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220 COLLEGE ENGLISH 

She still carried it [her face] to parties on 
shadowy porticos and summer lawns, like 
a mask or a flag, with that bafflement and 
furious repudiation of truth in her eyes. 
(174) 

She continued to reject reality in many 
other ways. First, she stopped going to 
dances. Then she asked her friends to have 
their children call her "cousin" instead of 
"aunty." Next, she began drinking whiskey, 
and, finally, she tried to rebuild her past by 
wearing new dresses, going shopping in the 
afternoon, and attending movies with 
friends in the evening. But "against that 

background Minnie's bright dresses, her 
idle and empty days, had a quality of furi- 
ous unreality" (175). The story of the 

rape of Minnie then, set against this por- 
trait of her which Faulkner has drawn, ap- 
pears to be another of her attempts to re- 

gain the center of attraction in order to 
reinforce her dream. Everyone, except the 
obsessed Plunkett and Butch and Minnie 
herself, realizes this and they all ask them- 
selves if it really happened. After all, "this 
ain't the first man scare she ever had" (171). 

In section four, Minnie dresses and leaves 
for the square (which was engulfed by the 
dust). She and her dream are "fragile in 
her new dress" (180). She now has her 
wish; everyone is watching her. Even the 
men who previously "did not even follow 
her with their eyes any more" (175) now 
"followed with their eyes the motion of her 

hips and legs when she passed" (181). 
But something is wrong. The hot, dry 

September weather which gave rise to the 
dust is now causing her to breathe un- 

usually deep, to tremble, and to walk more 

slowly than usual, and as she enters the 

movie house, she comes face to face with 
the distinction between reality and un- 
reality: 

They reached the picture show. It was 
like a miniature fairyland with its lighted 
lobby and colored lithographs of life caught 
in its terrible and beautiful mutations. 

The lights flicked away; the screen glowed 
silver, and soon life began to unfold, beauti- 
ful and passionate and sad, while still the 
young men and girls entered, scented and 
sibilant in the half-dark, their paired backs 
in silhouette delicate and sleek, their slim, 
quick bodies awkward, divinely young, 
while beyond them the silver dream accu- 
mulated, inevitably on and on. (181) 

Through the juxtaposition of the young 
people and the movie screen, Minnie has 
now seen the futility and ludicrousness of 
her dream. She understands that she is 

incapable of changing the situation in which 
she finds herself and it is too much for her. 

Ironically, dust, which ostensibly repre- 
sents the realness of the crime, also parallels 
the dreams that keep Minnie in her own 
unreal world. Will Mayes is murdered al- 

though the car vanishes into the dust, and 
Minnie Cooper grows older and lonelier 
and more hopeless even though she hides 
herself in a dream. Both dust, in one sense, 
and dreams attempt to conceal the reality 
or realness of the situation. Ultimately they 
fail since the events relentlessly pound 
themselves out. Will and Minnie, and in- 

directly the town with all its universal im- 

plications, are doomed from the beginning. 
As in The Sound and the Fury, the char- 
acters struggle against the senseless world 
around them and finally succumb. 

SYMMETRY IN "CAT IN THE RAIN" 

JOHN V. HAGOPIAN 

After an introductory paragraph that 
sets the scene and mood, "Cat in the Rain" 
is as formally and as economically struc- 

tured as a classic ballet. It is probably 
Hemingway's best made short story. Every 
detail of speech and gesture carries a full 

weight of meaning. 
In the opening paragraph we are told 

that the two Americans are isolated people: 
"they did not know any of the people 
they passed . . ." and their hotel room 

Mr. Hagopian is professor of American 
Studies at the University of the Saar and author 
of Insight: Explications in American Literature, 
published Spring 1692. 
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ROUND TABLE 221 

looks out on an empty square. In this iso- 
lation they are about to experience a 
crisis in their marriage, a crisis involving 
the lack of fertility, which is symbolically 
foreshadowed by the public garden (fertil- 
ity) dominated by the war monument 
(death). "In the good weather there was 
always an artist," but the rain, ironically, 
inhibits creativity; there are no painters 
here, but the war monument "glistened in 
the rain." 

