . To him [the Romantic] nothing is so

4Fairchild, p. 253.

5Morse Peckham, The Triumph of Romanticism CColumbia:
University of South Carolina,71970T., p. 14.
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beautiful as fact, nor does anything offer such
sweet bones to gnaw on as the empirical world it-
self, the only world we can know, for the self
can only be symbolized, not known.6

Perhaps the approach taken by Ernest Bernbaum in his attempt

to define Romanticism is as helpful as any that has been pro-

posed. Bernbaum asserts that

Romanticism is not the kind of term which can be
reduced to a definition. One may define things that
are physical, mechanical, practical or mathematical
. . . but the higher one rises into levels of being
which involve complex, vital, emotional, intellectual,
or spiritual elements, the more nearly impossible
becomes the making of short clear-cut definitions. 7

Thus, in the absence of a concise, clear-cut definition,

Bernbaum says he believes Romanticism to be "a faith, or a

system of beliefs, expressible only through a symbolical and

emotional art such as literature. Its truths are chiefly dis-

cerned by the imagination, and it is chiefly to the imagination

that they appeal for acceptance." A similar view is held by

Peckham as he strives to guide scholars in reaching a defini-

tion of the term: "By demonstrating that it is the problem

and the intellectual tools which mark a period, not categorical

attributes, he [the scholar defining the term] has made an im-

mense advance toward constructing the Romantic situation and

6Peckham, pp. 32-33. Originally published as "Toward aTheory of Romanticism: II. Reconsideration," Studies in
Romanticism, I (Autumn, 1961), 1-8.

7Ernest Bernbaum, Guide Through the Romantic Movement, 2nded. (New York: The Ronald Press, 1949), p. 308.

8Ernest Bernbaum, ed. Anthology of Romanticism (New York:The Ronald Press, 1948), p. xxv.
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thus setting up limits to semantic probabilities."9

O'Connor's view of the position of the writer's vision

closely parallels the approaches taken by Peckham and Bernbaum.

According to O'Connor, "The kind of vision the fiction writer

needs to have, or to develop, in order to increase the mean-

ing of his story is called anagogical vision, and that is

the kind of vision that is able to see different levels of

reality in one image of situation."10 Therefore, as one at-

temptsto define the Romanticism which can be seen in O'Connor's

fiction, Romanticism can be interpreted as a symbolic portray-

al of abstract relative truths as they appear through the

acts and feelings of complex, and often tormented, individuals.

Even though wide areas of disagreement exist concerning

the definition of Romanticism, there are some areas of agree-

ment on the general characteristics of Romantic writing. One

area of agreement among many reputable scholars lies in the

division of the Romantic period into Early Romanticism (1798-

1806) and Later Romanticism (1818-32). O'Connor shows a pre-

dilection mainly toward the Early Romantic period through her

use of three characteristics, or elements, which are usually

associated with the period. These elements, the use of Gothi-

cism, the use of primitivism, and the treatment of the child,

9Peckham, p. 83.

10 Flannery O'Connor, "The Nature and Aim of Fiction,"
Mystery and Manners, ed. Sally and Robert Fitzgerald (New
York:arrar, Straus and Giroux, 1961), p. 72.
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are especially prevalent in her earlier writings. The Gothic

quality of her writing is perhaps the most obvious. According

to Montague Summers, the essential elements of the Gothic novel

spring from the Romantic elements of aspiration, yearning,

desire, mystery, and wonder. The essential elements of the

Gothic novel are generally considered to be the elements of

mystery, surprise, and horror; according to James M. Keech,

the primary purpose of these elements is to arouse the reader's

emotion.1 2  Gothicism is prevalent in the fiction of the Ro-

mantic period, and, since the end of the eighteenth century,

almost any work that creates a feeling of horror in the reader

has been called Gothic. However, according to Devendra P.

Varma, "The Gothic quest was not merely after horror . . . but

after other-worldly gratifications. These novelists . . . were

moving away from the arid glare of rationalism towards . . . a

more intimate and mystical interpretation of life." 13  O'Connor's

Gothic stories reflect Varma's dictum, since the emotionalism

aroused in the reader is not the product of "typical" Gothic

qualities. Instead, O'Connor's Gothicism deals with the macabre

aspects of life which are revealed through her use of grotesque

characters and sudden, sharp irony.

11 Montague Summers, The Gothic Quest: A History of the
Gothic Novel (1938; rpt. New York: Russell and Russell,1964),p. 24.

1 2 James M. Keech, "The Survival of the Gothic Response,"
Studies in the Novel, 6 (Summer 1974), p. 130.

1 3 Devendra P. Varma, The Gothic Flame (1957; rpt. New York:
Russell and Russell, 1966),7p. 211.
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Another element in O'Connor's writings which reflects the

attitude of the Early Romantics is her use of the primitive.

Fairchild says that the noble savage, one of the earliest and

one of the truest forms of the primitive, "is more popular in

the earlier than in the later manifestations of romanticism,

and more popular with minor writers than with the really great

men. ,14 The noble savage, in Fairchild's estimation, is one

of the best vehicles used by the Early Romantics to support

their view of the corruption of civilization. By remaining

close to nature, the savage is able to develop naturally as

man is intended to develop; therefore, the noble savage is the

highest form of man.15 The Early Rmantics' love for unspoiled

nature is considered the basis for their strong faith in and

their love for the simple people. Thus, most people of a

simple background or of a simple nature are held in highest

esteem by these writers. Fairchild maintains that "You will

find in romantic writers, especially in those of Wordsworth's

generation, a strong sympathy for all sorts of simple rural

folk, and you will often justly infer that these lowly ones are

lofty because of their very lowliness--because they are close

to that light of nature from which the learned and sophisti-

cated have turned away.,16 This simplicity which is admired

14Fairchild, p. 149.

isFairchild, p. 149.

1 6 Fairchild, pp. 155-56.
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in the rural and natural people is also extended to the child.

The savage, the peasant, and the child in literature

"seem to imply a desire to descend from sophistication and

intellectualism towards the primitive simplicity of sense ex-

perience. On the other hand, they seem to imply a desire to

rise above the trammels of the man-made world into a purer

realm of spiritual intuition."1 7  Perhaps the most character-

istic Early Romantic treatment of the child is seen in the

writings of Wordsworth: "To Wordsworth, childhood is a sub-

lime and sacred thing. Despite his attempts to congratulate

himself upon the philosophical insight of maturity, he con-

stantly yearns back to the warm, fresh perceptions of boyhood,

and associates that warmth and freshness with the heaven from

which 'trailing clouds of glory,' the child has newly come." 18

The child is a significant character in Early Romantic writing,

for the child can show the adults how to achieve harmony and

peace in the universe by listening to and by following the call

of nature. A. Charles Babenroth describes Wordsworth's view

of the child as being based on his concern for man's soul:

"Wordsworth is ever thinking the problem of the soul life of

man. Like Blake, he believes that all sophistication and

reasonings of man will lead man nowhere. In his poetry general-

ly, as in the Ode, he is satisfied to rest in childhood, because

1 7 Fairchild, p. 164.

1 8 Fairchild, p. 156.
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there the sense of unity has not been disturbed by the inter-

position of reason. 09 O'Connor, similarly, uses the child,

just as she uses the primitive, to show what man has become,

not only because he has ignored the voice of nature, but be-

cause he has allowed himself to become corrupted by his

"advanced" civilization which has given him a sense of false

pride.

The significance of the unique position of the Romantics

can be seen in what has become known as the Romantic Hero.

Just as there are a multiplicity of characteristics of Romanti-

cism which prevents a development of a concise, clear-cut

definition, the Romantic Hero is just as difficult to categor-

ize in a concise statement. Peter L. Thorslev traces the

evolution of the eighteenth century hero-types into the Roman-

tic or Byronic Hero:

It is important to note that most of these Romantic
heroes are in one sense transformed eighteenth cen-

tury villains: the Gothic Villain becomes senti-
mental or becomes the sympathetic Noble Outlaw; the

Cain of biblical story or of Gessner's drama becomes

the hero of Byron's tragedy; the Satan of Milton's

epic is transformed into a Prometheus figure in the

works of Blake and Shelley. This transformation
characterizes the basic shift of values in the Ro-

mantic Movement from conforming in large social

patterns of conduct or thought to radical indivi-

dualism; from humble right reason, common sense, and
the proper study of mankind, to a thirst to know and
experience all things, to encompass infinities; from

19A. Charles Babenroth, English Childhood: Wordsworth's

Treatment of Childhood in the Light of English Poetry from

Prior to Crhbbe (1922; rpt. New York:~ Octagon Books, 1973),
p. 314.
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acquiescence before God and the social order, to
heroism and hubris.2u

Throughout this evolution, one characteristic is shared by all

of these Romantic Hero types: they stand firmly as individuals

outside society.21 Therefore, on the basis of Thorslev's

description of the Romantic Hero, the reader can see a strong

affinity between this figure and most contemporary heroes and

anti-heroes. The major concern of individualism, the indivi-

dual being at war with the cosmos, with society, or with him-

self, is foremost in modern thought and art. O'Connor, like-

wise, views man as being in the center of a cosmological

battlefield, usually within himself. But O'Connor's heroes

share with their Romantic counterparts a concern for morality:

"If the hero can find no moral order in the universe of

things . . . he can still find a moral order in himself, as

man. But the hero cannot survive the kind of analysis (in

later realism, or in scientific naturalism) which strips him

of his idealized attributes and reduces him to nothing more

than a half-conscious product of his environment.??22  It is

this quest for a moral order, or a conflict within the moral

order, that brings O'Connor's protagonists parallel with the

Romantic Hero. Her protagonists cannot be safely labeled

Romantic Heroes, but along with the moral conflict, her pro-

tagonists share other common attributes with some Romantic

20Peter L. Thorslev, Jr., The Byronic Hero: Types and Pro-
totypes (Minneapolis: University7of Minnesota Press, 1962), p. 66.

21 Thorslev, p. 22.

22 Thorslev, p. 193.
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Heroes, particularly with the social outcasts and with the

type that Thorslev calls the "child of nature." One such

similarity lies in their stations of life: "The factor in

modern culture was also inherent in Romanticism: . . . the

cult of the common man." 2 3  Indeed, the O'Connor hero is us-

ually a poorly educated, culturally retarded person who is

forced to survive by his wits and by his strength. Perhaps

one of the strongest features that O'Connor's hero shares

with the Romantic Hero is his power of choice which eventual-

ly leads to a tragic fate. His flaw can usually be traced to

a flaw in his character and not a flaw in the cosmos. Lilian

Furst places the brunt of the tragic fate on the Romantic pro-

tagonist's individualism: "It is not outer fate that consti-

tutes his demon, as he would fondly believe, but his own

temperament, marred by a fundamental tragic flaw which can be

summarized as a blindly exclusive individualism." 24  Even

though O'Connor's protagonist may feel that the Deity is his

antagonist, O'Connor clearly reveals to her audience that it

is the protagonist's strong belief in his powers and in himself

which eventually leads to his tragic fate.

In showing her protagonist as one making the crucial choice

which leads to his tragic fate, O'Connor expresses one of the

more prominent traits of Romanticism, the belief in the individual.

23 Thorslev, p. 193.

2 4 Lilian R. Furst, Romanticism in Perspective (New York:
Humanities Press, 1970), p. 104.
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Jacques Barzun says, "If one consults the accepted sources of

information about romanticism, one is likely to be told that

its outstanding feature is individualism."2 5  O'Connor's strong

individualistic persuasion is revealed in the Preface of the

1962 edition of Wise Blood. O'Connor explains to the reader

that from her view, Hazel Motes' integrity lies in his in-

ability to escape the influence Christ has on his life. "Free

Will," O'Connor says, "does not mean one will, but many wills

conflicting in one man."26 Thus, with the presence of con-

flicting wills, the individual can choose which direction his

life will follow. The choice remains with the individual.

Arthur Lovejoy identifies a Romantic element similar to

O'Connor's view of free will when he defines ethical dualism

as ''a conviction that there are in man's constitution two

natures ceaselessly at war.,27 Another Romantic aspect close-

ly associated with Lovejoy's ethical dualism is Morse Peckham's

"Negative Romanticism." This term is used by Peckham to corre-

late different writers called Romantic, but who seem to have

different philosophies. The term, based on Carlyle's "Ever-

lasting No," is used to describe the transitional period of

the Early Romantics, who in their transition "from affirming

25 Jacques Barzun, Classic, Romantic and Modern (Boston:
Little, Brown and Company, 1961), p. 6 .

26 Flannery O'Connor, Wise Blood (New York: Farrar, Straus
and Giroux, 1962), Preface.

27 Lovejoy, p. 247.
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the cosmos in terms of static mechanism to affirming it in

terms of dynamic organicism . . . went through a period of

doubt and despair in which they saw no order at all." 28  In

their view of the absence of order, Peckham maintains that the

Romantics developed typical symbols of "Negative Romanticism"

which are "individuals filled with guilt, despair, and cosmic

and social alienation. . . . They are often outcasts from men

and God." 29  Many of O'Connor's characters share these traits

with their Romantic counterparts, although O'Connor does convey

a belief in an ordered universe. It is through alienation that

a strong belief in individualism is enhanced. Only when he

is alone, left to his own resources, does man come face to

face with his potential and with his limitations. Then he

must decide what he should do to continue his existence or to

make his existence seem worthwhile. The choice, many times,

fills man with despair, and he feels that, as an alienated

animal, he really has no choice; thus, he is filled with

weariness and a bitter view of the world. In the common

terminology, he is a victim of Weltschmerz. Thorslev refers

to Weltschmerz as a Romantic disease which leaves two options

to the individual, options based on skepticism and on rebelli-

ous individualism. The victim of Weltschmerz is pulled by

these two forces:

28 Peckham, pp. 21-22.

29Peckham, p. 22.
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The one force or drive is to lose oneself in some
vision of the Absolute; a longing for some intellec-

tual and moral certainty, ranging from positive

commitment to an orthodox creed, to mystic concep-
tion of oneself as a part of a living organic
universe. The twin and opposing force in the

personality is toward a positive and passionate

assertion of oneself as an individual, a self-

assertion which makes impossible any wholehearted 30
commitment to dogmas or absolutes outside oneself.

O'Connor's characters usually choose the former force, although

the push for self-assertion is ever-present throughout their

ordeals. She does, however, with a degree of irony and reser-

vation, present her individual in accord with what T. E. Hulme

calls the root of all Romanticism: " . . . man, the individual,

is an infinite reservoir of possibilities, and if you can so

rearrange society by the destruction of the oppressive order,

then these possibilities will have a chance and you will get

Progress." 31  The hope for mankind rests with the individual,

and it is within the individual that mankind resides.

In her portrayal of man as an individual, O'Connor touches

upon another cornerstone characteristic of the Romantics, which

is the view toward the intellectual. A typical conflict in

O'Connor's fiction is a conflict between the intellectual and

either the primitive or the child. This conflict closely

follows the apparently eternal conflict between Romanticism

and rationalism. Traditionally, Romanticism is considered an

30Thorslev, p. 88.

