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CHAPTER THREE

THE SEMI-FABULISTS

One is not being facetious in using a cartoon as an
epigraph for this €hapters. In their treatment of violence and
madness, the semi=fabulists often employ comlc=book techniques.
Catch=-22 specially, is like an elaborately writsen comic book.
a series of word cartoons where no one would blink if an
officer asked a soldier to take a chair outside and shoot it.
It would be perfectly in order in this fantasy world 1f the
chalr drew out a gun and shot the soldier. General Dreedle.
in fact. does order the shooting of Major Danby for a minor
offence and 1s surprised when he learns that he does not have
the power to do that. Like a comic. Catche-22 is full of wild
improbable happenings, hysterical colonels, screaming majors.,
monadic characters obsessed with a single aspect of life (in
the manner of Uncle Toby and his clan), usually something as

trivial as marchinge.

In the works of the semlefabulists the characters. like
comic-~strip figures, are cultural shadows thrown up by the
unconscious. The comic=strip produces frightening moments of
insight into our world and through the cartoon technique we are

made aware of the hideous reality lurking behind our routine
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"livess The shocking truth is revealed when the trivial is

twisted into something macabre. As in Alice in wWonderland there

is a vast field of subliminal terror suddenly glimpsed through
the aperture of the familiar. One would like to sﬁggest that
the comig-strip is a distanciné device which does not mute the
horror. This horror is mediated through comedy of the strip-

cartoon sort which verges on the most terrifyingly cruel.

Of the semi-fabulists it is Heller who capitalizes most
on the comic=beook technique. It has been said that Heller
employs this technigue to make a political statements To say
this is to reduce catch=22 to & morality. Heller, in fact,
uses the comic~strip technique to reveal - at different levels =
the horrors inherent in our presenteday existence. The Air-Force
is a metaphor for life on our planet with its mindless violence.
Its connotations certainly transcend American bureaucracy.
This is not to say that Yossarlan is not like the likeable Gel.
of the wartime éomic-strip caught up in a highly specialized:
situatione He is the innocant who is continuously frustrated

by the technically right bureaucracy.

In & comic-strip there is an endless series of crises
presented with a great economy of forms: Since it ‘adopts this
technique Catch«~22 is episodic and each ‘episode is delivered
in this syncopated mannera hammering in 'a blow abong:with the
humour. But Yossarian's pranks unlike that of Beetle Baileyg

are meant to prevent inner turmoif. This is siphoned off
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through comic fabulation which functions as a psychic drainage
system. Yossarian's nausea for the outfit to which he belongs.
while subterrarean is always dengerously close to the surface
and the stripecartoon comedy disguises it but only upto a

rointe

The following quotations illustrate the difference between
what may be termed 'realism' and comic fabulation. The situation

is the same: Yossarian and Minetta {The Naked and the Deéd)

pretend to be sick so that they can stay on at the hosplitale
'The doctors know that they are faking and this is how each

reactss ) ; :

(a) ‘'sStand up* the doctor said. He looked coldly
at Minetta.

] Sir?' . )

'Minettar the Army's got no use f£or men like
you. That gag you pulled was pretty lowl!

"% don't know what you‘re talking about
Sir' es e

'Don't give me any of your lip', the doctor
snapped. 'I'd have you court-martialed if it
dldn' t take too long and if it wasn't just
what you wanted anyway'.

LN J

!You pull that trick again and I'll see to it
personally that you get ten years for it'.

(b) "eve I won't tell anyone you've been lying
about your liver symptoms”. Yossarian drew
back from him further. "You know about that?"

“0f course I do. Give us some creditwsee"
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".,eo Why didn't you turn me in if you knew
I was faking?" "why the devil should I?*
asked the doctor with a flicker of surprise.
"we' re all in this business of illusion:
togethers I'm always willing to lend a hand
to a fellow conspirator along the road to
survivalseo"2

what these illustrations prove is that comic=bookm
characters suggest alternating modes of reality. They alter
the structure of reality and offer a model which would be
purely solipsistic were it not -for the comedy which provides

P——

it with a radically human analogue to life.

© While writers like Joyce try to capture reality with

langﬁage the comic fabulists create a different reality. The
structure of violence and madness in Heller's work is not to
be found in contingent reality. It is abstracted and stretched
beyond its known limits as in strip=cartoon fantas&a.This is
done in oraer to,suégest modes of violence and madness inaccew
sible to the average imagination. In Catch=22, Dickstein points
out "the arbitrar&u‘the terrible and the irrational have been
routinizad".3 In 1lts, as in comic books, outlandish violence is

taken for éranted.

At this juncture the difference between popular comice
strlp and comic fabulation must be defined. Whereas a cartoon
figure is a satirical caricatures ﬁiéures in comic fabulation
acquire traits of caricature through being dehuménized in the
sense in which Ortega Ye Gasset uses the term. These are

characters drained of all consciousness.

~
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The soldier in white iéla case of extreme depersonaliza=

| tioﬁ: No one knows what he is or what he looks like. No one
even knows if there is somebody inside the mummy-like swathe
of bandages. All that is visible is the dark hole of his mouth.
There are two jars connected to him: one to his elbow from
which he is fed f£luids the other to his groin into which drips
waste from his kidneys. When the twe jars are fuyl' they are

switched so that "the stuff could drip back into him".?

One of the most frighténing ramarké in the book is iike
the punch line from a horror comic. The artillery captain
says. "Why can't they ﬁook the two jars up to each other and
eliminate the m;ddleman?"s The human being is disposed of.
All that remains is the clinical processe.

To this aesthetically achieved déhumanizationqis added
the psychological state of being’reéuced to‘a one~dimensional
object like a puppet or a garicaturecwhich is the condition
of a schiéophrenicfas defined by Laings

In this position the individual experiences
his self as being more or less divorced or
detached from his body. The body is felt
more as one object among other cbjects in
the world than as the core Of the indivie
dual' s own being. Lnstead of being the .
core of his true self, the body is felt
as the core of a false self, which a
detached disembodied, ®inner'; ! true'
self looks on with tenderness, amusement.
or hatred as the case may be.b

(emphasis Laing's)
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Slocum in Something Happened seems to echo a similar

experience of the disembodied selfs

I have these perfectly controlled conversationsese
I'1d float away outside them a few yards to watch
and eavesdrop and begin to feel I am looking down
upon a pornographic puppet show of stuffed dolls
in which someone I recognize who vaguely

resembles me is one of the performersess’

Besides depersonalized and protean characterss Catchw22
has an éndless parade of comlce=book peoples Their repetitive
' acts suggest a ritualization of forms Character is transformed
into a mechanical object through ilterative eccentric acts.
These characters also suggest an inner voids They are n6£ ver&
‘different frpm the soldger in whites There is Major Major Major
Major who is promoted to Major for no reason and will never be
promoted further because Major Major Major Major sounds nicer
than General Major Major Major: Major Major instructs his
deputy to let people come into hié office to see him when he
. 1s not theré¢ and not while he is there. There is:'Captain Black,
the comicebook villain: who loves to see people miserable and
likes to watch them "eat their liver": Colonel Cathcart who
alternatgs between exultation and'misery over cach "feal
feather in his cap" and "black eye" in everythiné he doess.
When he is speclally depressed he thinks éverycné hates hims.
"Nobody loved him".a he thiﬁks like Chariie Browne. He has a
side~kicks Colonel Korn, who is smarter than him? there is ,

Lieutenant Scheisskopf who loves marching more than anything

élse and spends all his time devising marching iﬁnovations:
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Orr who éuts crab‘apples in his cheeks in order to get apple
cheeks.« Cép%ains Pi;tchard and Wren do everything together
“like Tweedledum and Tweedledés Doc Daneeka's assistants with
the comic~book names of Gus and Wes who have “succeeded in‘
elevating medicine to an exact sciencg“gz those who have
temperatures above 102° are sent to hospital and those with
temperatures below 102° have their gums and toes painted with
gentian violet solution and are given a laxative to throw
aways the CeI«De man who. while investigating the strange case
of Waghington Irving, gets his gums and toes palnted purple.

One could go one Even Yossarian beleives that he is a mixture

of all sorts of comic~book and fable heroess

++s he was Tarzan, Mandrake, Flash Gordone

He was Bill Shakespeare. He was Cain, Ulysses,
The Flylng Dutchman, he was Lot in Sodoms
. Deirdre of the Sorrows, Sweeney in the
nightingales among tress. He was miracle
ingredient Zew247410

Yosségian in one way, is not unlike Snoopy because
Snoopy, as Berger says: "strives with dogged persistenae and
unylelding courage to overcome what seems to be his fate..«“ll
In Snoopy's case this fate is the fact that he is a dogs in

Yossarian's case the fact that he is trapped as pilot.

Seeing Yossarian as a comic=-strip hero would serve to
explain the controversial end. One of the requirements of a
comi%%ook hero is that he survive against all odds and the

only way Yossarian can survive 1ls by fleeing to S@eden.
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Yossarian says that the young men who share his tent
remind -him of "Donald Duck's nephew's“.lz Major de Coverley
of the *"the craggy face and Jehovean bearing"13 seems a

Biblical character transformed into'a comic<book character.

A comiCpﬁook character being a caricature adapts himself
to any radical change in his status without experiencing any
traumae« It may be Yossarian's defensive strategy to assume the
status qf'a caricature aé a strategy against Milo'é kind of
proteanism: matching protean externals with similar changes in
self. Yossarian wants to fight violent reality with his own
brand of absurdity, with cartoon-strip technigues Thus the
‘cartoon-strip is used as a l;terary device for highlighting -

as well as for combating horror.

With comic-book characters one gets comic-book situations?
ka)rThe Glorious Loyalty Oath Crusade has everydne signing an
N affirmation of loyalty eacﬁ time they want something - their
map case., thelr flak suit. their bay. their food;,their hair-cut.
(b) Moaning breaks out in the briefing room before the mission
to Bolognas Yossarlan looks at General Dreedle's inurse and
moans/because he might not see her again. His moaning ié
bicked up by the others so that the room resonates wiﬁh
"0000000000h"s,

Reality imposes isolation, whereas comicebook technique

reduces characterk' sense of alienation and allows for free

entry into absurditiess As in Allce in Wonderland they enter

a f£ield of innocence.
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{c) Identities get mixed. Yossarian Qho assumes the name
A«Fortiorl whenever it suits‘him in hospital, is certified
insane by the psychiatrist who recommends that he.be‘sent backs
The feal A.Fortiori is sent back and not Yossariane

(d) People keep poppiég out Sf nowhere. Nately's whore does
tﬁat to kill Ypssarian; And .after Yossarian refuses to fly

. any more missions pilots "popped out at him from trees and
bushes, from ditches and tallxweedSo‘from around the corners

14

of tents ané from behind the fenders of parkeé cars". They

do that to ask him how he is doings

Yossarian as comic-book hero also reaches deep down
into his culture to locate the common terrors. This sﬁrategy
reveals Yossarian's internalized horrérs and his %elf threatened
by protean realitys Yossarian's marching naked is both defiant
and Adamic. Inner horror and the state of innocence i these
;wo are played agalnst each otherql ‘. ‘
(e} There are swiftly-reversed situationss General Dreedle
first approves of the Chaplain's presence in the Officers'
Clubs then disapproves, then approves, all of which leaves”
Colcﬁel Cathcart very confused.
(£) In an alternating consciousness comic fabulation is also
gestural . Yossarian movéé a Eomb line over Bolqgna on the map
and all the officers assume that it has been capﬁpred.
(g) Hungry Joe has écreaming nlghtmaress One of these l1lg that
Huple's cat is sleeping on his face. He wakes up to‘find Huple' s

cat sleeping on his face. ’
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But unlike comicsbooks: the underdog does not triumph.
The' vicious, anbitious people do, The Chaplain never wins

though he does get more spirited at the end of the book«

Figures from comics are parodies of qulture; Tﬁeir contin‘
nuity is jerkyo Brechtiane. They move f£rom scene to sceneo
frame to frame with frequent visual chanqes unsettling our
perception spatially. ButJHeller leaves cluBs behind,

encouraging reader responses

Violence erupts with the suddenness of comiew~book violence.
It has the improbability of comics where unpredidtablec
" unimaginable violent things happen to the characters who come
bouncing back like Micky Mouse even after great ﬁiolence is
done to theme In Catch-22 vioclence is not preéented as a
conflict between individual and society but as a?thing in
itself. It is not something observed and then préduced rimetie
cally. It does not have a source,-a historys a tyrané-victim
situationa It 1s a phenomenon by i tself that is made problae-
matics Shorm of simple distinctions of good and evil, it is
recreatced in unrecognizable forms so that i% emerges not as
someéhing familiar but.as something oﬂe cannot uqderstand.
It becomes a game. Milo, for instance, bombs his bwn men because
he has szgned a contract wilth the Germans to o s0. The
'aestruction of Bobbs' plane ls described in the language of
comic slangs n... and Dobbs at the plloc 8 controls i his

ul5

formation zlgged when he should have zaggedees ~Insplte of



"Thank you, Colonel. That will be all".
uTi!'s a pleasure, Colonel®, Colonel
Catchcart replied and he stepped back
out of the basement. closing the door
after him' e

The plﬁying-off'of comic-strip against realism is best
illustrated in the éresentation of three kinds of deaths:
(1) The slow piecing together of Snowden's death (which
incidentéllyc always has a serious tone unlike the other horrors
whefé the comic is usually present) recurs throughout the
different episodes‘weaving into them like a thread. It is
brought to us bit by bit (somewhat like Faulkner' s technique
of scrambled time in Absalom. Absalomi) till at the end we are

told what Snowden's “secret® is. Earlier on we are tol& that
Snowden had lost his guts but how are we to know that Heller

means it literally? N

Yossarian ripped open the snaps of Snowden's
flak suit and heard himself scream wildly as
Snowden' s insides slithered down to the £loor
in a soggy plle and just keprt dripping outies
Here was God's plenty. all rights he thought
bitterly as he stared = liver, lungs., kidneys.
ribs, stomach and bitsof the stewed tomatoes
Snowden had eaten that day for lunch.lS

(2) The sudden collapse into grim reality from a hallucinatory
aituation can be seen in Kid Sampson'’s deathe There i8 a cruel
transfifrmation of childish game into violence. Xid Sampson's
death takes place in the midst of a beach scene where people
ére romping‘happil&- MewWatt who enjdys £lying, flies low over

people to fLrighten thems He goes too low over Kid Sampsom who
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jumps up in childish joys The propeller chops him innhalf. His
legs remain balanced for a few eerie seconds before toppling
overs Heller springs this on us. We are not prepa&ed for this
death as we are for Snowden' & (though even Ehere the f£inal

revalation comes as a shock).

