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"small, pointed [teeth] speckled with green"(0O'Connor, 1949
17) has served as an element of downward-displacement since
the seventeenth century, when Ben Jonson's play "St. Bartho-
lomew Fair" immortalized Ursala, the pig woman. But the
ritualized sexual humiliation of woman began long before
that: "From early Latin slang, when 'porcus' was used to
describe the female genitalia...the use of the word 'porcus'
was an aggressive form of degradation...and above all,
'porcus’ was a nursery word used by women...[to define] the
pudenda of little girls. The pig [like Mrs. Watts] resisted
full domestication; it could create a wallow by unrinating
on a chosen spot in the pen; it indicated an ability to
digest...faeces"(Stalleybrass & White, 45).

One morning when Hazel wakes, morning thoughts of his
companion give way to thoughts of buying a car. This trans-
ference signals the well-established link between the male
appropriation of public spaces, begun with the birth of
nineteenth-century modernism, and the potential violence
of the automobile. Clearly, the car was one false God that
O'Connor wanted to pulverize through its relation to Hazel.
She links the car with betrayal (the car is rat-colored),
insufficiency (the back seat is missing), impotency (Haze
pounded his empty horn), mortality (one salesman coughs up
phlegm, another sits on a gasoline can picking a scab),
lechery ("The man said, 'would you like to get under and

look up it?"), the rare sin of real blasphemy in Hazel
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("Nobody with a good car needs to be justified") (O'Connor
1949 58). As Hazel drives away from Slade's car lot, the
place of masculine initiation, the accumulation of sensa-
tions creates in him a "feeling that everything he saw was
a broken-off piece of some giant blank thing that he had
forgotten had happened to him"(O'Connor, 1949 38). The
broken-off pieces reveal his shattered mind; the memory loss
indicates that his condition is pathological, subject to
rages which are later blocked out of awareness. The shift
to his pathological masculine personna is carnivalized when
he buys himself a white hat and drives to Lily's house.

The Biblical myth of the Levite and his wife -- an es-
sential component in the Gothic construct -- is established
on the threshold of the Hawk's house. It is there that Haze
announces to Asa, Lily's father, that he has come in response

to Lily's "fast eye." Lily, a fifteen-year old girl-child
with glittering green eyes and a knowing sexuality, defends
her visual aggression by saying she was watching him tear
up her father's Bible tract. This scene repeats the ancient
historical conflict between patrilocal and virilocal men
over the ownership of women, and at the same time it places
responsibility for both men's actions on Lily, who is a car-
nivalized counterpart of Matilda in Walpole's Otranto.
Lily's sexual relationship with Hazel begins in thor-

oughly spiritual terms. She tells him that she cannot be

saved in her father's church: "I'm a real bastard...and do

102



yoﬁ know what? A bastard shall not enter the kingdom of
heaven...Do you think I should neck or not? I shall not
enter the kingdom of heaven anyway so I don't see what dif-
ference it makes'"(0O'Connor 1949 61). She then finds that
Haze's church -- as much a product of virilocal revolution
as Theodore's -- is a theological democracy, equally nihil-
istic for all.

The comfort that this information holds for Lily, a
little country girl whose shabby life has been made one long
misery by her father, is palpable to the reader (and is per-
haps a likely subject for a critical study in itself); that
comfort, and the fact that her father has just abandoned
her, drives Lily to Hazel's bed. Hazel soon finds himself
enthralled by the child's sexual sophistication, and he
permits her to remove his good-guy personna. '"Make haste"
she says to him, echoing the bride's voice in the Song of
Solomon (bride in Hebrew is kallah, and also a homonym of
kalah, which means total destruction, consumption, or anni-
hilation). Before she turns off the light, Lily confirms
the myths that -- in reversal -- will insure Hazel's doom.
"Take off your hat, king of the beasts,"(0'Connor, 1949 87)
she tells him, removing it herself and throwing it across
the room. O'Connor may or may not have encoded the animal
reference, but it echoes Jacob's patriarchal blessing on
his fourth son, Judah, and its words are telling: "Judah

