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PREFACE

The most basic truths relevant to man's existence are
the subjects abdout which one reads when he reads the short
storiss of Xatherine Anne Porter« By basie truths, I mean
not those truthe which we find through 4¢rial and error,
but rather those truths we all share as thinking beings,
gsuch ag the certainty of death, the need for love, and other
lege easily defined feare and anxieties. Porter writes of
these subjects with such facility of the English language
that some scholars regard her style as a peculiarity within
itself. This surface smoothness of Porter's work appears
to me to work in a manner analogous to our own thin veneer
of sophistication to cover certain of those less pleasant
truths, those atavigtic urges we have not grown away from.
As Porter sketches in detall certain aspects of the condi-
tion of modern man, she achieves her effectiveness by
sketching images and patterns of a mythic and archetypal
nature. I must ask the readsr to at least temporarily
accept the premise of the Junglan “universal unconscious";
apparently no in-depth study of her work has bean done from
this point of view, and I believe such an analysis should

increase our appreciation of her art.
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CHAPTER I

MYTH, ARCHETYPE, AND
KATHERINE ANNE PORTER

Katherine Anne Porter was born in Indian Creek, Texas,
in 1890, moved to New York City in 1920, and was in her
thirties befors publishing her first short story. Flower-
ing Judamw, a collection of six sarly atories, appeared in
1930, followed by "Haclends“ (1934), Noon ¥Wine (oonsisting
of three short stories, 193%9), "No Safe Harbor* (1941),
and The Leaning Tower (a collection of later short storles,
194%). Aside from a book of sssays entitled The Days Before
and her only novel, The 3hip of Fools, plus occsasional
articlea of criticism, this marks the extent of Porter's
literary production.

Thiz relatively small body of work generally receives
aporobation from the oritics., Robert Penn Warrsn oredits
Porter's "intellectual rigor and discrimination” for her
work's "classic distinction and eontrol,” and descrides
such characteriatics of her stories as the “rich surface
detalil,” "the presision eof psychology and obser#ltion." and
"the texture of the style.”l Harry John Mooney, Jr.,
praises another aspect of her art in The Plotion and Crit-

icism of Katherine Anne Porters he sees ths effeotiveness



of Porter's short stories deriving from her writing “out of
a deep inner necessity” to "elucidate some particular
problem or mystery in man's behavior."z George Hendriol
strikes a similar tone in his etudy entitled Katherine
Anne Porter when he states that Porter hes “reordered,
through art, the disorder of life."’

In apite of such laudatory remarks, however, John W.
Aldridge argues that criticism of Porter's works has been
"singularly unable to say exactly what is admiradle about
her.” For this reason, Porter “"remains the symbol and
custodian of an excellence that is almost everywhere
appreciated but almost nowhere clearly underatood.“u
Edmund Wilson, too, expressgses & difficulty in explaining
the effectiveness of Porter'’s worke She is "bhaffling"” to
him, he says, because he cannot “take hold of her work in
any of the obviocus ways," and he further asserts that her
pure and precise use of written English works to check
the eritic who would point out peculiaritlos.5

To this point one mey readily share Wilson's baffle-
ment: general critical acclaim appears to be based in
large measure on glowing generalities. Porter's work is
recognized as extremely well wrought and as characterigzed
by philosophle urgency, yet close analyses are seldom
offered by literary seholars.6

Porter's own theories of writing fiction ssem to

contain a clue to the difficulty of explaining her

effectiveness, She says her alm in writing has been



to “"digcover and understand human motives, human feelings,
to make a distillatlion of what human relations and experi-
ences my mind has been adble to absorb-“7 She explainsg that
it is impossibdle for her to trace the origins of a story to
its cource In the “subterranean labyrinths of infancy and
childhood¥: there remain for her "all those ancient areas
of mystery and darkness in which all beginnings are

hidden « . .« ."8 Such phrases as "gubterranean labyrinths"
and "mystery and darkness" ring of that unknown part of
each of us called the unconscious. Perhaps Porter's success
results not only from her pure and precise use of written
English, but also from her communicating through the use of
mythic and archetypal images 6n this baslc level of the
unconscious: perhaps the reason crities have difficulty
formularizing the effects of her stories is that our
response is in that part of our selves where feeling, not
conscious thought process, occurs.

Carl Jung formulated the concept of the unconscious by
arguing that certain fantasles and dreams cannot be reduced
to experiences in the individual's past, and thus cannot be
axplained as something individually acquired.9 Aacording
to Jung (and most schools of paychological thought follow-
ing him), the "universal unconscious™ has "contents and
modes of behaviour that are more or less the same every-
where and in all individuals."!® Therefore, when an
archetype, which is described in Thrall, Hibbard, and

Holman's Handbook to Literature as a primordial image coming



from the individual's collective unconscious, is employed by
an artist like Porter, usually in the form of a plot pattern
or & charaater type, it will work as a common denominator
for all readers, sliciting unconséious responses not
necessarily expected or apparent from the surface level of
the works It ig this response which oritics such as Mooney,
Hendrick, Aldridge, and Wilson find so perplexing, so
difficult to explain.