(3) xid Sampson's déath leads to two more deathse. The suicide
of McWatt and the official death of Doc Daneekas @cWatt‘s ,
death is deséribed in almost a light~hearted tones It is ag
though some dare-devil adventure of a school—bcy‘is‘béing
narrated; as though Buck Rogers is zooming off after a spatial
skirmlshz "McWatt turned again; dipped his wings once in salute.

declded, oh well, what‘the hell and flew into a mountain"qlg

Turning to the last two nq&els of Heller one finds that
thelr dramatic setting provides an opportunity for comicebook
backcﬁaf.'The backchat is retained. without ﬁﬁe’frame'of
fabulation. The constant slanging match going on between
Slocum and his daughter is remlniscent of the elliptical
unresolved dialogue betwsen comlc—strip antagoniscs. The rela=-
tionship between Gold and his sﬁespmother also suggests the

same styles

In good as Gold the cruel image of the soldier in white
whose jars are exgﬁigged each time, is transforméd'into;the
‘ knitting‘oﬁichdﬂs steppother. She has been working on the
same strip of knitting for decades. The wool comes up from

i

one end of the bag and the knitted piece goes into the other end.

S ‘ .
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One gets the impression that the same process 1s taking place
hera, except that in Catche22 a human being is &nvolvedi here
it is a bage This transference of a savage image into a mild
one is itself a pointer to the difference in the ‘scale of

horror in Catch=22 and Good as Gold.

There are other instances of corresponding patterns of
humour $ Greenspan the detective is.finally like Nately's
whore because he keeps springing up from nowhere. Greenspan
however is not violente. He wants to look after Gold,

protecting his person as well as his morals.

Catche22 is f£illed with sentences which end in an unexpected
manner: "One of the finest.‘least dedicated men in the whole
world".zo This humour occurs throughout the booke. In Good’as
Gold it occurs only in Ralph's speech where he keeps contraﬁi—
cting what has been said: "We want everyone. in Goverﬁment to
read .it, althouch we!ve stamped it secret so nobody can".21
In Catch=22's mad world this is perfectly acceptable. In

Good as Gold Gold questions ite "Ralphes. don't people here
2

laugh or smile when you talk that wﬁa?"z

In Good as Gold and Something Happened there are moments

when the narrative seems to achleve almost a fabulist sense of
hallucinations But the alle-embracing fantasy technigue of
Catche~22 is missing here appearing sporadically to enliven a

scene or toos. For instance, the Governor who heads the Specilal

Committee in Good as Gold is a bit like the Queeq of Hearts in
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Alice in wWonderland, ready to shout "Off with his head" at

the slightest pretext.

As in Alice in Wonderland people grow tall as they get

successful. Harris Rosenblatt who had been obase and shorter
than average., has grown tall and lean after he has become a
financial wizard. People also get shorte Ralph thinks that

Andrea has lost height since she met Gold.

The irrationality of the Alice in Wonderland situatlons

with the destruction of causal links bestween events and the
syncopated time scheme are famlliar stripecartoon devices
employed to shock the audience into an awareness of the
absurdity of human existences. The average strip-cartoon stresses

the irrationality lurking behind the normal.

The incidents in Catche22 and Something Happened don't

take place chronologically but are telescoped into each other

and scrambled up so that the past gan move into the presente

This does not happen in Good as Golde. Good as Gold seems a
conglomerates oOr more unkindly, a hotch-pitche of different
novel forms$ a fantasy, novel of ideas, bildungsroman. satire.

Farces

In catchw2Z fantasy sustains the strip-cartoon technique
by generallzing it and the stripecartoon btechnigue gives the
fantastic a local habitations Catch=22, as Todorov would put
it, “embraces the antithesis between the verbal and the

3

transverbal. between the real and the unreal“.2 The other two



168

novels do not although Heller continues to make the gesture
toward the non-verbal without the same spectacular success
because the absence of the *generalized fantastic’ thwarts
the transition from one to the other leaving only the lingui-

stic gesture in full views sometimes pretty awkwardly as in

Good _as Gold.

The cartoon technique is employed -« to a lesser degree =

in the works of the other semi-fabulists.

In Kesey's One Flew Over the Cuckoo's Nest the world
of the asylum is so0 mechanical that it has the qﬁality of a

cartoon world. Forrey in a virulent attack on One Flew Over

the Cuckoo's Nest calls it "very low, 1f not downright lowbrow.

in terms of the level of sensibility it reflects, a sensibility
which has been influenced most stronglys.s:. by comic b00k5q0¢24
Although Forrey means this as criticism he has stumbled upon

the fact that One Flew Over the Cuckoo's Nest is often like a

comic book with comic=book characters. What he does not
realize is that Kesey deliberately employs the comic-strip
technlque mainly to stress the mechanical life a£ the asylume
Kesey himself draws attention to thils method in statements like
the followings:

The assistants "go trotting off...« like cartoon men - or

like puppets. mechanical puppets in one of those Punch and Judy

acts'..“25
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. ‘ 3
"Their voices are forced and too quick on the comback

to be real talk - more like cartoon comedy speecﬁ“,26

The nurse watches from her glass cases "The scene before
her takes on that blue-steel clarity again, that clean orderly

movement of a cartoon comedy“.27

Cartoon characters are fixed in a particular trait, manner
and stance! Phantom is invincible, Superman flies and defeats
evil, Snoppy is inventive, Beetle Bgiley is lazy and will
conversélﬁ go to a lot of trouble to be allowed to be lazy.

In the same way., the asylum is like a cartoonéstripiwith the
inmates fix@d in their mental states. bodies frozen in a rigid

' stance to match the unchanging condition of the minds

Ellis: go to your place at the wall., hands
up to receive the nails..« Pete: wag your
head like a puppets Scanlon: work your
knobbly hands on the table in front of you,
constructing a makewbelieve bomb to blow
up a make-believe WOrldese

Like a cartoon worldg where the figures
are flat and ‘outlined in black, jerking
through some kind of goofy story that

might be real funny if it weren't for o8
the cartoon figures being real guySes.”

4

The scene which portrays the inmates watchi@g aridly a
blank TV screen with the nurse ranting and raving like a
defeated comic-book villain is like the ending of a comic. But
here; of course., the villain has nbtvbeen defeated and the book
has not ended. Harding célls her the big, bad wolf haunting a

bunch of scared rabbitse. Mac who is a comlcebook hero or Brer
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Rabbit, teaches the rabbits to be men again. Liké a comic<book
character Mac keeps bouncing back to life no mattef how great
the violence done to hime When he is given shcck,treatment £or
instance, he comes back tﬁ the ward in better spiritg than
ever., saying,’ "Fulla piss an vinegar buddies; they checked my
piugs and cleared ﬁy points and I got a glow on like a Model

T spark colls: Ever use one of those coils érgundlﬁalloﬁeen

time? Zami Good clean fun“azg

Ellison and Ixrving do not utilize the comicéstrip technique
in the manner in which Heller and Kesey doe Where: one finds
elements of the comic=book in thelir work is in the presenta-.

tidn of certain cha;acters as comlc=book characterse

In Ipvisiblg Man Ras the Exhorter suddenly appears on a

black horse somewhat like an African chief in a ﬁhantom comics?
®4see Ras the Exhorter beaqgg/gas the Destroyer upon a great
black horses A new Ras of a.haught§; vulgar dign#tyo dressed
in the costume of an Abyssiniaﬁ chieftains a fur;cap upon his

head. his arm bearing a shieﬁ#,,u30

This figure does not strike awe but is made comic by the
fact that it appears on the streets of a big clty. Further
incongruity is added by the fact that Ras is armed with a spear

and a spear in a race riot has shades of the Quixotics

The narrator often refers to himself as Buckeye the Rabbit
and Brer Rabbit « the figures out of black folk tales who

outsmart Brer Fox Or the whitese.
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The lack of reéson for the violence against ﬁhe blacks
éroduces an unreal comié-book atmosphere. The narrator puts
this feeling into words during the speech he makes‘at Todd's
funeral when he describes the killing in the folyowing mannex s
“Thé blood ran like blood in a comic~book killiné. on a comic«

book street in a comlic-book town on a comicabookfday in a
31 :

In :rviné's books bears frequently make an &ppearance.

comlcebook worldh.

The wWorld According to Garp features a motorcycle-riding bear

who keeps falling off» In The Hotel New Hampshire there is a

bear who stays in a hotel and rides a motorcycleg Says Irving:

I feel the way about bears in my fictiqﬂ
that the mystery writer John MacDonald does
about guns: "when in doubt, have a man ‘
; come into the room with a gun in his hand"™
he saidees In my fiction I've always felt
that as soon as I get the bear on stagee
everything is all right. I can focus the
readexr's attention in specifi¢ ways., maybe
because most readers are quicker to show 32
sympathy for animals than for other humans" .

[

The bear in Irving's books has the quality of,gxchildren's
book ‘where animali and human consgiousness can overlap - bears
can take on human characteristics and even. as in Goldilocks

or Winnie the Pooh, talk. In the Hotel New Hampshire Susie-the-

bear escapes life in the guise of a bear. The teéhnique of the
cartoon-strip and children' s books creates an amblence which

allows for the overlap of animal and humane
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r’The cartoon-strip technique is used by thesg writers to
highlight violence, but one discovers other forms Of violencé
as welle In Catche22, for instance, variations of violent
death appear and reappeaﬁ in different gulses in’Yossa£ian's
Diékstein.calls Catch=22 a book which 1s "drenched inm death
on all sides, like an epidemic that breaks out eferywhere at

33

the same time".”~ Yossarian does not have to strain himself

to think of the many horrible ways of dying. He prefers people
to die in hospitals because in a hospitals

They didn't.explode into blood and clotted
matteres They didn't drown or get struck by
lightenings mangled by machinery or crushed

in landslides. They didn't get shot to death

in hold-ups, strangled to death in rapes,

stabbed to death in saloons, bludgeoned to

death with axes by parents or chlldren or

die summarily by some other act of Godses

there was none of that tricky noweyouwsca«mewnows
you=don' ¢ business so much in vogue outside the
hospitals none of that now=Ieameand-now-Iaain®t.34

There is a sudden intrusion of ;aillery in ﬁhe last
sentence which is out of key with the general mood of the
passage yet 1lts playfulness accentuates the'horrdr of life

instead of trivializing ite .

In Something Happened real tradedy is present in the

death of the little boy. He has had an accident and Slocum
instead of rushing him to a doctor. smothers him because he is
unablé to watch him suffer. It turns out that hié injuries
were quite minors The horrof of this scene is unfeliQVed and

does not guite jell with the rest of the book: This may be
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because the book lacks the cushioning provided by comic
fabulation to cvuelty in Catch=22«

If Heller succeeds in making a transition from the comic
-excess of earlier episodes to the last section of Catche22s
it is because one is able to reach beyond contemporary Rome

into that of Petronious and Gibbon.35

That is why the title
”Eternal city“ can make sense - in the context of the
archetype hovering beyond Heller's nightmare citye. The image
of the impgrium in decline is subtly recalled through deft
linguistic suggestion. It presents a ruined city:and a ruined
civilizatione. Thére:is alsoxtbe contrast of the present ruined
¢ity with the past ¢ity whiéh was the epitome of ‘culture and
arts the ideal Roman orders All great writers had zhls order

as their reference ?oint: as Kermode maintains in The Classic.36

, '

Now this order is destroyed. Rome c¢an be any modern town -

London, Paris - where civilization has faded into a distant
echof That mythical _Rome rises before us with Yossarian
assuming the persona of the narrator of Satyrican. This enables
Heller to make thé necessary transition from the fabulist mode
of narrative to one of ironic parallel. This section is Joyceane.
What is common between the two Romes » Heller's and Petronius'

- ig the sense of ?icéion modelled on a symbolic:raalityq Here
too all the known categories of wviolence and madﬁess are
demolished because the old catégories do not'evoke a moral

response any mores The old categories have lost thelr ability
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are introduced but without fabulist mediations

One might even say that the Rome 8Scene puts into words
seriously all the horror underlying the hilarityypresent in

the previous sections.