is a lion's whelp; from thy prey, my son, thou art risen.
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me with a chair.' 'I'm leaving out of here in a couple of
days,' Hawks said, ‘you better make it work if you want to
eat after I'm gone.' He was drunk but he meant it"(O'Connor
1949, 74). 1In light of the literary facts, the negative
criticism Lily engenders is at best inaccurate, and at least
a vivid indication that critical exegesis -- hating and
fearing the young, sexualized female -- is itself a stream
of rhetoric with Biblical beginnings and allegiences.
O'Connor carnivalizes the antagonisms hidden within

"lawful marriage"

by presenting a brief, unforgettable image
of animals caged together outside a country gas station,

where Lily and Hazel have gone to find a repairman for Hazel's
car. Lily points out the animals, and Hazel reads the sign
above the cage; she is, for a moment, Eve, as Hazel, reading
the sign above the cage, is Adam, naming the animals. But
O'Connor's image, from which Hazel recoils, mocks his male
privilege as definer of the "house" and its inhabitants;

house (in Hebrew culture and thus throughout Christendom)
signified both temple and charnal house, both raised place

and lowered place, both sexual positions, both ends of mor-
tality. Hazel's reading is itself contradictory; although
linguistic meanings in Western culture have been appropriated
by males (Bible writers), Hazel's knowledge of what the words
say about the image before him -- their reality, the realities

of their enclosure, their relationship within it -- signif ies

not his father's potency within him but his mother's.
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and which will raise him from the world of Woman once and
for all. "Blood-sacrifice is suitable as a tribute to Jehovah
because it is the counterpart of birthgiving. Life-taking
relates the subject to the father-line while opposing the
mother...a view of power that, in its opposition to life-
giving, can only be negative. 1Its primary violence derives
from a feeling of powerlessness inherent to patriliny, that
its transference cannot avoid the detour through the mother"
(Bal 103). Hazel's need to spill blood rises from his need
to judge and punish, to prove that his participation in law
and literacy exists in opposition to their female "source,"
his Christianized Protestant mother.

Enoch Emery provides Hazel with his first opportunity
for bloodshed. Enoch, the teenage boy who guards the gate
at the zoo, never saw his mother, and had been placed by
his father in a problematic relationship kept in place by
institutional literature: "He traded me to a Welfare woman
who had brown glasses and hair so thin it looked like ham
gravy trickling over her skull. I had run away oncet on
her and she got me back and come to find out she had papers
on me and could send me to the penitentiary if I didn't stay
with her." His escape was effected through sexual aggression:
"I got up one morning and I went in her room without my pants
on and pulled the sheet off her and giver a heart attact.
Then I went back to my daddy...My daddy looks like Jesus...

[Finally he weeps.]...I ain't but eighteen an'...he done
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gone off with a woman and made me come but she ain't going
to stay for long, he'll beat hell out of her before she gets
herself stuck to a chair"(0'Connor, 1949 24).

Enoch is Hazel's only friend, the first and only convert
to his Church, yet Hazel's psycho-sexual trauma will only
allow him to recall Enoch as a "sort of follower [who] had
been a mistake...a boy about sixteen who had wanted someone
to go to a whorehouse with him. [Haze] had asked him to
be a disciple [but] the boy said he was sorry he couldn't
be a member...he was a Lapsed Catholic and it would be a
mortal sin"(0O'Connor, 1949 75). With this phrase we learn
that Enoch ~- yellow-haired with the face of a fox -- has
taken in a sense of ritual from his Catholic creator.

In the course of his infatuation for Hazel, several
unparallel lines converge in Enoch: 'crime' and 'virtue,'’
'God' and 'evil,' 'Philistine' and 'Jew' are de-categorized
in the cauldron of Enoch's love of Hazel. Hazel's pointed
rebuffs serve to awaken Enoch's need for sexual aggression
.+« "he would have to see him [Haze] soon or the nerve inside
him would grow so big that he would be forced to steal a
car or rob a bank or jump out of a dark alley onto a woman"
(O0'Connor, 1949 41).