31BT. E. Hulme, "Romanticism and Classicism," Speculations

(1924; rpt. London: Routledge and Kegan Paul, Ltd., 1949), p. 116.
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opponent to rationalism, particularly the rationalism asso-

ciated with the eighteenth century. Fairchild contends that

on the whole eighteenth century reason, at least in
intention, is cool, exact and logical. . . . Roman-
tic reason . . . is warm, fervent, shot through
with emotion. It emphasizes the value of instinct,
intuition, and imagination in thinking. It aspires
to free man from enslavement to mere observation and
influence, and give him a kind of creative dominance
over his own senses and the messages which they bring
him.32

It is the confines of the strict eighteenth-century type of

reason that the Romantics attack in their elevation of the

primitive. As Fairchild says, "Analytical intellect is severe-

ly handled by several of the eighteenth-century writers who

we associate with the early stirrings of the romantic movement.

The prevalent shrinking away from the vices of the town toward

rural innocence has as a corollary the notion that some causal

relation exists between virtue and ignorance.. . . and be-

tween vice and learning."33 The antipathy toward cold, logi-

cal rationalism held by the Romantics is attacked not only

through the use of the primitive, but also through the use of

the other innocent character, the child. The writings of Words-

worth serve as the best example of the elevation of the child:

"In his [Wordsworth's] philosophy, the sense impressions which

come to the child are not cold, mechanical stimuli. They are

almost spirits; certainly they are emanations of the one great

32 Fairchild, pp. 109-10.

33Fairchild, p. 113.
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Spirit that 'rolls through all things.' "34

Even though the Romantics disapproved of cold, analytical

thought as the way to highest truth, it must be taken into

account that the Romantics were not thoroughly opposed to

scientific empiricism. The Romantic and the scientist were

both acutely conscious of the concrete, and,in Fairchild's

estimation, it was the different motives of each group which

prevented the cementing of a bond between the two: "Through-

out its course romanticism has indulged in a series of unhappy

love affairs with science. Its devotion to the real impels

the attempt to unite; its desire to find within the real some-

thing 'more' than real causes the subsequent disillusionment

and divorce."3 5  This quest for something more in reality aptly

reflects the Romantics' belief in the imagination, for it is

through the imagination that one reaches the full "truth" of

reality.

The exaltation of imagination is perhaps the strongest

feature of Romanticism. Generally speaking, the Romantics do

not advocate abandonment of truth and reality in favor of the

imagination, but they hold that imagination can lead to truth

and reality: "Like all creeds which insist on some central

article of belief, the belief in the imagination ran the risk

that its adherents would pervert the intentions of the founders.

34 Fairchild, p. 106.

3 5 Fairchild, p. 121.
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It was poised on a perilous compromise. It insisted passion-

ately on the imagination, but demanded that it should be relat-

ed to truth and reality."36 A similar relationship between the

imagination and truth is stated by O'Connor in one of her essays

which she presented to a creative writing class: "The basis of

art is truth, both in matter and mode. The person who aims

after art in his work aims after truth, in an imaginative sense,

no more and no less." 3 7 The strongest example of the Romantic

imagination can be found in the writings of William Blake, al-

though Fairchild feels that "Blake is so extreme in all his

ideas that it is perhaps unfair to call him to the witness-

stand. But exaggeration, if we make due allowance for its dis-

torting effect, at least has the virtue of making us see the

thing exaggerated. Sometimes one feels that Blake says what

other romanticists mean to say. " 38 Typical of Blake's concept

of the imagination is his elevation of the imagination to the

realm of the Deity. "Imagination is the Divine Body in Every

Man," he says in his annotations to Berkeley's "Siris." In a

following annotation, Blake says "Man is All Imagination. God

is Man and exists in us and we in him.,,39 In essence, the

C. M. Bowra, The Romantic Imagination (1949; rpt. New
York: Oxford UniversiTty Press, 1961), p. 273.

37 O'Connor, Mystery and Manners, p. 65.

38 Fairchild, p. 116.

39 William Blake, "Annotations to Berkeley's 'Siris,"' The
Complete Writings of William Blake With Variant Readings, ed.
Geoffrey Keynes (1957; rpt. New York: Oxford University Press,
1966), p. 773 and p. 775.
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reader sees that the primary function of the imagination in

Romantic writing is to serve as a guide in reaching the truth,

which, in turn, will reflect reality.

This aspect of reality in Romanticism is not always easily

recognized or affirmed. However, a close examination of the

total effect of Romantic characteristics can reveal realism.

As Barzun points out, "what the romanticists of the period of

1790 to 1850 sought and found was not a dream world into which

to escape, but a real world in which to live. The exploration

of reality was the fundamental intention of romantic art."4 0

The realism found in Romantic writing is usually exaggerated,

because, as Peckham illustrates, "Since it is this world which

must be redeemed, the first task of the Romantic is to face

fully the horror, the brutality, and the evil which before had

been either thought away or dismissed or regarded as either

temporary or ultimately unreal." The vivid description of

life in its ugly and brutal aspects by, O'Connor adheres closely

to this viewpoint, and in O'Connor's writings, as in the writ-

ings of the Romantics, it becomes clear to the reader that

"the Romantic artist does not escape from reality; he escapes

into it."42 O'Connor's "escape" into what can be termed Ro-

mantic reality is evident in her use of the Early Romantic

40 Barzun, p. 58.

41Peckham, p. 33.

42Peckham, p. 34.



19

characteristics of Gothicism, primitivism, and the treatment

of the child; her alignment with the Later Romantics is evi-

dent through her portrayal of the individual struggling within

himself; and her presentation of the intellectual in conflict

with the primitive suggests another similarity with the

Romantics.



CHAPTER II

EARLY ROMANTIC ELEMENTS IN O'CONNOR'S WORKS

Although O'Connor's use of Gothicism and of primitivism

and her treatment of the child indicate a similarity to the

interests of the Early Romantics, she employs them to achieve

different end results than the ones usually expected in Roman-

tic writing. Through her Gothicism, O'Connor adds a new

dimension to her protagonist; the primitives are used primar-

ily as foils to develop the character of the protagonists

while the primitives appear as free, perceptive individuals.

O'Connor's manipulation of the child parallels the Romantic

concept of the child by presenting the child as a teacher of

the adult, and she also shows how the adult world prevents the

child from maintaining his innocent, natural state.

Perhaps the most obvious Romantic element in O'Connor's

fiction is Gothicism. As Melvin J. Friedman points out,

"Almost every critic who has written about Flannery O'Connor

has suggested the presence of grotesqueness surrounded by a

gothic eerieness." lMost critics of contemporary literature

accept this broadened concept of Gothicism; as Keech observes,

"the Gothic response offers significant potential to the modern

writer, not only in conjunction with the absurd, but on its

1Melvin J. Friedman, The Added Dimension: The Art and
Mind of Flannery O'Connor, ed. Melvin J. Friedman and Lewis
A. Lawson (New York: Fordham University Press, 1966), p. 17.
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own as a metaphor of fear and horror." 2 The Gothic qualities

in O'Connor's story "A Good Man Is Hard To Find" do generally

heighten the reader's emotions, but, through a closer examina-

tion of the Gothic qualities in context with the story and

with the theme, the reader sees specifically how the horror

created adds a dimension to the character of the grandmother.

"A Good Man Is Hard To Find" is basically a story of a vaca-

tioning family encountering an escaped murderer. This meeting,

caused indirectly through the grandmother's selfishness,

results in the murder of the family. Carter W. Martin details

the Gothic quality of the story in The True Country. Martin

divides the Gothic qualities into two parts: the first part of

the story, describing the family's journey, reveals the "spirit-

ual insensitivity [of the family] which seems bound for violent

correction," and the last part of the story contains the horror

of the murder of the family.3 Underlying the horror aroused

by the murder is the dignity which comes to the grandmother

through her murder. Throughout the story, the grandmother has

dominated the reader and the family with her selfishness and

her silliness. She dresses carefully for the journey because

"in case of an accident, anyone seeing her dead on the highway

2James M. Keech, "The Survival of the Gothic Response,"
Studies in the Novel, 6 (Summer 1974), 144.

3 Carter W. Martin, The True Country: Themes in the Fiction
of Flannery O'Connor (Nashville: Vanderbilt University Press,
1968), pp. 163-66.
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would know at once she was a lady."4 The grandmother's self-

ish desire to see a house she knew in her childhood ultimately

leads the family to the Misfit, the escaped murderer. After

the Misfit has had all of the members of the family, except

the grandmother, killed, the grandmother loses her silliness

by showing compassion for the Misfit. He tells her of his

past, which reveals his tormented soul, and the grandmother

reaches out to him with the words "You are one of my babies"

(p. 132). Upon her touching his shoulder, the Misfit shoots

her three times through the chest; the grandmother dies with

a smile on her face (p. 132). The initial reaction of horror

adds the dimension of compassion to the character of the grand-

mother; she does not die as a silly, selfish old lady, but as

a human being who loves her enemy.

Another Romantic element used by O'Connor to enhance the

individual development is the use of primitive people.

O'Connor's primitives follow the Romantics' persuasion toward

the rural folk, for her primitives are the simple, uneducated

hired hands of the "superior" women who own the farms. Her

use of these primitives follows the attitude that Fairchild

says is characteristic of the Early Romantics. "You will find

in romantic writers, especially in those of Wordsworth's gener-

ation, a strong sympathy for all sorts of simple rural folk,

4 Flannery O'Connor, "A Good Man Is Hard To Find," The
Complete Stories (New York: Farrar, Straus and Giroux, 1971),
p. 118. Subsequent references to this story and to other stories
by O'Connor will be cited in the text of the paper by page number
and parentheses.
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and you will often justly infer that these lowly ones are lofty

because of their very lowliness--because they are close to that

light of nature from which the learned and sophisticated have

turned away." 5 At first glance, the O'Connor primitives do not

seem to be presented in a sympathetic manner because they are

ignorant and unattractive, and they are usually fascinated by

morbid aspects of life. However, the elevation of these primi-

tives is apparent when the reader sees that the primitives

possess a clearer insight into life and the mysteries of man-

kind than their educated counterparts do. The use of these

primitives in this fashion is similar to the concept of Roman-

tic irony, which is "the poet's ever attentive consciousness

that mirrors the antinomy of mind in its unfettered freedom

and the material boundaries of literary form."6 Thus, the

O'Connor primitives, presented as backward, unsophisticated,

uneducated farm workers, magnify the prejudices and the inner

fears and turmoils of their social superiors while they reveal

their uncluttered view of the universe to the reader.

In the short story "Good Country People," the primitive

Mrs. Freeman knows through her instincts what the socially

superior Hopewell women think they have learned through their

education and their experience. Mrs. Freeman's simplicity is

5Hoxie N. Fairchild, The Romantic Quest (1931; rpt. New
York: Russell and Russell, 1965), pp. 155-56.

6Alex Preminger, ed., Princeton Encyclopedia of Poetry
and Poetics (Princeton: Princeton University Press, T965)
p. 719.
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misunderstood by the Hopewells, andby functioning as a foil

to Mrs. Hopewell and to Joy-Hulga, Mrs. Freeman reveals to the

reader deeper insights into the two women. Mrs. Freeman is

not a pleasant character; she has a predilection for the morbid

and the repulsive. Each morning she comes to the Hopewell's

kitchen, and, as Mrs. Hopewell and Hulga eat their breakfast,

Mrs. Freeman talks of her daughters' illnesses and of other

aberrations she has read or heard of (pp. 281-82). It is

through Mrs. Freeman's fascination with Hulga's artificial leg

that O'Connor reveals Hulga's own fascination with her afflic-

tion. Also, when Mrs. Freeman begins to call her Hulga instead

of Joy, Hulga feels as if her inner being has been invaded.

"It was as if Mrs. Freeman's beady steel-pointed eyes had

penetrated far enough behind her face to reach some secret

fact" (p. 275). The secret revealed by Mrs. Freeman is Hulga's

inability to escape her own obsession with what she considers

her ugliness. She has changed her name from Joy to Hulga be-

cause of the ugly sound of Hulga, and because she feels that

it is a triumph over her mother (p. 275). O'Connor emphasizes

Mrs. Hopewell's sophisticated insipidity by contrasting her

with Mrs. Freeman, who sees things more directly. Mrs. Hopewell,

who views Mrs. Freeman as "good country people," feels superior

to Mrs. Freeman. She likes to tell people that Mrs. Freeman's

daughters were two of the finest young girls she ever met, and

that she was never ashamed to take Mrs. Freeman anywhere or to

introduce her to anyone because Mrs. Freeman was a lady (p. 272).

e**,*k - 00*4Q"WWO" -'- , -- -- 4A
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Another revelation of Mrs. Hopewell's insipid character is

seen when Mrs. Freeman answers Mrs. Hopewell's trite remarks

with some of Mrs. Hopewell's favorite trite sayings. Instead

of recognizing the inanity of these remarks, Mrs. Hopewell

gives Mrs. Freeman credit for being almost her equal (p. 273).

The triumph of the primitive is seen by O'Connor's presenting

Mrs. Freeman as being superior to Mrs. Hopewell and to Hulga.

Her superiority to Hulga lies in Hulga's inability to offend

Mrs. Freeman with rudeness and her inability to escape Mrs.

Freeman's omniscience. Mrs. Freeman tells Mrs. Hopewell and

Hulga that she saw the young Bible salesman come to the house

and she saw him leave, an innocent enough remark to Mrs.

Hopewell, but Hulga feels that Mrs. Freeman is aware of her

plans to meet the salesman (p. 282). O'Connor achieves her

triumph with her ironic use of this primitive when Mrs. Hopewell

and Mrs. Freeman see the young Bible salesman walking across

the fields. The salesman has just stolen Hulga's artificial

leg and has told her that he has never believed in anything

since he was born. Mrs. Hopewell, upon seeing him, remarks

upon the young man's simplicity and how much better the world

would be if everyone were that simple. Mrs. Freeman laconi-

cally replies, "Some can't be that simple . . . I know I never

could" (p. 290). Thus, Mrs. Freeman reveals that her percep-

tiveness is superior to that of the Hopewells; she may, as

Josephine Hendin says, "be the only free woman in the story.''7

7Josephine Hendin, The World of Flannery O'Connor(Bloomington: Indiana University Press, 1970), p. 71.
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She is free of the pretense and the illusions Mrs. Hopewell

and Hulga possess, illusions bred into them by education and

a static view of the social order.

A similar use of a similar primitive is seen in another

story, "A Circle in the Fire." In this story O'Connor creates

a situation parallel to the one in "Good Country People." Mrs.

Hopewell is replaced by Mrs. Cope, another woman managing a

farm by herself, and her hired woman, Mrs. Pritchard, replaces

Mrs. Freeman. This story describes Mrs. Cope's ruin by a visit

from three underprivileged boys from the city. Mrs. Cope is

completely helpless at the hands of the young boys. She tries

to appeal to what she considers a sense of decency in the boys,

and she tries threats of the police, but the boys manage to

stay in power. Ultimately, Mrs. Cope's woods are burned, ful-

filling her greatest fear of fire, and presumably, Mrs. Cope

no longer will have the dogmatic view she has toward what is

hers and what is within her power which is evident at the

beginning of the story. Through the character of the primitive

Mrs. Pritchard, O'Connor slowly reveals to the reader the de-

feat of Mrs. Cope by the boys and the superficiality of Mrs.