Archetypes work conjointly with myth, a semantically
diffiocult term, as acknowledged by Wellek and ¥Warren in
their Theory of L;zaggturg.ll For our purposes "myth" will
signify the intelligible but not necessarily self-conscious
use of the essentially religious formulation of the cosmie
view to express something deeply felt by the individual
artist which will ordinarily prove to have universasal
responses

The necesgsity of including "ordinarily” in the defini-
~tion arises from a point made by Philip Wheelwright: the
effect of the employment of myth depends not only upon the
skill of the individual artist, dbut algo upon the attitude

toward myth held by his readers.lz

The idea that myth

may be employed unconsciously, as indicated in our defini-
tion, is impliclt in Porter's own statement concerning her
inability to trace the origine of a story to 1ts source.
On thisg guestion, Northrop Frye says poetry is the product

not only of a voluntary act of consclousness, but also



"processesd which are subconsclous or preconscious or half-
eonsciaus.“13
Many scholars regard hyth and its particular type of
truth as the necessary accessory to the much more dominant
empirically derived truths. They echo Willlam Blake in
their ocries that man, top-heavy with intellect, will hunger
emotionally and apiritually.m "Alienation of the individu-
al” and “fragmentation of personality” are catoch phrases
now, and as Porter writes of human motives and human feelings
she utilizes myth and archetypal images to convey the condi-
tion of modern man. Two of Katherine Anne Porter's most
often anthologized works, "Plowering Judas™ and "Noon Wine,”
are generally acclaimed as formal and stylistic master-
places, but the masterful use of myth and archetype
employsd in them hag been overloocked. An analysis of these
stories from this point of view should increase our under-
gtanding of her artt we should have a fuller underastanding
of how a gensitive, responsidle artist may function in
attempting to create order from disorder.

"Flowering Judas™ is Porter's story of an American
glrl named Laura taking part in a revolution in Mexlco.
Although she performs each duty assigned har by Braggioni,
leader of the revolutionary forces, Laura becomes disillu-
gioned and afraid. Dorothy S. Redden speaks of the subtle
power of the story when ghe says Laura reflects a "wide-~
gpread state of mind,” for "her tangling of ths moral and

the emotional is deeply relevant to at least some of the



more painful confugions of modern man in the detritus of his
civilization.nt?

I believe, as Redden doss, that Laura reflects a con-
fuged state of mind, and I believe her confualicns are
representative of th&se common to modern man's experience.

A careful examination of the religlous gymbolism and the
archetypal pattern of inlitiation employed in the story will
reveal deeper implications of lLaura's dilemma than have been
brought %o light heretofore; in addition, students of
literature will be in better position to understand Portar's
(and by extension, other artists’') art of imposing order on
disorder, allowing the reader to be unconsciously reassured,
and, 2till on the unconscious level, dlsturbed emoticnally,
these effects occurring simultaneously.

Mircea Eliade, whose theories of initiation will be
relied upon heavily in this study of "Flowering Judas,”
relates in Rites snd Symdols of Initiations The Mysteriea of
g;;gg and Rebirth that for primitive peoples initiatory
ordeals imply a ritual death followed by a new birth. The
simulated death marks the end of "chlldhood, of ignorance,

and of the profane condition.“i6

The ceremony is conducted
for youths at a certain age, bringing to an end their
dependency upon adults and admitting them to the sacred
sacrets of the tribe. Certainly the tradition haa not
disappeared from our culture today, although modern man has

emptied the ceremony of much of its original meaning: as



man has become more secularized, he has relied less and less
on religious ceremony, and initiation was essentially
religious.

In "Flowering Judas” Laura is portrayed as having
certain tralts peculiar to the estate of youth and child-
hood. Her comrades tell her ghe ia "full of romantic
error."l? In one instanoce she looks at Braggioni "frankly
and clearly, like a good child who understands the rules of
behavior” (p. 92), and gshe "walks back and forth on her
errands, with puzzled eyebrowsa, carrying her little folder
of drawings and music and school papers” (p. 95). This
characterization implies that Laura is one of those persons
who have not yet undergone the c¢eremony discussed by Ellade
when he spesks of a type of initiation which "comprises the
collective rituals whose function is to effect the transi-
tion from childhood or adolescence to adulthood + « "

(ps %)+ It is through initlation that the child gains ace
cess to the cultural mede, 1.e., spiritual values are
introduced« "“From & certain point of view,” Eliade obmerves,
for the primitive world it is

+ « » through initiation, that men attain the

status of human beings; before initiation, they

do not yet fully share in the human condition

precisely because they do not yet have access

to the religlous life (p. 3).