Wwith the exception of this section Heller resorts often
to fantasy to present violencee For instance, eighteen planes

fly into a white cloud. Only seventeen come outs;

No trace was ever found of the other. not in
the alr or on the smooth surface of the jade
waters belowe There was no debris. Helicopters
circled the white cloud till sunsets: During
the night the cloud blew away. and in_the
morping there was no more Clevinger.37

Heller uses fabulation to relate the incidente. On the
other hand, something as improbable as Milo bombing his own
men is narrated realisticaliy with the planes boﬁbing calmlys

the men running helter-skelter, the doctor tending the wounded.

Besides violent deaths. Heller also writes ¢f people doing
viclence to themselves by imagining all kinds of‘vihence
befalling themselves or thelr families. COnstantiy exbosea o)
violence, Heller's characters =« Yossarian, the Cﬁaplaino Slocum
- beéome morbidly obsessed bf deaths One f£inds tﬁe same pattern
in Irving. Garp who; is paranoid sbout his childfen“s safetye.

tortures himself by lmaglining terrible accidents'happeniné to
theme
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. Heller's vision encompasses not just wartimg violence
but the violence found in life itself, ggmggggggigggggggg
revolves around the violence caused by the presséra of living
in Americae« The Ameridan is in a constant state of tension
due to the highly competitive atmosphere which exists in
offices: will someone else be promoted?, will he be sacked? =
these are everyday worries faced by a person living in what
Toffler calls "The Age of Transeience™® - meaning., an age
where nothing is permanent, buildings are tprn down, products
are throvn away:' jobs are changed. people are fired. The one
man in Slocum's office who has not caught up with the idea
of transcience and lives in the pgst.where humanity and kindness

meant something, is sacked because he cannot f£ire anyone.

Viclence is not confined to the offlce, it éxtends to the
home as well; Slocum constantly has the urge to hit or kick .
his fifteenmyear old daughter. Though he supresses this N
desire for physical violence he makes up for it by the way he
talks to here Ha 1s often cutting and nasty to hér when he
"should be understandinge. She retaliates by being)aggregsive
and sullen. Slocum's discussions with Her become a contest
which he has to wing 5$’t§y to embarrass and defeat her in
debate: I want to top her always ﬁhen'we trade taunts and wise
crack and I usually succeede.s It is very important to me

that I beat her in all our ¢ontests”«39
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The competitive spirit of the office is carried over to
thélhome, Tbe compulsion to beat everyone else is so ingrained
that éven one's children are seen asrqppénents to be subdued
and sub&é%éféﬂi?f’According to Rollo May™® this indirect kind
of aggressiqn =~ which invo§VGs the téchniques of ppmanship
and subtle put~downs of the other person = is vaﬁé destructivea
We can see ihe effect this has Qn Slocu@‘s daughter whos

although She is just a teenager, always broods aqdzis moroseae.

There is an attempt to inculcate the competitiﬁe spirit
in human béings right f£rom school. Slocum's little son who is
very sweet and generouns - "the most compelling cﬁa:acter in
the bookY, Klenther calls him, "the unaaknowiedgéd hero"41 - is
the modern version of a freak because he cannot see the point
of beating others. The violence he senses everywhere has filled
him with fears, although he is only niné: "He isﬁ’t afraid of
monsters or ghosts so muchs because monsters and chosts are

4
silly. He is afraid of human beings“p“a

Violence is not limited to the Slocum or Gold familye.
Other famllies are riddled by it toos When Slocum asks his

colleague what his son wants to be when he grows up., he answers.

A suicide®.??

While the young are trained in violence. thé aged are
subjected to.violence when their children pack thém off to old
people's homes because they do not want the bothe? of looking
after thems Bellow shares this concern with Heller as we

noticed in the last chaptera
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good as Gold satirizes the workings of the Government.

The bock-keeps moving back and forth from Gold's family in
New York to Washington. Gold wants to join the Government and
esaape the violent scenes generated by his familjs But as i
aldridge points out "™the Washington and the family experiences
finally assume a portentous similarity. Both repﬁesent aépects
of the same conditdont the collapse of those values that

once made humanity and rationality aecessary".44

Like ﬁgllerp Irving writes of the violence involved in
living in present-day America. Both The World According to

Garp and The Hotel New Hampshire have this to say? the world
is grotesque and ugly and violent and no one is éafe in it.
Unlike the brutes inhabibing it. Irving's characters are
sensitives They may have been driven slightly mad oy having to
adopt the defenhllgve posture ¢onstantly but they are the ones
who are capable of suffering. Out of the desperation of their
suffering they would seek a haven for themselves and their
loved ones where they can hide £rom the world. Buf: they come

to realize that however one tries; life has to be let in.

It is not that Irving is a sociological writer. His main
concern is with living in a violent agee. closely;linked to
this is his concern for the family¢ Because he wants others
feel the terror of the world Irving mekes certain choices as

a wrlter:
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1; He makes his narration simple and 1inearsﬂTﬁa experience
is embodied in paradigms which are subverteq upto a point.
But the paradigms of beginning, middle and end are never
jettlsoned. "I'm very consclous®, he says. "of attempting

to make my narrative as absolutely linear as I can make

1

jen, 45

2 Heé wants L0 communicats.

In his earlier works Irving had used fabulatioﬁ‘with a
great deal of sophistication. But now he makes his narrative
- simple becauise he wants péoble to understand what he is sayinge.
To produce a sgnsé of unmitigated terror wiﬁh the
material existing around one is more difficult than presenting
abstract.harror1 He tries to revitalize the structures of
reaiity without destroying the paradigmss This, és he says.
is not easyt "It's no triumph to be difficult to;read or
understand, in fact, I think it's a triuvmph to be readablesss

It's terribly easy to be hard to understand“,46

Irving;rlike Heller and Kesey., is readable ﬁecause of
his ability to strike terror not throuch imaginaéy horror but
by investing known horror with a sense of urgency. Theix skill
is in making people re-aexperience what they know at a more

sensitive level, employing[ﬁhe technique of defamiliarization,

Irving's method is not to present extreme situations which
are not likely to happen but to invest his charadters with the
sensiﬁivity to react to the horror of life. It i3 Garp, for

instance, who feels the degradation of rapé as much as the victime.
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Irving also gives his characters everything they want and
then visits them with the 'worst possible calamity. The contraet
between their past happiness and present misery is reflected
in thei; reaction. Violence is fraught with the menance of a
long syppressed nightmare surfacing with the f£inality of
irreversible fate. Irving deals with extreme emotion = he says
that one should not be afraild of being emotional because what
affects us most deeply are "love trystss birth trysts and death
trysts = all of the most emotlonally wringing kind 1maginable".47
This is a feature of writing that the abstraction of fabulation
can never permit. As Wymard says, Irving is not interested in
“redesigning the human lot". Rather he encourages "bellef in
love and celebrate(s) the glories of the'natural wcrld".48
The blending of emotion and violence does not always work and
Epsteih points out that while reading Irving one sometimes
gets the feeling that "one 18 reading a weilrd collobaration
between J.De.Salinger and John Hawkes, a strange effort to bé

simul tanecusly adorable and gruesome".49

~

The violence of the world i1s measured against the bear.
Even a violent creature like the bear is "npot smart senough for
the world".50 The story of the parents' meeting and of the bear

with which The Hotel New Hampshire begins is fixed in the

pericd just before the persecuntion of the Jews Began: "And the
world's going to be no place for bears“.51 says a character.
The surreal violence of that mass killing is carried over to
the new kind of surreal vioience, the sort of violence that

Irving is concerned with.
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Much of the violence in Irving®’s book has to do with
rapes He has been accused of excessive violence in his fiction.
= Epstein, for instance, says that like his weestler characters
"one needs to be in a cexrtain shape oneself to read a John
Irving novely rather a strong stomach, specially is required
for the violence that is integral to his novels. Characters
are set upon by bears and other wild animalsy body parts drop
off people with a more than fair regularitys bomblngs and rapes
area provided.‘."sz and to this charge of excessive vlolence

Irving repliess

Peopdbe who take exception to the so-called
axcasses in ny work can point out the fact
that there's an awful lot of screwing, rape,
viclence and other stuff in it that is
usually assoclated with cheap cinema and
fiction«. I maintain the the stuff of
cheap=thrill fiction of £ilm is at our 53
throats all the times. And we all fear iteee

Irving explores thils violence, the outrage of rape. for

instance, to make it all the more vivid and intolerable. The

¥

World According to Garp has contlnuous reference to the Ellen

James case» Ellen James 1s an eleven-year-old girl who 1s raped
by two men. They cut off her tongue so that she would not be
able to ldentify thems The shock and anger of people takes
concrete shape in the Ellen Jameslan society whose members cut
off their own tongue as protest. Irving seems to ralse the
question Of the validity of a grotesques violent and ultimately

useless gesture to protest a violent events
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Some of the Ellen Jamesiansxare crazy but a'ﬁew oflﬁhem ‘
genuinely wani to do something and feel they have found a
stunning way to publicizé éhe ind;gnity of rape.iMany of the
members are themselves victims of rape who fael_gs if their
tongues are gone. becgusé in a "world of men, they fglt as 1#

the& had been shut up forever".s4

But however genuine the feeling behind thelr actions none
of them has ébnsiéered that they are doing further v§ience to.
Ellen James. Eleven when she was rapeds she would have pre-
ferred to have got over it by herself. She hates the Ellen
Jamesians becliase they have been responsible for keeping her

horror fresh before hére.

The World According to Garp has also the narration of
the-rape of a ten-year-old in a parke. Garp helps the police
to catch the child molestere This is the first time he has been
caunght because he has an ipgenious maethod of esdape = hé grows
a mustaches rspes a girl, then.shaves off ths,muétacheﬁgso

" that the child cannot identlfy hime. ,

The rapist is portrayed as someone who doesfnot feel
anything. ¥hen the horsé of the mounted policeman knocks him
downn he loses his upper teeth but he does not seém to feel the
paine Garp thinks that "something had probably haépened to
this kld so that he didn't feel very much = nét much pain, not

55

much of anything else®. One is reminded of Fromm' s discussion

of malignant aggression in which he talks of people who are
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waffectively frozen, feel no joy = but also no sorrow or paine

o6 Fromm says people of this kind at times
L

They feel nothing".
deliberately inflict physical injury on themselves or others

in order to convince themse;ves that they exist. Perhaps this
boy rapes for the same reason - only when he rapes does he

fetl he 1is alive.

Months later Garp sees the molester at a baseball game.
The inadequacy of law has given him his freedom. That he will
continue raping little girls is indicated by the fact that

he is growing another mustachea.

violence centres around rape in The Hotel New Hampshire

as éelly Franny Berry is gang;raped in school. Susie«thewbear
has also been raped and tries to escape from thié fact by living
in a bear suit as a bear, which becomes a grotesque kind of
sulgide. Later Susie « after the Berry family hag helped her

to be more at peace with herself-starts a Rape Crisis Centre

to help fellow victimsa

Sex is the source of most violence in Irving. Besides
the rapes and the sordid facts of prostitution there is the
violence which people do to their loved onese Garp seduces
the baby-sitter. Helen has an affalr with one of her students.
This affair ends in an unimaginably ugly horrendous accident
in which Garp's and Helen's son, Walt, is killedfand‘their

other son, Duncan, loses an eyea. -
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The accident is only gradually revealed to the reader.
Walt is not mentioned for a long time so that we forget that
he Was involved in the accident. For about twenty pages there
is no mention of him at all. Then in the recall of the accident

we are tolds

Something else frightened him. It was not
Helen's sereaming, it was not Duncan screamingeses
It was something else. It was not a sound. .
It was no sound. It was the absence of 'sound .57

i N

And then we are told: "Many weestlers' children have
hardy neckse but not all the children of wrestleﬁs have necks

that are hardy enough"qsa

By thinking up dreadful ways of making peopie die or be
maimed Irving sickems his readers intonan awareness of the

violence surrounding them which they generally try to ignores

The. only way Garp can cope with this kind of violence is.

by writing about it His book - The World Accogd#ng to

Bensenhaver = 13 an extremely violent one about gapéfand guilte.

In making Garp a writer, Irving has two advantages: he can
use the technique of embedding - the book has maﬁy storles
written by Garpe The segond 1s that he can also draw attention
to ﬁhe violence aons by publishers to writers:i the jacket £flap
tells the reader how Garp had lost his son and "Sut of the
anguish that a father endures in the aftermath of an accident,

this tortured novel Emergeﬁm.&"sg

Garp 1s not shown this jacket
£ill the book is published. One reason the book sells so well

is because of thils.-
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Both The Wogld According to Garp and The Hotel New

Hampshire mention the violence done to writers bj publishers,
readers., by critics and £finally by the writers themselves.
Garp once bitterly makes the remark that the onlf way a writer
is taken seriously is when he commits sulcide. In The Hotel
New Hampshire, in fact, Lilly., the writer; eommits sulcide.
She drives herself to write and £inally kills herself when

she realizes that she is not as good a writer as she wants

o be.

vViolence often assumes a grotesque shape in Irving. Garp
has his revenge on a dog.who had bitten part of ﬁis ear off,
by biting off part of the dogs' ears The Berrys ﬁlan elaborate
revenge on thpper Dove who h%d raped Franny. Acting out a
‘wierd. almost Gothic script, in Dove's presence, they let him
think a bear (actualiy Susie in a bear's costume) wants to

rape hime.