His self-control breaks down at the zoo pool, when he
spies -- from his customary hiding place in the bushes --
Hazel sitting on the grass on a hillside, watching a female

swimmer in a stained white bathing suit (a version of Haze's
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Carnival-Woman), who is squatting at the edge of the pool,
accompanied by two small boys. As the vision's psycho-sexual
elements gather within Enoch he takes a crucial direction;
he crawls out of the bushes and across the grass to Hazel
on all fours. But when the woman slips down the straps of
her bathing suit, Hazel springs up from the grass and runs
from both Enoch and the swimmer to his car, his safe (be-
cause historically unfixed) home.

At that moment "...the woman [sat] straight up with
the suit half off her in front, and Enoch was looking both
ways at once"(0'Connor, 1949 43). At this sexual conver-
gence, O'Connor reveals Enoch's own schizophrenic vision:
"Enoch's brain was divided into two parts. The part in
communication with his blood did the figuring but it never
said anything in words. The other part was stocked up with
all kinds of words and phrases'(0'Connor, 1949 43).

Enoch hails Hazel, assuming that his own affections
are being returned. His love is aggressive; even after he
learns that Hazel wants Sabbath Lily's address, Enoch count-
ers his question with: "'I got to show you something.' Hazel

'...I got to see that man.'

replies, speaking of Asa Hawks:
'Cert'nly,' [Enoch says], wetting his lips. 'Ain't she in-
vited me to come to see her and bring my mouth organ? I
got to show you this thing, then I'll tell you'"(O'Connor,
1949 45).

Enoch has made his commitment to his sexuality, but
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Hazel must integrate a more dangerous set of psycho-sexual
elements than parents who are -- as in Enoch's fortunate
case -- merely missing. When he absorbs the image of the
bare-breasted carnival woman (on a purely literal level,
an anonymous swimmer at repose) and runs out of the park,
Enoch follows, establishing the Christian "outside" as the

site of violent or radical change in Wise Blood, as the 0ld

Testament "inside" is the site of fixed habits or meanings.

Blood Sacrifice in Wise Blood occurs not indoors but outdoors.

Hazel lays his hands on Enoch, shaking him roughly,
demanding Lily's address. The boy swoons and falls to the
ground "with an exalted look on his face," indicating that
he has been lifted by a prophet's touch rather than ravished
by the hands of a lover (in Hebrew, the word for "prophesy,"
naba, also means "spasmodic affections of the body). But
O'Connor works with reversals; just as Hazel becomes violent,
she places his sexuality in symbolic opposition to the Bib-
lical adulteress. In his need to judge and punish Woman,
Hazel picks up a rock and throws it, striking Enoch in the
forehead, spilling blood.

Hazel's violence is hopeful insofar as it forces him
to acknowledge Enoch's existence; it works to unite the parts
of his fractured religious identity. By grasping Enoch and
causing him such joy that he swoons, Hazel becomes Christ,
the prophet whose touch heals. By throwing a rock at him,

he becomes Jehovah punishing a teenage boy who habit is to
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hide in the bushes ogling sunbathers, while Enoch enacts
the Mosaic law whereby sexual sinners were stoned by the
lawful members of the community.

A third Biblical hero emerges when Hazel's thrown rock
hits Enoch's forehead: that of David, the 0ld Testament
shepherd, the boy who would later become the author of the
Psalms. When David's stone struck the forehead of Goliath,
the Philistine giant, it struck the site of knowledge, lan-
guage, and memory, the source of history and law. When Da-
vid's stone brought blood from the head of the giant, it
secured the life and history of the Hebrew tribe. In Hazel,
however, the David-principle will work in reverse; while
David-in-Hazel will combine extraordinary courage with simp-
licity of action, the force of its expression will secure
not Hazel's life or history but his annihilation.

