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Abstract | B . - y | d“Q

This study attempté to analyze one of fhe most
‘noticeable aspects of the fiction of J. D. SalingerA-biS
consistent use of children. It attempts to point out
‘that in Salinger's works childhood is a state so desirable
that it is coveted by some perceptive adults, These
adults are unable to réturn to childhood because of the
rigid barrier that exists bétween childhood and adulthood.

In Salinger's works the individual child usually TR
retains certain common characteristics. Among these are
a unique sense of intelligence and perception, a state
of uncorrupted innocence which contrasts with the squalor
of adulthood, a disdain for outward, physical qualities
as compared to inner, metaphysical qualities, and~a sense
of honest deception founded in make-believe and 1llusion.

This study chronologically traces the development
of chlldren in Salinger. Itjnotes that many of Salinger's
minor stories make 1little or no use of children. As
Salinger's art improves, however, he relies on the use
of children to a greater degree.
| Some of Sallnger!s more memorable charécters, such
a8 Holden and Phoebe Caulfield, have their origin in
early stories. Salinger reaches his height in the de-

velopment of children with Nine Stories and The Catcher

\
in the Rye. It i1s here that the qualities of ctildhood

/
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become most apparent. His later stories concerning the

Glass family explore a new vein--the perceptive child

who has matured,
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| One of the most noticeable aspects of the fiction
of J. D, Salinger 1is his éonsistent use of children as an
artistic device. One critic has said of Salinger that he
"has carried the old romanticism theme of the child's
ﬁroximity to truth and wisdom as far, perhaps, as any

""while another claims he 1s "more

(other) romantic,'
grossly sentimental about children than any modern
writer of similar sﬁature."

Although critics have observed Salinger's emphasis
on children, they have falled to notice the particular
qualities which surround these children--qualities which
thematically, structurally and symbolically bind them
into a closely knit fraternity with strict admission
requirements.

The pufpose of this study 1s to examine the world 6f
children in Salinger, noting the qualities of this world

and establishing the common characteristics of salinger

children, and to trace the development of children

throughout his work.,
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_ Chapter One | |
Children in J. D, Salinger:~lhn Isolated World

A primary use of children in Salinger is to contrast

the hollowness and decadence of modern adult 1life with

the innocence of childhood. Because they lack worldly

adult experiénces, Salinger's children have not been

- 8usceptible to life's disillusionments and remain spir-

1tually unblemished. They are untainted and aloof,
isolated from the empty values of adulthood. Robert ,J
Jacobs has attempted to clarify this contrast in child
and édult. |

For Salinger, childhood is the source of the

good in human life; it is in that state that

human beings are genuine and open in their love

for each other. It is when people become con-

sclous in their relationships to one another,
become adults, that they become "phonv" . . .2

The isolation, then, 1s an isolation from the adult
world, and the effect is achieved by several artistic
devices including inference, character folls, symbolism
and dialogue. Realizing the risk of oversimplifying
Salinger children, one may still develop a list of
qualities which many of these children exhibit through-
out the whole of 3alinger. These ére the characteristics

which help to effect their isolation.

L




Mdét‘obvious'of these isolating qualities is a high
mintelligence or, in some cases, a keen intuition and sense
of awareness, Michael Walzer says, "The precocity of ;

Salinger's children takes many forms: they learn forelgn

languages with amaéing ease and write poetry in Jaﬁanese. | y
But the most important form is an extraordinary religious |
and mystical insight."

Both Mattie Gladwaller ("Boy in Prance") in a letter

v
5 S —————ry

to her brother and Phoebe Caulfield (The Catcher in the

e i

Rye) in a conversation with her brother reflect insight

e
S e =y S

by correctly assuming what has happened to their brothers. .
Teddy in "Teddy" is a zen fortune teller who has adults 2
straining to comprehend his fatalistic wisdom. The Glass ‘
children, of course, areﬁﬁo intelligent that they earned
scholarships on the radio program "It's a Wise Child." :
Agide from this unique degree of intelligence and ' . ﬁ

perception, children”possess a sense of naturalness and ¢ l
innocence which isolate them from adulthood. Their sense
of natufélness allows them to experience a certain joy
and satisfaction from simple, elemental things. They

. are not consciously rnotivated in thelr irnocent, playful
antics. Charles is enthusiastic about a childish riddle. ;

Sybil plays with a beachball and rides waves. Lionel

eats pickles and wins a race with his mother, and Phoebe,

i of course, has her carrousel ride. Teddy climbs stairs

slowly because " . . . the act of climbing a flight of
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stairs was for him, as it is for many children, a moder-

atély pleasurable end in itself," And the biecgest coming

| event for Phoebe is when she will-act in the school nlay,
an eveﬁt she anticipates with childish eagerness, When
Holden is in the park, he receives the innocent and sin-
cere thanks of a young girl fof tightening her skate.
Here Sallnger eﬁpresses hls convictlons that children are
‘basically decent. "She was a very, nice polite little
; . kid, God9 I love it when é kid's nice and polite when
; you tighten their skate for them or something. Most kids
are, They really are."u
This natural sincerity easily blends with another,
8imilar characteristic~-that of disregarding outward,
physical manifestations and searching for what 1is the
1nnef, mgﬁaphysical value. Thils quality recurs through-
.out Salihger a8 a trait of sensitive individusls and is
mirrored almost without exception by children.. Lionel
will no® be bribed by objects to leave his boat; Phoebe
would forsake all to follow Holden. THe one adult who
does appear to merit Salinger's admiration because he
possesses this quality is Seymour Glass., But Seymour
i1s unique in the world of Salinger adults--he indeed can
see more than his contemporaries. And Salinger emphasizes

ot TENPRIIY

that Seymour, like Chiu-fang Kao, can be sent for horses.
> ‘
Intent on the inward qualities, he loses sight

_F
7

B _ of the external. . . He looks at things he
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ought to look at and neglects those that né@d//

not be looked at. So clever a judge of horses

1s Kao, that he has in him to judge something

better than horses.