There is clear evidence in the story that Laura does
not fully share in the "human condition” in any of the major

areas of symbolism pointed out in an analysis of the work

by Ray B. West and Robert Wooster Stallman, i.e., falth,



18 ,
secularism, and love. She is devold of faith, as we learn
when

+ « +» Bhe 8lips now and again into some crumdbling

1ittle church, kneels on the chilly atone, and

gays a Hell Mary on the gold rosary she bought in

Tehuantepsc. It 18 no good and she ends by

examining the altar with its tinsel flowers and

ragged broocades, and feels tender about the

battered doll-shape of some male saint whose white,

lace-trimmed drawars hang limply around his ankles

below the hleratic dignity of his velvet robs

(po 92) .

Purther evidence of Laura‘'s lack of faith is implied in
her anxiety-ridden relationship with Braggioni, who "has
become a symbol of her many disillusions” (p. 91), This
disillusionment stems from the anti~Christian characteris-
tics of Bragglionis effecting a reversal of the traditional
Christ, Porter applies Christian imagery to characterise
Brgzggionl, as when "Lupe tha Indian mald meets Laura at the
door and says with a flicker of a glance towards the upper
room, ‘He waits'" (p. 90). Bragglonl has a “love of
humanity raised above mers personal affections” (p. 91),
and when he returne home his wife grests him by saying,
"*Are you tired, my angel? Sit here snd I will wash your
feet'” (p., 101). She knesls in front of him and later asks
his forglveness. DBraggloni, whose apocalyptic vision is
built on faith in good dynamite (p. 100), is the hope of
many mens the disparity between what Laura believes he
should be and what she has found him to be servea to
heighten her wasteland. Instead of truth and light,

Braggionl offers deceit and death.



The same lack of sharing in the "human condition,” the
inability to genuinely share in a human cause, is true for
Laura in the area of secularism. Her fallure is shown first
~when she "will not wear lace made on machines. This is her
private heresy, for in her gpecial group the machine is
gsacred, and will be the salvation of the workers™ (p. 92).
Her act of slipping into church and attempting to worship is
also a bdetrayal of secularism. The passage describing her
"round white collar [whichl is not purposely nun-like,”
juxtaposed as {t is with "She wears the uniform of an idea”
(pe 92), creates the image of a nun's dress; even her
apparel suggests her failure as a secularist.

Finally, in the area of love, neither the "folk-hero”
captain nor the brown shock~haired youth srouses Laura's
emotions, and the aschool children remain strangers to her,
She has great round breasts and beautiful legs, and
Braggionl, "who consliders himself a judge of women, specu~
lates again on the purzle of her notorious virginity » + "
(ps 97).

Dorothy Redden connects the title of the story to
Laura's lack of love, proposimg that "Flowering" las
suggestive of 1life, of love, but they are Judas flowers, and
"g¢reachery is all that she can expeoct from love as her fears
define it."19 Porter herself wrote on another ococasion,

“It is hardly possible to exaggerate the lovelessness In

which most people live, men or women: wanting love, unable
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to give it . . + not knowing how to treat 1t."z° Laura is

representative of such people, and in primitive societies
such a person 1s r candidate for the tribal initiation.

Eliade discusses the triumph of Christianity over the
mysteries formerly assocliated with initiatory ritea and
notes that spiritual regeneration formerly sought in initia-
tions 183 now found in the partaking of the Christian
gacraments (p. 122). In a treatise on the same toplec,
Joseph Campbell, in The Hero With a Thousand Faces, lists
the symbolical "eating of the flesh and drinking of the
Blood™ as mythology persisting in the contemporary church.21
This persistent mythology is enacted when Laura eatg of the
budé of the tree traditionally thought of as the body of
Judag. Her spiritual regeneration will not likely come
gbout, of course, for although Laura partakes of the
Eucharist she partakes not of a savior, bdbut of a betrayer.
Such is the vapid condition of the sacraments of the Church;
the images of the "chilly stone"™ in the "erumbling" church
Laura slips into (p. 92), and the desolate landscape in her
dream, with no water, and "the rocky ledge of a ¢liff « « »
a desert of crumbling stone” (p. 102) portray the ﬁodern
wasteland. The images imply ruin and lifelessnass; there
is 1little hope for regeneration.

When Eugenio calls Laura a cannibal in her dream there
is an additional mythic belief working in the story.
Bronislaw Malinowskl informs us that cannibaliam involves

the bellef that by eating a slain enemy one acquires his
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personal qualities and gpiritual virtuea.zz When Laura eats
the flowers of the judas tree she expects to satlafy both
hunger and thirst, but Eugenio calls her a murdersrj when
she hears this and awakens she realizes for the first time
her unintentional betrayél of Eugenio in pasisively alding
in his deaths She has symbolieally acquired the virtues

of the judas tree by eating of it.