Both books take into ‘account the vlolence generated by

politics « Jenny Filelds is shot while campaigning for a woman

can&idate for Governor's post. In The Hotel NeW'ﬁa@pshggg the
Radicals who stay on the second floor of the hotel in Veenna
plan to blow up the opera during a performance and also want
toﬁtake the American fémily as hostages. This attempt is
frustraéed¢by the Berrysé¢ Win Berry kills the leader, Ernste
with a baseball batr Freud deliberately blows up the car with
its sympathetic bomb killing himself and Schraubenschlussel; -
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;

John crushes Arbeiter to death. Lilly the writer, describes
in poetic terms the colours Arbeiter changes as he i1s beiné
crushed to death - from magenta to blue. "A slate blue

60

coloursse the colour of the ocean on a cloudy day". And when

61 The description of a

he dies "He was ‘the coldr of a pearl”.
dying human belng in this manner as thougb a 1an§scape is
being depilcted, appals onee This may reflect comic cruelty
but it also raises a question in one's mind: is it Justifiiable

for a good man to kill another man however evil he may be

without any sense of guilt or compunction?

— i

Garp himself is Xilled as the result of madnesse The
mentally deranged among the Ellen Jamesians make it a personal
mission to kill him because he has criticized théﬁ in writing.
As he is shot in the gymnasium one of his dying thoughts is

"The world is not_safe".62

Death is closely linked with violence so that there are
as many people dying in Irving's books as there are in the
last scene of Hamlet. "Tﬁe planét of Garp" say Wymarde ",es 18
indeed, fragile and threatened, Because death is 'the only

conclusion“,63

Irving uses the interesting technique of creating a symbol
of death which is repeated throughout the books This symbol
starts off as harmless but later becomes the family's private

euphemism for death and dooms.
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In The World According to Garp Walt is warned as a ¢hild

( _ to beware of the undertow. They £ind him one dayilooking into

4 The Under Toad

the sea, trying to £find "the Under Toad“.s
becomes- the Garps' code phrase for anxiety, for a feeling of

forebodings. This feeling is usunally followed by deathe

In The Hotel New Hampshire the Berrys have a dog name@ Sorrow.

When he is old he is put to sleep. This is done jus; before
Franny is rapeds After this, disaster always takés the form

of Sorrowg\Frank stuffs sSorrow as:surprise for Franny. He
hides it in his grandfatﬁer’s closet but it f£alls out and its
attacking pose is so real that Iowa Bob diles of a heart attacke

After this Sorrow assumes the "shape of death"‘65

Frank re-stuffs it into a gentle looking doéa Egg loves
it and takes it with him when he f£lies with his ﬁother to
Viennas The plane crashes killing them. Sorrow is spotted
‘ first, floating in the sea. "Sorrow floats", say the children
after that to indicate further grief. When the RédidalS»build
the bomb it is strangely animalulike’in appearance. This is

another face of Sorrows.

Thus as we have just seen both Heller and Irving in

diverse ways, focus the reader's attention on violence. Ellison

does the same in Invisible Man. Those expecting a simple
protest novel will be disappointed because although Invisible
Man deals extensively with the racial problem, it crosses

this boundary and goes beyond it to explore new territories
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where the colour of a man is not the maln issue but man is.

If the whites are seen as doing violence to the blacks, so are
the blacks. For Ellison blacks are not the epltome of perfe-
ction, the eternally wronged ones. They are human with all the
failings human beings are capable of. Ellison's palette is
not limited to black and white but contains the many shades of
life.

Though the book does not have the conventional kind of
racial situation., it does enumerate instances of the violence
whites do to the blacks-physical as well as the sort perpe=
trated through sly. underhand methods used to undermine .the
blacks. But Ellison has the honesty and the range to see
beyond this and so he also wrltes about the violepce blacks do
to the whites. The narrator beats a white man brutally on the
street because he speaks to him rudely. Ellison also knows
that the blacks can do vioclence to other blackse The antedi-
luvian Ras the Exhorter, for instance, wants to destroy the
narrator because he associates with the whites. Bledsoe, the
powerful President of the black college the narrator goes to.
is capable of chicanery. Posing as the subservient and humble
black when #he white patrons of the college come to visit,
he is in reality contemptuous of theme. For a minor trénsgression
he throws the narrator out of the college because to keep his
position he would he says, if need be "have every Negro in the

66

country hanging on tres limbs by morningeee" Lecturing to
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him about how blacks should keep to their place, he even

calls him "nigger"767 Bledsoe glves him seven letters of
recommendation addressed to trustees in New Yorkfbut the narra-
tor 1is never called fo; an interviéw and one day finds out
why« The letter, like Hamlet's, passes a death sentence.
Instead of recommendation the letter condemns in violent termsa
asking the trustee not to give him a job but to let him keép

hoping..;t{Zis like the letter he sees in a dream: "To whom

it May Concern. Keep this Nigger-Boy Running"q683

" Ellison develops a subtie technique for porﬁraying ‘
violence done to blacks by whites thus subverting a conventional
situation to one'fraught with £rightening implications. A
coﬁmon incident is charged-with a sense of nightmarish anguish,
somewhat like an exp;essionist'painter giving an‘ordinary
landscape different dimensions just by the application of

unexpected colours and lines.,

To the commonplace event of a black being shot by a white
policeman, for instance, Ellison brings the clarity of a
camera shote The delineating of the scene is such that we feel

we are watching a well-made £ilme

The narrator sees the killing from across the street and
ecach detail is clearly visible as though the camera were
pannings focussing on one object after another ~:the rails,
the fire hydrant, the pigeons, the feather from ﬁhe plgeon's

wing and the slow-motion quality of a fast’actioﬁt Tod hits
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the policeman and there is a leisurely unfolding of a dancer's
movements, the arms. the legs, the strap of the box he is
carryings all perfectly co-ordinated. This 1s violence formaw
lized into a stripecartoon, = the cops and robbers varlety =
the-kind found in Bonnie and Clyde when, at the end Bonnie and
Clyde jerk through the movements of a dance as thelr bodies
are riddled with bullets. This stratification of characters
from naturallism to strip-cartoon figures has a desolating
impact of something living reduced to #mechanical generality.
The comic-strip does notf%ppear suddenly in Elllson as in
Heller who may have been influenced by the former), its
emergence suggests a way of transcending the lmmediate and the
familiar. The stereotype is a mask like any cartoon-strip
figure and can be used for exploring the meaning of allenatione.

Reducing the human to-a mask is 0 reduce 1t to an idea.
The f£ollowing is the passage describing the killing:

see I saw the ralls in the asphalt and a fire
rlug at the curb and the flylng birds... just
as the cop pushed himees and cliftons.. going
forward as one of the pigeons swung down into
the street and up again, leaving a feather
floating white in the dazzling backlight of

the sun..« and I could see the cop bark a
command and lunge forward, thrusting out his
arm and missing., thrown off balance as suddenly
Clifton spun on his toe like a dancer and swung
his right arme. Over and around in a short,
Jolting arc, his torso carrying forward and to
the leift in a motion that sent the box strap
free as his right foot traveled forward and

his left arm followed through in a floating
upper cuteee Andess I heard rapid explosions
and saw each pigeon diving wildly as though
blackj]acked by the sound, and the cop sitting
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up straight now..s and the pigeons plummeting

swiftly to the trees, and Clifton still facing
the cop and suddenly crumpling,69

In this passage the sentences are long and there is a
conspicuous use of the conjunctive 'and'. This could be
because Ellison wants to suggest the action taking place quickly

and continuously without break ox pause.’

The stylization of Todd' s death is a way of transforming
what is contingent into something abstract. An interesting

point that can be raised in regard to Invisible Man is that

Ellison has made cleay his resentment at the stefeotyped image
of the black. But in destroying the stereotype of the black

he moves o the stersotype of the sufferer, the alienéted victim.
Tod performing his dance of death is another wvarient of the '
alienated dangling man. Ellison is suggesting that equality in
treatment would not solve all the problems of the blacks =

they too experience the existentlal predicament that the whites
do.

In the Battle Royal scene ten young bladks~§re forced
£irst to look at a naked blonde and then are blind=-folded for
a boxing matches The»whites are presented as beas%s. shouting,
getting vicarious excitment from the crude happeﬁings. The
blacks are made to scramble for gold coins~which:turn out to
be brass tokens advertising a car - scattered on an electrically-
charged rugs This realistically presented scene is. given the
quality of a nightméée: viéid visuals, a variety of voices,

fear seeping into the atmospheres
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When‘the narrator has an accident in the paint factory
he has to undergo treatments. Ellisons like 3?119W agd Heller,
does not think of doctors as beneficial to menkind. All these
writers see them as sadists using patients for gruesome
experiments; When the narrator is given shock treatment the

doctors f£ind his torment entertainings:

"Look, he's dancing". someone calleds
No, really?® ’
An oily face looked in, "They really do
have rhythm, don't they? Get hot. boyl
Get hotl" it said with a laugh.?0

~

Heller sees doctors in the same lights When he describes
the treatment of a patient he uses the terms of violence:
¥Tthey hurled lights in his eyes to see if he could see, rammed

needles into nerves to hear if he c¢ould feel".71

The violence of eviction is dramatized not so much
through the pain of the oldléouple but through a:list of trivia
they have collected through the years. Their whole sad life

is presented through the things littering the pavements

Pots and pots of green plants were lined
in the dirty snows certain to dle of the
cold, ivy., canna., a tomato plante. And in
a basket I saw a stralghtening comb,
switches of false hair, a curling iron,
a card with silvery letters against a
background of dark red velvet reading
"God Bless Our Homeaa«s"72

Ellison is | dubbed 'Uncle Tom' by some militant blacks
because they feel the book does not protest stroﬁgly enough

against the injustice done to thems
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‘ One might say that there are two types of biack writers -
those who would stress their blackness and those 'who would
stress the universality of man even while writing of the blacks.
It seems redundant to say that Ellison is the second type of
writer. One would agree with Schafer when he says, "Ellison
subsumes local and temporal questions of human iﬁsight and
gocial justice to more profound inquiries intO“th human mind

and the justice of the heart"¢73

It is not as though Invisible Man does not ?rotest- Even
1f it cannot Se put into the slot of 'Protest Novel', the
protest is covert, more in the form of symbols and images than
direct presentation. The central image of the invisible man is
itself a f&rm of protests To be blacks Ellison ls saying, is
to be a fictional character;lsince it means exiséing as a
serles of ideas formed by otherss The white does:not see a

black man as a person but sees only his own image of the blacke

Ellison protests twice against the stereoty?ed image
whites have of blacks as dumb entertailnerss once\in the caste
iron figure of a black, red-lipped. wide<mouthed Negro. Put a
coin on his hande press a lever and the hand ﬁlips the coin
into the mouth. The second time is in the song T&d sings to

sell his black dancing paper dolls:

Shake him, shake hims you cannot break him
For He's Sambo, the dancing, Sambo, the

© prancing, Sambo, the entrancing. Sambo
Boogle Woogle paper doll.?4

-
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In "The Shadow and the Act" Ellison talksﬁgbout the £ilm.
The Birth of a Nation and how it "forged the twin screen image
of the Negro as bestial rapist and grinnings eye<rolling c#?nx-
stereotypeslthat are still with as‘today”;75 These anti=~black
images, are "acceptable because of the existence fhroughout the
United States of an audience obsessed with an inner psycholocical

need to view Negroes as less than men". '© L

Ellison uses some direct methods as well to make clear
his protests Thé:moét’diregt are‘the speeches ofithe narrator
protesting the treaﬁment of the blacks by the whitesgand the |
fatalisti?.éttitude of the blacks. There are some references
to slavergangin Barbee's speech; in the possessiéns of the

evicted gouple., in Brother Tarp's storys

Howe thinks of Richard Wright as the practitioner of thg
true expression of black fresdoms Though he admires Ellison
and galdwini he castigates them for rejecting thé straight
protest of Wright. In his rebuttal to Howe, Ellison says that
Wright in Black Boy thought of black life as bei@g devoid of
hopes Ellison himSelf‘has a positive vision of AﬁrcmAmerican

life, of a strong spiritually=~sustaining culture.