Cope's self-righteousness.

Mrs. Pritchard, like Mrs. Freeman, has a strong taste for

the morbid, and she likes to recount morbid happenings to Mrs.

Cope. These discussions evoke from Mrs. Cope her standard

reply that the Lord has been good to her and she is thankful

to him for that: "'Every day I say a prayer of thanksgiving,'
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Mrs. Cope said. 'Think of all we have. . . .' 'All I got is

four abscess teeth,' she [Mrs. Pritchard] remarked. 'Well, be

thankful you don't have five,' Mrs. Cope snapped . . . 'I can

always find something to be thankful for!"' (p. 177). Their

attitudes toward life and what one can be thankful for is one

of the more obvious contrasts between the two women, and Mrs.

Pritchard's pragmatism serves to enhance Mrs. Cope's inane "I

can always find something to be thankful for." Mrs. Cope says

she has much to be thankful for, yet her life on the farm

centers around her most intense fear, the fear of fire (p. 176).

Not only does Mrs. Pritchard serve as a foil for Mrs.

Cope's inane, insincere piety, but she also serves as a means

of foreshadowing Mrs. Cope's ruin. Mrs. Pritchard instinctive-

ly knows of Mrs. Cope's inability to survive in the face of

complete adversity, which to Mrs. Cope would be fire. The

first time Mrs. Pritchard reveals this insight occurs when

Mrs. Cope is complaining about the stupidity of her black

workers and how she must rely on her own initiative and hard

work to survive. According to Mrs. Cope, the Lord evidently

looks after her, for she says that she thanks Him that trouble

does not come all at once, for if it did, she would be destroy-

ed. Mrs. Cope obviously intends this remark as a means of

showing her thankfulness, which is a sign of her superiority

over Mrs. Pritchard, since Mrs. Pritchard does not have much

to be thankful for. Mrs. Pritchard agrees that Mrs. Cope would

be destroyed if serious trouble really came, but it is not un-

til a few minutes later that the reader discovers the truth in
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these statements. Mrs. Cope has been rhapsodizing about her

hard work and how she survives by not looking for trouble, but

by taking trouble as it comes. At this time, three boys leave

a pick-up truck in the road and start walking toward Mrs. Cope's

farm. Mrs. Pritchard foreshadows Mrs. Cope's ineffectiveness

and ultimate defeat in the face of real trouble by saying,

"'Well, if it [trouble] ever did . . . it wouldn't be nothing

you could do but fling up your hands"' (p. 178). Thus, the

reader is not totally unprepared for Mrs. Cope's sing battle

against the three boys.

Mrs. Pritchard's superiority to Mrs. Cope is further seen

in their assessment of the three boys. Mrs. Cope feels she is

able to control the situation since she has come through every-

thing singlehandedly; therefore, she ignores Mrs. Pritchard's

warnings of what to expect from the boys. "Mrs. Cope prided

herself on the way she handled the type of mind that Mrs.

Pritchard had. When Mrs. Pritchard saw signs and omens, she

[Mrs. Cope] exposed them calmly for the figments of imagination

that they were" (p. 189). Yet, by her failure to heed Mrs.

Pritchard's warnings, O'Connor allows Mrs. Cope to achieve some

degree of humanity before the end of the story. While watching

her woods burning, Mrs. Cope becomes one with the less fortun-

ate that she has been thankful for not being: "The child came

to a stop beside her mother and stared up at her face as if she

had never seen it before. It was the face of the new misery

she felt, but on her mother it looked old and it looked as if
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it might have belonged to anybody, a Negro or a European or to

Powell [the leader of the city boys] himself" (p. 193). Thus,

O'Connor's ironic use of the primitive as one with a pragmatic

view of man and God and as one with insight into human nature

serves to enhance her theme of the individual's kinship with

all humanity.

Another Early Romantic element employed by O'Connor is the

preoccupation with the child. O'Connor's use of the child,

Nelson, in "The Artificial Nigger" echoes the Romantic concept

of the child teaching the adult. Even though, on the surface,

Nelson appears as a miniature adult, the reader sees how it is

through Nelson's nature as a child that old Mr. Head gains

knowledge.

Nelson not only serves as a foil to his grandfather, Mr.

Head, but he also leads Head to the acknowledgement that the

individual needs another individual. Mr. Head is taking the

ten-year-old Nelson to the city to show him the superiority of

the rural life to the city, and, more importantly, to teach

Nelson that the boy is not as smart as he thinks and certainly

not as smart as his grandfather: "He [Head] had been thinking

about this trip for several months but it was for the most part

in moral terms that he conceived it. It was to be a lesson

that the boy would never forget. He was to find out from it

that he had no cause for pride merely because he had been born

in a city. He was to find out that the city is not a great

place. . . . The boy would at last find out that he was not as
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smart as he thought he was" (p. 251). However, O'Connor im-

plies to the reader that Mr. Head is unaware of his grandson's

true knowledge, for she describes Nelson in a somewhat Romantic

way: "The boy's look was ancient, as if he knew everything al-

ready and would be pleased to forget it" (p. 251). Nelson's

wisdom is not of "practical" matters, such as knowing what a

"nigger" looks like, but Nelson's battle of wits and of pride

with old Head illustrates the wisdom of knowing that the human

animal needs another person.

The battle of pride emerges as a contest between the two

characters to see who actually knows more than the other.

Their obsession with displaying their knowledge of the city and

its ways causes the city to eventually appear as a symbol of

corrupt wisdom, because it is in the city that the wisdom of

Mr. Head is shown to be foolish, and it is in the city that

Nelson is able to teach his grandfather the truth about the

relationship between men by following his natural instincts

and needs. During the trip to the city, Mr. Head taunts Nelson

by announcing to anyone who will listen that Nelson is "ignor-

ant:" "'First time this boy has ever been on a train,' he

[Head] explained to the man across the aisle...'he's never

seen anything before . .. ignorant as the day he was born, but

I mean for him to get his fill once and for all. . . . The

thing to do with a boy,' he said sagely, 'is to show him all

it is to show. Don't hold nothing back"' (p. 254). Mr. Head,

therefore, feels he is doing his moral duty by removing Nelson's
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ignorance, even though he is doing this at the expense of

Nelson's pride, which ultimately leads to Nelson's rejection of

his grandfather. The old man takes much pleasure in showing

Nelson the "first nigger he ever saw" (p. 255), and by doing this,

he injects a new element into Nelson's character, which serves as

support of the Romantic notion of children's being corrupted by

adult knowledge, or what passes for knowledge. Nelson assumes

the blind hate that is present in his grandfather: "He [Nelson]

felt that the Negro had deliberately walked down the aisle in

order to make a fool of him and he hated him with a fierce raw

fresh hate; and also, he understood now why his grandfather

disliked them" (pp. 255-56). Corrupt wisdom is implanted in

Nelson; not fully understanding the partial truth in his

thought, Nelson does realize why his grandfather dislikes blacks,

which is the same as his reason, blind hate and ignorance.

Mr. Head's feeling of superiority to Nelson reaches its

peak when they first reach the city. Nelson is frightened and

unsure of himself, and Mr. Head, who is also frightened and

unsure of himself but able to keep his fears hidden from Nelson,

takes command. He is going to show the city to Nelson, and he

thinks he has devised a fool-proof plan to keep them from

getting lost and from missing the train home. He plans to use

the dome on the railroad station as his compass: "He thought

that if he could keep the dome always in sight, he would be

able to get back in the afternoon to catch the train again"

(p. 258). However, as Mr. Head becomes involved in showing
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Nelson the ugly sights of the city, such as the sewer drains,

Nelson's perception reveals that they are lost. Eventually

they find themselves in the black section of the city, and Mr.

Head and Nelson begin to feel uneasy. Their feelings of uneasi-

ness are increased when they discover that Mr. Head has left

the sack lunch on the train. At this time, the decline of the

adult and the ascent of the child becomes more prominent. Now,

Mr. Read has two crimes on his shoulders: he has lost their way

and he has forgotten their lunch. The superiority of the child

is seen shortly after this discovery when Nelson makes the

move to discover the way back to town. The encounter between

Nelson and the black woman who tells him how to get back to

town foreshadows what Mr. Head will learn before the day is

over; each man is spiritually related to his fellowman, and

this relationshp manifests its need in the individual's depend-

ence on others. Nelson is the first to experience this new

knowledge, although he does not yet understand what draws him

to the black woman. He notices every physical detail about her,

and "he suddenly wanted her to reach down and pick him up and

draw him against her and then he wanted to feel her breath on

his face. He wanted to look down and down into her eyes while

she held him tighter and tighter. He had never had such a

feeling before. He felt as if he were reeling down through a

pitchblack tunnel" (p. 262). This tunnel image is repeated

in the story when Head is approaching his realization of this

truth. However, at this time, Head is unaware of what is
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happening inside of Nelson, and he refers to Nelson's behavior

as a "lack of sense." His pique with Nelson mounts when

Nelson points out to him that, just by following the streetcar

tracks, they may not reach the city since it is possible they

are going in the opposite direction. In order to teach Nelson

a lesson concerning his rightful attitude toward his grand-

father's wisdom, Head decides to hide from Nelson while Nelson

is taking a short nap on the sidewalk. Thus, when Nelson awoke,

he would realize how dependent he is on his grandfather: "He

justified what he was going to do on the grounds that it is

sometimes necessary to teach a child a lesson he won't forget,

particularly when the child is always reasserting his position

with some new impudence" (p. 264). It is this decision that

leads to Head's initial realization that he has a misconcep-

tion about the basis of man's relationship. When Nelson

awakes, he is frightened and he begins running wildly in search

of his grandfather. During his panic-stricken search, Nelson

runs into a woman, knocking her down. The woman begins calling

for the police, threatening a lawsuit. Nelson then sights

Head, who has been trying to catch up with the boy. Nelson

demonstrates an act of total dependency which Head had been

hoping for, but, ironically, Head is not proud of his triumph.

His fear causes him to denounce the boy: "Mr. Head sensed the

approach of the policeman from behind. He stared straight

ahead at the women who were massed in their fury like a solid

wall to block his escape, 'This is not my boy,' he said. 'I



34

never seen him before.' He felt Nelson's fingers fall out of

his flesh" (p. 265). Head's alienation begins, which ultimately

will lead to new knowledge.

The period of Head's alienation from Nelson is a short

one, but Head begins to realize the aloneness of one who denies

his fellow man. O'Connor illustrates his sense of this feeling

of man's need by reiterating the tunnel image: "Ahead of him

he saw nothing but a hollow tunnel that had once been the

street" (p. 265). He tries to make amends to Nelson by pretend-

ing that nothing has happened, but Nelson refuses all of Head's

efforts. Head realizes that he cannot escape Nelson's hate:

"He knew that now he was wandering into a black strange place

where nothing like it had ever been before, a long old age

without respect and an end that would be welcome because it

would be the end" (p. 267). Nelson's silence is teaching the

old man a lesson he will never forget, which is the opposite

of his goal for this trip to the city. Head needs Nelson's

forgiveness in order for him to forgive himself, but there is

no indication he will receive this forgiveness. Even after

Mr. Head shows his fear of never returning to the train by

screaming to a man on the streets that he is hopelessly lost,

Nelson only has a look of triumph in his eyes; he is superior

to the old man, and the old man,who started out full of pride

that day, is now empty: "He felt he knew now what time would

be like without seasons and what heat would be like without

light and what man would be like without salvation" (p. 268).
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What brings Head and Nelson back together is a symbol of alien-

ated man. They see the "artificial nigger" at approximately the

same time, and they are awestruck. The artificial Negro is a

reflection of the inner torment of both characters: "It was

not possible to tell if the artificial Negro were meant to be

young or old; he looked too miserable to be either. He was

meant to look happy because his mouth was stretched up at the

corners but the chipped eye and the angle he was cocked at

gave him a wild look of misery instead" (p. 268). O'Connor

illustrates the Romantic concept of the child teaching the man

in her description of the two as they gaze at the statue: "Mr.

Head looked like an ancient child and Nelson like a miniature

old man. They stood gazing at the artificial Negro as if they

were faced with some great mystery, some monument to another's

victory that brought them together in their common defeat"

(p. 269). The two are reunited and are able to catch the train

for their return trip home. The ultimate lesson that Head has

learned from his experience with Nelson in the city is recog-

nized by the old man after they have departed from the train.

Head has reached a new height of self-knowledge. He realizes

that he needs another person and that he is not omnipotent nor

even as superior as he thought he was; "He saw now that his

true depravity had been hidden from him lest it cause him des-

pair" (p. 270). The child, who at the beginning of the story

was to receive the corrupt adult knowledge, has altered the

old man's corruption in such a way as to lead the old man to
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an ultimate truth about the relationship between men.

Another Romantic use of the child is seen in the character

of Ruller, the young protagonist in "The Turkey." Ruller is a

representative of the child caught between adult expectations

of the child and the Wordsworthian concept of the child as de-

fined by Babenroth: "Wordsworth found in the child unspoiled

by man the most satisfying illustration of the simple life." 8

Ruller's conflict is not with the turkey, but with himself.

The nature of the child is being forced to withdraw in favor

of the boy's desire for adult approval. O'Connor's portrayal

of the wide range of emotions experienced by Ruller in the

chase testify to her affinity with the Romantic view of the

child. According to Babenroth, the Romantics "in their attempt

to win man back to a simple life . . . instinctively held up

the child as an ideal example of simple, if not divine con-

tentment." 9 Ruller's life is rather contented, but O'Connor

shows the impossibility of maintaining this simple content-

ment by the encroaching presence of what Ruller has been led

to think is expected of him. Ruller's whole existence has

been in contrast with Wordsworth's insistence on "freedom for

children and their right to enjoyment of it in undisturbed,

A. Charles Babenroth, English Childhood: Wordsworth's
Treatment of Childhood in the Light of English Poetry from
Prior to Crabbe (1922; rpt. New York:~Octagon Books, 1973),p. 302.

9Babenroth, p. 313.
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unsupervised communion with nature." 1 0 However, O'Connor's

sympathy lies with the Wordsworthian view of the child, as is

evidenced by her portrayal of Ruller with his encounter with

the turkey.

Although O'Connor introduces Ruller as a natural child

whose main pastime is playing by himself, early in the story

she begins to present Ruller as a child who is not allowed to

develop naturally. He has always enjoyed playing his make-

believe games, but one night while his parents are talking

about him and his brother, he overhears his father saying that

he is worried about Ruller's playing by himself (p. 44). Aware

that he is a source of concern for his father while his older

brother, Hane, is his mother's main concern, Ruller thinks that

if he can catch the turkey, his parents will be duly impressed.

The turkey Ruller encounters in the woods has been wounded in

the wing; therefore, Ruller feels confident in his ability to

catch the turkey by chasing him.