Eliade’s fine study includes mention of some of the
transformed and preszerved initiation ceremoniess ons form
he elaboratez is that of literary motif. This normally
consistse af the hero undergoing ordeals during s "passage
to the beyond, the perilous descents to Hell " (p. 1235),
and as the eventg in the dream indicate, Laura journeys
into Hell, or death. Joseph Campbell says that in the
absence of an effective mythology, moderns resort to their
pantheon of dream.23 This is especially necessary when
the biblical tradition, which formerly provided the myth
for Western culture, is largely 1neffect1ve.za The absence
of an effective mythology in Laura‘’s situation is apparent
from her experience in the church and in her relationship
with Braggionis the events of the day preceding the night
of Laura's dream have produced in her a "bitter anxiety,"
and even while awake, with Eugenio dead and time threaten-
ing to stop (which would leave Braggioni singing forever),
Laura's unconscious need for regeneration iz manifested

in dreamn.
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We learn further from Ellade‘'s study that

« « » the imaginative activity and the dream
experiences of modern man continue to be
pervaded by religlous symbols, figures, and
themes. As some delight in repeating, the
unconsclious ig religious. From one point of
view it could be said that in ths man of
desacralized socleties, religion has become
'unconsclous’s it lies buried in the deepest
strata of his beings but this by no means
implies that it does not eontinue to psrform
an essential functlon of the psyche (p. 128).

This further explains Laura’s dream: her unconsclous is
active, and is “religlious,” so the religlous symbols are a
part of her being.

Not only afe the patterns of initiation still recog~
niged in the imagination and dreams of modern man but also,
says Eliade, in certain ordeals he goes through, such as the
spiritual crises, the despairs that each man must pass
through in order to attain a "responsible, genuine, and
creative 1life « +» + « Man becomes himeelf only after having
gsolved a series of deasperately difficult and even dangerous
situations « « +™ (p. 128). While commenting on the task
of the modern psychoanslyat as initiatory priest, Campbell
says, “The ocrux of the curioua difficulty lies in the fact
that our own consclious viewz of what 1ife ought to be

25

seldom correspond to what life really is.” Laura meets

these criteria for initiation during real ordeals when

s+ s s+ Bhe cannot help taeling that she has been
betrayed irreparably by the disunion between her
way of living and her feeling of what life should
be, and at times she is almost contented to rest
in this sense of grievance of private store of
consclation, Sometimes she wishes to run away,
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but she stays. Now she longs to fly out of this

room, down the narrow stairs, and intoc the strest

where the houses lean together 1ike congpirators

under & single mottled lamp « « + (p» 91?
Another time she "feels a slow chill, a purely physical
sense of danger, a warning in her blood that violence,
mutilation, a shocking death, wait for her with lessening
patience” (ps 93).

Ellade gives one more reason for initiation being
important to modern man's life: although one may achieve
a degree of fulfillment, at a particular moment every man
sees his life as a failure. Thls vision doez not nescessar-
ily stem from & moral judgment made on one's past, but from

e« » + an obscure fesling that he hag missed his

vocation; that he has beatrayed the best that was

in him. In such moments of total crisis, only

one hope seems to offer any lssue--the hope of

beginning life over again (p. 135).

Certainly Laura has reasons to see her life as a fallure,
and her state of mind is made known to us by this passage:
*It may be true I am as corrupt, in another way,

as Braggioni,' she thinks in spite of herself,

‘as oallous, as incomplete,' and if this is so,

any kind of death seems preferable. S+till she

site quietly, she cannot run. Where could ashe

go? Uninvited she has promised herself to this

place; she can no longer imagine herself as

living in another country, and thers 1is no

pleasure in remembering her life before she came

here (p. 93).
Sad is Laura's prediocament, for she hag severy reason to wish
for a new beginning in life-~she has nothing to look forward
to with hope, hor can she look backward to anything with

pride.
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In another work entitled Images and Symbols: 3Studies in
Religzious Symbollsm, Eliade, while discussing primitive
images of the world, relates that each soclety had what was
called a "Center,” & place that was especially saered.z
One of the most common symbols of this Center is the Cosnmie
Tree, "situated In the middle of the Universe, and upholding
the three worlds [Heaven, Hell, and earthl] as upon one
axis.” The roots of the Cosmic Tree “plunged down into
H911¢“27 This is an archetype of sacred and ritual trees,
and if one sees the judas tree in "Flowering Judas” as such,
the symbol works in a manner in addition o those we have
observed.

The dream Laura has begins with a tolling bell, which
traditionally announced a death. At Eugenlo's bldding,
Laura ariges without fear, and she is still without fear
when from the topmost branch of the Judas tree she 1s set
upon the earth, and then she is in Hell. An unconscious
need for regeneration manifegsted In the pattern of initla-
tion in dream might be assumed to occur in an especially
sacred place, and the connection between earth and Hell
gignified by the judas tree imagery In the dream marks it
as a Cosmic Tree. The implication ls another vicissitude
of degacralization in the modern wasteland: the judas tree,
with all its negative connotations, symdbolizes the sacred
“Center" of Laura's world.