Some rabid blacks assume Muslim names, Afro«hailr styles,
exotic clothes - external signs of the renunciat;on of Western
culture. Through th@‘portrayal,of Ras the Exhorter as a cdmic
Eigure., Ellison points tb,the futility of the segregation of

black culture and white culture because Americanyculture is an
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inseparable mixture of the two. Even in the white consciousnéss
there is consciousness of the black. This is symbolized in the
‘'white paint produced in the factory where the naérator works
for a day. The white is made brilliently white by mixing in
ten drops of a deadeblack liquid. Ellison affirms his identity
as a Negro-American: "I.don‘t recognize any black culture the
way many péople use the expression", "I don't regognize any
white culture. I recognize no American culture wﬁich is not

the partial éreation of black people“q77

To foreground the vitality of the Negro-American experience
Ellison turned to mythology and folklore. Ellison describes-
the Negro-American concicusness as® a tragicomic¢ confrontation
of life", best exemplified by the blues which are "perhaps as
close as Americans can come to expressing the spirit of

trag Edy " ﬂo ?8

Ellisons's "“black aesthetic" eonsists not only of the blues
but also spirituals. gospels. folk song, speeches made in the
style of hustlers, boxers, preachers. Ellison aléo uses the
myth of rebirth and the £inal escape into the undergrcund'
Schafer points oute is 'like a descent into the tqmb where

'heroes rest 1ike "the heroes of myth who disappeér and are
believed to wait should the world require them - like King Arthur
and Finn MacCoole.s« The invisible man. now grown:into Jaqk-tha~
Bears turns to New York's sewer systems, & black and labyrinthine

7

underground - a fitting anti-hero! s mausoleum®. 9 The folk
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tradition, as Kent says, "affords the Black writer a device
for instant movement into the privagy., tensioned coherence.

toughnesss terror, and beauty of Black experiencé..."so

But violence is not simplified as a structure by being
rooted only in the black cohntext. In order to transcend the

black cultural context Ellison turns to fabulation and fantasy.

The scene in the Golden Day saloon, for insﬁance; is
like somethiné out of Infernos. The people in the saloon are
shell~shocked victims but the naxratoffis not sure if they are
really insane as they are supposed to be. At ;imés he feelsl
that "they played some vast and complicated game;.. a game
whose goal was laughter and whose rules and subtleties I could

81 Ellison turns the scene into one .of comic

never grasp®.
nightmare when the men‘bea; thelr bullying attendent unconscious,
revive him with cold beer, beat him into unconscﬁousness againe.
With mad people £illing the bars whores looking on from upstalrs.
an enormous attendent bleeding on the floors speechess and loud
music from a piano that is out of tune, the atmosphera of a

mad hallucination is coreateds

There are flaghes of fantasy., When the narrétor who is
about to join the Brotherhood looks at himself in his new blue
trousers and wonders like alices “But how do you know they're

your ;egs?“sz

The final riots are presented in a hallucinatory manner

like scenes f£rom the coowded circles of Inferno. These scenes



dissolve into total fabulation with the arrival of Ras the
Exhorter become Ras the Destroyer., riding a horse and holding

a spear. Ras. the central figure in this fabulist scene is a
Quixotic megalomaniac like Hitler. The madness of Ras is meant
to represent mass insanity. the inherent Quixoticism of sociegy.
This is different from the individual idiocy of Benjy. This is

why Ras is made to appear as a fabulated figure.

The burning of the apartment by its tenawnts = recalls
May’ s idea that violence can erupt égainst oneselfs "+ew the
direction and the aim of violence is secondary. only the
eruption is important at that moment. This is the‘point at
which suppressed tendencies for aggression are transformed into

violence. Strictly speaking, the object of the violence is

irrelevant".83

The race riots represent the triumph of the synmbol-makerses
The blacks explolt the riot sltuation to steal as many consumer
goods as they cane. Shops are looted and this resvlts in one

of the most grotesque scenes in the book - the hanging mannequins:

Ahead of me the body hung, white.» naked, and
horribly feminine from a lamp post.I felt
myself spin around with.horror and it was as
though I had turned some nightmarish some=-
rsaulte I whirleds.. and now there was
another and anothexr, seven « all hanging
before a gutted store fronte.s they were
mannequins..e Hailrless, bald and sterilely
feminineses Iees cxpected the rellef of
laughter, but suddenly was more devastated
by the humor then by the horror.84
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Sybil, like Nate[ly's whore has been popping up out of
nowhere all evening and as the narrator locks at the hanging
méﬁnéquins he has a frightering thought: "But are they unreal,
I thoughts are they? What if one, even one 1s real « is

ees Sybil?® 0,8 5

Fabulation becomes an imperious need for writers whose.
response to contemporary events compelé them to formulate an
apocalyptic visione. In an interview Ellison says that he had‘
started writing about assasinations in a comic méde almest
eight yéars vefore the KRennedy and King assasinations.
“suddenly life was stepping in and ifiposing itself upon my

fiction."o , Lo

The imblicaéions are that violence in literature is not
merely a response to vioiéﬁce in 1ife'but a feature of the
apocalyptic vision the writer formmlates. The fable in its
extra=-temporality ﬁrojects tﬁe future imaginativélyg comedy
does not trivalize violence but lifts it from thé here and now
by providing aesthetic distance and as a structure it facilliw
tates fabulation. This is also coinpideﬁtaily the technique
of the blues where a tragic episode in the 1life of a black is
presented with wry humour. Comedy mediates  contemporary
tragedy and violence with the sense of the future, of 'ending’

by transferring the here and now to a vislonary planee.

This form leads to the creation of an anti-hero. Fabulation

also makes for universality. an encompassing vision rather than

S
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a limited one. Bellow finds Negro Harlem both primitive and

sophisticated:

It exhibits the extremes of instinct and
civilization as few other American
‘communities do« If a wrliter dwells on the
' paeculiarity of this, he 2nds with an

‘ exotlc effect. And Mr.Ellison is not
exotic. For him the balance of instinct
and culture or civilization i3 not a
Harlem matter, it is the matter. German.
French, Russion, Americans ggrsalc a
matter .very little understood.

The anti=hero is not a black man but a universal mane
Ras is a universal Quixote ~ the final vision of Ras seeks to

emphasize the futility of romanticmsm in any struggle.

Fabulation, then. provides the writer with the freedom
to express himself artistcally. unféttered by racial demand..
/
Violence in Ellison does not appear as a raw phyvsical event
confined to a particular context nor is it a matter of

epiphany as in the case of Quentin (The Sound and the Fury).

It assumes the form of apocalyptic visione. Unlike Quentin's
personalized generalized violence thls is a depersonalized

violencee.

In realistic writing violence centres on the experience
of a single personwtﬂefe violence becomes = mode of encountering
realitye In the past the enemy wés a khownrpersoﬁ: now the
enemy is féceless. The aggresscr is aa much a pawn as the
victim. Ellison's use of fantasy defines the nroqess of life

ahistorically. The treatment involves the craation of protesn
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Characters. Rinehart wears many masks, thoga of gamblero
shyster, Reverend. Says Tanner, "Rinehart is the figure most
at home in the sub=~terranean world, a £luid darkness flowing
on underneath history and society, beneath their shaping

powers".s8

Rinehart is Elllsons's name for "the peréonificatidn of
chaose. He is also intended to represent America and changees
He has lived so long with chaos that he knows how to manipulate

icH -8 S

In work designated as semiefabulist there are protean
figures = Milo, Rinehart = but they are not the central figures.
The central figure is in search of kis identify &nd is tempted
by the protean characters. The protean character is the tempter
like the archetypal protean figure, the devil. Zven though the
central gharacter’is ﬁempted by proteanism he figally turns his
back on itqiln Ellison violence is employed artiétically ipﬂ
the process ©of self-~discovery, through an éncounter with the
protean forces of life. The lnvisible man changes from a
country bumpkin to a cool eat communist to an unéerground mans
His maturity lies in his rejection of the proteanism of

Rinehart and the Quixotic romanticism of Rass

Fabulation enables Ellison to transcend the black experi~

ence. As he sayss

i



If Invisible Man is even "apparently" free
from “the ldeological and emotional

penalties suffered by Negros in this
country”, it is because I tried to the 'best
of my ability to transform these elements
into arte My goal wasses to transcend, as the
blues transcend t%e painful conditions with
which they deal» ,

The most extensive treatment of madness is found in

Kesey's One Flew QOver the Cuckoo' s Nests The asylum reminds

one at timas of the mad taa rarty of Alice in Wonderland except

that here the intruder makes a greater impact than Alice does.
At one point the Mad Hatter mournfully compains that evern
since Bime stopped being friendlly with him, "It s alway six

0'clock now"q91

It's always six O'clock in the ward as well
because here time has lost its meaninge It is a frozen world.
Kesey also compares ap idiot té an "cld clock that won't tell
time but won't stop neither, with the hands,bent?out of shape
and the face bare of numbers and the alarm bell rusted silent,
anold worthless ¢lock that just keeps ticking gné cuckooing

without meaning nothing";gz

But while the characters in Alice in Wonderland are

free to enjoy their madness, in One Flew Over the Cuckoo's Nest
they are confined and watched over by Big Brother's female
counterpart. Big Nurse is always watching. not jﬁst the outward

gestures but also the mind, watching it and controlling its

One finds certain common patterns in One Flew Over the

Cuckoo!s Nest and Catch-22< While Catch-22 has the Air-Force

H
H
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as its settihg; the malignant force in One Flew Over the

Cuckoo' s Nest is the Combine. The Combine has the aim of

turning all human beings into well=adjusted, packaged products,
one like the others: ‘

The ward is a factory for the Combine. It's
for fixing up mistakese..s. When a completed
product goes back out lnto society all fixed
-up good as new,» better than new sometimes,
it brings joy to the Big Nurse's heart.
Something that came in all twisted different
is now a functloning, adjusted component: a
credit to the whole outfit and a marvel to
behold. Watch him sliding across the 1and
with a welded grines 93

Like the Alr-Force, the Combine is highly organized and
welleequipped to deal with madness and rebellion: Each like
some glant ¢arnivorous spider, draws men into ilts web and is

not willing to relinquish its hold on them.

McMurphy and Ybssarian’fight this system.fTﬁey have
different reasons for doing this and different wéys of
fighting. Yossarian f£ights because he does ﬁot want to get
killed. Mac £ights for oéhe;sﬁ Yossarian assumes madness to
fight madness. Mac's method is not so sophisticated, i? is more

like a cheeky boy's technique to annoy his teacher. Catche22's
T ———

world is peopled with madmene. So is that of One Flew Over the

Cuckoo! s Neste The difference is that in Catch-22 all the

characters are eccentric - even those who represent the

s
establishment. In One Flew @ver the Cuckoo'S'NeF:people in the

asylum are mad in the clinical sense while the establishment
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is brutually sane. Although both Mac and Yossarian assume
madness, Mac does it to escape the work farm and Yossarian to

£ight collective madness.

Both novels draw the social context from contemporary
America whose main characterlstic is manipulation. They are not
social eritigues but’artistic visions of the social cerisis
outlined in Whyte's The Organization Man and Packard's The

Hidden Persuaders. gatch-22 and One Flew Over theé Cuckoo's

Nest deal with the same material in an ironic way.

That American societ§ has become manipulative is revealed
by Packard who talks about how our "hidden weaknésses“ are
probed so that our behaviour can be more efficiently influenced.
In this "probing and manipulating nothing is imméhe or sacredgﬁg4
Big Nurse employs the same method in the group méetings. Intimate
detaills of the patient are ferreted out so that he can be kept

under control.

Whyte talks of the social ethic,“that coﬁte&porary body
of thought which makes morally legitimate the pressures of

society agalnst the individualg"gs

Individualism is. discouraged.
What is encouraged is the belief in organization% in the
"belongingness" to a groupe« The main task of the;Combine is to
tame everyone, making them do whatever the organization wants
them tos Protestant ethicss says Whyte, celebratéd individualism,
Against thiss -soclal ethics cultivates the sensequ belonging=-

less in a group.
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The Combine not only reminds one cf,Whyte‘S’organizational
apparatus, it also embodies society s hunger for power over
the destitute in terms Foucault applies to his study of madnesse

‘Big Nurse wholeheartedly subseribes to the theory of the
therapeutic community which teaches a person to get along in
a group so that later on he will be able to function in a
normal society which will be an extension of this group. The

ward is a microcosm of the world outside.

H

it isjrun smoothly and ruthlgssly by Blg Nurses Everything
is done according to schedules It is a world systematically
dividied between the sane and the insanei. and further divided
into various categories of imsanity as ﬁheybwereiin the Classical

Age where "each form of madness" found "its proper place, its

distinguishing mark, and its tutelary divinity"g?é
9? as is the ward where patients

A "world of
disorder. in perfect order" |
are neatly élassified as though they are broken down goods in
a repair shop tabulated and slotted: Acutes who are "sick

enough = to be fixed", %8 Chronics who cannot be manded; further

divided into Walkers. Wheelers and Vegetables.

It is a time-bound world: teeth brushed at such and such
an hour., fixed time for medication., fixed time £or card playinge

Because of the rigid time scheme. time has lost all meanings

During the Renalssance, as Foucault tells us in his
history of insanity:, a common part of the seawscape was the

Ship of Fools. Mad people were herded on a ship because "folly.
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water and sea, as everyone then "knew", had an affinity for
each other. Thu5¢i"Ships of Fools" crisscrossed the seas and
canals of Europe with thelr comic and pathetic cargo of .':'zo:n,r.".s""v99
Towa;d the end of the Middle Ages leprosy disappéearede. Leprow=
sariums, lfing in walt for centuries. were turnéé into houses
of confinement in the 17th century. The absence of lepers
created a vold and society found lts new scapegoét in madmen.
. The ship of Fools stopped sailing and madmen weré grounded «
This resulted in the 1oés/bf thelr liberty. With coéfinement
to a single space madmen must have lost.théir sense of space:
rthe sense of the world that they had in their ship. This vast
world was substituted by the closed space betweeh four wallse.