During the chase, the conflict between the child of nature

and the child of civilization develops. As he gets closer to

capturing the turkey, Ruller is becoming more of a child of

civilization. When he runs into a tree and loses sight of the

turkey, Ruller decides to go the way of Hane. Ruller is con-

vinced that he has become "bad" like Hane since he has just

discovered pleasure in profanity (p. 47). But Ruller soon

1 0 Babenroth, p. 312.
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discards this idea when he spots the turkey hiding among the

trees. He interprets this discovery as a sign from God, and

he is suddenly struck by a new awareness of himself: "It came

down on him in an instant: He was . . . an . . . unusual . . .

child. He reckoned he was more unusual than Hane. He had to

worry more than Hane. He had to worry more than Hane because

he knew more how things were" (p. 49). Ruller believes he

knows more about his family than Hane does since Ruller has

overheard his parents arguing at night. Thus, the natural

growth of Ruller has been stymied by his knowledge of his

parents' discord, and this knowledge begins to make Ruller

feel guilty about his imagination.

After he has captured the turkey, Ruller now feels con-

fident that he will win his parents' favor and that God has

sent him to the turkey because he is a special person. The

turkey, he surmises, must have been sent by God to keep Ruller

from going bad (p. 49). Ruller is now a full child of civil-

ization. He feels that the turkey is something special to him,

and that God has special plans for him. He shows his total

conformity to civilization by walking home through town with

the turkey flung over his shoulder. Adults stop him and talk

to him about the turkey. "He felt warm all over and nice as if

something very fine were going to be or had been" (p. 51).

Ruller's new-found euphoria is short-lived, however. Some

country boys start to follow him, and,after Ruller has magnani-

mously given an old beggar woman some money, he turns to show

- "-



39

his catch to the boys. Instead of admiring his ingenuity and

bravado, the country boys steal his turkey, and after hitting

Ruller in the face with the turkey, they run off. Ruller has

now lost all that he traded his innocence for; he has nothing

but a torn shirt and a dirty face to show for his trouble. A

sudden fear overtakes him, and he starts running, "and as he

turned up the road to his house, his heart was running as fast

as his legs and he was certain that Something Awful was tear-

ing behind him with its arms rigid and its fingers ready to

clutch" (p. 53). By reversing the image of the chase, O'Connor

illustrates Ruller's complete loss of his childhood innocence.

Something Awful, the loss of innocence, has overtaken Ruller,

and the little boy who used to play by himself is now a member

of the corrupt, civilized world.

O'Connor's description of Ruller's "fall" into the adult

world is reminiscent of Wordsworth's presentation of the loss

of innocence in "Ode: Intimations of Immortality." Wordsworth

mourns the passing of childhood innocence in the lines "But

yet I know wherever I go, / That there hath past away a glory

from the / earth" (11. 17-18). Later in the poem he asks the

Child

Why with such earnest pains dost thou

provoke

The years to bring the inevitable yoke,

Thus blindly with thy blessedness at strife?

Full soon thy Soul shall have her earthly

freight,
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And custom lie upon thee with a weight,

Heavy as frost, and deep almost as life! (11. 124-129).ll

Blake in his Songs of Innocence and Songs of Experience vividly

illustrates the "Something Awful" which befalls children

through the anguish expressed by the companion poems of "The

Chimney Sweeper." In Songs of Innocence, the chimney sweep is

able to find contentment in his life by dreaming of the happy

time which will come to him after he has passed from this life.

The last stanza of the poem reveals his innocent faith in what

he has been led to believe:

'And by came an Angel who had a bright key,
And he open'd the coffins and set them all free;
Then down a green plain leaping, laughing they run,
And wash in a river and shine in the sun." 1 2

The chimney sweep in the companion poem in gs of Experience

has lost this innocent faith; instead, he is aware of the

cruelties of this existence and of the hypocrisy of the adults

as they view the role of the sweep in their society--"'They

think they have done me no injury, / And are gone to praise

God & his Priest & King, / Who make a heaven of our misery.'"13

Thus, when a child loses his innocence, he, like Ruller, can

no longer enjoy the pleasures of untouched childhood.

1 1 William Wordsworth, "Ode: Intimations of Immortality,"
The Complete Poetical Works of Wordsworth, ed. Alice N. George,(CamFrIdge: The Riverside PTess, 1932), p. 354.

12 William Blake, "The Chimney Sweeper," Songs of Innocence
The Complete Writings of William Blake with VariantReadings ed.
Geoffrey Keynes (New York: Oxford University Press, 1966), p. 117.

13Blake, "The Chimney Sweeper," Songs of Experience, p. 212.



CHAPTER III

THE TREATMENT OF THE INDIVIDUAL:

VARIATIONS OF THE ROMANTIC HERO

Three of O'Connor's characters--the Misfit in "A Good

Man Is Hard To Find," Hulga in "Good Country People," and Hazel

Motes in Wise Blood--illustrate O'Connor's Romantic tendency

through their internal conflicts. The internal conflicts of

these three individuals also reflect characteristics which are

usually attributed to the Romantic Hero. In each case the

person's torment lies within himself, which, according to Furst,

is the true source of the Romantic Hero's suffering. The

fact that the Misfit, Hulga, and Hazel hold their own views of

the relationship between man and God parallels Thorslev's view

of the Byronic Hero and his ego: "Byronic Heroes . . . all

have too sure a sense of their independent egos and of their

defiant wills to abdicate their moral responsibility. . . .

They seem if anything at times almost proud of their sins, if

for no other reason than they are their very own."2 Another

trait these three characters share with the Romantic Hero is

their rebelliousness. The murdering Misfit is rebelling

against God. Each of their rebellious natures closely follows

1 Lilian R. Furst, Romanticism in Perspective (New York:
Humanities Press, 1970), p. 98.

2Peter L. Thorslev, Jr., The Byronic Hero: Types andPrototypes (Minneapolis: University of Minnesota Press 1962),
pp. 162-63.
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the tradition of the Byronic Hero and of Romantic rebellion

as described by Thorslev:

For the Byronic Hero may be only rather tenuously
related to the tradition which culminated in Wagner
or possibly in Fascism, but he is most intimately
related to that other tradition, also originating
in Romanticism . . . the tradition of "metaphysical"
or "total" rebellion. It is total rebellion because
it is a rebellion . . . on the philosophical and the
religious level--and sometimes in nihilistic ex-
tremes, against life itself.3

In her portrayal of these three individuals, O'Connor is

closely following characteristics of the type of Romanticism

Morse Peckham calls Negative Romanticism. Negative Romanti-

cism is a term Peckham coined in order to correlate writers

who are generally called Romantic, but who seem to have dif-

ferent philosophies than the other Romantic writers. The term,

based on Carlyle's "Everlasting No" from Sartor Resartus, is

used by Peckham to describe the changing concept of the hero

during the transitional period of the Early Romantics, although

the idea was to have its strongest expression in the works of

Byron. In their transition "from affirming the meaning of the

cosmos in terms of static mechanism to affirming it in terms

of dynamic organicism, these writers went through a period .

during which they saw neither beauty nor goodness in the uni-

verse, nor any significance, nor any rationality, nor indeed

any order at all, not even an evil order." 4  O'Connor does see

3 Thorslev, p. 197.

4Morse Peckham, The Triumph of Romanticism (Columbia:
University of South Cirolina Press, 1970), pp. 21-22. Originally
published as "Toward a Theory of Romanticism," PMLA, 66 (March
1951), 5-23.
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order in the universe, but her characteristics of Negative

Romanticism can be explained in another view given by Peckham.

"Briefly, Negative Romanticism is the expression of attitudes,

the feelings, and the ideas of a man who has left static mechan-

ism but has not yet arrived at a reintergration of his thought

and art in terms of dynamic organicism." Further evidence of

O'Connor's Negative Romanticism is seen in her use of the Misfit

and of Hulga as typical symbols of this concept: "The typical

symbols of Negative Romanticism are individuals who are filled

with guilt, despair, and cosmic and social alienation."6 This

type of character portrayal is also related to the internal

conflict called ethical dualism.

Ethical dualism, a term used by Lovejoy in his discussion

of the similarity between Christian thought and Romantic thought,

is "a conviction that there are in man's constitution two na-

tures ceaselessly at war." The ethical dualism mentioned by

Lovejoy and the internal conflict exemplified by Hulga, the

Misfit, and Hazel are akin to another characteristic of the

Romantic Hero, his Weltschmerz:

Those afflicted with this Romantic disease [Weltschmerz]
appear to suffer from an almost irreconcilable
conflict between two opposing forces in their per-
sonalities . . . . The one force is to lose oneself
in some intellectual and moral certainty ranging

5Peckham, p. 16.

6 Peckham, p. 22.

7Arthur 0. Lovejoy, "On the Discrimination of Romanticisms,"
PMLA, 39 (1924), 247.
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from a positive commitment to an absolute creed,
to a mystic conception of oneself as a part of
a living organic universe. The twin and oppos-
ing force in the personality is toward a positive
and passionate assertion of oneself as an indi-
vidual, a self-assertion which makes impossible
any whole-hearted commitment to dogmas or absolutes
outside reality.8

The position of the Misfit, Hulga, and Hazel as victims of

Weltschmerz is cemented by Thorslev's application of Welts-

chmerz to modern man: "It is easy to see that this 'state of

mind' is closely related to that described by modern existen-

tialism: man caught between the realization of the relativity

of all values . .. . and the necessity for a positive self-

assertion in the realm of relativistic chaos."9 Perhaps the

strongest trait shared between the Romantic Hero and the three

characters under focus here is their individualism, since the

Misfit, Hulga, and Hazel are three distinct individualists.

"It is not," says Furst, "outer fate that constitutes his [the

Romantic Hero's] demon . . . but his own temperament, marred

by a fundamental tragic flaw which can be summarized as a

blindly exclusive individualism." 1 0 Through an examination of

the internal conflicts of these three characters, O'Connor's

affinity with the Romantics is strengthened.

In "A Good Man is Hard To Find," the Misfit's inner strug-

gle is seen when he describes himself to the grandmother:

8 Thorslev, pp. 88-89.

9Thorslev, p. 89.

10 Furst, p. 104.
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"'My daddy said I was a different breed of dog from my brothers

and sisters. "You know," Daddy said, "it's some that can live

their whole life without asking about it and it's others has

to know why it is, and this boy is one of the latters."'"1

In his quest to know why life is, the Misfit proves he is aptly

named. He cannot believe that he has done anything bad enough

to merit the punishment he has received (p. 131). His failure

to correlate his crime with his punishment has made him a menace

to society: "'I found out the crime don't matter . . . sooner

or later you're going to forget what it was you done and just

be punished for it"' (p. 131). The Misfit's inability either

to believe in the miracles of Christ or to disregard the influ-

ence of the belief in Christ, along with his inner struggle,

concerning the "whys" of life, exemplifies an ethical dualism

which leads him to the conclusion that there is no real pleasure

in life; yet, he attempts to find a substitute for pleasure

through meanness (pp. 132-33).

The Misfit's ethical dualism portrays him as a symbol of

Negative Romanticism. He is isolated from humanity because of

his acts of murder, which are motivated by his spiritual isola-

tion. His name is symbolic of his alienation, and,in telling

the grandmother about his view of the miracles of Christ, the

11 Flannery O'Connor, "A Good Man is Hard To Find," The
Complete Stories (New York: Farrar, Straus, and Giroux, 1971),
p. 129. Subsequent references to this story and to "Good
Country People" will be cited in the text of the paper with
page number and parentheses.
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Misfit reveals his spiritual isolation: "'I wasn't there [to

see Christ's miracles] so I can't say He didn't raise the dead.

. . . It ain't right I wasn't there because if I had of been

there I would of known and I wouldn't be like I am now'" (p. 132).

The Misfit fulfills his role of the alienated man in the mode

of Negative Romanticism by showing his fear of human compassion

and human contact. As the grandmother touches him, he jumps

back from her and shoots her three times in the chest; then,

seemingly unaffected by his deed, he cleans his glasses (pp. 132-

33). This inner conflict is centered around his attitude to-

ward Christ: "'Jesus was the only One that ever raised the

dead . . . and He shouldn't have done it. He thrown everything

off balance. If He did what He said, then it's nothing for

you to do but throw away everything and follow Him, and if He

didn't, then it's nothing for you to do but enjoy the few min-

utes you got left the best way you can"' (p. 132). This atti-

tude serves as the basis for the Misfit's rebellion against

the life he does not understand nor like. The values govern-

ing this life have left him confused; if Christ is the supreme

commander of this life, and Christ's message is one of love

and forgiveness, the Misfit cannot understand why he has endur-

ed as much punishment as he has. Thus, as a man at war with

himself who is confused by the standards that control his

actions, the Misfit stands as a symbol of Negative Romanticism.

Through this character's attitude toward God, along with

his view toward his punishment, O'Connor establishes a parallel
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between the Misfit and the Romantic Hero: "The Romantic Hero

types . . . are invariably solitaries, and are fundamentally

and heroically rebellious, at first against society only, and

later against the natural universe or against God himself.",12

The Misfit's rebelliousness against God intensifies his inner

struggle, and when he is telling the grandmother about his

doubt of the miracles of Christ, his inner struggle almost

appears on the surface: "His voice seemed about to crack and

the grandmother's head cleared for an instant. She saw the

man's face twisted close to her own as if he were going to cry"

(p. 132). The Misfit's account of his travels and different

occupations and experiences echoes that of the Cain-Ashasuerus

Romantic Hero:

In some ways . . . the Cain-Ashasuerus hero is the
most typical of all the Romantic heroes. In his
different manifestations in Romantic literature, he
combines elements of all the others: he is by
definition an outlaw; he becomes in Byron's poetry,
at least, something of a Faust; and in many of his
appearances, but especially in Shelley's poetry, he
is a Promethean rebel. To these characteristics
he adds others, also in their very essence Romantic:
the characteristics of the wanderer, of the social
outcast, of the cursed and "marked" of God. 1

The Faustian similarity lies in the Misfit's tragedy of wanting

to know the "why" of life; he is forced to wander because, as

he tells the grandmother, "'Somebody is always after you'"

(p. 128), and his internal conflict concerning Jesus makes him

12 Thorslev, p. 66.

13 Thorslev, p. 107.
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as one cursed of God; he cannot accept the miracles on faith,

and he cannot believe he has done anything bad enough to merit

his horrible punishment.

A character with traits similar to those of the Misfit is

created in the character Hulga in "Good Country People." Hulga

is a thirtyish woman with a Ph.D. in philosophy and a wooden

leg which gets stolen by an itinerant Bible salesman. Hulga is

a misfit in her world just as the Misfit is in his. However,

Hulga's isolation is twofold; she is physically isolated from

the world outside of her mother's farm because of a heart condi-

tion (p. 276), and she spiritually isolates herself from the

world. Her inner struggle is intellectual and spiritual. As a

result of her intellectual struggle, Hulga hides behind abstrac-

tions. Josephine Hendin describes Hulga's struggle in this

manner: "The screen of abstraction she has built between her-

self, her body, and the world is as much an expression of her

longing for them as a sign of her blindness."1 4  Her longing to

be a part of the world and her desire to be separate from the

world is seen through her relationship with the Bible salesman,

Manley Pointer. Her intention, when she plans to meet Pointer,

is to seduce him and to reveal to him the truths she feels she

knows about life: "True genius can get an idea across even to

an inferior mind. She imagined that she took his remorse in

hand and changed it into a deeper understanding of life. She

14 Josephine Hendin, The World of Flannery O'Connor (Bloom-
ington: Indiana University Press, 1970), p. 71.
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took all his shame away and turned it into something useful"

(p. 284). Hulga appears to be succeeding in her plan when she

is first in the hayloft with Pointer. She is in complete con-

trol of her mind until Pointer insists she show him how her

artificial leg connects and disconnects. Hulga is at first

antagonistic to the idea until Pointer persuades her by telling

her his interest lies in the fact that it is the artificial leg

which makes Hulga different (p. 288). Hulga is touched by this

confession, and she feels that she is now "face to face with

real innocence" (p. 289). At this time, Hulga seems to be close

to ending her struggle.: "She was thinking that she would run

away with him and that every night he would take the leg off and

every morning put it back on again" (p. 289). However, Pointer

prevents Hulga from changing him and from resolving her inner

struggle. The woman who says she has seen through to nothing

is left with nothing as Pointer steals her glasses and her arti-

ficial leg and leaves her abandoned in the deserted hayloft,

telling her that she is not so smart; he is only nineteen, and

he has "been believing in nothing" all of his life (p. 289).