When Mattie jumps up and down off the curb in "The
Stranger," Salinger asks, "whi was 1t such a beautiful
thing to see?" The answer, perhaps, 1s that the innocent,
natural acts of children are appealing and disarming,
réfiecting their inward qualities,

Another characteristic of childhood that Salinger
emphasizes 1s its extreme brevity. Childhood is gone in
a flash, with a sudden leap off that "crazy cliff" that
1s the barrier between the worlds of child and adult.
The brevity of childhood is céntral to Babe Gladwaller's
bedroom soliloquy in "Last Day of the Last Furlough.”

"Mattie," he said silently to no one in the

room, "you're a little girl. But nobody stays

a little girl long--take me, for instance., All

of a sudden little girls wear lipstick, all of

a sudden little boys shave and smoke., So 1it's

a aquick business, belng a kid. Today you're

ten years old, running to meet me in the snow,

ready, so ready to coast down_Spring street with

me; tomorrow you'll be twenty, with guys sitting

’in the living robm waiting to take you oﬁt. A1l

of a sudden you'!'ll have to tip/Qprters, you'll

\




worry about expenslve clothes, meeﬁhgirls for

lunch, wonder why you can't find a guy who's

right for you.6

It remains for adults, however, to realize this
brevity of childhood and to warn, even to prevent children -
from stepping off the edge. This is the theme of Holden's

of ten quoted desire:

I keep picturing all thesé\little kids playing

some geme in this big field of ryevgnd all.,
Thoﬁsands of little kids, and nobodv'!s around--
nobody big, I mean--except me. And I'm standing
on the edge of some crazy cliff, What I have
to do, I have top catch everybody if they start
to go over the cliff--I mean 1if they're running
and don't know where they're going I have to

comé out from somewhere and catch them. That's

all I'd do a1l day. T'd just be the catcher in

the rye and all.7

Perhéps the most striking aspect of Salinger children
'1s their illusionary world of make-believe. Critics have
falled to o!serve that many Salinger children have .cre-
ated for themselves a world of 1llusion and honest de-
ception, Oftén this takes the form of invisible peoﬁlé
or things, and usually results in Iisolating adults who

| N
are unable to percelve the childish creations,

"High on the 1list of make-believe is Jimmy Jimmereeno,




whose presence causes Eloise to lament her lost child-
hood. The banaﬁa§ish in "Perfect Day For Bananafish"
is another exemple of a non-existent creation. These
make-belicve fish, created by Seymour, SUpposedly eat.
so many bananas that they expand and pet caurht in a

" a bananafish.

death trap. Both Seymour and Sybil "see
Ih several instances Phoebe Caulfield enters the

i 1llusionary world of make=believe, although her illusions
arﬁ of a differenﬁ nature and do not involve the in-
vigible, Rather,»Phoebe has created for herself an
imaginary personality; she has made herself someone she
is not by inventing the middle name of 'Yeatherfield, a
2 name which may be related to Holden's field of rye.
Perhaps this false personallty is further underlined by
her desire to act--to assume the personal characteristics
of another. 1In addition to these flirtations with un-
reality, she bellieves that by an assertion of will she
can make the temperature of her forehead rise. 'then
Holdén puts his hand on her foréhead but goes not notice
any temperature change, he nevertheless accepts Phoebe's
11lusion because he does not want to shatter what he
realizes is the childish world éf make-believe, or in
his words, he doesn't want to give her "a goddamn in-
feriority complex."8
3 Phoebe, then, lives in a make-believe world of false

}

- " names and adjustablé senses which adults cannot experience.
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It 1s a key to the character of Holden that he 15 not"so
far refoved from childhood'to acknowledge and even to
experlence for himself some make-believe.l Frequéntly \
he play acts by imagining that he is wounded.
| When I was really drunk, I started that stupid
business with the bullet in my puts again. I
was the only guy at the bar with a bﬁllet inmy
guts. T kept putting my hand under'my jacket,
on my stomach and all, to keep the.blood from
dripping all over the place, I didn't want any-
body to know I was even wounded. I was con-
cealing the fact that I was a wounded sonuvabitch.9
It should be noted that there is a great difference
between the make-believe of Holden and Salinger children
~and the phony make-believe that is the guidon of adult-
hood. The unrealities of childhood are of no danger to
anyone-:they db not carry the ugly blow of a scrawled

obscenity. Rather, they are an expression of an inward

emotlon enacted in natural innocence, not in hypocrisy.

- -Michael Walzer points out the contrast that exists,

>
"But today, Salinger seems to say, the only contrast to

the innocence and fervor of the child is the affecta-

tion, the cruel conventlonality, the phoniness of the

adult world., The adult is not 'real'; he lives amidst
10 | '

‘sham,"

Finally, it can be sald that childhood is a one-

TN
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way street down which hardened,:insensitive adults have
no inclination to travel. Howevef, there are some

sensitive adults like Eloise and Buddy and 7ooey glass,u
who realize the Impossibility of returning, not only to
childhood itself, but more importantly to the world that

|
surrounds 1t. However, they are, like Holden, denied the %

return. Other adults like Boo-Boo and Seymour Glass r
actually attempt a return to a childhood environment.
But Boo-Boo is refused entrance onto Lionel's boat, and ‘d
Seymour sees the bananafish that prompts his suicide.
Both attempts are unsuccessful. Adults may not enter

- 'the world of children that 18 veiled in innocence and

uncontaminated by the sick values of the world.