Enoch puts Hazel's fears to rest and leads him through
the museum, looking at him "to see if he was smelling the
undersmell. He looked as if he were. Enoch's blood began
to beat...urging him forward." Finally they approach Enoch's
"thing." It is a mummified male, a shrunken corpse which
has been preserved in a glass case. He is "about three feet
long...naked...a dried yellow color...his eyes were drawn
almost shut." The phenomenon unites them in a carnivalized
attitude of prayer: "The two of them stood there, Enoch rigid
and Hazel Motes bent slightly forward." (Then footsteps

approach.) "Oh, Jesus, Jesus," Enoch prays, "let him hurry
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up and do whatever he's going to do"(0'Connor, 1949 50-51).

The thrown rock effected a reversed conversion in Enoch;
he seeks to worship something other than nihilism, but he
fears "[taking] chances on the meanings of things. For the
time, he knew that what he didn't know was what mattered"
(O'Connor, 67). Faced with the Christian "unknown", Enoch
-- the 0l1d Testament ritualist -- doesn't know what to wor-
ship either; he waits for his 'wise blood' to tell him
(Enoch's daddy had Wise Blood which Enoch inherited).

Enoch cleans his room, he prepares his temple. Among
his devotional acts is the scrubbing of a piece of furniture
that "had always been the center of the room and the one
that most connected him with what he didn't know....it was
a washstand with clawed feet....each one gripped a....cannon
ball. The lowest part was a tabernacle-like cabinet meant
to contain a slop jar....More than once after a big supper
[Enoch] had dreamed of unlocking the cabinet and....proceed-
ing to certain rites...he had a very vague idea about in
the morning" (O'Connor, 1949 67). By expressing Enoch's
liminal sexuality in bathroom images, then juxtaposing them
with elements of 0ld Testament ritual, O'Connor creates a
cartoon of a worshipper which degrades the patriarchy --
reversing its meanings and defying its prohibitions. The
reader experiences the scene as a joke made at Enoch's
expense, a ''grotesquerie," but since the reader laughs at

the "high" by personal knowledge of the "low" which has been
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denied, the grotesquerie O'Connor is defining and mocking
is not in Enoch but in the cleansed and falsely elevated
self-image of the reader.

As O'Connor leads Enoch over the threshold from a false
priesthood to real criminality, she surrounds him with chaotic
images made meaningful through their internal relationships.
When he leans against a drugstore window, the reader sees
behind him alarm clocks (mortality, the Protestant work-
ethic), toilet waters (baptism and sewage), sanitary pads
(birth-blood, women's traditional "filth"), fountain pens
(disembodied but "phallic" authorial power), candies (on
the next page Enoch will remember a trick candy box given
him by his father which sprang open and broke Enoch's two
front teeth).

These images heighten the vision of Enoch as a reluc-
tant prophet, an ambiguous disciple. Throughout the pro-
phetic journey which will lead him (ultimately) backwards
to a pre-civilized condition -- an animal state -- Enoch's
inner monologue is overwhelmingly negative. He is creating
a new self, not by resisting an identified 'old' self, but
by resisting his own will arbitrarily, "grotesquely," as
a child does. "I ain't going to do it," he thinks before
he goes into the movie house. "I ain't going in no picture
show....I ain't got the money....I ain't going to count
thisyer change....I ain't going to sit in no balcony....I

ain't going to look at it"(71). When he finally enters the
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theatre Enoch is born again but in reverse; "Two doors flew
open and he mov[ed] down a long red foyer...up a darker
tunnel...up a higher, still darker tunnel. [Soon)] he was

up in a high part of the maw, feeling around, like Jonah,
for a seat. ("Maw" is both mouth -- the whale's who swal-
lowed Jonah -- and a homonym for mother.) It is here that
Enoch recalls his father's trick candy box.