That part of the dream which includes Eugenio acting as

guide for Laura during her initiation journsy reveals
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another characteristic of modern myth. Campbell believes
that whereas earlier generations were guided by spiritual
exercises of their mythical and religious inheritance when
encountering psychological dangers, today these dangers
must be faced "alone, or, at best, with only tentative,
impromptu, and not very often effeoctive guidance."za
Eugenio takes hiz own life "because he was bored"; he does
not want to wait to be set free. In the dream passage
Laura asks that he take her hand, but he refuses. We see,
with Laura, “that his hand was fleshless, a cluster of
small white petrified branches, and his eye sockets were
without light” {(p. 102); such is the condition of Laura‘'s
guide; and such is the condition of modern quests for
regensration.

So we find that initiation, which once functioned to
effect the transition from adolescence to adulthood,
allowing men to attain the status of full human beings and,
as such, to share in the religious life of the tribe, does
not work for Laura. She awakens, unregenerated, and 1is
afraid to sleep again, Today there are many such people,
disillusioned and anxious, slienated and unable to interact
in a fulfilling way with other men. Katherine Anne Porter
refrains from offering & remedy for the pain encountered
while a loss of illusion is taking place, but her empathy
with and understanding of the human soul, coupled with her

masterful use of language, results in "Flowering Judas" in
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a story which fulfills the reader's desire to temporarily
attain a different world from the one in which he is
condemned to live and work,

Wayne C. Booth, in The Rhetorlie of Fiction, cbserves

that when an author omits traditional commentary and
presents "an isolated, unalded consclousness,” the decrsased
emotional distance between the character and the reader
allows the reader to "experlence those cilrcumstances with
[the characterl even more strongly because of his moral

iﬂolation."29

This technique is employed by Porter so that
Laura's experiences, described in mythie and archetypal
terms, are sespecially effective, for we are used to everyday
experience and routine, but. the artist reveals a deeper
reality that we share with other men. The unconsclous or
seldom-realized idea that the advance of civilization meane
increase in aloneness 18 tempered by Porter with stylistic
smoothness in “Flowering Judas"i this increase of aloneness
concomitant with the advance of civiligation is central to
the theme in "Noon Wine," also.

"Noon Wine" has been analyzed as the portrayal of a
conflict between guilt and innacence.BO ag a soclal
tragedy.31 and ag a8 fictional rendition of the private
world bveing invaded by the reasonleas forces of society.sz
These analyseg are credidble, but Glenway Wescott's inter-
pretation is more helpful in explaining Thompson's motivation
to kill Hatch. In Images of Truth: Remembrances and
Criticlam, Wescott maintains that Hatch hes not hunted
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madmen just for the money, but rather as & way “to satisfy
his cleay sense of right and wrong: and to exercise the
power t0 which he iz entitled as a demooratic citiscn.“’j
Wescott sesu evils embodled In Hateh, evils such as the
"blue-legal mind,” the political genius sspousing "law and
order," and the intimidating policeman. Wescott concludesn,

He is not only a man hunter, he is mankind as man

mnter ssapitemal. He 1p not only a busydody, he

dovhl cun be. Tuoiferi No wonder Shas Thompeam

:znfig::‘fghramindod of someone he hag seen dbefore,

S0 Hateh may symbolise what some regard as the evil forces
of society, but these forces are surely not reascnisss, And
to what is this socletal force opposed? 1%t is opposed to
the private world af the individual, dut it is more than
¢that. It is Thompson’s private world, & world in which
Thompsom, with the ald of » man~god and his magic, has
returmned to the mythical Carden, to & state of sases and
rlenty.

Porter employs myth and archetypal symbollisn which
works to universalisze Thompsonts situstion, and his notions
must be understocd prior to abstracting s theme from "Noon
wine." I believe that Thompson kills Hatch and sudsequently
takes his own life because first, he 1la moved to defend the
myth~type man-god who has glven him his "Carden,” and
gegcond, becauas he cmnnot adjust to the pressures of modern
soclety encounitered in a type of initiation after expuleion

from his FParadise. These bellefs will bo explained by
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noting Helton's god-like characteristics (including his mad-
ness), the condition of Thompson's farm prior to and after
Helton's presence on it, certain archetypal images surround-
ing the killing of Hatch, and Freudlan concepts of gullt in
Thompson's behavior.