This idea is underlined in Franny and 700ey when
Buddy Glass meets a four-year o0ld girl. When asked the
names of her boy-friends she replies, "Bobby and Dorothy."
She does not realize that Bobby and Dorothy are of dif- |
ferent sexes and cannot both be boyfriends. To her this
difference is unimportant because she classifies them
both as intimately close companions. Adults, of course, J

would notice the difference in outward physiology, but

the acknowledged differences in 1life are really non- | i
"existent in the candid environment of a child. The .
failure to assume the unbiased outlook of a child causes

the permanent adult isolation, for adults have lost their

_ untainted sense of value., They are unable to search for




the inward qualities that makes a seeker of horses, It
i1s spiritually that 3alinger éhildren are superior to
adults. Seymour-Salinger enters hils thoughts on childreﬁ
in a diary, and they echo the Implications in bther
Salinger stories., "A child is a guest in the house, to
b? loved and respected--never possessed, sznce he belongs
to God. How wonderful, how sane, how beautifully dif-

11
ficult and therefore true."

12
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Cbapter Two
‘The Development of Children in Salinger's Early Stories

The few‘crigics‘who have attempted to analyze Salin-
ger's eéfly stories see them in different perspectives,
Gwynn and Blotner have created five catch-all categories
into which they believe most of his early stories fall., |
They analyze briefly Hishearly works in respect to these
categories: the short short stories, the lonely girl
characterizations, the destroyed artist melodramas, the
marriage in war?ime group, and the Caulfield stories.

Hiagssan, Levine and French see many of Salinger's early

" stories as forerunners of a speciflec theme or idea which

occurs later in his career. Levine, for examrle, de-
veiops the theme of the misfit hero in Sallnger and shows
how the hero is forced to compromise his integrity with

a8 pragmatic society. French sees the dichotomies of the
phony and nice worlds, which he belleves run throughout
Salihger, as having their birth in these early stories,
Hassan believes many of Salinger's heroes exhibit sa
religiously singing behavior which he describes as "rare

qQuixotic gesture," and he sees the germ of this behavior. ..
12 !

in the early works.

In rseneral, critics of these early works agree that
these works are, at best, superficial, In 1957 Hassan
sald, "The majority of these pleces makes an uneasy lot,

| 1
and some are downright embarrassing," . William Weigand

13
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has observed, " . . . in Salinger!s early work, even the

best, there was the tendency to take (these) short cuts,
to slide throumhﬁby‘means of an easy symbol or two, to
settle for one of the standard explanations, or appear-
ances. of eXplanation."lLL |

His early work, then, 1is understandably on the ap-
prentice level, These stories are significant, however,
because they are the roots from which grow some of the
ideas and characters in the later works. |

In 1940 Salinger's first attempt, "The Young Folks,"

appeared in the lMarch-April edition of Story. This short

story concerns a party of college students of which

William Jameson Jr. 1s a central character. Although

there are obvious differences between him and Holden
,Caulfield,IWillianlJameson Jr. does appear to be similar
to Holden in at least one respect--a sputtering, adolescent
manner marked by prep-school inflection. This first story
of Salinger's lacks any child dgvelopment and is concerned
only with a frustrated girl's aftempt to ve popular. The
girl is ldna Phillips, who, although she desperately lures
jameson unto the moonlit patio, receives no attention from
him. Jameson is more concerned with an English theme
and a blond with peanuts down her back.

Warren French has said that Jameson is "as i{ll-ate-

ease 1In a sophisticated, predatory society as Holden

Caulfield and most of Salinger's other edgy adolescents,"
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Bven as early as in his first published story there is
the possibility that Salinger had in mind a character
like Holden. | "

Paul Levine, in hisf%hronol0gical study of the mis-

" £1t hero omits Jameson from his consi&eration. French
believes this omission is an error, for he says that
Jameson is the type of social nonconformist that recurs
throughout Salinger. However, French is wrong in his
condemnation of Levine, for as Gwynn and Blotner have
noted, it is Edna Phillipé, not Jameson, who 1s the
misfit-nonconformist.lS Jameson fits snugly into the
social pattern that is expected of him, He will not
neglect his English theme because it is a requirement,
and although he would like nothing better than to squat
on the floor and pitech peanuts down'théqblond's back, he
is restrained by a stuffy sense of social etiquette,
Edna, on the other hand, wants to belong to the party so

" “much that she lies about the inattention that is given

to her., She is the misf'it, spending the evenine deserted

on the patio; Jameson is the conformist.

It 1s French, however, who notes the similarity of
Jameson to Holden and also raises the important point,
in opﬁosition to Gwynn and Blotner, of Jameson!'s innocenée.