Instead of being allowed to roam freely they came under

organization. The aaylum became. - \

a quasi-absolute sovereignty, jurisdiction
without appeal; a unit of execution against
which nothing can prevail - the Hopital
Général is a strange power that the King
establishes between the police and the
courts, at the limits of the lawxa third
order of repression.l00

In Kesey's book the power of the King is transferred to
the Combine., that of the HOpital Géndral to the Big Nurse.

The Big Nurse epitomizes an authority which cannot be questioned.

Confinement and allepervading aqtho}ity has;a detrimental
effecé on patientss But cure does not seem to be the aim of

the asylum = control is the main purpose.



205 7

Kesey's mad people have, at times., recognizable case
- 8ymptoms. Biliyw for instance, has a dominant mot@gr who treats
him like a childe Big Nurse has taken over £rom his mother.
Pete is a born idiot because of forcep deliverys @here are the

vegetables who just sit or sleep and have to be feds

But not all the inmates are mad in the clinical sense.

Most of the Acutes sgay in the ward voluntarily ﬁeoguse they -

cannot face the outside world. The Chief acts deaf and dumb
~ bec¢ause he had realized as a child that as far as the whites
are concerned he is deaf and dumb since he is an%:ndian - Like
the invisibility of the black. As he goes througﬁ 1ife he feels
safe pretending to be deaf and dumb and makes it his strategy
to hide from the world.

The asylum for the Chief houses mechanical ﬂorrors where
people are turned intd puppets manipulated by Bié‘Nurse with
the help of wiresq He sees the ward as a nightmare world with
a blg machine and robot workers who butcher patients and
indulge in macabre practices. Losing touch with reality, the\
Chief switches off for days{ His explanation for;this is that
_the ward has a fogging machine which smothers the ward in fog =
a comforting feeling becauses it prevents one fro@ thingkinga
He is almost at the stage when he will get lost in the fog
forevere This is the way Kesey envisions madnessi He seems to
suggest that madness for some people is a neede. They desire
madress because it induces a state 0of euphorla where one forgets

all that is unpleasante.
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In this comforting fog of madness time is irrational -
going terribly fast or slowing down completely and as far as
the Chief is concerned, it is Big Nurse who sets time according
to her will: when time is fast "the scene in the picture-~screen
windows goes through rapid changes of light 4o show morning.
noon, and night... But usually it is slow when she will "freeze

0
the sun there on the screenp.,"l 1

In a solipsistic reading PForrey inists on treating One Flew

Over the Cuckoo's Nest in sexual terms. What we get In the booke

he says, iss

© Yet another group of American males trying
desperately to unite into a quasiereligious
cult or brotherhood which will enable them
to sublimate thelr homosexuality in violent
athletic contests, gamblings, or other forms
of psychopathological horse play.102

This reading besides being lopsided, ignores the fact
that Kesey is using the asylum to explore the power wielded
by the government and the organization which affects different
aspects of life. It is the exploration of a culture which
reduces man to robot« The vegetables are symbols of human
beings who have been brought to a child-like state by the

organizatione.

Foucault has the theory that the control soclety exerts
over mad people 1s practised in a very subtle way by
transforming the asylum into a simulated bourgeols familye.

Kesey's asylum is a simulacrum of this idea in viewing the
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the asylum as a family and Big Nurse as the mother. "We are

103 says Harding. For Kesey

the victims of a matriarchy heres",
the asylum is not only a metaphor for Ameriqan séeiety but is
an impetus for exploring the relationship between madness and

power. ' |

" Big Nurse is the mother who keeps her child;en under
controls She treats the grown-up men like childr?n;.humour;ng
“thems chiéding theme being patient with them;‘go?cau;t
describes Tuke's Retreat - a place where madness;was treated
in the 19th century and where it was reasoned thét "madness is
childhood. Everything at the Retreat is organized so that the
insane are transformed into minors. They are regérded as
“"children who have an overabundance of strength and make

dangerous use of it“.1°4

FPamilies are structured around the parents who make the
laws. If these laws are broken the children are punished and
are made to feel guiltys This was the logic behind Tuke' s
Retreat where the madman was not punished physically if he
violated the rules of the house. He was made to feel‘guilty
by being held responsible for the tranggression.;muke. says“
Foucault, dﬁd not liberate the insane as 1s proclaimed: he
created an asylum "where he substituted for the éree terror of
madness the stifling anguish of responsibilitys fear no’. longer
reigned on the other slde of the prison gates. it now raged

under the seals of consciance".los



208

I
In the beginning the madman was not expected to act in
a nhormal way. Now he was supposed to act as a normal member of

the family, held responsible for his own punishment.

This kind of treatment instead of helping is detrimental
to the patient's progress and creates a great traumae It is of
benefit to the staff because a guilty person is easy to subdue.
As Foucault says. the asylum ”organized that guilt. it organized

it for the madman as a consclousness of himself.ai."'io6

The Combine-asylum is the welleorganized family and the
-insane is required to follow the family's code oﬁ conduct
very étrictly. Any infracéiop of the code is tregted 80
censoriously that the insane ;s wracked with guigt and is shamed
into submissione The suicide of Billy comes undeé this category
of treatment of the mad as expostulated by Foucaﬁlt.

Critics have called the asylum Kesey's metaghor for
tyranny but that alone would not account for the book's powers
It makes such an impact because it presents a cr@tique of the
organization at s¢o many differeng levels: like the organization
which loocks after man's professional life, the béurgeois family

is also an organization where individualism)is dﬁscouraged.

whyte presents American society as a highly organized ones
This organlzation is a form of tyranny which does violence to
its captives through very efficient methodss “Thé messiness of
intuition, the aimless thoughts, unpractical questions = all
thesg things: that are so often the companion to discovery are

anathema t0 the world of the administrator".107
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The ward is a microcosm of the mechanical A¢e#icaﬁ
“society where group ' thinking' is encouraged andiwhere one's
originality and individuality is crushed. Group %herapy is
practised with greét vigour by Nurse Ratched. Th% group meetlng
which takes on the colouratién of a ritual with its sacrificial
victim is seen by Mac for what it is - an exercise causing
great ingernal damages The victim is made to confess intimate
facts, fagts which he would try to hide even froﬁﬂhimself. In
reality, these ¢onfessions are a form of blackma;lg\operatiﬁg
as a subéle way of reinforcing Big Nurse's alleenbracing
power. Mac calls these ﬁeetings pecking pérties::when a flock
Sees a spot oé bioqd on a chicken it starts pegking ite In N
the process the chiékens gat blood on their own bodles so

they all peck at each other.

'

In Big Nurse's family system patie%% are taéght;to sneak.
They report chance remarks of their friends whicﬂ are later
used against them in the meetings. By these methqua'the Big
Nurse does so much violence to the minds and priée of her
patients that finally there is no chance of recoferym'Three
people commit suicide in the books Billy. MrsRawler and Cheswick.
Two of these can be directly linked to the suffociating feeling
produced by'Nursa)Rapched's authoritye.

In the staff meeting the Nurse is again in control.
There is green seepage in the staff room, says the Chief who

sees it as an evil placer a laboratory run by a mﬁd scientist
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who through schemes concocted in his twisted brain does harm

to his Innocent victims.

When 2 patient asserts himself he is given éhoek treatmente.
Shock treatment instead of being seen as cure 1s seen as
violence done to a patiente. It is a form of puniéhment. a
threat held out for ggod behaviours: "You pay ﬁor;the sexrvice',
explains Harding to McM urphy. “with brain cells instead of .
moﬁe&..."loa McMurphy thinks of it as a real forﬁ of physical
109

!

violence, "like eloctrocuting a guy for murder®.

If the patient is not subdued by shock treatiment, the
extreme step of performing lobotomy is taken as the f£inal

punighment and the sure cure of individualitys

While shock treatment - supposedly a cure = is treated
as brute vioclence, the truly vioclent act of killing becomes,

as in Of Mice and Men, an act of love. Chief Bromden murders

Mac because he cares for him deeply and that is the only way

he ¢an allow him to £fly over the cuckoo's nest.

Mac has to be allowed to escape the asylum ﬁecagée it is
mechanical and dead and he is so full of life anq vitality.
This vitality is symbolized by his laughter whicﬁ§rings
ﬁhrough the sterile ward and infuses it with life. It is a
laugh which represents sanity ? "ees 1t's £ree ahd loud and
itess spreads in rings bigger and bigger till its lapping
against the walls all over the ward s 110 Mac laughs - and his

constant effort is to make the inmates laugh - begause . he

7
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knows one has to laugh at things that hurt one: "... he qu‘t
let the pain blot out the humour, no more'n he'll let the

humour blot out the pain".111

Mac and Yossarian are able to step outside the organization
and fight ite Beginning as a personal fight it finally‘becomes

~a crusade for others against a vicious system.

ﬁhen Mac sees the extent to which the Big Nurse has
succeeded in emasculating the men and the extent of their
dependence on hims he fights her tooth and naile This time it
is a deliberate sacrifice since he knows that shé can keep him

in the ward for yearsa. !

Mac is a typical character of American myth’m Billy Bud,
H
Huckleberry Finn ~ the country bumpkin who outsmarts the smart
folks Mac uses two strategles : a folk strategy and what might

be called the cartoonestrip technique.

By taking recourse to folk strategy Mac introduces the
Robin Hood kind of spontaneity into a mechanicalfworld. As a
folk hero he fights with methods practised by delinquents.
vandalism is one - he keeps breaking the Nurse's glass window
by running his hand throucgh it and f£dllows this act with an
apology. saying it was so clean he had forgotten the glass was

there.

The cartoon-strip impersonality is a strategy to combat
the impersonality of the machine-like organizatione. Hé‘is like

Superman who is able to penetrate an evil. life~feducing world
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with his own brand of sophistication. Mac has more of the
qualities of Superman than of a politician as Klinkowitz would
have it. Klinkowltz makes out a case for Mac and Yossarian

as politicians, sgying that in the Kennedy era. Kennedy himself
was like a hero while the books written during the new cultural
climate of the '60s had heroes who were politicians: "..» One
can look at Kennedysee in literary terms, while such literary
craftsmen as Vonnegut and Ken Kesey may be studied for their
historical and even political suggestions".112 Klinkowitz says
that both Mac and Yossarian are political forces rebelling
against authority and arguing for a new reality and both
"bacoye politiclans in a lafger sense, as cultural heroes for
the bold new decade of the American 1960's”quut in their
stance one does not find much reformative zeal or the desire

to create a new order. Theirs is more a mythlc tourney against
evlil, Yossarian's being a despe@rate struggle to keep from
being sucked into a system where wrong is condoned as long as
it carries the tag of Catch-22 and Mac's the fight of a

cowboy agailnst all odds, fighting for his fellow men before
riding into the sunset.

As a figure out of American myth. he is compared time amd
again with a cowboye His first entrance 1s like the dramatic
ehtrance of a cowboy in a Western: "... he sounds big in the
way he walkse.. he's got iron on his heels and he rings it
on the £loor like horseshoess He shows up in the door and
stops and hitches his thumbs in his pockets, boots wide apart,

and stands there with the guys looking at him“-114
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wWhen he deliberately sacrifices himself Mac #ecomes almost
a Christ figure. Rollo May talks of the humanity pf'the rebel
who unlike the revolutionary, is not interested ih powers The
function 6f the rebel is to shake the rigid order‘of civilizaw
tion is order to save society from apathys. May cails Christ an
authentic¢ rebel because He willingly sacrifices Himself for
others: "“The ;gbel and the savior then turn out to be the same

figu;e. Thr?ugﬁ his rebellion the rebel saves us{..".lls

1

The references in Kesey's book to this sortfof metamore
phosis ﬂ;omgthe cowboy to the Christe~figure are dlear. When
they go on the fishing trip. for instance. Chief Bromden sayss

"ess McMurphy led the twelve of us towards  the oéean“qlls

The shock treatment he is made to undergo 1s likened to’
crucifixions He "climbs on the table ‘without any;help and
'spreads his arms odh Eo fit the shadow" and he says." Anointest
my head with conductante. Do I get.a crown of thofns?”.117 The

Chief calls the shock conductors "crown of silve; thorns".ll.8

When Nurse Ratched offers him a way out by asking him to

admit that he was wrong .- ééain like Christ he does not recant.

. Mac's 'madness' 1s a challange to organized‘poﬁer and so
he is finally crucified by the €Combine. His descfipﬁion after

the lobotomy operation is ¢ "... a swirl of red hair over a
e 3

face milkﬁwhi§e except for the heavy purple bruises around the

119

ayes". Except for the red,hair this might be éh;ist after

he was taken down from the crosse

7
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Foucault mentions the myth in which Christ is presented
as a madmans Christ bedomes mad on behalf of man@ind and 1s

i
H

érulcified for the world's madness:

Christ did not merely choose to be surrounded
by lunatiecss he himself chose to pass in thelr
eyes for a madman, thus experiencings in his
incarnation/ all the sufferings of human .
misfortune. Madness thus became the ultimate
form, the final degree of god in man's image..
before the fulfillment and deliverance of the
cross.120 .