Thus, Hulga, like the Misfit, is left an alien in a world that

she hates yet desires to belong to.

As in the case of the Misfit, Hulga is portrayed as a sym-

bol of Negative Romanticism. Her alienation from her mother

is representative of Hulga's social alienation. The mother,

Mrs. Hopewell, does not understand her daughter; she thinks of

Hulga as a child and calls her by the name of her childhood,
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Joy (p. 274). Further evidence of Mrs. Hopewell's alienation

from her daughter is seen in her attitude toward her daughter's

Ph.D. in philosophy: "You could say 'My daughter is a nurse'

or 'My daughter is a schoolteacher'. . . . You could not say

'My daughter is a philosopher.' That was something that had

ended with the Greeks and the Romans" (p. 276). Hulga knows

the source of her mother's ignorance and the source of her own

discontent; the source is internal: "'Woman!' Hulga says to

her mother, 'Do you ever look inside and see what you are not?

.0 . .Malebranche was right: we are not our own light"' (p.

276). Hulga has obviously looked inside and seen what she is

not; thus, this remark emphasizes Hulga's aloneness. The light

does not come from within, and it is not present on the outside.

Hulga becomes absorbed in her alienation from the world; she

likes nothing in it and she never takes notice of her surround-

ings (pp. 276-87). Turning to her books and her reasoning

powers, Hulga reaches the conclusion that the world is composed

of nothing (p. 277).

Along with her despair and alienation, O'Connor's character

reflects certain traits associated with the Romantic Hero of

Sensibility and with Faust. According to Thorslev, the Hero of

Sensibility "is always isolated, set off from the rest of man-

kind; he is essentially passive . . . he is egocentric and self-

consciously introspective, sometimes passionately, sometimes

even morbidly aware of his own identity and a world of ever

shifting and ever amorphous values." 1 5 Hulga's existence is

Thorslev, p. 90.
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similar to this; she is isolated from her world and the people

in it, and she tells her mother, who is always trying to get

Hulga to try to be a pleasant person, "'If you want me, here I

am--LIKE I AM"' (p. 274). Hulga's parallel with the Faustian

Hero is also apparent since "Faust . . . can be seen to stand

for the aggressive, analytic side of man's nature, the eternal

thirst for knowledge which will not stop at hubris, and which

is perhaps for that reason essentially and inevitably anti-

religious." 1 6  Thus, it is Hulga's Faustian nature which leads

her to the conclusion "'We are all damned . . . but some of us

have taken off our blindfolds and see that there's nothing to

see. It's a kind of salvation'" (p. 288).

Perhaps the character of Hazel Motes, the protagonist of

Wise Blood, best exemplifies O'Connor's concern with the inner

struggle of the individual. Hazel is a young man who feels that

it is his mission to preach the Church Without Christ since he

desires to believe there is no Jesus, and he wants to lead the

people who do believe in Jesus out of their ignorance. O'Connor

portrays Hazel as a man caught between conflicting beliefs, or,

as she says, wills. According to the Preface she wrote for the

1962 edition of Wise Blood, O'Connor's admiration for Hazel lies,

paradoxically, in his inability to escape the image of Jesus in

his mind. Through her portrayal of Hazel Motes, O'Connor testi-

fies that the individual is master of his fate in a special

16 Thorslev, p. 85.
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sense by implying that the individual's destiny is determined

by the outcome of conflicting wills. This belief in a conflict

of wills resides in O'Connor's belief in individualism, for she

says, "Free will does not mean one will, but many wills con-

flicting in one man. Freedom cannot be conceived simply. It

is a mystery and one which a novel . . . can only be asked to

deepen." 1 7  Because of his conflicting wills, which are portray-

ed in his internal struggle not to believe in Jesus even though

he has a feeling that Jesus is authentic, Hazel Motes is repre-

sentative of the Romantic concern with the struggle of the

individual to reach the truth.

Hazel's internal struggle for the truth is characteristic

of the Hero of Sensibility, who is "sometimes morbidly analytic

of his own emotional and spiritual states, and in his Weltschmerz

longing for some engagement to absolute truth which will rid

him of his painful self-consciousness; longing to 'mingle with

the universe,' but being continually frustrated in this desire

by the reassertion of his skeptical, sometimes cynical, and

sometimes remorseful ego."'18 Hazel's conflict began early when,

as a small boy, he heard his grandfather preaching, and at this

time "there was already a deep black wordless conviction in him

17 Flannery O'Connor, Wise Blood (New York: Farrar, Straus
and Giroux, 1962), Preface. Subsequent references to this source
will be cited in the text by W. B., page number, and parentheses.

8Thorslev, p. 144.
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that the way to avoid Jesus was to avoid sin" (W. B., p. 22).

Thus, in an attempt to prevent his conflicting views from having

a collision, Hazel decides to avoid the question about Jesus'

existence. However, he is unable to solve his problems this

easily: "Later he saw Jesus move from tree to tree in the back

of his mind, a wild ragged figure motioning him to turn around

and come off into the dark where he was not sure of his footing,

where he might be walking on the water and not know it and then

suddenly know it and drown" (W. B., p. 22). The internal con-

flict intensifies as Hazel becomes an adult. After his return

from the military service, he decides to go into the city and

to preach the Church Without Christ. Hazel feels that people

automatically assume that he believes in Jesus, and, in order to

prevent this conception, he feels compelled to deny Jesus when-

ever he is in the presence of strangers. While on the train to

Taulkingham, where he will begin his mission work, Hazel denies

his belief to a strange woman in the dining car: "'Do you think

I believe in Jesus?' he said, leaning toward her and speaking

almost as if he were breathless. 'Well I wouldn't even if He

existed'" (W. B., p. 16). The woman's unconcern about his

feelings and his beliefs magnifies Hazel's isolation from the

rest of humanity. However, Hazel's isolation is partly his own

doing. While he is in the army, he deliberately isolates him-

self from the men in the barracks, hoping that this form of

isolation will ease his conflict. He rejects an invitation to

join the men on a trip to a brothel. He tells them he is not
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going to allow anyone to damn his soul, and they tell him that

he does not have a soul, and if he did, only a priest would be

concerned (W. B., p. 24). This statement from the soldiers, and

Hazel's attempt to avoid Jesus by avoiding sin, led Hazel to a

new awareness: "He took a long time to believe them [about not

having a soul] because he wanted to believe them. All he wanted

was to believe them and get rid of it once and for all, and he

saw the opportunity here to get rid of it without corruption,

to be converted to nothing instead of to evil" (W. B., p. 24).

Therefore, by being "converted to nothing," Hazel feels that his

conflict will cease, and he can be at peace with himself. How-

ever, his internal struggle is too intense, and Hazel must

take concrete action to resolve this struggle.

The ambivalence of Hazel's conception of Jesus and what he

believes to be true is illustrated through his contact with Asa

Hawks and his daughter, Sabbath. Hazel encounters the Hawkses

his second night in Taulkingham, and he is inexplicably drawn

to Hawks. Hawks appears as a blind preacher, although he is

actually a fraud since he is not blind. The compulsion Hazel

has to prove there is no Jesus is similar to his compulsion to

talk with Hawks. While pretending to be a man of God, Hawks

spars verbally with Hazel about fornication and blasphemy.

This gives Hazel the opportunity to denounce sin: "They ain't

nothing but words,' Hazel said. 'If I was in sin I was in it

before I ever committed any. There's no change come in me . .

I don't believe in sin"' (W. B., p. 53). However, Hazel is
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mesmerized by Hawks' blindness, and he illustrates the presence

of his internal conflict by finding the boarding house where

Hawks and Sabbath are living. Hawks ignores Hazel as much as

he can, even refusing to talk with Hazel. Hazel, however, feels

he might be able to learn what Hawks knows since Hawks supposed-

ly blinded himself for Jesus: "Hazel couldn't understand why

the preacher didn't welcome him and act like a preacher should

when he sees what he believes is a lost soul. He kept trying

to get into the room again; the window he could have reached

was kept locked and the shade pulled down. He wanted to see,

if he could, behind the dark glasses" (W. B., p. 145). Although

Hawks continually refuses to see or to talk to Hazel, Hazel is

compelled to approach him. Hazel feels that he must convey his

disbelief in Jesus through overt actions. The best way to do

this, according to Hazel, is to demonstrate his disbelief to a

person who believes in Jesus. Hence, Hawks would be a perfect

foil for Hazel's disbelief, but Hawks is apparently unconcerned

about Hazel's conception of Jesus and of sin. Hawks' unconcern

brings the part of Hazel which believes in Jesus to the surface:

"'What kind of preacher are you . . . not to see if you can

save my soul?'" Hazel asks (W. B., p. 108). Hazel is unable

to understand Hawks' attitude; therefore, Hazel's internal con-

flict deepens. He cannot prove his disbelief by rejecting Jesus

to one who believes in Christ, nor can he feel secure in his

conception of the falsity of Christ since he feels he must demon-

strate this conviction. Sabbath Hawks also serves as a reminder
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to Hazel that a part of him still believes in Jesus. When,

in order to hasten her seduction of Hazel, Sabbath tells Hazel

that she is a bastard and thus denied the possibility of any

existence in Heaven, Hazel is brought back to his original teach-

ings. Even though the Church Without Christ is designed to give

peace to all people, Hazel cannot readily assimilate into his

belief what Sabbath has just told him: "The thing in his mind

said that the truth didn't contradict itself and that a bastard

couldn't be saved in the Church Without Christ. He decided he

would forget it, that it was not important" (W. B., p. 122).

Even though he has told himself that it is unimportant, Hazel

recognizes as a truth that a bastard cannot be "saved." Through-

out his relationship with Asa Hawks and with Sabbath, Hazel

attempts to persuade them that he does not believe in Jesus.

He discovers Hawks' phoniness, and, after Hawks leaves Taulkinham,

Sabbath moves in with Hazel. Hazel cannot reconcile these in-

consistencies in the behavior of what he terms "God-fearing

people." Yet, Sabbath recognizes the truth about Hazel, which

describes his internal conflict: "'I knew when I first seen you

you were mean and evil . . . I seen you wouldn't let nobody

have nothing. . . . I seen you wouldn't never have no fun or

let anybody else because you didn't want nothing but Jesus'"

(W. B., p. 188). Thus, Hazel's internal conflict is seen as a

conflict of wanting Jesus and of not wanting to want Jesus.

The enormity of Hazel's inner struggle appears in Hazel's

attempt to convert people to the Church Without Christ. Each
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night Hazel parks his car in front of a movie theater, andas

the people are leaving the theater, he climbs on the car and

begins to preach: "'I preach the Church Without Christ. I'm

member and preacher to that church where the blind don't see

and the lame don't walk, and what's dead stays that way'"

(W. B., p. 105). Hazel's preaching also echoes his Romantic

outlook on life and truth. He tells the people "'I preach there

are all kinds of truth, your truth and somebody else's, but

behind all of them there's only one truth and that is that

there's no truth. . . . Where you come from is gone, where you

thought you were going to never was there, and where you are is

no good unless you can get away from it. Where is there a place

for you to be? No place"' (W. B., p. 165). Hazel's compulsion

to preach to the people in an attempt to lead them to the truth,

as represented by the Church Without Christ, closely parallels

Thorslev's description of the Cain-Ahasuerus Hero and the

Wandering Jew:

He is a wanderer not from curiosity or from a cheer-
ful wanderlust, but . . . because he is an outcast from
society and accursed of God. . . . They [this hero
and the Romantic poet] are both almost from birth,
it seems, fated to live their lives outside the soci-
ety of companionable men, ostracized and isolated
because they have been cursed by God with a private
vision which must be eternally misunderstood by the
world around them. And as Ahasuerus and the Ancient
Mariner are compulsive teller of tales, so are also
the Romantic poets.1 9

Hazel's compulsion to tell the people what he conceives to be

19 Thorslev, p. 104.
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truth isolates him from others and makes him a compulsive teller

of tales. Along with this compulsion to preach, Hazel also

demonstrates to the reader the irony of his self-concept: "'Look

at me!' Hazel cried with a tare in his throat, 'and you look at

a peaceful man! Peaceful because my blood has set me free'

(W. B., p. 141). But Hazel is not at peace with himself, and

his failure to achieve any peace eventually leads to his death.

The Romantic conception of the self as the source of know-

ledge of truth and beauty appears as part of Hazel's philosophy.

Just as Hulga admonishes her mother to look inward to discover

truths about herself, Hazel places the locale of truth and peace

within the individual: "'In yourself right now is all the

place you've got. If there was any Fall, look there, if there

was any Redemption, look there, and if you expect any Judgment,

look there, because they all three will have to be in your time

and in your body"' (W. B., p. 166). The significance of the

power of the self is present in Hazel's conception ofthe con-

science: "'If you don't hunt it [the conscience] down and kill

it, it'll hunt you down and kill you'" (W. B., p. 168). Hazel

preaches that the only truth lies in the self, yet he is search-

ing outside himself for confirmation of his desire to believe

there is no Jesus. He cannot totally believe until others agree

with him that there is no Jesus. This behavior is typical of

the Romantic Hero's view of self, according to Furst, who says,

"The Romantic Hero's introspection is characterized by a deep-

seated refusal to see things as they are, above all to see

low w-Ii ujmvw 004--, - *,4t,
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himself as he really is. Shrouded in a protective self-delusion,

he continues to seek his salvation outside himself.,,2 0  Hazel

deludes himself about his true beliefs, but he unable to

deceive Mrs. Flood, his landlady.

After Asa Hawks leaves Taulkingham and Hazel finally accepts

the fact that he cannot convert anyone to the Church Without

Christ, he blinds himself, as Hawks had pretended to do. Mrs.

Flood assumes the position of Hazel's keeper, in the antici-

pation of becoming his bride and receiving any money he might

be entitled to. When Mrs. Flood discovers Hazel's form of

self-punishment by wrapping barbed wire around his chest, she

is appalled. When he tells her that he is doing this, along

with walking with rocks and broken glass in his shoes, because

he is not clean, she does not believe him: "'It's easier to

bleed than sweat, Mr. Motes,' she said in the voice of High

Sarcasm. 'You must believe in Jesus or you wouldn't do these

foolish things"' (W. B., p. 225). Mrs. Flood, like Sabbath

Hawks, is able to see what Hazel cannot admit; he does have a

belief in Jesus, but his desire not to believe is equally

strong. For an internal conflict of this magnitude, death of

the individual is the only resolution.