Like much apprentice writing, the story could

be dismissed if Salinger's nail-ghawine hero

were not so patently a prototype of Holden Caul-
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field, and Edna Phillips the model for the
patr@nizing prevaricating "phonies" that make
Holden's 1ife miserable. Blotner and Gwynn
completely miss the point of this story when
A - they assume that Edna is a pathetic character
| and that Jameson is stupid rather than in-

16
nocent.,

In this sense, then, Salinger's first story does
have a type of innocence--the innocengg that stems from
too few experiences. This innocence will be transferred
to children in later stories., |

Salinger's first story to utilize children in any 
way is "The Long Debut of Loié Taggett," which appeared

in the September-October, 1942, issue of Story. It 1is

interesting to note that the child in this story re-
sembles Salinger's art at this point--both are sketchy
and undeveloped. When Salinger is at his best, his
stories contain some of the most engaging children 1in
American literature. Nevertheless, this story is a step
forward from its two predecessors. It 1s more profound
and developed; theme and symbolism are employed to some
advantage,

. Lols Taggett is the‘prddﬁct of a wealthy, socially
prominént family and is extremely spoiled and pampered,
Her first marriage, although sudden, appears happy and

-~ o harmonious, Nevertheless, her buéband; Bill Tedderton,'




dannot»resist‘an urge to inflict physical pain upon her,
Although he is outwardly content, Bill experiences in-'

ward unrest, presumably because hils sudden attraction to \
Lols was inspired by her money. Loi§ buys a dog for the
game reasbn she acquired Bill--she thinks they are both
cute, However, the dog is soon gone, and so is 2111, the
marriage ending in Reno.

Lois's second marriage is to Carl Curfman, a man
who wears white socks because colored ones irritate his

feet. Lois proceeds to change Carl--his direction giving
. to cab drivers, his socks, his hair dressing and his
fallure to lnhale. Because of this domineering person-
ality Lois becomes an outsider to her marriage. She 1is
a prime example, although Levine fails to mention it, of
‘the misfit hero, and she spends most of her mornings un-
occuplied at the movies.

When the marriage results in a child, things look
right at last, for the baby, like some of her movies, is
a successful production. The baby, however, is unable
to recognize her father--the inference being that Lois,
‘With her many changes, has stripped Carl of his person-
ality. The sudden death of the young child brings Lois
back to the common level of butchefs, cab-driﬁers, and
maids, and she allows Carl, even thouch 1boking stupid
and gross, to don his white socks. The incident has ap-

parently taucht her a certain tolerance and has lessened




her emphasis on social appearancés. She bas emerged from
her Self-controlled world to make her real debut.

Gwynn and Blotner's short exposition is typical of
the sketchy criticism given the early stories. | ’

"The Long Debut of Lois Taggett" recounts how

iong it fakes’a strange New York debutante

"wanna") to grow up, the

(Lois says "“ya" and
process requiring one marriage to a sadist and
one to a boor, maternity and the death of the
baby. The story's end offers the signal of
Lois's maturity: she stops narging her husband
for wearing white socks.l7

French, however, has gone beyond this cursory re-
view by comparing the story to "Uncle Wiggily in Con-
necticut."

Driven into marriage--like James Purdy's Mal-

colm--because she cannot think of anything

else to do, Lois turns into the same kind of

bitch as Eloise in "Uncle Wigeily in Connecti-

cut,” She denies Carl the simple pleasures he

enjoys and insists that he wear colored socks.

- Up to the point--almost at the end of the story--
at which Lois introduces her baby to his father
and Carl ruefully observes that the boy doesn't

know him from Ad&’i’lg The StOI‘y e o o 3€€ms @
.
!18

rough draft for "Uncle Wigelily in Connecticut.’

18




. Focustng on tbe child, we may see tbat unlike Phoebe
or Lionel 1t 1s the child's death, rather than its life,
which completely imvgrtavthe adult's point of view. The
child 1s a passive force rather than an active one, and
although the child has an undeveloped personality, the
Influence that it radiates is still felt by Lois. This

on adult which Salinger's best stories emphasize highly,
The next significant story in the development of

children in J. D. Salinger is "Both Parties Concerned,"

published in 164k . While sitting at Jake's, a joint of

real "

class,” Ruthie and Rilly, a couple married too
young, disarree on the amount of night life that a mar-
riage can withstand. Ruthie accuses Billy of showing no
concern toward their child, although Billy argues that
he does show é type of concern (he likes his feet), but
has not expressed it, The ride home occurs in silence,
and the usual necking in the garage is omitted,

The following day Ruthie takes theichild and runs
to mother's, leaving 3il1ly alone. This gives him an
opportunity to exhibit his echildish nature by performing
twé acts common to many Salinger children. First, he
assumes another role and play-acts in the make-believe
manner of Phoebe, who plays Benedick Arnold, and Holden,

- who plays the wounded stranper, Second Billy creates

the first evidence of an illusion in Salinger and, 1ike

......

19




Ramona with Jimmy Jimmereeno or Sybil with the bananafish,

he gives birth to Sam, the invisible plano player. These

two chlldish acts serve to underline Billy'!'s immaturity.

The story has a soap opera ending when Ruthie comes

home, apparently dissatisfied with life with her parents

and, in an evening thunder storm, receives comfort and
assurance from Billly.
Critical reception of this story has been minute,

and those critics who do consider it tend to belittle it

rather than to see it as a step in the development of

Salinger's art. French has said that "Both Parties Con-
cerned" is "about the most trivial of all /Salinger's
stories,"t" Gwynn and Blotner dismiss the story with a
two sentence summary,zo and Levine, Weigand, and Hassan
faill even to give it mention.