!
i

There is an actual presentation of Mac, as Christ, abroad
the Ship of Foolss When Mac takes tpe men out toisea. the boat
with its mad passengers becomes a staﬁdAby for tﬁe old sShip of
FPools. By removing the fools from an enclosed plécé and giving
them their ship back, he is giving them a sense of space, a
sense of the world. He also gives them a sense oé freedom by

releasing them from a stifling time~bound placee

This "bilgger-thanelife ﬁcMurphy" says Martigp is pitted
against the "bigger-than-llife Miss Ratched" who ére "opposed
in every ways He is the studs she ﬁhe "ball—cuttér“: he is the
brawlers she the manufacturer of docility? he is;the gambler,
' she the répresentative of the hoqse = where change has no

meaizing“.lz1

Big Nurse, like Mac, is different things. but while all
these things represent the lack of life, Mac's roles are
representative of life: she is the female countefpoint of Blg

Brother, always watching over one. She is a malignant

-
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mother~-figure who has the black orderlies, the shock treatment,
lobotomy at her disposal as means of punishment. "These are
weapons of terror" says Martin, "dedicated to the proposition

that the best man is a good boy..."l22

She is a witch out of a fable who, according to the
Chief, can blow herself up big: "... she blows uﬁ,bigger and

bigger., big as a tractor...“.123 é

- She is a voodoo doll who goes through life-%ike gestures
*begause of the machinery inside. The 1angua§e suggests time
and again. that she 15 a machine, a thing, made not of flesh
and blood but cogs and wheels éhat are wellaoiled. The
attendents are more robots than human beings, mecﬂanicaiiy
carfying out Blg Nurse's commands. Fromm shows how sometimes
man becmmes identified with his social organization and forgets
that he is a personi: "s.» he becomes. to use Heiéegger's term
é ‘one's a non-persons, He is. we might say. in a:negative
ecstasis? he forgets himself by ceasing to be ‘hé‘n by ceasing

to be a person and becoming a thing".lz4

'

In contrast to the machine-like staff, the inmates are
human. Thus the asylum is an inverted metaphore The world

outside is the crazy one because it lacks humanitys

In Heller, too, as in Kesey madness is all-ﬁervasive,

As Yossarian puts it succinctlys "Everywhere he ldbked was a

NUCTeses "125
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The pressure on the mén during wartime. when the gspectre
of death is ever~present, is tremendous and manygbf them go to
pleces. Hunéry Joe' s screaming nightmare is one ﬂnsfance of a
man on the point of nervéus collapse. He cannot bear any kind
of noise - even the ticking of a wateh “"grashed like torture

", 12s 127 list of

against his unshielded brain In Teicher's
symptoms of a combat fatigue patients are repeated catastrophic
nightmares? a “startle reaction” where anxiety and fear are
produced by sudden noisesa The fundamental basic pillars of the
neuroses in war he says, are based on the drive for self-
preservation -‘its affective aspect is present tdo - and fear

of death, among others.

Aarfy is totally mad when flying. His madness takes the
form of Buddha=like calm in the midst of aﬁtisaricraft firinge
He puffs relffectively on his pipe, saying., "I can't hear you"‘kz
whenever someone talks to him. Even when Yossarian is badly
wounded, his leg saturated with blood, Aarfy continues sayings -’

"I can't hear you". ¢

“can't you see me? Yossarian cried incﬁedulously;e.
"I'm woundedl! Help me, for God's sake ¥ Aarfy.

help mel®

"I still can’t hear you', Aarfy complaine&
tolerantlyss«"what did you sayz"129

On ground he seems more sane but he still hés an element
of insanity which makes him amoral. He rapes and kills a
prostitute and thinks it is alright to do So. Madness is

pPrevalent everywheres specialiy in the organization because
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Aarfy is not arrested for murder but Yossarian is, for being

out without hils pass. i

i

- In Something Happened, Heller depicts the ﬁensions

caused by working qnder the conditions of peacetime. The office,
in fagt, can be seen as a little replica of the Qar—front. Here
too skirmishes go on to get to the top; the defeét of one'é
enemies is metlculously planned? and replacing the fear of

death is the fear of being superseded or thrown outs

This sort of pressure produces mental aberrations. the
kind slocum reveals. He is unsure of his identicy. The reason
is that he keeps changing according to the expectation of the
person he is with. He even takes on the characte;istic of the
person he is with » 1f he is with someone who ;i@pSo he 1igps:
if the other man has a distinct accent Slocum too speaks that'
way for somstimes This is the typé oflemuiation iasch talks of
when he says tﬁat it "becomes almost entirely unéonsbibus and
expresses not the search for models but the emptiness of

self-images'. 130

“The book reverbrates with the ‘pathetic cry
of "Who am I?" His schizoid tendencies have already been

’disoussed earlier.

There is a constant référence in Something Happendd to
people going mad or committing suicide, Martha who is in the
typing‘department of Slocum's office is slowly‘géing Crazye
No one tries to help her. They wait and watch. wéndering Just

when she will reach the point of total insanitygi

1
B
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In Good as Gold, Gold's step-mother is crazy but she is

more of a comic character. Heller does not create her madness
as an example of society's insanity or for probing the mental
states of man. She i1s somewhat like Bellow's mad people. Her
dislike for Gold is irraticnal and intense. Each time he
publishes am article she makes the remark that he has a screw
locgsee (It is interesting to note that both Heller and Malamud

use the image of a hat to suggest madness).

Gold's father is not mad but he is eccentric. His self=
obsession results in cruelty when he says whatever he feels
about people without considering thelr feelings. He vasclllates
between extremities of mood = ranging from high spirits to
total indifference. His greatest eccentricity is his dislike
for chipped chinae If he is served 1ln cracked €hina he hurls
it to the floor and breaks it « Gold's private name for him is

Karamazove

Though Andred has\got a Ph.De there 1s an emptiness at
the core so that though she is beautiful and rich none of her
boy friends is willing to see her againe. Though brilliant in
her studies there is something totally missing from her mind.
She has no conception of moral values and talks casually of
the most intimate subjectss Her part-insanity can be traced to
her father who 1s corrupt and shows many signs of madness.

He is openly racist, goes into a fit when he thinks of bald

men, loves gelding horses.
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But Heller also deals with madness in its ¢linical sense.

In Something Happened, Slocum's son is born an idiot. He cannot
even speaks all he does is‘produce a few sounds. Derek is
presented to us only Ehrough Slocum' s musings ("They'll. call

u, 131 says Slocum)s He never appears once iB person.

him Benjy
unlike the idiots of Faulkner., Steinbeck and O'Connore. It is al-
most as though Slocum is ashamed to bring him face to face with

his readers as he is to have his friends sSee him.

The ' way Derek is treated by his family is an indictment
of the present-day family. Like the family in Kafka's . ..
"Metamorphosis®, the Slocum family too behaves toward him as
though he were a blot on their fair name. None of them plays
with him or makes any effort at communication. They would
all ~ the sweet nine-ysar-old son included = like to send him

to a home although they do not openly say sos

Heller seems to have ¢reated Derek more to point out the
the disintegration of the family. rather than to explore the
state of idlocye.

Slocum offen muses on Derek and oné passage where he imagines
what Derek’s mind must be likes describes Benjy's state perféétly

as rendered by Paulkners

I think of him as’'receiving stimaldi

linearly in unregulated currents of

sights and sounds streaming into one

side of his head and going out the '
other into the alr as though like

radio sijgnals through a turnip or

through some finely tuned, capstan-
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shaped, intricate, and highly sensitive
instrument of ceramic, tungsten. and
glass that does everything but work.132

In Heller it is difficult to think of violence and madness
~as separate categories. Both are inextricably linked. Violence
is not a form of life in city or of culture but is another
shape of madness and madness is the essence of violence.
Together they create a new reality. Both violence and madness

coalesce to generate the comic.

If we examine the Guissepl scene oxr the scenss involving
the sﬁldiér in white, we find an extraordinary‘symbiosis of
violence and madness. This provides a third speéies‘oﬁ human
‘conduct - one that is both comic and eruel. The cruelty does
not spring ﬁrom‘viélence as it would in realistic representatione.
The cruelty résides in the comedy, in the faét that something
tragic is transfiormed iﬁto comedy. In literature comedy is
associated with the celebration of life while tragedy induces a
fear of deathe. But in semi~-fabulation comedy instils in the

readexr a fear of life itself.

.

Catch«22 has scenes of savage humour: the Cuissepi
incldent has death as its éheme but it is hilarious with the
comic tonelgiv;ng.a different perspective altogether: Milc{s
bombing of his own squadron? Doc Daneeka's death-; the
recurrent Ifeferences to Catcﬁuzza a force that cannot be
explained in phiiosophical or Biblicél termsf the continual
ﬁadness of ralsing the number of missions to be flow which

results in so much violence. All these are 'scenes of mass
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violence mixed wiéh mass madness. The Alr-Force representing
the violence and madness of America also repreéents that of
the lunatic asylum. The characters go throuch the gestures of

reality but one has only to scratch to discover the madness.
“The Sas'\'em of B Tarr
Edgar Allan Poe's short storys,‘and Pref, Fe“ther", antici-

s -
pates a literary structure where beneath routine appearance
lurks horrific insanity. The narrator of Poe's story goes to
have a look ét an asylum known for its innovative techniques
in treating madnesss The doctor invites him for dinner where
the gussts behave in the most bizarre fashions Finally it is
discovered that the guests are the real inmates of the asylum
who have locked up the doctors and nurses and taken over the

asylum. Poe anticipates Heller's and Kesey's world where the

surface of normalcy conceals layers of madness.

Perhaps there is something in the American imagination
which con%ls it to view the worxld as chaos. Writers like
Melville, Washington Irvingi Poe, Traine, Faulkner to Heller
and Kesey seem to construct socletlies hovering between order
and chaos, madness and sanitys self and others These works do
not reveal a trail that £inally leads to order as enshrined in
traditions European or Aslan societies take for granted. Order
is the other face of chaos and not its antithesis ss‘uhat the
asylum and the Alr-Force, the ostensible symbols of order ares
in facts, predicated in the notion of anarchy disguised as

‘Formes ‘ . \
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The savage horror of life is released by trivializing

what constitutes its most wital aspecég. Even death is reduced
to nothingness and tréated as a casual happening. The Guiseppi
scene is fo;emost in this respect. One of the funnilest scenes
in the book:is also one of the most crueles Yossa;ian gtands in
for the dead Guiseppl when Guiseppi's family comes to visit him.
None of the family realizes tﬁat it is not Guiseppi and when
they start crying Yossarian joins in because he thinks he might

be dead sOOn.

-

Death is aéaiﬁ trivialized in Aarfy's killiﬁg of the
prostitute. The more serious the acts the more extreme the
trivializatione.

Yossarian's naked protest is a trivializatién of the idea
of courage and honour, reminiscent of Falstaff’s mockery of
honour in ware. The old man in Catche22 makes fun of tﬁe concept
of patriotism with different peoples dying for different coune
triess As in Henry IV where the cherished values.of the

Renaissance are ridiculed, Catch-22 too laughs at what has been

considered sacred.

The soldier in white is another instance of comic
cruelty. When Yossarian and Dunbar see him a secénd thme they
: o
get hysterical. Dunbar keeps screaming "He's back! He's back!

133 All the patients start screaming and running as

He'g backi}
well and we go into convulsions over someone who is so

seriously in jured that he is completely swathed in bandages?



Win Berry's great dream is owning a great hotel and
having a bear in it as a pets He is blind to the }ack of

practicality in what he planse

Eccentriclty gives a certain depth to Irving's characters.

Madness is generally one-dimensional as in The Sound and the

Fury or is given the face of total innocence as in The Idiote.
But when, as in Irving. the character hovers between sanity
and lunacy depth is given to his perception. This is the Lear~
like state of blindness as insight in which the character is

able to see much more than a raticnal\man could.

Both The World According to Garp and The Hotel New

Hampshire have a number of deformed peopie: a préstitute with
a large pockmark on her forehead, a "éilvery gougeea e « nearly

as big as her mouth“:136

the Ellen James ians with no tongues?
Tinch with a shutter? Alice with a speech impediment’ a man

with a glass eyey Lilly as a dwarf (like Oskar in The Tin Drum.

Oskar decides to gréw in the end and so does Lilly)s; a midget

circus (again like the e¢ircus in The Tin Drum): Freud who is

a "blind gnome”; the one-eyed, one armed Duncans

Duncan. looking out of an apartment in New York starts
a count of the handicapped people on the street. His tally
is3 "a man with one arm", "a man with one leg"{ "one man with
one arm. one man with one lege two people who limped",
"someone without any nose®, "another person with a limp“o,lg’7

Epstein remarks on all the “wounds., ripss tears, broken bones.
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and vitiated organs™, in Irving's books. So there arises the
question, says Epstein, "to adapt a phrase of Henry James of

the disfigurement in the carpet".138

There is a comically groteséue scene when Garp éresses
as a woman in order to attend the first feminist funeral of
his mother, and almost gets lynched when they discover who it

is. On the way back in the plane a man makes a pass at hime.