The three characters--the Misfit, Hulga, and Hazel--are

portrayed as characters with strong similarities to the Roman-

tic Hero. Each has an intense inner struggle, and each is in

20Furst, pp. 101-02.
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search of the truth as it will apply to him and will offer him

peace. The search for the self experienced by these three fol-

lows from their Romantic isolation: "The Romantic experienced

a sense of profound isolation within the world and equally terri-

fying alienation from society. These two experiences, meta-

physical isolation and social alienation . . . were the dis-

tinguishing signs of the Romantics, and they are to this day., 21

The feeling of isolation and alienation of these three characters

is clearly developed and illustrated by O'Connor. Her treatment

of them as symbols of Romantic anguish strengthens her literary

and philosophical affinities with the Romantics.

21Peckham, p. 40.



CHAPTER IV

A ROMANTIC VIEW OF INTELLECTUALISM

AND INDIVIDUALISM IN THE VIOLENT BEAR IT AWAY

O'Connor's strongest similarity to the Romantics is more

evident in her earlier writings than in her late stories, but

her second--and last--novel, The Violent Bear It Away, is uni-

fied by a Romantic view of intellectualism. The secondary

conflict in the novel is between the intellectual, Rayber, and

the primitive, Tarwater. This conflict serves to enhance the

primary conflict in the novel, which is within Tarwater.

Through her Romantic treatment of Rayber's cold intellectualism,

O'Connor reiterates her Romantic theme of individualism found

in Wordsworth's "The Tables Turned." Wordsworth says "We murder

to dissect," which is what Rayber figuratively does to old Mason

Tarwater while the old man is living with him. In an effort to

publish an article for an educational journal, Rayber violates

the sanctity of the individual:

All the time he [old Tarwater] lived there, thenephew [Rayber] had secretly been making a study
of him. The nephew who had taken him in under thename of Charity, had at the same time been creeping
into his soul by the backdoor, asking him questionsthat meant more than one thing, planting traps aroundthe house and watching him fall into them and final-ly coming up with a written study of him tor a school-
teacher magazine.

Flannery O'Connor, The Violent Bear It Away (New York:
The Noonday Press, 1974),P. 4 Subsequent references to thissource will be cited in the text of the paper with page number
and parentheses.
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A subtle attack against the intellectual, Rayber, is presented

through O'Connor's description of Rayber when he goes to Powder-

head, the rural home of Mason Tarwater, to rescue his nephew,

Francis Tarwater. The old man shoots Rayber twice; the first

shot hits Rayber in the leg, and the second shot removes part

of his ear: "The second shot flushed the righteousness off his

face and left it blank and white, revealing that there was no-

thing underneath it" (p. 7). This nothingness inside Rayber

is emphasized repeatedly throughout the novel by his failure to

act. This failure is reflective of the emptiness of his intel-

lectualism, which O'Connor denigrates by illustrating his

atheism as a byproduct of his intellectualism. Through her

revelation of Rayber's cold, analytical view of man and of God,
O'Connor is able to emphasize the hubris which can occur with

intellectualism. Rayber's hubris is evident in his view of life:

"He kept himself upright on a very narrow line between madness

and emptiness, and when the time came for him to lose his balance,

he intended to lurch toward emptiness and fall on the side of

his choice. He recognized that in silent ways he lived an hero-

ic life" (p. 115). Thus, Rayber is able to elevate his self-

pride by viewing the emptiness of his life as a means of adding

stature to his existence. O'Connor shows that this emptiness

which Rayber lives with is his own choice since he chooses not

to participate in life: "All he would be was an observer [at

the destruction of the world]. . . . Life had never been good

enough to him for him to wince at its destruction. . . . It

I A W, A'
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seemed to him that this indifference was the most that human

dignity could achieve, and for the moment forgetting his lapses

. . . he felt he had achieved it. To feel nothing was peace"

(p. 200). Rayber strives to feel nothing in order for his

life to have dignity, but O'Connor shows through his view to-

ward his idiot child, Bishop, and his encounter with Francis

Tarwater that Rayber has only partly deceived himself. She

allows Rayber to achieve some dignity as an individual by having

him recognize some flaws in his life plan.: "He was not deceived

that this was a whole or a full life, he only knew that it was

the way his life had to be lived if it were going to have any

dignity at all" (p. 114). In his attempt to achieve some digni-

ty in his life, Rayber shuns emotional reactions. Since he had

been kidnapped by old Tarwater when he was seven years old,

Rayber has had ambivalent feelings about God. Finally, his

intellect convinces him that God and his teaching are invalid,

and that the greatest quality of a man is his dignity: "'The

great dignity of man . . . is his ability to say: I am born

once and no more. What I can see and do for myself and my

fellowman in this life is all of my portion and I'm content with

it. It's enough to be a man"' (p. 172). However, through his

inconsistency in helping those closest to him, O'Connor shows

the fallacy of this intellectual position.

The shortcomings in Rayber's attempt to add dignity to his

existence are seen in his attitude toward his child and toward

love. Bishop is such a source of pain to Rayber that on one
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occasion Rayber even attempts to drown Bishop, but he is unable

to complete the task since he is engulfed by his love for the

child. He then reaches the conclusion that "'nothing ever

happens to that kind of child. . . . In a hundred years people

may have learned enough to put them to sleep when they're born'"

(p. 168). Rayber is unable to accept his son with love, and he

feels that he must accept him on an intellectual plane. He

considers Bishop as a freak of nature, one that cannot be ex-

plained regardless of how much the child is examined. The

dominant feeling he likes to believe he possesses for his son

is pity. Once, when Rayber is standing outside a mission window

listening to a young girl preach, he is filled with pity for

all children whom he considers to be exploited: "His pity en-

compassed all exploited children--himself when he was a child,
Tarwater exploited by the old man, this child exploited by

parents, Bishop exploited by the very fact he was alive" (p.

131). Therefore, Rayber's view of the dignity of man contra-

dicts the pity he feels for his son and for himself. Even

though his intellectual powers enable him to view himself and

his son objectively, they cannot compensate for his emotions.

It is through her presentation of these contradictory views of

his life and of his son and of love that O'Connor attacks a

cold intellectualism which strives to be void of emotion.

Rayber's refusal to admit his love for Bishop is seen as

one of O'Connor's strongest attacks on the rational intellec-

tual. Rayber knows that he possesses love for Bishop; it is
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this love which prevents his drowning Bishop. However, Rayber

lives in fear of this love, although his mind rationalizes the

reasonableness of this fear: "He was not afraid of love in

general. He knew the value of it and how it could be used.

. . . It was love without reason, love for something future-

less, love that appeared to exist only to be itself, imperious

and all demanding, the kind that would cause him to make a fool

of himself in an instant. And it only started with Bishop"

(pp. 113-14). Therefore, Rayber is constantly fighting this

"unreasonable" love, for he loses his rationality when he is

confronted with this strong emotion. In his failure to escape

this emotion, O'Connor shows that man cannot escape his rela-

tionship to his fellowman. A similar idea toward love, accord-

ing to Fairchild, is held by Shelley: "Shelley seems to feel

that rationalism is among the traditions which oppress man and

keep him from asserting the love in his heart. It is associated

with age, impotence, and hate; while his own emotional, Platonic,

and transcendental kind of reason is associated with youth,

love and hope."2 Even though Rayber fights his love for Bishop,

he is at times totally overwhelmed by a feeling of love for his

son which, in Rayber's mind, is "completely irrational and ab-

normal" (p. 113). However, he is unable to control this love,

and when he is attacked by it, he is left "shocked and depressed

for days and trembling for his sanity" (pp. 112-13). Even

2Hoxie N. Fairchild, The Romantic Quest (1931; rpt. New
York: Russell and Russell, 1965), p. 17.
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though he dislikes this feeling of love he has for Bishop,

Rayber tries to channel it only toward Bishop, for "he could

control his terrifying love as long as it had its focus in

Bishop, but if anything happened to the child, he would have

to face it in itself. Then the whole world would become his

idiot child" (p. 182). This fear of feeling the same painful

love for all people that he feels for Bishop shows the contra-

dictions in Rayber's intellectual view of man. He says that

it is what one can do for his fellowman that makes a man worth

something, but he evidently does not want to become emotionally

committed to anyone. Yet, Rayber cannot escape this love, and

he feels that this overwhelming love has him imprisoned in a

world of unreasonableness: "He knew that if he could once

conquer this pain, face it and with a supreme effortof his will

refuse to feel it, he would be a free man" (p. 141). But

Rayber is not a free man, and O'Connor implies that he is not

free not because of the love he feels, but because he wants to

deny and to defeat this love. O'Connor shows the futility of

this intellectual love that Rayber wants to possess through

Rayber's reaction to Bishop's death. Tarwater, in an attempt

to escape his great-uncle's command to baptize Bishop, drowns

Bishop in a lake while they are on an outing. When Rayber

realizes what has happened, "He stood waiting for the raging

pain, the intolerable hurt that was his due, to begin, so that

he could ignore it, but he continued to feel nothing. He stood

light-headed at the window and it was not until he realized
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there would be no pain that he collapsed" (p. 203). Therefore,

when Tarwater succeeds in drowning Bishop after Rayber had

failed to do so, Rayber cannot feel anything. All these years

of this terrible, overwhelming, unexplainable love he had for

his idiot child have left Rayber with nothing. He has fought

the love for too long a time to be able to exercise his intel-

lectual powers to ignore the pain of this love. Earlier in his

life, he chose emptiness instead of commitment, and now his en-

tire being is void of any feeling and of anything to "intellec-

tualize" about.

O'Connor's strongest attack on the intellectual is appar-

ent in the conflict she creates between Rayber, the intellec-

tual, and Tarwater, the primitive. Rayber is a grown man, well-

educated, whereas Tarwater is a fourteen-year-old boy who was

raised outside civilzation and educated, by an old man who

believed himself to be a prophet. Old Mason Tarwater, uncle

to Rayber and great-uncle to Tarwater, raises Tarwater with the

idea that the boy, too, is a prophet, and that his first mission

is to baptize Bishop. Through the words of the old man, O'Connor

describes the major shortcomings of Rayber. In talking about

Rayber's inability to take Tarwater from him, the old man ex-

plains why Rayber did not succeed: "'It was me could act ...

not him. He could never take action. He could only get every-

thing inside his head and grind it to nothing'" (p. 77).

Rayber's inability to act, as the old man sees it, follows the

Romantic concept of logic as recorded by Fairchild: "Logic is

1 Ilia Ai
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chiefly analytic. Romantic thought is chiefly synthetic. It

wants large inspiring wholes, and it is very impatient of any

factual obstacles that may lie in the way of obtaining them." 3

The conflict between Tarwater and Rayber is shaded with the

overtones of analytic logic and Romantic synthesis. As Rayber

attempts to reasonably explain each of Tarwater's actions and

thoughts, Tarwater is motivated by one view:' the view that

since he is not following old Tarwater's advice, he is being

a free person, one who follows his own feelings and mind. This

conflict is seen in the conflicting views of freedom held by

Rayber and by Tarwater. Tarwater feels that as long as Rayber

cannot control or shape his thinking, and as long as he does

not follow his great-uncle's teachings, he is free. His first

step toward freedom is to burn the old man's house with--Tarwater

thinks--the old man's body inside. Thus, by not following old

Tarwater's instructions on his burial, Tarwater sees himself

as a free agent. He can remain free as long as he does not

allow Rayber to analyze his every movement and thought: "'I'm

free,' he hissed. 'I'm outside your [Rayber's] head. I ain't

in it . . . and I ain't about to be'" (p. 111). Rayber's view

of freedom, however, lies in his intellectual belief that as

long as a man has control over his drives, he is free. As he

tells Tarwater, "'I want you to make the choices [about believ-

ing in God] and not simply be driven by a compulsion you don't

3Fairchild, p. 111.
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understand. What we understand, we control"' (pp. 193-94).

The irony in Rayber's view lies in the fact that just as Tarwater

has a compulsion to try not to do what his great-uncle has

charged him with, Rayber has a compulsion to try and save

Tarwater to live the type of life Rayber considers best: "By

virtue and kinship and similarity and experience, Rayber was

the person to save him [Tarwater], yet something in the boy's

very look drained him, something starved in it, seemed to feed

on him" (p. 115). By showing each of the two being driven by

a compulsion, O'Connor builds the conflict between the intel-

lectual and the primitive.

Tarwater's presence as the primitive in the novel serves

as a foil to Rayber's role as the intellectual. Through this

conflict between the two, O'Connor attacks the intellectual by

illustrating the command Tarwater has over his faculties when

he is engaged in a confrontation with Rayber: "He [Tarwater]

prided himself that from the first night he had answered his

questions with the cunning of a Negro,. giving no information,

knowing nothing, and each time he was questioned, raising his

uncle's fury until it was observable under his skin in patches

of pink and white. A few of his ready answers and the school-

teacher was ready to move on" (p. 163). Although Rayber is

unable to discuss anything with Tarwater, he attempts to ration-

alize and to analyze Tarwater's actions. One particular sub-

ject about which Rayber is sensitive is Tarwater's actions toward

Bishop. Even though Tarwater refuses to look Bishop in the



70

face or to treat him with anything but contempt, Rayber feels

an understanding toward Tarwater's actions: "The schoolteacher

understood this [Tarwater's feelings toward Bishop] too. Every

problem the boy had he had had himself and had conquered, or

had for the most part conquered, for he had not conquered the

problem of Bishop. He had only learned to live with it and had

learned too that he could not live without it" (p. 112). Rayber

is Tarwater's superior in intellect and experience, but through

the character of Bishop, O'Connor establishes a common area

between her intellectual and her primitive.

Throughout their conflict over the baptism of Bishop, one

means of elevating the primitive above the intellectual is

O'Connor's portrayal of Tarwater as a creature of action whereas

Rayber is a creature of rationality. Tarwater does not hesitate

to remind Rayber that old Tarwater had considered Rayber as one

who could not act. He tells Rayber, "'I can do something. I

ain't like you. All you can do is think what you would have

done if you had done it. Not me. I can do it. I can act!"'

(p. 196). The essence of Tarwater's action is designed to show

Rayber that he is free, that he can and does control his actions

and thoughts. Just as Rayber begins to think that he is winning

Tarwater through his reason, Tarwater responds in a manner which

deflates Rayber's feelings of good expectations: "At every

turn an almost uncontrollable fury would rise in Rayber at the

brand of independence the old man [Mason Tarwater] had wrought--

not a constructive independence but one that was irrational,
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backwards and ignorant" (p. 100). By asserting his indivi-

duality, Tarwater convinces Rayber that the old man's teachings

have definitely corrupted Tarwater, although Tarwater agrees

with Rayber that old Tarwater was insane and deluded by his

"calling": "The truth is, he [the strange voice within

Tarwater] said after a minute, the truth is that you're just

as smart, if you ain't actually smarter, than the schoolteacher.