Yet the story certainly deserves more than this,

for it 1s more pivotal to Salinger's artistic growth

than are the short-shorts sold to Colliers, and it con-

tains the raw material of techniques which Salinger later
refines. Certainly the diction of the story is reminis-
cent of that of Holden Caulfield, although the speech

of' 3illy is somewhat strained and not as natural as
Holden's. The desire to communicate, so predominant g
in Holcden and marked by many unsuccessful phone calls,

is represented in this story by two attempts of Billy

.to place a successful call. Also the merpging of the
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opposite-extrGMEs of language--slob and ref%ned—-al§o
prominent in Holden whehlhe mentions the Doberman
pinscher who Yused to come over and relieve himself ‘on
oﬁr lawn' and when argulng with.3tradlater he says,
"You're a dirty stupid sonuvabitch of a moron," is first

presented in this story. These relationships, fully

.developed_in The Catcher in the Rye, were originally

created in "Both Parties Concerned." )

The influence that "Both Parties Concerned" has on
later works does not stop here., Also present is the

influence of child on adult, a theme developed in Nine 4

Stories. DNoteworthy here is the difference in attitude

which Billy and Ruthie take“toward thelr child. Billy
shows a concern for the child only when embarrassed
into it. Although he does harbor an interest and even
a kind of love for his child, it is not spontaneous and
mpst'be icnited by the prompting of his wife. It is
this difference in sattitude, céntering on the child,
which causes the estrgngement. Since this 1is responsible
for a final and more satisfying agreement between Billy
and Ruthie the child has had an indirect part in the
reconciliation of man ahd wife, and the restorative
power of a child is indicated. The groundwork for
Phoebe has been laid,

Far from being a minor story of little consequence,

"Both Parties Concerned" 1s an important story in

= | |
4 3
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Salinger!s development as an artist,'for,it contains some

groundwork elaborated on in The Catcher in the Rve, and

1t exhibits the restorative force that is present in a
little child. _
"The Last Day of the Last Furlough," published in

Saturday Evenine Post in 194ilj, has received varying

"
A .

critical reviews, Hassan has referred to it simply as
é member of a group of Salinger stdries about wartime
Ameriea.21 French has gone a step far£her by noting
that:

With the creation of Babe Gladwaller and his

who moved from one adventure to another in a

fictional world that seemed increasingly more

real and that excited and perplexed readers

could identify with thelr own.22

William Weigand has added td the interpretation by
observing that the Babe Gladwaller stories: |

foreshadow what is to become the chief con-

cern 1n Salinger's fiction,;but they remain

unfocused. The war is still an irrelevant

part of them--irrelevant because it was too

easy to blame the war for the hero's state

of mind, when probably Babe Gladwaller had

an incipient case of banana fever. It took

Salinger some years to define Babe's feelings
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as a disease, to recognize, in other words, that

so-called normal people were not affected wiﬁh
“these stﬁamge symptoms of chronic hypersensitiyity
and senze of 1088«23
"Last Day of the Last Furlough” 1is important in a
review of Salinger's development because 1t 1s the fOundé-
tion from which spring many of the childlike qualities
that occur in Salinger's 1atef stories. Also, it is the

beginning of the brother-sister type of relationship so

predominant in The Catcher 1n the Rye. Indeed, a por-

tion of the story could well be a blueprint for the
bedroom scene between Holden and Phoebe, and the char-
acters of Holden and Phoebe may well have been traced
from the outlines of Babe and Mattie., Gwynn and Blotner
have noted the relatidnship between the %wo brother-
sister palirs by saying that Mattlie understands Babe
"much as Phoebe Caulfield does Holden in the novel."eu
This story is about the newly-drafted Babe, who
18 home on his last furlough before leaving for Europe

and the war, He goes to school to pick up his sister,

who has stayed late listening to a reading of Wuthering

Helghts. Characteristically, Mattie wants Cathy to

marry Heathclif'f instead of Linton. When Mattie leaves

school and sees Babe, "She ran over to him erazily in
25

the knee-deep virgin snow," Even here the incor-

ruptibility of the snow mirrors Mattie's innocence, and

\
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the theme of gulltlessness for Phoebe and others to
follow has been set. Speaking of Mattie, Babe says,
"This is better than my books, this is better than
Frances, this is better and bigger than myself."26
Mattie has been told not to sled down Spring street,
but on the way home Eer brother coaxes her. She consents
and shaklngly climbs onto the sled, Babesenses»that
she would do something she fears and knows to be wrong
Just because he has asked, 'The unselfishness and the
complete trust of lMattie touch Babe. He changes his
mind and takes her down Randolph Street instead, for he .
does not yet want her to experience 1life's cruel realities.
At home Vincent Caulfield, Babe's army buddy, 1is
waiting. When he sees Mattie, he makes an appropriate
comparison between her and Phoebe by telling Hattie, "I
have a sisfer_just 7our age. She's not the beauty that
you are, but she's probably far brighter."27 This is én
apt comment, for it must be agreed that althoush Mattile
does show evidence of some insight by sensing that Babe

1s going to war, this quality 1is far more developed in

Phoebe as Salinger presents her in The Catcher in the

Rye.
At night when Babe rolls over in his bed, he thinks

of what he wanted to tell Mattie marlier. Although he

speaks to an empty room, his soliloquy is important in

classifying Mattie on the youthful side of the "crazy
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cliff" break between cﬁil@hggg\and‘adultbood. "if Yyou
can't be smart and a sweil girl, too," he says, "then I
don't want to see yougPOW~up."28 Since HMattie has the
innocenée which characterizes youth, Babe doesn't want
her to losé 1t by growing up. |

"Last Day of the Last Furloﬁgh" is signifiéant be-
cause 1t 1s the groundwork for Salinger's ideas on chil-
dren and is an obvious first draft of the character of
Phoebe. French has summed up this story well by saying
that it depicts:

the desperate and unavailins effort of a shy

and sensitive young man to hold on to his ir-

responsible and carefree youth in the face of

lrresistible forces that are compelling him to

accept adult responsibilities, Babe's addic-

tion to ice-cold millr and chocolete cake, his

close 1ldentification with his ten year old

sister, his embarrassment when he discusses adult

matters seriously in adult company, and his

~.preference for his childish sweetheart are all

evidences of an irrational attempt to cling to

both the physical and intellectual innocence

that the ostensibly wise and rational forces of

maturity seem bent on destroving--just as they

have destroyed the lives of the young men whom

they have led to romanticize war, Since Salinger e
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15-4nteht in this story upon capturing'this brief;
~ futile passion for innocence rather than upon
conveying a messapge, "The Last Day of the Last
Furlough" 1s one of those unusually moving
artistic works that seem not to mean but to 22.%9
The obvious sequel to "The Last Day of the Last
Furlough" is "A Boy in France" pUblisﬁed in the Saturday