Helton's supernatural disposition is apparent from the
first of the story: his omniscience is implicit when we read
that he enters the gate to Thompson's farm, walking “as if
he knew the place well and knew where he was going and

what he would find there-"’s

When Thomp=on asks Helton if
he knows what to do with butter, Helton replies, "'I know.'"
And he awings the churn "as 1f he had been working on the
place for years".(p. 225)« When Mrs. Thompson wonders
aloud what has become of her "little tads,” Helton immedi-
ately tells her where they are (p. 228). His omnipotence
is algo revealed when he informs Thompson he can do every-
thing on the farm (p. 223), and events prove this to be true.
While the reader only learns of Helton's madness from
Hatch nine years after Helton's arrival on the farm, his
condition is intimated throughout by Porter's method of
dwelling on Helton's abnormalities, often expressed in
paradoxical statements. In the initial meeting between
Helton and Thompson, Thompson sees a man "with blue eyes
80 pale they are almost white, looking and not looking at
hims + ¢« +™ When he gsat down on Thompson's porch, he

"folded up and settled down as Lif it would be a long time

before he got up again.” Even though he never looked at
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Thompson there was nothing sneaking in his eye, and he d4id
not appear to be looking anywhere else. "“His eyes sat in
his head and let things pass by them" (p. 223): he stared
out "somewhere between the barn and the orchard and seemed
to be sleeping with his eyes open" (p. 224). Helton's
strange volce emphasig, his furious and silent chastise-
ment of Arthur and Herbert for such a small thing as
“fooling with his harmonicas,” and his refusal to talk: all
these images convey the idea that the new man is not normal.
Helton's etrpange characteristics are clarified by
noting particular attitudes and myths held by primitive
peoples concerning tribal magiclang. These tribal magiclians
are often referred to as medicine men or shamans, a2nd James
George Frazer relates, in The Golden Bough, that primitives
did not regard supernatural agents as being greatly, 1f at
all, superior to man.36 Frager deduces that & god incarnate
in human form, then, would not be startling to early man
(ps 92)¢ Mircea Eliade tells of the correlation believed
to exist batween mental illness and shamenism, that "the
shamanic vocation often implles a orisis so deep that it
sometimes borders on madness" (p. 89). Erwin Rchde offers
similar information in Psychet The Cult of Soulg and Belief

in Immortality Among the Creeks, for, says Rohde, the
Greek religion at the height of 1ts development regarded
madness as 8 religious phenomencn of wide-reaching

1mportance.37
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Thus informed, one may understand why the Thompsons did
not regard Helton as startling, but rather as a hard-working
if queer-acting stranger, a stranger whose magic was to be
regarded only as part of the nature of things. "Magic" will
have in this context the meaning set forth by Bronislaw
Malinowskl, i.e., when a man recognizes his inability to
deal with a situation and he throws himself on the mercy of
a higher supernatural foree.38

The earllest manifestation of Helton's supernatural
power occurs when Mra. Thompson awakensg from her afternoon
sleep the first day Helton is present on the farm.

Mrs. Thompson's hsalth is not good: her husband gonfides
to Helton, “'My wife ain't very strong. She's sick today,
that's a fact. She's been porely the lagt few days'"™

(pe 224). Just before she sleeps, Mrs. Thompaon remarks,
“*Looks like my head never will get any better'" (p. 2235).
When she awakens, however,

There she was, thank God, still allve, with

supper to cook but no c¢hurning on hand, and

her head still bewildered, but easy. Slowly

she realized she had been hearing a new aound

even in her sleep. Somebody was playing a tune

on the harmonica, not merely ahrilling up and

down making a sickening noise, but really

playing a pretty tune, merry and sad (p. 226).

The part music playes in myth is well known, and the most
famous man-god musiclan is Orpheus, whose power with hie
lyre is set forth by Ovid in the Metamorphoses.’

W. Ko Ce Quthrie speaks of magic as well as music being

Lo
closely allied with the name of Orpheus in the Greek mind,
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and Frazer, while discussing the myth of Adunis at Cypres,
relates that the music of the lyre or harp "formed part of
the service of religlion, the moving influence of its
melodies being perhaps set down, like the effect of wine, to
the direct inspiration of a deity" (p. 334).

The effect of Helton's magic is not restricted to
Mrs. Thompson, however, for the entire farm changea for the
better. Prior to Helton's presence the farm had not paid,
partially because Thompson believed running a dairy was
woman's works cows worried him, calves worried him, milk
worriéd him--only a few kinds of work were manly enough for
Thompson (p. 233). He had almost resigned himself to
failures he knew, "without putting it into words, that he
had been going steadily down hill" (p. 234). But "as the
geasons passed, and Mr. Helton took hold more and more,
Mr. Thompson began to relax in his mind a 1little” (p. 234).
Helton did everything "all in the day‘'s work and as a matter
of course"” (p. 234). In the second year Thompson stopped
buying feed, and in the fourth year he was out of debdt.
And as the years passed Helton played his music, until at
last the Thompsons "did not hesr it any more, it was as
natural as the sound of the wind rising in the evenings, or
the cows lowing, or their own voices" (p. 236).