On his way home Enoch's transformation is made complete
by the sight of Hazel preaching; Enoch, "his [wise] blood
rushing around like a woman who cleans up the house after
the company has come"(69), hears Haze preach of a "new jesus
that's all man, without blood to waste, one that don't look
like any other man so you'll look at him. Give me such a
jesus, you people"(72). Suddenly Enoch realizes what he
is supposed to put in the "ark of the covenant." The new
jesus will be the mummy at the zoo, and when he steals it,
O'Connor will dress Enoch in the traditional garb of a rabbi,
in a long, black raincoat, and a hat to which is safety-
pinned a long, black beard. He is the 01d Testament in
clown dress.

When Enoch delivers the new jesus (the mummy, now soaked
with rain) to Hazel's house, he serves O'Connor's reversed
metaphor by becoming the angel Gabriel at the site of the
Incarnation. Hazel, already symbolically blind, is lying
down with a cloth over his eyes, so Sabbath Lily, now a car-

nivalized Mary, takes the bundle into the bathroom, undress-
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es the mummy, and identifies him as her own baby. The baby
is suffering humanity, and this is Sabbath Lily's moment
of grace: "One side of his face had been partly mashed in
and on the other side, his eyelid had split and a pale dust
was seeping out of it....She had never known anyone before
who looked like him, but there was something in him of
everyone she had ever known, as if they had all been rolled
into one person and killed and shrunk and dried....She be-
gan to rock him a little in her arm...."(O'Connor 1949, 94).
In the other room Hazel, thinking obsessively about
escaping Lily in his car, is packing his duffel bag when
he finds and dons his mother's eyeglasses. He looks in the
mirror and sees his mother's face. He turns and finds Lily
watching him, telling the mummy -- who "squinted as if it
were trying to identify an o0ld friend who was going to kill
it"(0'Connor 1949, 96) -- that his Daddy (Hazel) is going
to leave them. The mummy is now Christ at Gethsemane, and

Hazel is Judas: he "...lunged and snatched the shriveled
body and threw it against the wall. The head popped and
the trash inside sprayed out...Haze snatched the skin off
the floor....opened the outside door and flung out what he
had in his hand"(O'Connor 1949 96).

Lily's grace comes to her through an innocence that
Hazel does not share, an innocence which is termed, within

Catholic theology, "invincible ignorance," a state of mind

which -- because it is not deliberate -- is not sinful. On
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the other hand, Hazel's obsession with the truth of { .ings
is what has triggered his violence -- his vision had ieen
clarified by the eyeglasses, and his reaction to the false
baby was spontaneous -- lacking deliberation. For O onnor,
Jesus (as the Catholic comprehends Him) cannot be de- har-
acterized -- He was a historical figure, occuring once in
the history of the world. The Christ of the Mass is not

-- though He was infantilized by the Catholic Church for
fifteen hundred years -- the baby Jesus; He is a grown man
who through the action of the Mass becomes, in a sense, the
God of bread: "The only thing that makes the Church ¢ dur-
able [0'Connor wrote to "A", her unknown correspondent from
Atlanta] is the body of Christ...on this we are fed"(Regina
O'Connor, to "A", 90).

O'Connor, by having her hero "throw the baby out the
window," mocked in Sabbath Lily the thing she most abhorred:
Christian sentiment. O'Connor shared Hazel's hatred of
illusion because she shared his real suffering: "During this

time [the writing of Wise Blood] I was living my life and

H. Mote's too and as my disease affected the joints, I con-
ceived the notion that I would eventually become paralized
[sic] and blind and that in the book I had spelled out my
own course, or that in the illness I had spelled out the
book" (Regina O'Connor "to A" 99). The terrors that drive
Hazel were projected into his character by a mind which

refused to surrender to the fear of what lay ahead; that
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journey. His other penances -- walking for miles with rocks
and pieces of glass in his shoes, wrapping barbed wire around
his chest -- reflect his knowledge that his sins are the

sins of a warrior. As if his sins and their penances estab-
lish in Hazel a sense of his masculinity which is unassailable
by Woman, he is calm and detached, even in Lily's presence,
until the day his landlady, Mrs. Flood, sends Lily to a de-
tention home and then tells Hazel she wants to marry him.