Evening Post eight months later. The story pictures Babe

'éiééwaller in a French fox-hole and attempts to cabture
the "squalor" of war. Perhaps most important in the

story is the close relationship between Babe and his
sister Mattie, which Mattie reveals in a letter that

Babe has re-read more than thirty times. The letter
smacks of yvouthful innocence, and yet it reveals a kind

of omniscien%e present4ih Salinger children. For in-

- stance, Mattie is somehow aware that Babe is in France,
although everyone else in the family belleves differently.
She knowé,‘too, that Frances, Babe's childhood sweeﬁﬁeart,
is not as "“nice" as Jackié; thus also reaffirming the
opiﬁion of Vincent Caulfield in "Last Day of the Last
Furlough." The story ends with Babe talking to no one--
a habit he has displayed before, He repeats softly .

the last line of lMattie's letter--"Please come home

soon," But a return té youth and innocence is impossible,
for Babe's “crazy cliff" is a fox-hole in France. (ener-

ally, this story is not well regarded by critics, and their
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poéitibh'appears quite tenable.

%

- Salinger's next story pertinent to a study in child

development is "Elaine," published in Story in the March-

April issue of 19&5. Criticism'ofthe story differs
. Qidelyo Gwynn and Blotner, for exémple, take a negative
approach,
- "Elaine" represents so marked a regression as
almost to sugmest that the artist had been
reading James T. Farrell a decade too late,
BElaine Cooney is a beautiful moron of sixteen,
brought up on movies and radio by a moronic
mother who whisks her daughter home from her
wedding to a2 movie usher. That's all.30
French, however, pays the story this somewhat re- )

strained compliment: "By far the best and most genuinely
31

moving of Salinger's contributions to Story is "Elaine."
The story concerns the chronological development of
a perennial child from hef early childhood to the time
when, at sixteen, she is forced to come face to face
with the crisis of adulthood and instead, turns her back
to remain in attitude iorever a child., Elaine is the
daughter'of Mrs. Cooney, whose mother, Mrs. Hoover, still
lives, The three have a chronic addiction to movies--a
constant indication 1in Salinger of people who embrace

unreality. These three people enjoy the phoniness of

movies because they lack the normal intelllgence needed




to sense the beauty of 1life, Salinger pictures Elaine

¢

as a carefree youth--she has not seen the squalor of

life. "She seemed to be a happy child. . . . She
didn't seem to mind the bilious pastel and tasteless
print dresses in which her mother dressed ‘her. She
didn't seem to live in the unhappy child's world,"

Although Elaine is“pretty, she is extremely stupid,
almost retarded., It takes her nine and a half years to
graduate from eilghth grade. The celebration of her
graduation consists of attending a Mickey Mouse movie
with her mother and rrandmother.

Finally Teddy, an usher in a movie'theater,far-
ranges to take Elaine to the beach--an act which would
apparently begin her withdrawal from the childish shell.
Elaine fails to heed the vague advice of her mother
"Don't let anybody get wise with ya" and is lured under
the boardwalk. '

Although Salinger does not say why the two are

married a month later, the implication is clear, The

marriage, however, fails to propel Elaine to adulthood,
for after the ceremony lrs. Cooney repossesses Elaine
because of a disagreement over a movie starp with Teddy's
mother, Rather than allowing and blessine Elaine's

L.

marrlage, her mother provides the substitute of a movie,

And Elaine on her wedding day, in a state of possible

pregnanéy, ripped from the arms of her lawful husband,

28
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can only skip eestatically and coo at the prospect of a

Henry Fonda movie,

Warren French has given "Elaine" the following

interpretation:

| Presumably 1t 1s more pleasant to live in the
imaginary world of apparently virile Henry Fondas
who cannot actually lay hands upon one than~to
live in the real world of effeminate Teddyé with
quarrelsomg mothers and lecherous ideas. . . .
The picture of the happy community<0f three gener-
atlons of modern idol-worshippers after Hlaine's
father drops dead at an indoof flea circus and
of the women's discourteous responses to the at-
tentions of the naive superintendent of their

¢ ’ - apartment house can hardly be interpreted as
anything except praise for the superiority of the
life spent in the darkness of the theatre rather
than the love nest. Indeed #xlaine, her mother
and her zrandmother appear to be modern nuns
cloistersd in the cinema, and Salinger satirizes
everything about their seedv society except thelir
worship of movie stars.33

I believe French has completely missed the point of

"Elaine," a point reaffirmed in The Catcher in the Rve,

In the above quotation french gilves two reasons why

Salinger éppears|to offer only "praise for the superiority
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of the life spent in the‘darkness of the theatre.™ The
reasons, however,'are misinterpreted, and the conclusion
which evolves from them is unfounded. One reason French
-gives for salinrer's praise of movie-goers is that the
womenﬂe replies to thelr landlord are diSCOUTtEOUSo
French fails to see that this discord with people does
not, as he suggests, reflect the superierity of thelr
life, butrpapggr that it underlines their pathetic, ig-
norant charagter. His other reason is simply that this
trio of ignorant ﬁovie-goers is happy, and yet he falls
to see that this happiness does not stem from a rational
evaluation of life's values but from a negation of them.
These people have turned their back on 1life's realities;
and the happiness they experience is not well-adjusted
light-heartedness but a bliss of ignorance,

French 1s wrong hen he claims that "Salinger
satirizes everything about their seedy soclébty except
their worship of movie stars." By showin- the hollowness
of this l1life and by picturings these three women as woe-
fully pathetic characters, Salinger expresses a keen
sense of ridicule for anyone whose life is so shallow
that he allows it to be centered in the unreality and
phoniness of the movies--an idea developed more fully in

The Catcher in the Rye.