Because he had somebody--his daddy and his mother--to tell him

the old man was crazy, whereas you ain't had anybody and yet

you've figured it out for yourself" (p. 38). The ghost of

Mason Tarwater haunts the conflict between the intellectual

and the primitive. It is the influence of the old man that has

driven Rayber behind his armor of intellectualism and that has

driven Tarwater into an internal struggle concerning his true

feelings about his role as a prophet. In order to convince

Tarwater that the idea of his being a prophet is absurd, Rayber

offers him a choice which will rid him of the old man's ghost.

One choice is to baptize Bishop with a glass of water. "'The

other way is not so simple. It's the way I've chosen for my-

self [Rayber says]. It's the way you take as a result of being

born again the natural way--through your own efforts. Your

intelligence"' (p. 195). This problem about Bishop's baptism

is only a guise for the basic conflict between Rayber and

Tarwater, which is, in actuality, a conflict between cold,

analytical reason and passionate emotionalism. O'Connor por-

trays each character as an extremist in his position in order
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to emphasize the individuality of Tarwater, which emerges

through his internal struggle.

Tarwater's internal struggle centers around his desire

not to be a prophet and his almost certain conviction that he

will be a prophet. Although O'Connor creates a situation that

is arguable concerning man's individual choice, her portrayal

of Tarwater as an individual attests to the fact that his even-

tual prophesying is his own free choice. At the outset of the

novel, O'Connor presents Tarwater as an individual: "The boy,

who had ideas of his own, listened with an important conviction

that he would not make any mistakes himself when the time came

and the Lord called him" (p. 6). While waiting for the Lord

to call him, Tarwater makes a strong effort to follow his own

feelings and to avoid being called by the Lord. Old Mason

Tarwater is convinced that the Lord had made it possible for

him to raise Tarwater away from the evil of civilization. He

has educated Tarwater himself, from the Bible, and old Tarwater

is convinced that he has trained the boy to be a prophet.

O'Connor reiterates Tarwater's individualism by revealing that

"in the darkest, most private part of his soul, hanging upside

down like a sleeping bat, was the certain, undeniable know-

ledge that he was not hungry for the bread of life" (p. 21).

Tarwater feels confident that he will not choose the life of

the prophet because he feels that God's plans for him are

special. This feeling of uniqueness arises from the circum-

stances of his birth: "He had been born at the scene of the
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wreck. The boy was very proud that he had been born in a

wreck. He had always felt that it set his existence apart from

the ordinary one and he understood from it that the plans of

God for him were special, even though nothing of consequence

had happened to him so far" (p. 41). He cannot accept as his

fate the plans old Tarwater has for him as a prophet: "The

boy would have a hideous vision of himself sitting forever with

his great-uncle on a green bank, full and sick, staring at a

broken fish and a multiplied loaf" (p. 62). However, Tarwater's

indecisiveness does not escape the old man. In a passage fore-

shadowing the grotesque resolution of the boy's conflict, the

old man tells him "'You are the kind of boy . . . that the devil

is always going to be offering to assist, to give you a smoke

or a drink or a ride, and to ask you your bidnis. You had

better mind how you take up with strangers"' (p. 58). Tarwater's

conflict concerning his role as a prophet is hard for him to

contain since he fears that someday he will be struck as his

uncle is struck, and then "nothing would heal or fill it [his

hunger] but the bread of life" (p. 21). The only overt action

taken by Tarwater about his conflict is arguing with his great-

uncle, but when old Tarwater dies, a strange voice enters

Tarwater:

He knew the old man was dead without touching him
and he continued to sit across the table from the
corpse, finishing his breakfast in a kind of sullen
embarrassment as if he were in the presence of a new
personality and couldn't think of anything to say.
Finally he said in a querulous tone, "Just hold
your horses. I already told you I would do it [the
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burial] right." The voice sounded like a stran-
ger's voice as if the death had changed him instead
of his great-uncle (p. 11).

Thus, with the death of the old man, Tarwater has to take action

toward his conflict, and through her account of this action

O'Connor testifies to her agreement with the Romantic's view

of the individual. Her description of Tarwater's ordeal is

similar to the way Barzun describes the situation of many of

the Romantics when they realized they could not follow tradi-

tion: "In them all [the violent "conversions" of many of the

Romantics] we find studious youths crippled by a vast emptiness

of spirit. The crisis consists in rejecting, with full risks,

the inherited modes of experience and taking up activity as

the path to new ones."4 This crisis in Tarwater's life pro-

vides the theme of individualism in the novel.

O'Connor understates her exaltation of the individual by

creating Tarwater as a person who is rather ordinary, like many

of the characters of Burns and Wordsworth. Because of his being

ordinary, Tarwater does not feel that he has been called by God.

Since his great-uncle has taught him that the Lord will call

him as a prophet, Tarwater expects some miraculous incident

such as happened with Moses and the burning bush. His expecta-

tions of some miraculous occurrence leads Tarwater to believe

that his call is yet to come, and, that in the meantime, he is

free to follow his own whims: "No hand uplifted to hinder me

from anything, except the Lord's and he ain't said anything.

4Jacques Barzun, Classic, Romantic and Modern (Boston:
Little, Brown and Company, 1961), p. 88.
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He ain't even noticed me yet" (p. 24). Now that his great-

uncle is out of his way, Tarwater must make a decision concern-

ing his future. Rayber is his only other living relative, and

he is indecisive about going to Rayber's home, for Bishop, the

child his great-uncle has charged him to baptize, is there.

During the time he is preparing the old man's grave, Tarwater's

conflict comes to the surface in the form of a strange voice

he has never heard before. This strange voice is representa-

tive of his inner feelings, and the voice pushes him to make

decisions: "He [old Tarwater] favored a lot of foolishness,

the stranger said. The truth is he was childish. Why, that

schoolteacher never did him any harm. You take all he did was

to watch him and write down what he seen and heard and put it

in a paper for schoolteachers to read" (p. 25). At first,

Tarwater is wary of this new voice, and he feels that it must

be the devil tempting him. But as he keeps trying to dig the

ten-foot grave the old man wants, the voice becomes more per-

sistent until, finally, he accepts the voice as part of himself:

"He had lost his dislike for the thought of the voice. Only

every now and then it sounded like a stranger's voice to him.

He began to feel that he was only just meeting himself, as if

as long as his uncle had lived, he had been deprived of his

own acquaintance" (p. 35). Since he accepts the voice as part

of himself, he begins to accept certain truths about himself.

One truth he struggles with concerns the burial of old Tarwater.

The ground is hard, yet he is fearful of burning the body since
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the old man had taught him that cremation was not natural. As

he debates the burial, the voice makes him look inside himself

with honesty: "If I burnt him, Tarwater said, it wouldn't be

natural, it would be deliberate. Oh I see, the stranger said.

It ain't the Day of Judgment for him you're worried about. It's

the Day of Judgment for you" (p. 36). O'Connor emphasizes the

power of man's individualism by manipulating the voice in a

manner which finally reveals Tarwater's understanding of his

internal conflict. Tarwater's conflict is similar to Hazel

Motes' conflict concerning Jesus in that Tarwater feels he may

really be a prophet: "The way I see it, he [the voice] said,

you can do one of two things. One of them not both. Nobody

can do both of two things without straining themselves. You

can do one thing or you can do the opposite. Jesus or the

devil, the boy said. No no no, the stranger said, there ain't

no such thing as a devil. . . . It ain't Jesus or the devil.

It's Jesus or you" (p. 39). Therefore, faced with this choice,

Tarwater decides to solve his conflict by acting as if he were

not a prophet; his internal struggle becomes representative of

his struggle with God.

The inner voice remains as Tarwater's alter ego throughout

his conflict. Through the guidance of the voice, Tarwater at-

tempts to go contrary to what he believes about his role as a

prophet. Even though O'Connor establishes Tarwater as opposed

to God, she emphasizes that one's decision to follow God is

the decision of the individual, which she illustrates through
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the guise of Tarwater's inner voice: "You think there's a

trap laid all about you by the Lord. There ain't any trap.

There ain't anything except what you've laid for yourself.

The Lord is not studying about you, don't know you exist, and

wouldn't do a thing about it if he did. You're alone in this

world, with only yourself. And me. I'll never desert you"

(pp. 166-67). In order to assert his individuality and his

refusal to be a prophet, Tarwater decides to act against what

his great-uncle taught him. He attempts to explain his actions

to the woman at the fishing lodge, who warns him not to do any-

thing bad there:

"You can't just say NO . . . You got to do NO.
You got to show it. You got to show you mean it
by doing it. You got to show you're not going to
do one thing by doing another. You got to make
an end of it. One way or another" (p. 157).

His attempt to show that he is not going to be a prophet is

concentrated in his effort to avoid baptizing Bishop. This act

becomes symbolic of his freedom from God since Tarwater sees

the act of baptizing Bishop as evidence whether he will or will

not be a prophet. At times, he feels as if he has lost the

struggle, because he feels a strong urge to baptize Bishop (p. 91).

Tarwater's resolution concerning Bishop's baptizing occurs

at the fishing lodge where Rayber has taken the boys for the

weekend. By allowing the reader to view Tarwater through the

woman who is managing the fishing lodge, O'Connor enhances

Tarwater's struggle within himself: "He [Tarwater] looked

back at the afflicted child and the woman was startled by the
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expression on his face. He seemed to see the little boy and

nothing else, no air around him, no room, no nothing, as if

his gaze had slipped and fallen into the center of the child's

eyes and was still falling down and down and down" (p. 155).

Through this observation, the reader realizes that Tarwater

will reach a decision concerning Bishop while they are at the

lodge. But Tarwater does not reach his decision without a

monumental struggle. Even though he has looked Bishop in the

face for the first time, he revives his old fear that the Lord

is laying a trap for him, one that he will be unable to escape:

His mind was entirely occupied with saving himself
from the larger grander trap that he felt set all
about him. Ever since his first night in the city
when he had seen once and for all that the school-
teacher was of no significance--nothing but a piece
of bait, an insult to his intelligence--his mind had
been engaged in a continual struggle with the silence
that confronted him, that demanded he baptize the
child and begin at once the life the old man had
prepared him for- (pp. 159-60).

In a final, strong attempt to avoid this trap, to avoid what he

does not want, Tarwater decides to act against his mission: he

takes Bishop on a boat ride and drowns him in the lake (p. 203).

By drowning Bishop, Tarwater seems to have acted in a man-

ner wich will release him from his conflict, but his internal

struggle is too strong. In an ironic gesture used to illumin-

ate the intensity of the individual's internal struggle, O'Connor

has Tarwater say the words of baptism while he drowns Bishop.

Tarwater is dumbfounded by his words, as evidenced by his re-

counting the incident to a truck driver who gives him a ride:
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"'I drowned a boy. . . . I baptized him. . . . It was an acci-

dent. I didn't mean to. . . . The words just come out of them-

selves but it don't mean nothing. You can't be born again. . . .

I only meant to drown him. . . . You're only born once. They

were just some words that run out of my mouth and spilled in

the water"' (p. 209). After this incident, Tarwater decides

to return to Powderhead, the farm where he lived with old

Tarwater. He wants to feel free of the old man's predictions

for him, but his internal struggle is not resolved. He feels

that he has proved he is no prophet by drowning Bishop, and

that he can now live in peace (p. 210). His inner voice seems

to support his theory that he can now live in peace because he

has committed the final act, the drowning of Bishop, which shows

"NO" instead of saying "NO" because there's no mere word suffi-

cient to say "NO" (p. 215). However, O'Connor provides a brutal,

grotesque crime against the individual to show that the actions

of Tarwater are the actions of a confused individual undergoing

an internal conflict somewhat like that of the Byronic Hero in

such works as Lara, The Corsair, and Manfred.

As Tarwater is walking home, he is picked up by a man in

a lavender car. It is not until he has succumbed to the early

seduction of the driver that he recalls his great-uncle's

warning about strangers. He has already smoked from a doped

cigarette, and, in an effort to prove his manhood, he takes a

bottle from the man: "The boy grasped the bottle and began to

pull at the cork, and simultaneously there came into his head

4ao,
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all his great-uncle's warnings about poisonous liquor, all his

idiot restrictions about riding with strangers. The essence

of all the old man's foolishness flooded his mind like a rising

tide of irritation" (p. 229). After the boy loses conscious-

ness, the stranger stops the car and carries Tarwater into the

woods, where he rapes him. The rape, an attack on the dignity

of the individual, is used by O'Connor as the image of Tarwater's

awakening. His stubborn pride leads him into an internal con-

flict which cannot be solved until Tarwater realizes that he

cannot escape life by hiding at Powderhead or by doubting his

true feelings. He is enraged after he regains consciousness,

but he is now aware of his own destiny: "He knew that he could

not turn back now. He knew that his destiny forced him on to

a final revelation. His scorched eyes no longer looked hollow

or as if they were meant only to guide him forward. They looked

as if, touched with a coal like the lips of the prophet, they

would never be used for ordinary sights again" (p. 233). It is

not until he returns to Powderhead and discovers that the old

man was buried by the neighboring Negroes and not burned by him

that Tarwater receives his final revelation. Now he is filled

with a hunger similar to the one his great-uncle talked about:

"He felt his hunger no longer as a pain but as a tide. He

felt it rising in himself through time and darkness, rising

through centuries, and he knew that it rose in a line of men

whose lives were chosen to sustain it, who would wander in the

world, strangers from that violent country where the silence



81

is never broken except to shout the truth" (p. 242). Thus,

Tarwater's internal struggle is now over, and he will find

peace.

Through the character of Tarwater and through the portray-

al of his internal struggle, O'Connor reaffirms her belief in

the individual. Her individuals parallel Byron's renegade

heroes, Conrad of The Corsair, Lara, and Manfred, who also commit

crimes not because of depraved intellect but because of internal

conflicts. The irony of the baptism-drowning of Bishop and the

homosexual rape of Tarwater reinforces her concept of man as

an individual, one who must make the final decision about his

fate in a seemingly absurd world. By portraying Tarwater's

dilemma over his role as a prophet as the source of his internal

struggle, a struggle that he finally resolves through a volitive

act, O'Connor shows that man is not a pawn of God; he is master

of his fate.



CHAPTER V

AN EVALUATION OF O'CONNOR

AS A ROMANTICIST

The appearance of Romantic elements in selected writings

of O'Connor does not establish her as a thoroughgoing Romanti-

cist. Instead, O'Connor's similarity at some points to the

British Romantics serves to emphasize the almost inescapable

influence of Romanticism on contemporary thought. Even though

the Romantic Age has been established in the chronological

order of the history of man, a number of authorities have as-

serted that although the "age" has passed, Romanticism contin-

ues to exist. Mario Praz contends that the presence of the

grotesque and outre in Romantic literature, particularly in the

works of the Marquis de Sade and Byron, has colored much of

Western literature. According to Ernest Bernbaum,

The combined effect of the group [the Romantics] is
the most powerful of any literary influences that
mold our civilization. The Romantics may nowadays
be admired or detested, but no one who is mentally
or aesthetically awake can ignore them. They have
produced or affected every conspicuous phase of
nineteenth-century and twentieth-century thought and
action, from Emersonianism and Whitmanism in America
to the Oxford Movement in Great Britain, from real-
ism to naturalism, from nationalism to socialism,
from the philosophy of Hegel to the philosophy of
Nietzsche. For better or worse, the modern outlook
is chiefly the creation of the Romantics--most
English and American literature of the last hundred
years being either an application of the romantic

1Mario Praz, The Romantic Agony, trans. Angus Davidson,
2nd ed. (New York: Oxford University Press, 1951), p. 81.