He runs out into the winter weather and stays there until

he himself is murdered by a policeman whom Mrs. Flood sent

to find him.

That a representive of the Pentateuchal patriarchy should
wield the club that brains her hero is perfectly consistent
with O'Connor's religious philosophy: "I do not connect the
Church with the Patriarchal Ideal. The death of such would
not be the death of the Church"(Regina O'Connor, to "A" 99).
Hazel does not place himself in his killer's hands. He does
not choose to be killed; although he says to the policeman
"I want to go on where I'm going," like Matilda in Otranto
he is martyred by accident, he was simply in the wrong place
at the wrong time. He is sacrificed the way Enoch's new
jesus is sacrificed -- thoughtlessly -- by a blow on the
head from a policeman's billy club (the club is -- in Re-
naissance art, a symbol of the betrayal of Christ). He dies
in the squad car and is taken to the home and the bed of

his landlady, Mrs. Flood.
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The elements of the Mass must be consumed. 1In order
for the ritual to be made complete, the bread must be eaten,
the wine drunk; by this consumption the Logos is literally
made flesh. 1In his death, Hazel represents the Logos, the
revolutionary warrior brought down by the established law;
and Mrs. Flood -- herself an 01d Testament type for whom
the government is God and for whom every penny counts --
undergoes a telling change of heart as she gazes at her dead
tenant, receiving the sacramental nourishment of communion
with him: "'You needn't pay any more rent but have it free
here, and with me to wait on you, or if you want to go on
somewhere we'll both go.' She looked...deep into the burned
eye sockets [then] shut her eyes...she sat staring with her
eyes shut into his eyes...and she saw him moving farther and
farther away, farther and farther into the darkness until he
was the pin point of light"(O'Connor, 1949 120).

As with The Castle of Otranto, the reader's unexpected

responses to the way the story of Wise Blood is told is an

issue in critical response. Where does the book leave us?
Hazel, found freezing in a ditch by rescuers who murder him,
dies of a crushed skull at the age (approximately) of twenty-
two. He is unconfessed, unsanctified except by his absolute
faithfulness to his need for self-completion, he lies un-
mourned in the bed of a stranger who (now that he is dead)

is free to stare openly at the scars arournid his empty eye

sockets, at his skeletal face and his blue hands and feet.
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It is a dreadful, tragic vision, and yet we laugh. Why?
What has O'Connor, the semiotic sabateur, taken away from

us as sympathetic readers that we can laugh at Hazel's story
after having seen it through to the end? Has she given us
-- as Walpole gave his readers a literary social blueprint
for a successful, eighteenth-century bourgeois marriage --

anything in return?

To Flannery O'Connor, the dissection and re-construc-
tion of Christ's personhood in the Mass -- by whatever set
of definitions are applied to it -- encloses the best part
of the present reality, constituting an ongoing influence
for Good that connects the most complex creation of the
evolutionary process (human consciousness) from its far
distant past -- officially historicized or not -- to its
far distant future. The every-day-ness of this Sacrament
is not available to Protestants within institutionalized
Protestant theology, although salvation, of course, is:
O'Connor referred to Haze's salvation as having come not
from virtue (or, certainly, Catholicism) but from his know-
ledge that Christ exists in a real and present way: "Haze
is saved by virtue of his wise blood being too wise for him
to deny Christ [the principle of Love]. Wise blood has to

be [his] means of grace, they have no sacraments'(Regina
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O'Connor, to John Hawkes 350.)

O'Connor was in error about Protestants having no sa-
craments, as she is in error about the conditions -- within
Catholic philosophy -- of damnation; if she had lived longer,
she would have come into the time of Pope John XXIII, whose
liberal interpretation of Catholic Christianity included
the idea that mortal (damning) sin -~ given the necessary
elements of total knowledge, total desire, and total impe-
nitence -- is virtually impossible to commit. John's com-
prehensive overhaul of Canon Law (Catholic Doctrine which
-- contrary to popular understanding -- changes all the time)
was largely based on the American idea of individual liberty
defined by John Courtney Murray, a Catholic bishop from
Chicago. Vatican documents published in 1964 (the year of
O'Connor's death) included Murray's startling statement:

" a democratic

"In religious matters, all men must be free,
innovation that shattered many of the petty, legalist,
patriarchal myths (Murray's use of "men" notwithstanding)
that have tainted the teachings of Christ since the Church
began.