¥

Althoush French finds fault with other critics for

not connecting this story thematically'with Salinger's
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" best work, he commits the same error. "Other critics have

failed to search out the story or to understand that it

may throw light upon crltical episodes of The Catcher in

the Hye and Franny and Zooeﬁg‘in both of which characters

34

are literally sickened at the thourht of sex."

Elaboration on the Caulfield family began with "This
Sandwich Has No Mayonnaise" in Esquire, October, 1945,
The story concerns Scrgeant Vincent Caulfield, training
in Georgia for the Alr Corps, and his distraction about
the news that hils brother Holden is missing, The story
also mentions rhoebe and provides a glimpse at her child-
ish omniscience. When thinking of the missing Holden,
Vincent says, "I know exactly where he is. Phoebe knows
too. She would know in a minute." Pbéebe's keen insight
1s acknowledged and accepted by Vincent.,

The story itself is weak. Critics 1like Gwynn and
Blotner and Warren French have objected to the shift in
interest from Vincent to an army lieutenant,35 and their
point appears well-taken, Tor the unity of the tale suf=-
fers badly from this shift, which sefves No discerniblé
purpose., The story is of passing interest only as a
further mention and development of the Caulfield family.

In "The Stranger," published in Collier's on Decem-

ber 1, 1945, Salinger has returned to the Babe Gladwaller

story. The war 1s over now, and Babe has gone with

R

Mattie to see an old sirl of Vincent Caulfield and tell

31




her about Vincent's death in the war. In the discussion
she feils Babe that Vincent had not believed in anything
8ince the death of his youncer brother Kenneth. The
story 1s ineffective and falls to achieve a central | .
point. I
Warren French has adequately summed up this story.
Since the story fails to be either a satisfactory
anti-war'preachment or an explanation of why
Vincent's relationship with the woman he loves
i1s not enough to counter-act his erief over the
death of a sibling, "The Stranger" can only be
judged as one of Salinger's most complete
failure8036

Despite its apparent artistic vacuum, "The Stranger"

does contribute to Salinger's use of children with the

appearance of Mattie and her display of childish in-
nocence by her leap from the curb to the street.

After leaving Vincent's old pgirl, Babe and Mattie
walk down the street. Babe says he is taking liattie to
a restauraqt and wants to see her use chopsticks. Her
reply is ﬁhe concluding portion of the story: "'Okay.
You'll see,' saild lattic. Vith hér feet together she
made the little jump Trom the curb to the street sur-,
face, then back again. Why was it such a beautiful

37 |
thing to see?"” 'The position of this incident at the

end#gf the story indicates that Salinger intends to

3
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leave i1t in the memory of his readers. Perhaps the mean-
ing here is that=ruﬁning parallel tg Vincent's waftime
tragedy is the counter-theme of Babe's childish lntiocenee,

"I'm Crazy," Colliers, December 22, 195, and "Slight

Rebellion Off iiadison," liew Yorker, December 21, 19)6, are

the final two stories to be considered in this survey be-
fore entering the period when Salinger created those stories

collected in Nine Stories. Both of these stories concern

Holden Caulfield9 anc both are blueprints for episodes in

The Catcher in the Rve.

"I'm Cfazy" contains Holden's interview with his
'history teacher lir., Spencer before leaving prep school
and Holden's conversation with Phoebe in her bedroom.
Phoebe is not yet as perceptive as she will be iﬁ The

L

Catcher in the Rye. Rather than sensing Holden's expulsion

from school, she must be told about it.

Also present in "I'm Crazy" is the young sister Viola,
who is omitted from the novel. By opposing the colored
maid Jeanette; Viola illustrates the theme of the widen-
ing gap between child and adult which is developing in
Salinger. Viola is opposed to intimete contact with
Jeanette, a representative of adult harshness. She
specifically dislikes the fact that Jeanette breathes on
her all the time, for it is not the breath of 1life but

the pollution of society. Viola has also taken away her

Donald Duck doll and refused her "ovvels" (olives),

ra
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It 1s Holden, the catcher in the rye, who gives
Viola some olives and returns her the duck doll. As he
leaves the room with a sense of restcration to childhood,
Holden,wonders about another restoration--that of the
ducks 1in Central Park when confronted with a ffozen
lagoon. The child Viola has her duck returned; Holden -
can only wonder what happens to life's real ducks.
This scene with Viola is well ddneg and ‘“arren
French rightfully laments that Salinger dropped Viola, 3

"one of his most delightful,creations,"38 from the cor-

responding passages in the novel,

"Slight Rebellion off Madison" 1s less significant
to this study, for no children are uséd. This story,
told in the third person, concerns a confused adolescent

who is on vacation from his school. It is the blueprint

for Holden's date with Sally Hayes in The Catcher in the
Rye.,




Chapter Three
Children in Nine Stories and The Catcher in the Rye

. With the publishing of "A Perfect Day for Bananafish"

in the New Yorker on January 31, 1948, Salinger created

one of his most discussed short stories. This story 1s | ;
important because it marks Salinger's emergence from an
apprentice to a master craftsman, and with this emers~ence
the story has left in its wake a swirling wave of ceritical ‘
appraisal. Whereas the stories written prior to this had H
received little immediate criticism, and, except for
French end Gwynn and Blotner, even to this day go un-
noticed, "A Perfect Day for Bananafish" and.the stories
which frllowed it, largely because they were re-published E

in Nine Stories, have begotten an overabundance of

o am—

critical review.
The story concerns Seymour Glass, a mentally Qis-
turbed man vacatioﬁing with his wife Muriel in Miami.