There follows a movement of departure 
and return in five symmetrically arranged 
scenes: the hotel room, the passage through 
the lobby, outdoors in the rain, return 
through the lobby, and back in the hotel 
room. 

In the first scene, the American wife 
standing at the window sees a cat crouched 
under an outdoor table to avoid the rain 
and her compassion is aroused: "the poor 
kitty . . . I'll get it." At this stage of the 
story her underlying motives are not yet 
clear, but significant is the fact that she 
refers to the cat as a "kitty," sees it as a 
diminutive fluffy creature needing help and 
protection. The husband, lying on the bed 
reading a book, offers to get it for her, 
but does not rise. 

As she passes through the lobby, the 
hotel-owner, an old man and very tall, 
rises and bows. There is obviously a great 
contrast betweem him and the husband, 
and seven times the narrator repeats "She 
liked . . ." followed by attributes of the 
old man that powerfully appealed to her 
-he was serious, he had dignity, he wanted 
to serve her, he enjoyed his work, and he 
had an old heavy face and big hands. It 
would appear that these are traits lacking in her husband, but an explicit comparison does not occur to her. The story is told 
from her point of view, and only that 
which she is consciously aware of finds 
expression. Nevertheless the great attraction 
of this man is indicated by the repetitions 
of she liked. Since Hemingway is pre- 
eminently the artist of implications, we 
must try to discover what is implied here, 
a process which involves considerable specu- 
lation. We note that the old man is prob- 
ably old enough to be her father and 
presumably arouses in her at a time of 
distress the feelings of comfort and protec- 
tion that her father did. More immediately, 

he rises while her husband remained supine; 
he expresses himself with a gesture of 
masculine service that her husband had 
denied her. The further implications of this 
contrast become clear in the final scenes. 

As she looks out into the wet empty 
square, she sees a man in a rubber cape 
crossing to the cafe in the rain. The critical 
reader seeking significance for every detail 
(as he must when working with a story 
so short and so economical as this) is en- 
couraged again to speculate on possible 
meanings. The rubber cape is protection 
from rain, and rain is a fundamental neces- 
sity for fertility, and fertility is precisely 
what is lacking in the American wife's 
marriage. An even more precise interpreta- 
tion is possible but perhaps not necessary 
here. At the moment she discovers that the 
cat is gone, she is no longer described as 
"the American wife," but as "the American 
girl"; it is almost as if she were demoted 
in femininity by failing to find a creature to 
care for. 

But it is not the girl's fault. "Oh," she 
says to the maid sent by the padrone to 
assist her, "I wanted it so much. I wanted 
a kitty." Disappointed, she again enters the 
lobby and again the padrone rises to bow 
to her, a gesture which makes her feel 
"very small and tight inside.., really im- 
portant . . . of supreme importance," all 
phrases that might appropriately be used 
to describe a woman who is pregnant. The 
conscious thought of pregnancy never enters 
her mind, but the feelings associated with 
it sweep through her. 

As she returns to her room, her husband 
takes a moment to rest his eyes from read- 
ing to talk with her, but only briefly. He 
certainly does not rise or bow. The inten- 
sity of the repetitions of "she liked ..." 
in the lobby scene is here replaced by the 
even greater intensity of "I wanted" and 
"I want," phrases which occur no less than 
sixteen times in this very short story. And 
again what she really wants never reaches 
consciousness, but the sum total of the 
wants that do reach consciousness amounts 
to motherhood, a home with a family, an 
end to the strictly companionate marriage with George. She wants her hair, which is 
"clipped close like a boy's" to grow out, but 
George says, "I like it the way it is." Since 
the close-cropped hair stlyes of the twenties 
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222 COLLEGE ENGLISH 

was preceded by matronly buns, it would 
appear that the American girl wants to be 
like her mother when she says, "I want to 
pull my hair back tight and smooth and 
make a big knot at the back that I can 
feel." Interwoven with this symbol of ma- 
ternal femininity is her wish for a kitty, 
now an obvious symbol for a child. But 
George apparently prefers the world of 
fiction to the real world of adulthood: "Oh, 
shut up and get something to read." Dark- 
ness descends and the rain continues to fall. 