But to define a thing is not to create it. Murray's
statement on freedom reveals a thing which has always been
true; within Catholicism, grace is not contingent upon the
acknowledgement that one's humanness is a sinful state, in

need of the grace of God -- that is the Protestant position

of antinomianism, which refers to an apparent contradiction
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between equally valid principles (faith and work), and which
evolved, within the self-opposing Protestant ethic, to mean
that faith alone is the pre-condition of salvation. To a
Catholic, this doctrine is unreasonable, except as a tool

of mystification employed in the service of social/religious
control; faith without works is not faith at all, since it
eliminates the arena of behavior by which the grace of God
may be known, by which -- indeed -- Christ himself was known
to those among whom He lived; it is a doctrine which nulli-
fies the condition of liberty without which love is impos-
sible; it is, in fact, the pre-condition of the state of
despair which itself is sinful within Catholic theology.
Works without faith, on the other hand, presupposes -- at
least -- faith in the goodness of love, the efficacy of
"filling from one's own another's cup," which is the defin-
itive Christian principle.

Grace, rather, is contingent upon the acknowledgement
of the possibility that one might be wrong, not in one's
beliefs but in one's behavior toward others. "If you love
me," Christ repeated three times to Peter, in the simplest
possible language, "feed my lambs." If one's Christian life
were based on no other activity, this one would be sufficient
to identify one's state of "Christian grace.” Hazel never
fed anyone, but it is (perhaps) to be assumed that he would
have, had he understood the basic Christian issue, which

he assuredly -- in his Protestant schizophrenia -- did not.
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O'Connor's subliminal gender assumptions reflect her
personal bias against her own sex which was encoded in all
of Western literature, and against which neither men nor
women had any intellectual defense until the sexual revo-
lution -- based initially on dress-decoding and the advent
of birth control which followed World War II -- made defense
possible. She did, however, attack the basic premise of
the Gothic paradigm, which may be stated in opposition to
John Murray's Apocalyptic Vision regarding religious lib-
erty: within Gothicism, it is only the irreligious male,
the unparodied Gothic hero, who is privileged to exist in
a state of self-control, self-knowledge, self-determination.
Because Gothicism is based on the very antinomianism which
underlies -- to varying degrees -- Protestant (Paulist)
theology, to claim a life of action, to claim sexual auto-
nomy, is tantamount to claiming the power of God, which is
the center of masculine Gothic woundedness -- his separa-
tion from the active, sexually autonomous Christ of history.

In Wise Blood, this patriarchal myth, this self-deceived,

self-divided Gothic presumption, is overturned to reveal
its true cause -- which lies in the unconditional worship
of 0ld Testament masculine privilege. Philosophically, Wise
Blood echoes the Apocalypse of John wherein the Logos "spoke,
discarding manhood" for the sake of a more balanced view

of the Truth.
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CONCLUSION

LOGOS AS EVOLUTION

To consume the two-Testament Gothic construct in any
form is to experience, profitably and correctly, the schizo-
phrenic philosophical position of the Apocalyptic Vision,
which is the worship of the masculine Self as the center
of the universe. It creates itself eternally; those who
perpetuate the Gothic paradigm in popular culture or in
"classicized" form (a contradiction in terms) warn the
novelist (and scriptwriter) that public accessibility to
their works depends upon the works' acceptability to the
modern "Gothicized" patriarchy; the publishable logos must
invest in "the military, industrial, technological [re-
alities of patriarchal rulel}...woman must be represented
as the negative of man, the non-male, the mutilated, cas-
trated Other"(Pollock 32).