82
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principles to new themes 2r a hostile reaction
against those principles.

Jacques Barzun adheres to a similar view in his book Classic,

Romantic and Modern, in which he states that the individual-

istic and the social attitudes that have risen to prominence

since World War II are derivatives of Romanticism.3 The sel-

ections from O'Connor analyzed in this study, therefore, show

that even a contemporary artist cannot wholly escape the

influence of the Romantic Movement.

The Early Romantic elements of Gothicism, primitivism,

and the interest in the child are limited within the scope of

O'Connor's fiction, but the appearance of these elements in

some of her earlier works from the collection entitled A Good

Man Is Hard To Find is pertinent to the development of her

belief in individualism. The predominant feature which arises

from the presence of these Early Romantic elements is directly

related to the elevation of the individual. The Gothic quali-

ties of eerieness and horror in "A Good Man Is Hard To Find"

add stature and dignity to the grandmother; it is only through

the brutal slaying of her family and, finally, through her

own death that she appears as an individual with dignity and

compassion for her fellowman. The use of the primitive hired

2Ernest Bernbaum, Guide Through the Romantic Movement,
2nd ed. (New York: The Ronald Press,7949, p. 3.

3 Jacques Barzun, Classic, Romantic and Modern (Boston:
Little, Brown and Company, 1961), p. 141.
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ladies in "Good Country People" and "A Circle in the Fire"

serves as a reflection of how social mores, perverted intellec-

tualism, and "reason" can prevent the individual from seeing

the truth. Hulga, in "Good Country People," feels that she

has attained superior status through her intellect, yet she is

unable to recognize the insincerity and hypocrisy of Manley

Pointer, whereas Mrs. Freeman, as her name suggests, is free

of any pretensions or illusions regarding her fellowman; she

recognizes Hulga's vulnerability and Pointer's true character.

Mrs. Pritchard in "A Circle in the Fire" is the perfect foil

for the "superior" Mrs. Cope, who, as Mrs. Pritchard observes,

is unable to "cope" with trouble when she encounters it. The

use of the child in "The Artificial Nigger" parallels the use

of Mrs. Pritchard in "A Circle in the Fire." The "inferior"

people of Nelson and Mrs. Pritchard serve as guides to self-

knowledge. Mr. Head is convinced that he is superior to Nelson,

who leads him out of this self-pride into the recognition that

the individual has a need for his fellowman. The symbol of

the artificial Negro child, another form of the primitive,

serves as the catalyst which causes Mr. Head and Nelson to rec-

oncile their differences and to return to their home filled

with an inner peace which has come from their new discoveries.

Ruller, the child in "The Turkey," illustrates how easy it

is for "natural" man to be corrupted by civilization. In an

effort to gain adult approval, Ruller pursues the wounded tur-

key until he has captured it. His pursuit of the turkey and
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his eventual loss of the bird symbolically portray the irre-

trievable loss of innocence as a result of "corrupt" civiliza-

tion.

However, the treatment of the individual in O'Connor's

stories is best represented through the anguish of three of

her most memorable characters, the Misfit in "A Good Man Is

Hard To Find," Hulga in "Good Country People," and Hazel Motes

in Wise Blood. These three characters exemplify O'Connor's

affinity with the Later Romantics. The Byronic Hero and his

kin are brought to mind as we observe the inner torment of

these individuals. Each of these characters is afflicted

with the Romantic disease of Weltschmerz, and each is at war

with himself. As is frequent in O'Connor's fiction, the war

in each individual centers around the individual's concept of

God as represented in the figure of Christ. Even though

O'Connor, in the collection of her essays entitled Mystery and

Manners, refers to herself several times as a Christian writer,

one concerned with man's need for salvation, she just as readily

acknowledges that in matters of faith, as in other matters, the

individual is free to follow his own choices. This free will

is the basis for the internal conflict in these three characters,

as it is in Tarwater in The Violent Bear It Away. O'Connor's

view of free will being "not one will but many wills conflict-

ing in one man" 4 serves as the cornerstone in her portrayal of

4 Flannery O'Connor, Wise Blood (New York: Farrar, Straus
and Giroux, 1962), Preface.
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her characters as representative of the individual. The reso-

lution of their conflicts concerning man and God, or their

failure to resolve them, adds to the intensity of the portray-

al of these individuals. The Misfit's inner torment about the

miracles of Christ is intensely felt, and his desire to put

purpose in his life through "meanness" elevates him to the

dimensions of a tragic anti-hero along with establishing him

as a kind of grotesque Byronic Hero. Like Lara or Conrad, he

seems to have turned to a life of crime because of disillusion

with the "good." Similarly, Hulga's internal struggle, masked

by her conclusion that she believes in nothing, reveals her

Byronic attributes by depicting the intensity of man's desire

to believe that life is more than an exercise in futility and

that the meaning of life depends on the choices made by the

individual. Perhaps Hazel Motes is the strongest example of

the individual at war with himself. Hazel accepts the presence

of the belief in God as a personal challenge which can prevent

him from choosing to believe or not to believe. Just as Byron

was unable to resolve his inner conflict between skepticism

and faith, Hazel is unable to rid himself of a belief in God.

His monumental struggle attests to the power and the courage

of the individual.

Another view of man's battle with his will is seen in the

internal conflict in Tarwater in The Violent Bear It Away. This

struggle dominates the novel, and it is this internal conflict

which accounts for another Romantic element in the novel,
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anti-intellectualism. By pitting the character of Rayber

against Tarwater, O'Connor again illustrates, as she does in

the characterization of Hulga, how man can pervert his intel-

lect and become a stranger in his world. However, she shows

Rayber's individuality by having his love in conflict with his

intellect. His intellect leads him in one direction, but he

cannot escape the feeling of love which resides in his soul.

Through this portrayal, O'Connor illustrates how the emotions,

especially in the form of love, are just as powerful as a man's

intellect. Her portrayal of Tarwater as an individual involved

in an internal struggle is heightened by presenting this young

boy against the background of the primitive Mason Tarwater and

the intellectual Rayber. Therefore, O'Connor is able to pre-

sent Tarwater's final decision to be a prophet as his own

choice, resulting from his conviction of his destiny and not

from a choice determined by old Tarwater's prediction or by

the boy's effort to refute Rayber's intellectualism.

In viewing the Misfit, Hulga, Hazel Motes, and Tarwater

as individuals, O'Connor's adherence to the Romantic attitude

toward the individual is apparent. Ernest Bernbaum's explana-

tion of the Romantic concept of the individual is pertinent

to the presentation of these four characters:

The ethics of Romanticism placed a high value on
the individual, but it did not justify an unre-
strained individualism of selfish competition,
such as Nietzsche was later to encourage. Since
Romanticism recognizes the unity of the universe,
a community of spiritual forces, the individual
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would find his true self-realization in5willing

and happy cooperation and unselfishness.

O'Connor shows that the individuals who are motivated by self-

ish desires, such as Hulga and the Misfit, cannot find inner

peace; Tarwater and Mr. Head, however, are able to achieve

peaceful self-realization when they forsake their selfish

desires. The view of the individual as presented by Lilian

Furst parallels the internal battleground of O'Connor's charac-

ters. This battleground results from man's realization that

any view of established order of the universe must come from

within. The interior of man, thus, becomes the universe:

"Once the external frame of reference, the concept of a fixed

order, is abandoned, man is driven to seek a point of certainty

within himself. This was the position of the Romantic poets,

who sought a principle of order established not in terms of

the other world and an appeal to reason, but in terms of the

inner world of the individual and an appeal to imagination."6

By presenting character conflicts as internal rather than ex-

ternal, O'Connor reinforces the concept of man's inner vision

as the guiding factor in his view of the universe.

O'Connor's use of the grotesque in describing the appear-

ances and actions of her characters and her employment of

5 Bernbaum, p. 328.

6Lilian R. Furst, Romanticism in Perspective (New York:

Humanities Press, 1970), p. 56.
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grotesque and, usually, violent resolutions in her plots would

seem to be a reaction against the Romantic principle of elevat-

ing the individual and nature. However, the end result achieved

by these grotesque features affirms her literary affinity with

the Romantics. Bernbaum, in his speculative essay "What Kinds

of Modern Prose Fiction Would the Romantics Admire?" states

Coleridge's view that "a novelist . . . should have great free-

dom in the invention of fictitious actions, but he must never

falsify human character."7 O'Connor's use of grotesque charac-

ters and situations in her fiction may appear to be contradic-

tory to the second part of Coleridge's dictum, but, in the

context of each selection, the reader sees how the freakish

characters and situations illuminate the humanness of the

characters. O'Connor maintains that it is the human qualities

of her characters which causes the modern reader to be offended

by their grotesqueness: "The freak in modern fiction is usual-

ly disturbing to us because he keeps us from forgetting that we

share in his state. The only time he should be disturbing to

us is when he is held up as a whole man.,,8 Through the recog-

nition of man's imperfect state in O'Connor's freakish charac-

ters, the characters are seen as true representatives of mankind

7Bernbaum, p. 331.

8Flannery O'Connor, "The Teaching of Literature," Mystery
and Manners, ed. Sally and Robert Fitzgerald (New York: Farrar,

Straus and Giroux, 1961), p. 133.
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with no falsification of their humanity. Thus, O'Connor's

presentation of truths about human character is seen to follow

Bernbaum's description of the kind of modern fiction which

would be admired by the Romantics:

. . . Imagination the begetter of all creation--

fiction afire with spontaneity andforthrightness
that will re-illumine those truths that "everybody
knows and nobody realizes." Such romantic fiction
may be pungently realistic, but it will also be

compassionate. . . . It will help us to raise
from the depths of our consciousness those thoughts
and feelings we have not fully understood, make us

spread them out in the sunlight, lean the meaning
of them--and thereby know ourselves.

A similar concept is illustrated in O'Connor's definition of

art: "But all I mean by art is writing something that is valu-

able in itself. The basis of art is truth, both in matter and

in mode. The person who aims after art in his work aims after

truth, in an imaginative sense, no more and no less."10 The

truth, then, is the basis for O'Connor's fiction, and her use

of grotesque characters and situations serves to emphasize the

truths found in humanity.

The role of the imagination in Romanticism and specifically

in Romantic fiction must be noted in connection with O'Connor's

work. C. M. Bowra states that Blake, Coleridge, Wordsworth,

Shelley, and Keats, "despite many differences, agreed on one

9 Bernbaum, pp. 334-35.

l0O'Connor, "The Nature and Aim of Fiction," Mystery and
Manners, p. 65.
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vital point: that the creative imagination is closely connected

with a peculiar insight into an unseen order behind visible

things."" In his elaboration of the properties of the imagina-

tion, Bowra identifies a type of truth associated with the

Romantic imagination: "So far from thinking that the imagina-

tion deals with the non-existent, they [the Romantics] insist

that it reveals an important kind of truth. They believe that

when it is at work it sees things to which the ordinary intelli-

gence is blind and that it is intimately connected with a spe-

cial insight or perception or intuition."12 Since imagination

is a term almost as nebulous as Romanticism, a definition of

the term as it applies to Romantic writing needs to be stated.

Bernbaum gives a succinct definition of the Romantic imagina-

tion: "It [the imagination] is a feeling, a sensibility, an

intuition, immediate and intense by which the ego apprehends

the character of something outside itself. It is concentrated

upon that external object. It is thus rooted in experiences

of the senses, though it may rise above its primary source."13

In her description of the writer who believes life to be a

mystery, O'Connor reiterates Bernbaum's concept: " . . . if

the writer believes that our life is and will remain essential-

ly mysterious, if he looks upon us as beings existing in a

11 C.M. Bowra, The Romantic Imagination (1949; rpt. New

York: Oxford University Press, 1961), p. 271.

12 Bowra, p. 7.

13 Bernbaum, p. 323.
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created order to whose laws we freely respond, then what he

sees on the surface will be of interest to him only as he can

go through it into an experience of mystery itself."1 4  This

attitude of mystery lying beneath the surface echoes Bernbaum's

description of the Romantics' attitude toward the concrete:

"Romanticism did not discourage concreteness or objectivity;

what it would not countenance was the failure to discern beneath

the concrete appearances the inner realities, or beneath the

superficial aspects of human nature any indications of its

possible harmony with the spirit of the universe." 15 Thus,

O'Connor describes herself as a writer going beyond the con-

crete, since, according to O'Connor, "such a writer [one who

believes life is essentially mysterious] will be interested in

what we don't understand rather than in what we do. He will

be interested in possibility rather than in probability. He

will be interested in characters who are forced out to meet

evil and grace and who act on a trust beyond themselves whether

they know very clearly what it is they act upon or not."16

In viewing the role of the writer as she does, O'Connor dis-

plays a strong faith in the imagination. Her imaginative

140'Connor, "Some Aspects of the Grotesque," Mystery and

Manners, p. 41.

isBernbaum, p. 333.

1 6 0'Connor, "Some Aspects of the Grotesque," Mystery and
Manners, p. 42.
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presentation of truths follows Bernbaum's description of the

function of the imagination: "The Imagination is pursuing its

proper task when it is engaged in a free search for signifi-

cant meanings in the world, when it tries to penetrate beneath

the appearances which deceive the 'vulgar sense,' yielding

only a knowledge of superficial appearances." 17 By penetrat-

ing the appearance of our world, and by illustrating the human

animal, usually in a grotesque manner, O'Connor is seen as an

artist who is guided by imagination in revealing the truth.

On the basis of Bernbaum's speculative essay, "What Kinds

of Modern Prose Fiction Would the Romantics Admire?" O'Connor

appears as a writer whom the Romantics would favor. The charac-

teristics of the modern Romantic novel noted by Bernbaum paral-

lel the elements discussed in O'Connor's fiction:

The romantic novel will characterize man as in part

and potentially a spiritual being, capable of the
virtues of intellectual and moral honesty, of cour-
age, and of good will. It will restore belief in
the dignity of ordinary human life, and disclose
the mysterious worth that hides behind the decep-
tive veil of appearances. . . . The Romantics of
the future as of the past will renew our trust in
life, in one another, in man's future, and in the
governance of the Universe--a faith, as Justice
Holmes said, "in a universe not measured by our
fears."18

O'Connor's evaluation of her own work adds support to the view

that she shares the Romantic qualities described by Bernbaum.

17 Bernbaum, p. 326.

18Bernbaum, p. 335.
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Although many of her works have their climax in death or some

other brutal or macabre incident, O'Connor does not feel that

this characteristic of her work supports the charge of pessi-

mism: "People are always complaining," she says, "that the

modern novelist has no hope and that the picture he paints of

the world is unbearable. The only answer to this is that

people without hope do not write novels." l9 Through her con-

cern with man developing into an individual, and her insight

into the internal affairs of the human soul, O'Connor professes

a faith in mankind, a faith she shares with the Romantics.

19O'Connor, "The Nature and Aim of Fiction," Mystery and
Manners, p. 77.
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