Understandably snough, Heliton "was the hope and the
prop of the family, and all the Thompsons became fond of
him » » «" (ps 241). Malinowski explains that by giving

leadership to one man, magic "establishes organigation at
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a time when organlzed and effective action is of supreme
1mportance."a1 As the passages we have examined have
shown, this e precligely what takes place in "Noon Wine."

So Thompson's approaching failure is not only averted,
but, through Helton'sz mythic men-god power, a type of mythic
Garden is brought into being. Arthur and Herbert grow into
"good solid boys with hearts of gold" (p. 242), and Thompson,
in the prevailing peace and innocence, carnnot remember ever
speaking a hareh word to them. The Garden is replete with
a new gate, there is a miracle iIn the form of an icebox,
and four cold beers are at the sPringheuse.uz

But there is another, more sophisticated world cutside
the Garden, and one of its members takes the form of the
mythic invader of Paradisge. Glenway Wescott's analysis
of Homer T. Hatch, cited earlier, is valid, I believe, =o
far as it goes. He zees Hatch as Luclfer, embodying evils
of society, but there are additional images which aid in
explaining the thoughts and actlons :of Thompson on the
afternoon he kills Hatch.

The firset image is that of & stranger, and each of us
knows the Involuntery antipathy felt toward the unknown, the
potential threat. Frazer says that in primitive societies
all gtrangers are suspected of practicing witcheraft or
magie (p. 194), and that before they are allowed to mingle
freely with the inhabitants ceremonies are performed by
the natives to disarm the strangers of their magical powers

(ps 195)s That is the purpose of Thompson's discussion
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with Hatch about origins of families (p. 2h4); the compari-
gon of tobaccos (p. 249) is a similar effort by Thompson to
establish common ground. In each instance, as in the dis-
cussion of wives (ps 248), Thompson is increasingly
dissatisfied and 3istruatfu1¢ He has a Garden of Edmm and
a man—god to protect, but he is never consciously aware of
what he ig protecting. That is why he lg later unable to
gatiafactorily explain what happens.

An additional archetypal image is embodied in the hand-
cuffs carried by Hatchs In Luke 13:16 Christ refers to the
woman who has a gpirit of infirmity as having been bound by
Satan (Hatch), and Elisde speaks of the ambivalence in the
mythical use of knots and bonds, depending as it does upon
whether the bonds are for "defence” or “attack.“b3 The
pregence of the archetype of binding, Eliade says, tries to
*realise itself upon the different planes of magico-reli-
glous life-"“u Hatch's handcuffs portend, then, not only
an attack, but an attack involving magie. For nine years
Thompson has unconsclously witnessed magie, and his reaction
to Hateh 18 triggered by his unconsclous. He has an aware-
nessg, an extreme feeling that he ocannot verbalize. The
handecuffs elicit Thompson'e ordering Hatch to leave; his
early feelings are proving right: this man is dangerous.

Thompson's motives for killing Hatch become clearer
when his actions are examined in light of Sigmund Freud's
discussion of ways men #ttempt to avoid suffering. One of

these ways, as explained in Civilization and its Discontents,
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is to recreate the world in conformity to one's own
wishes-us This is what happens to Thompson: headed for
failure, his direction is reversed and he is returned to the
peaceful Zarden, but reality is too sirﬂng. toco omnipresent,
for him to escape, and Finally, it is too difficult for him
to acoept. As Preud obsesrves, a man looking for a replace-
ment for reality becomees A madman "who for the most part
finds no one to help him in carrying through his delusion®
(p. 28)s» When Thompeon's unconscious dominates his reason,
he is mad by society's standards, and he is alone.

Although Thompson is acquitted at the trial, he feels
tremendous guilt. He realizes that "he had killed
Mr. Hatch, and he was a murderer. That was the truth
about himself that ¥r« Thompson couldntt gruub. even when
he said the word to himgelf” (ps 261). Thompson's motive
for killing Hatch is so deep in his.unconselous he cannot
reason about it, and he has been wrenched from a life based
on magic to a life demanding cause-and-effect explanations.
Preud states that the sense of guilt is “the most {mportant
problem in the development of ¢ivilization,” and that "the
price we pay for our advance in elvilization is a loss of
happiness through the helghtening of the sense of guilt”
(p» 81)s Thompson's attempts to reason out the events
surrounding the killing to himself and to his nelighbors
mark the great dlgtance he has come in the civilizing pro-
cesss his losa of happiness and heightened sense of guilt

are increased in the same proportion.
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It 1s interesting to observe that those evil forces
geen by Wescott as embodied in Hatch, such ag the legal mind
and striat justice, are those very forces in operation to
¢clear Thompson at his trial. And there again we see Thomp-
son's lack of understanding of the ordering processges upon
‘which advanced societies rely, for he is cleared, and that
should be that. Freud lists justice as the requisite of
civilization, justice being defined as "the assurance that
a law once made will not be broken in favour of an individ-
ual” (p. 42). 7This definition connotes an additional as-
gurance that when there is law there will be guilt, and we
have noted earlier that an advancing civilization heightens
the sense of gullt of its people. By not allowing the ac-
quittal to be a statement of his innocence, and by going
from farm to farm claiming his innocence, Thompson only
makes his guilt more evident. It is not surprising the air
around him is sometimes thick with blame, for these people
have a sense of guilt too, and they are, most of them..glad
to place thelr guiltAon Mr. Thompson. "At least," they
might say, “I am not as bad as he is." Thompaon senses this
attitude at'the McClellan place even before the woman there
blurts out that her people "'don*'t hold with killin' . . .*%
(p. 264).