The Gothic threshold, the "Apocalyptic Vision," does
not refer to a specific literary quality, but rather to a
category of literature whose hidden purpose is to identify,
objectify, and eternalize those Biblical texts which would

ensure the ongoing unassailability of an "elite" or "elect"
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literary populace. The subtextual underpinnings of the
masculine coalition are kept in place by all the major streams
of Western literature, particularly the Gothic construct
which is built across the sexual threshold between law and
romance, between the father's house and the son's journey

from it, between legitimate and illegitimate sex, between

Self and Other, good and evil, male and female.

In the Protestant Gothic vision which defines the male
as God, or "good," woman is made evil not through her own
action but by philosophical default. Walpole's equation
-- eternalized by the lexicologist, the literary critic,
and the publishing industry -- has also eternalized the
conflicts that drive (and torment) the Gothic hero in and
out of literature. The psychological horrors suffered by
the Gothicized male are unresolvable because -- finally --
there is no other story which makes sense to him besides
those which perpetuate his "divinity," the thing consumed.

But the Logos may be stolen, as history has shown.
Flannery O'Connor stole it, and that her theft is safely
canonized indicates the possibility that it may be stolen
over and over again. The Word, if nothing else, is free.

Like the Jesuit paleontologist Teilhard de Chardin,
whose works (kept from publication by the Church till after
his death) influenced her writings, O'Connor (insofar as
her work was based on Catholic philosophy) believed in a

perfectible universe. Now it is an unfinished picture, but
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for her, as for Chardin, the hope of the world is already
accomplished, and is -- to the distant vision -- apparent
in the progress of a world under construction, a world
psychically infused by a principle of intelligence who is
not only benign but loving, that is made of the commonest
things, of light and gravity and electrons in transit from
being to being, through a process of becoming. Chardin
referred to the process of evolution as the "masse du monde,"
the Mass of the World, the operation of the Word made Flesh,
the Logos in real action, in the blood sacrifice that marks
the path of true, selfless, charity toward a suffering world.
Like the sign above the animal cage, the Logos -- not
just the sum product of all language but of all intention
-— will bring together deadly enemies, will bring about the
perfection it has prophesied. The salvation of the world
will occur violently; the universe is violent, as the dying
O'Connor well knew. It is not safe but it is certain, as
it is certain that we are, as we sit in our chairs, hurt-
ling through space at the speed of seven hundred thousand
miles per hour: "The forces which confront each other all
around us are not purely destructive; each of them includes
some positive constituents. By virtue of these very consti-
tuents, they are unwittingly converging towards a common
conception of the future. But in each of them the world
is struggling to achieve itself, striving to turn toward

the light. This is crisis of birth...not death. It indi-
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cates essential affinities, not eternal opposition"(Chardin
54).

The points of antagonism in O'Connor's first book are
not grotesqueries as much as they are mirror images of gro-
tesqueries. The true word and the true action ~- the stuff
of human evolution and the sign of its perfectability --

are contained within the reversals of Wise Blood to reflect

Chardin's version of the Ourobouros, Alpha and Omega: "Omega,
in whom all things converge, is concurrently Alpha, from
whom all radiates. (Chardin 82.)

Flannery O'Connor (like Teilhard de Chardin) wrote for
no particular readership. She expressed what was on her
mind without the guiding principle of a vested interest;
she kept her eye and her mind on her view of things; and
in some ways, her vision of Christianity suffered from St.
Paul's troubled myopia, as may be seen in their shared sex-
ual biases. But her addition to the Gothic experience is
only partially theological; her great gift was laughter,
her great virtue, courage. Her liminal position as a
crippled, unmarried, classically educated Irish Catholic
woman in the American South who faced death daily gave her
work a strict, dry quality, but her wit and her nerve saved
it from despair. Beneath her dreadful joke -- and she did
consider the book a great piece of mischief -- there is a
fundamental link between the gravity of Hazel's earthly

existence (and her own) and the light of the world beyond.
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