In The Hotel New Hampshire one of the prostitutes
always carries a purses Since she is a violent person everyone
thinks that she has a gun in its But tﬁe narrator discovers

that it is a jar with a human foebuse

The comedy of the grotesque, according to Innesco. is

"more conducive to despair than the tragic. The comic offers

139

no way out”. Heller produces ¢omedy by transforming the

living into the mechanical. The soldier in white is the most
obvious illustration of this technique. He is describad

variously as. something "constructed entirely of gauzes plaster

140 141

and a thermometer". "an unrolled bandage with a hole in it

"a stuffed and sterilized ﬁﬁmmy“.léz

The nurses keep him spick
and spane brushing and polishing him as though he were a piece

of furnitures -

. . +o
Heller turns to the grotesgue in relationAKid Sampson' s

deaths When the helicopter chops him Iin two, the top half of

his body is. swept away but his legs stay alive for a few moments,
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balancing on the raft before toppling slowly into the water.
They turn upside down Fso'%hat only the grotesque toes and the

plaster~-white soles of Kid Sampson's feet remained in view“@143

'After a few days the legs float back onto the beach where they
lie and "rot like a purple twisted wishbone"-“4

L3

Young men who have finished cthelr missions and are waiting
for the orders sending them home become grotesques "They moved

sideways., like erabs“e145

Ellison’s use of tﬁe grotesque is differente It mainly -
consists of’the sudden losing of a false part of the. bodys
shocking both the narrator and the reader. The black who works
in the paint factory loses his falseteeth in his fight with
Lhe narrator. Brother Jack's false eye drops out in his
ccnfrontatign with the narrator. The narrator is totally
Shattered and cannot look away from-the eye.scrkhat,there is a
refrain about the eye in his m;g: "es4_ and there on the bottom
‘of the glass lay an eyes A glass eye. A buttermilk white eye
digtorted by the light rayse An eye staring fixedly at me from

the dark waters of a well®. 146

The losing of the eye seems to
represent the stripping away of a facade and a revelation of

the true self.

An examination of the language reveals how these writers
employ grotesque imagery as a means of reinforcing their
concerns centering on violence and madness. Here are just a few

telling examples:
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le GrOtesgl_J._e

The Bergsonian idea of the presentation of the living as
mechanical or vice-versa is elaborated by Kalsers«- "sess the
mechanical object is alienated by being brought to life. the
human being by being deprived of it. Among the most
persistant motifs of the grotesque we £find, human bodies reduced
to puppets, marionettes, and automata and thelr faces £rozen

into masks".147

Mechnical as living

Hellef
*eea the gullty., banking, forlorn airplanen..".148 149
"The engines were howling again as though in painse."
"A wild crimson blot was crawling upward rapidly along
N . his shirt front like an enormous sea monster rising
- ' to devour him".150 ’
".ee the stitches on the inside of his thigh bit
into his flesh like fine sets of £ish teeth..."151
Kesey

"The wind was blowing the boats at their mooringsee SO
they made a socund like they were laucghing at us. The water was
giggling under the boards..."lsz

"The metal door locks out with its rivet eyes".153

Irving

"esoe the silence pierced with a metal screaming and the

shriek of ground glass.s.. a Land Rover lay up=~side-down and

bleeding its oll and gas in a puddle...,"ls4
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".se the man's sport car still chugged like
an animal interested in eating sand".155

“,+» the head of his cigar, like the
shimmering red eye of an animal".156

Ellison

B en a bullet struck an auto tires the:
released alr shrieking like a huge animal

in agony".15

"... the gears of the huge clockese
gnawing upon time".

Living as Mechanical

Heller
“Iike an antiquated building with white X's,
on the front, he mast be demolished
shortly%.159

Kesaex

"He's got hands so long and white and dainty I think

they carved each other out of soap, and sometimses they get

loose and glide around in front of him free as two white birds
160

until he notices them and traps them between his kneesess"

"Hes s+ shakes hands that he has to pick up out of laps

like picking up dead birds., mechanical birds, wonders of tiny
bones and wires that have run down and fallen"%?eli

" "Harding's got his thin shoulders folded
nearly together around himself like green -

wingsases 162

B.ee his hands begin to creep out from between his knees
163

like white splders from between two mossecovered tree limbSsse



"eoso 0ld guyss welded in wheel-chairs for years with
catheters down their legs like vines rooting them for the rest

of their lives right where they are...“164

Man as Creature

Heller

"Major Danby presed forward avidly with a look of
vulturous well-meaning."165

".es she would seizge with her shriveled fipyers
and devour ravenously right f£rom the wrapping
paper like some fanmished, caged, wizened,
white=haired animale..."166

"It's a honeycombs we drones Directors die?
they' re replaced."167

eee an index finger that curved like a talon".ls8

0169

'With fipgernails curving like clawSaees

Irving

"She was a tiny thing, all f£flutters and
twitches and cooSes."170

“,.. we would shriek at him like violent birds".171

"She wase.e.e speaking in an easy clucking manner
to him, while he continued to bleat.e«.".172

¥s»se Harold Swallow could £ly. He had moves
like the bird he was named for..."173

‘... with a pixile face.«s unpleasantly rodent
lixe".174

"eeeo the two men stabbing like hummingbirds
at a single small blossom".175

e.se his hagds like songbirds lighting on his
hip pads".l76
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Ellison
",.e thelr fists testing the smoke-£f£llled air
like the knobbed feelers of hypersensitive
snails".177
"His lips parted, bluish, revealing a ﬁgw of long,
s%pderv amazingly animal=like teeth".
"Paces hovered above me like inscrutable £ish
peering myopically through a glass acquarium
wall®e

Kesey

In the books cf Hellerp Irving and Elllson man is equated

with creatures. In One Flew Over the Cuckco's Nest there is

no such imagerys Hera man is eonsistently raferred to as machine.
Throughnlanguage Kesey shows the asylum for what it:is - a
mechanical world ruled over by automatonse. The Eiggest

automaton of them all is Nurse Ratched. Some examples are:

"es» I hear them mumbl ing behind me... Hum ,180
of black machinerys humming hate and death..q

“What the Chronics are... are machines with
flady inside that can't be repaired... by
the time the hospital found him he was
bleeding rust in some vacant lot".181

'ees his eyes are all smoked up and grey and
deserted inside lilke blown fuses®.

'+ "She stands theres.. eyes whirring while she
tries to guage this new man“ 183

"I watch her hand reach for another emp ¥ needle,
watch it dart out., hinge over it. drop."18

“She works the hinges in her elbows and fingerse
I hear a small squeakes.. her smile's going out
before her like a radiator grill",185
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“Gradually the lips gather together again...
run together., like the red=hot wire had got
hot enough to melt, shimmer a8 second, then
click solid as the molten metal sits;
growing cold and strangely dull'.

“Her voice has a tight whine like an electric
saw ripping through pine’ v, 187

3. ZImages of Violence

Heller

’... the pelting raindrogg poking each one
like sharp fingernalls”.

".ee biting my nail addigctively like a.
starving hunchback...*183

*I have Jjagged, wracking inner conflicts,
£iling slicing, hacking. and sawing inside
me mercilessly..."190

"eee two unshaded bulbs dangling overhead
from thick black wires like a paix of
staring spiders".191

Irving’

"Phe Atlantic Oceanss«s was the livid color of
a bruiseees”

"A convulsion of some kind made her whole face
shake., and the loose %k%n on her cheeks made a
soft slapping noise".

"Her brown, blood=matted hair was ruffled by
the warm summer wind, which blew thrgggh the
hole where the windshield had been.

Kesgx

“Now his eyelids hang loose and thin from his

brow like he's got a bat perched on the bridge
of his nose".l
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4. Images of Decay and Death

Heller

“",ws the yawning gash of the freshly dug grave".196

".ee this mordant, stultifying sorrow into which
she sneaks away to bury herself so often".19

".es everything green loocked black and every-
thing else was imbued with the color of pus'.198

",.e dozens. of new mushrooms the rain had
spawned poking their modular fingers up through
the clamm¥ earth like lifeless stalks of

f_leShQ .w niss .

Irving

"There were times when Elliot park could
areak like a coffin changing temperature®+200

".+« her pockmark looked to garp like a small.
open grave".201

",ee @ blg dark cars the color of clotted
bloodse. - 202

Yeeeo the sleatess rattled off the big B
Buick like the tapping of countless hammers,
driving little nails... the 0ld car groaning
and snagping under i1ts thickening tomb of
ice® .20

Kesey

Unlike other books Kesey's does not contain much death or
funéral imagery. The books, however, abounds in references
to Christ. These are usually found in connection with Mac but
at times also apply to other patientss It is almost as thoud
Kesey 1s suggesting that anyone who is mad has the innocence

of Christ., taking us back to the orlginal idea of the fools
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"Now he's nailed against the wall in the same condition
they lifted him off the table for the last time. in the same
'shape, arms out, palms cuppede s»» He's naileé‘like that

onh the wallﬁi."204

"gllis pulled hié hands down off the nails in the wall
and squeezed Billy Bibbit's hand and told him to be a fisher

of men".2°5

The shéck treatment is' like crucifixién: iYou are
strapped to a table. .shaped, ironically, like a cross, with

a crown of electric sparks in place of thorns" 205

5« Deseriptions of FPaces., Bodies

Heller

"His eyes were pulsating in hectic desperation..
flapping 1ike bat's Wxngs...“207

Maae her eyes would darken and dart about208
anxlously like frightened little niceess™

1

Kesez

“He looked us over with yelléw{ scaled.eYSSmp."zeg

Ellison

"eee the anger'in his thyroid eyes"qzlo

"eoe eyes protrudings luminous and Veiﬁed‘
like an old bioclogy specimen preserved in
alcohol" ,

Taking stock of the issues raised in the foregoing threa

chapters one is able to discern certain distinct patterns in
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the treatment of violence and madness as encountered in~the

works of the writers under consideration.

The evolution of Faulknex's art seems to indicéﬁe a shift
in the treatment of violence as a physical act to something
like the disintigration of self uﬁder pressure from various
psychological and ¢ultural tensionss In ithe post worldewar
fiction violence gets assimilated to imagery and its meaning
gets ramified to cover many hitherto unexplained dreas of
soclal life exposed to forc§s réleased py urbanization and

deracination.

In the works of the sgmi-fabulists violence shifts from
individual to national cpﬁéciousness. Violence becomes a
collective activity. Whereas in the past works, one man would
be depicted as insane in a sane soeciety, now madness appéars
to overtake the entire nation. The sane man is the exception
and stands out as a lone figure confronting masé insanigya
Promm says that when patholcéical processes becqme socially
patterned, their individual character is-lost so that the
sick individual feels at home with all the other sick indivi-

duals:

The whole culture is geared to this kind of
pathologye«s it is the fully sane person who ‘
feels isolated in the insane society =« and

he may suffer so much from the incapacity to
communicate that it is he who may become
psychotic.312

The model for mass violence and madness is Germanye The

rresent involvement of the whole nation in violence and madness
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calls for‘parallels with the Jewish holocaust. The power of
sémi-fabulist fiction derives from the individual's struggle
to free himself from the violence inherent in the culture.
Boni says that in works like ~ @atch-22. the central glgure
is one "whose primary strong point is his survival in such a

213

world". There comes a stage when the characters struggling

to survive seem to be involved in the "comedy of incapacity".

in what Kenner calls the stolc comedians.214

Inspite of this we can see that the humanistic impulse
persists in the work of the semi=fabulistse Berger points out
that comlicebooks, "despite the violence and terrore.s. display

215 mpe

an underlying optiwmism about man;s‘possibilities“.
semi-fabul;sts who employ s0 many comic-book technigques., have
also borrowed this optimism and falth. Though the images of
violence and madness are gfotesque. the anﬂ;-hero resists the
grotesquerie; He rejects the necrophilous attitude of those
around them. It would be nalve to think of this as the triumph
of the American myth but at the same time there is the sense ‘
of an individual fighting an insane society: Yossarian. Mac.,
Invisible Man., Garp. sll in their own way wage a war agailnst
the prevalent violence. They retain a memory of a normal
world but they also make a heroic effort to win back that

Q .
normacy s

There is a tendency among criticé to assimilate the

sem~fabulist anti-hero to the Adamic myth but one must remember
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that he is not merely the innocent abroad. He rejects the
attempt to homogenize life and tries to create a liminal

situation,216

He presents the liminal moment to counter the
modern obsession for homogeneilty. This antiehero, then. plays
almost & revolutionary role by assuming a positiVe schizo-
phrenic mask = which can be seen as an "attempt to preserve

217 or: by striking

a being that is precariously structured”.
a stance of insanity in order to penetrate and subvert

language entrenched in bureaucracy commltted to necrophilia.

It is necessary to bear in mind this fqndaméntal difference
in the perception of those we call sami~fabuiis;s and the
fabulists = something most critics fail to do with the result
that writers like Heller and Kesey are placed uﬁder the
fabulist category and their real sigﬁificance is mainly lost
sight O0f. The difference is that in the works o? the fabulists
there are no such sentient individuals struggling to retain

their individuality% The fébulist characters are cyphers.
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