Thompson's suiclide takes place after all hope of re-
moving his great burden of gullt ls gone. His activitiles
following the trial take the pattern of an initlatory quest

as he tries to become a totally different being, free from
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guilt. Ellade describes the purpose of initliation as being
the producing of & change in the religlous and =mocial sta~
tusa, but it does not work for Thompson.u? Home from the
MeClellans, Thompson, lying on hls bed |

» ¢ » knew the end had come. « « « Mr. Thompson

felt he was & dead man. He was dead to his other

life, he had got to the end of something without

knowlng why, and he had to make & fresh start,

he did not know how {(pe. 264).

His own famlily's turning against him, after everything else,
is too much to bear: “So many bdblows had been struck at

Mr. Thompson and from go many directions he couldn't stop
any more to find out where he was hit" (p. 267).

Malinowski defines magic as what ocours when a man
throws himself on the mercy of a higher supernatural force
after he recognizes his inabllity to deal with a situation.
When faced with fallure nine years earlier, maglc had worked
well for Thompson. Again faced with fallure, Thompson turns
to magic by committing suicida.ua

In "Noon Wine” Thompeon follows, guite unconscliously,
what some allége to0 be an archetypal pattern. As were the
original inhabitants of the bibliecal Garden, the Thompsons
are invaded, and are then expelled, laden with gullt, the
gullt likely to increase as civilization increaeses, for the
emphasis upon the individual‘'s safety requires rules, laws
to curd the headsirong, and these laws of necessity Inhibit
what were at one time normal and acceptable acts, such as
proteating tribal territory. Porter*s story reveals, there-

fore, & microcoam of the process of civilisation.u9
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Eliade relates how the present historical situation may
be transcended by myths) he argues that each person falsely
identifies himself, and reality, with his own particular
situation. Myth may raise the individusl %to "a superhuman
and suprahistorical plane" which "enables him to approach a
Reality that 1s inaccessible at the level of profane,
individual exiatance."50

I believe Katherine Anne Porter's employment of myth
in literature gserves in the manner described by Eliade.

First in “Flowéring Judag,” and now in "Noon Wine," we see
her stories fulfllling the reader's desire to attain a

world closer to reallity than the profane one he inhabits.
There are other short stofries in which Porter effectively
employs myth and archetype, such as “"Maglec,” wherein the
French-Negro woman’s charm brings Ninette back to hsr

madam. There is an archetypal pattern of initiation work-
ing in "Downward Path to ¥isdom,"” where Stephen is intro-
duced to the world of hate. James William Johnson notes

the mythle undercurrents in “The Grave," and he shows how
the use of names from Greek mythology reinforce character-
ization and theme in “0ld Mortality."51 Jomson also

voints out how Chrigtian and pagan myths are central to

the theme of the death of love in “Pale Horse, Pale Rider."5%
Further close examination of Porter's works will very likely
reveal additional images and pattermsaffecting the reader's

unconscious.
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The difficulty encountered by most critics when
attempting to detall Porter's effectiveness--the difficulty
to which this study attempts an explanation--arises, as I
have argued, from our responding to her works in that part
of our selves where feeling, not conscious thought process,
occurs. Dealing with a similar problem, Northrop Prye
makes an analogy between an audlence at a symphony and a
person who reads a highly concentrated poetic drama. While
the audlence may know little about the sonata form and may
fail to catch the subtleties revealed by an analysis of the
score, the subtleties are there, and are heard as a part
of a linear experiencet the awareness is less consoclous,
but not less real. The same 18 true, Frye says, of the
response to the imagery of the plece of literature-53 We
have "analyzed the scores” of "Flowering Judas"” and "Noon
Wine": in so doing we have read of some of our own fears

and experiesnces, and we have gained insight into our envies,

ires, and despairs.
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uzThe objection could be raised here, of course, that

whereas there was no labor performed in the Garden of Eden,
the changes brought to pass on the Thompson farm are only
through the labore of Helton. If one should assume,
therefore, that the Thompson farm may not assimilate
Paradlise, he misses the point of Helton's supernatural power
providing for the Thompsons in a manner analogous to God's
providing for the inhabltants of the Garden of Eden.
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