The story might have ended here, but 

Hemingway adds a final, ironic coda. The 

girl's symbolic wish is grotesquely fulfilled 
in painfully realistic terms. It is George, and 
not the padrone, by whom the wife wants 
to be fulfilled, but the padrone has sent up 

the maid with a big tortoise-shell cat, a huge 
creature that swings down against the maid's 
body. It is not clear whether this is exactly 
the same cat that the wife had seen from 
the window-probably not; in any case, it 
will most certainly not do. The girl is 
willing to settle for a child-surrogate, but 
the big tortoise-shell cat obviously cannot 
serve that purpose. 

Hemingway has succeeded in rendering 
an immensely poignant human experience 
with all the poetry that pure prose can 
achieve. The simple language and brittle 
style simultaneously conceal and reveal a 
powerful emotional situation without the 
least trace of sentimentality. The delicacy 
and accuracy of the achievement are mag- 
nificent. 

THE PAULINE APOSTLESHIP OF TOM JOAD 
GERARD CANNON 

The symbolic level of The Grapes of 
Wrath has merited serious consideration 
from Martin Shockley (College English, 
November 1956) and others. But for some 
reason Tom Joad's role in the symbolic 
scheme of the novel has been either ignored 
or inadequately appreciated. A careful 
examination of the text, however, reveals 
that at the novel's close Tom is unmistak- 

ably to Casy as St. Paul is to Christ. A 
sufficient number of analogies between St. 
Paul and Tom exists to support the proposi- 
tion that Steinbeck once having created a 
Christ symbol was loath to allow Casy's 
messianic message to die with him. 

That it should be Tom rather than one 
of the other major figures in the novel who 
assumes the role of Pauline interpreter of 

Casy's creed is determined by both exi- 

gencies of the symbol and the thrust of 
Tom's personality. Selflessness and invinc- 
ible devotion to his beliefs-precisely the 

qualities which constitute the zealot, are 
what distinguish Tom from the other Joads. 
Until his allegiance is sublimated to serve 
the transcendent cause of Casy's doctrine, 
Tom's loyalties are subsumed by his dedi- 

cation to his family. Inevitably this paro- 
chialism would prove too confining for his 

gifts as his insights into the problems con- 

fronting the family expanded toward a 
universal understanding of the significance 
of those problems. 

Ma Joad apprehends, however dimly, 
Tom's destiny before he himself has any 
intimations of the course his life will take. 
After one of the many occasions when Ma 
has had to nettle Pa Joad out of his inertia. 
Tom tentatively explores the possibility of 

relieving his spiritual weariness and disgust 
by loosing his self-imposed controls over 
his physical desires: 

Ma shook her head. "You can't Tom. I 
know. I knowed from the time you was a 
little fella. You can't. They's some folks 
that's just theirself an' nothin' more. There's 
Al-he's jus' a young fella after a girl. You 
wasn't never like that, Tom." 

"Sure I was," said Tom. "Still am." 
"No you ain't. Ever'thing you do is 

more'n you. When they sent you up to 
prison. I knowed it. You're spoke for." 

But, like St. Paul, Tom discovers his 

proper life's work only after a drastic ref- 
ormation of his accepted beliefs. It is the 
manner in which Tom is converted to 

Casy's faith that provides the most com- 

pelling parallel between him and St. Paul. 
Prior to his conversion to Christianity, St. 

Mr. Cannon, who did his graduate work at 
Columbia University, is an instructor in Eng- 
lish at Pace College, where he teaches courses 
in modern fiction. 
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