The character of Muriel is revealed in a telephone con-

versation with her.mother, a meddling, gossipy woman who |
‘apparently has spoiled her daughter sd that she has be- W
come too concerned with trivial matters and not concerned | i
~enough about spiritval values. This has caused Seymour
to labei her "Miss Spiritual Tramp of 1948."

Seymour himself is so centered in spontaneous acts

which reflect his keen sensitivity that he appears ir-

rational, For instance, he accuses people of staring at

35




.q nonexistent téftoo, drives a car into a tree for no
apparent reason and harshly questions an old woman's
plans for passing away, Muriel, however, seems 1éss
concerned about Seymour'!s idiosyncrasies than her mother
1s, although nelther woman appears to uhderstand Seymour!s
inner feelings., J

Indeed, the'only person to whom Seymour 1s close is
SyBil} his four-year-old bathing companion. Sybil is
exclted by Seymour's story of a fantastic bananafish,
which becomes trapped and dies because of.its gluttony.,.
She claims that she sees a bananafish in the water near
them, and this claim leads Seymour to return to his hotel
and fire "a bullet through his right temple."

w1iliam Weigand sees Salingef's later works as
having tones which are created in "A Perfect Day for
Bananafish.">’ ie believes all of Salinger's major
protaganists have a disease of the soul which he labels
"banana fever." This disease restricts the individual's
perception, and as a result he suf fers keenly from s
lack of discriminat%.ono The "pérfect day" arrives when
the suffering is eliminated because the bananafish, by
1ts very nature, gorges itself on %po many banana-like
experienéés and commlts suicide. French points out that
such an“interpretation represents only one extreme in the
scope of Salinger's work. "This analysis, however, tends

to stress the destruction of innocence in Salingert's

T
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Work as strongly as Gwynn and Blotner's stresses the
triumph of love. M"A Perfect Day for Bananafish" and
"For Esme" are, in fact, the most successful embodiments

of what might be called the manic and depressive ex-

tremes of Salinger!'s vision."uo French further points
out that the stéry represents a dramatic improvement over
previous stories, and even suggests that it can be
divided into three%acts. This, he implies, 1s due to
‘the editorial re-focusing provided by the staff of the
New Yorker.
. Just és thls story has increased his dramaﬁic work,
8o too, does it mark a similar increase in the use of
symbolism. These items, coupled with the theme of child-
ish innocence, contribute to Salinger's success. James
” Bryan has noted both the childish innocence and the use
of symbolism.
He believes that Sybil's innocence is beyond cor-
'ruption and that the images of the inflated beach ball
and the collapsed castle on the beach indicate that her
‘Innocence giwves her a superiority over adulthood. He
suggests that'the bananafish may symbolically represent
the gorging of the body at the expense of the soul. This
" bananafish, of course, would be‘Seylrnour..L!’l |
It remains to consider Seymour in the light of
Salinger childhood. Although Salinger has given Seymour

bhildish tendencies, he has not placed him in the realm
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of.childhood. Seymour 1is keenly éware, and although
Salinger children possess an unusual amount of insieht,
Seymour's sensitiveness differs from the sort of aware-
ness that is typical of Salinger children. 4s Weigand

has observed, "Seymour, a bananafish himself, has become

| - | B
so glutted with ‘sensation that he cannot swim out into _
112

society again."

Seymour has seen the squalor o! the world, rejected

it, and has fled to the protected world of children for
| | refuge. The impossibility of the situation is that
Seymour may not live with these childish values because
he is an outsider--an adult--one who has wallowed in the
experiences of an adult world and gorged on them. He 1is,
in short, a bananafish, and although childlike in nature
| ; he 1is somewhat'like Holden--that is, he is in sympathy
: with the world of childhood without belongine,
Warren French apparently would disagree with this
: claSsificationo
Seymour 1s so much at ease with Sybil and so
uneasy with adults~because--as his uncontrollable
‘ desire to be the center of attention shows--he is
g still c¢hildish, He is not childlike, which would
w mean he retalned the child's spontaneity while
being responsible for his actions, but he is

‘downright childish, He has retained children's

mosT petulant characteristics, not their most

43
engaging.




However,'Seymour has rejected the hollow values of
adulthood and senses that the iﬂnocentlworld of children
1s untarnished and desirable. The realization which he
comes to, a realizatidn also present in Holden, occurs when
Sybil sees Seymour as that which he seeks desperately to
avold--he 1is the adult bananafish. It is this realizétion
which prompts him to reject soclety. For Holden the re-
jbction means psychiatric care; for Seymour it means
suicide. It is worth observinglthat it is the innocent
child who senses the true nature of Seymour. It 1s Sybil,
~the seer, who indeed sees more in Seymour--more than adults
like Murlel or her mother (both of whom completely mis-
understand him) seem even to realize., Sybil, not Muriel,
sees the true Seymour, and 1n a gesture of gratitudq\igr
“this, Seymour bestows a kiss on her foot,

"A Perfect Day for Banénafish" also presents the
most striking aspect of Salinger childygn--their illusion-
ary world of make-believe, The illusiommﬁf"a nonentity,
here a bananafish, is central to this story,nand only the
child and the childlike are aware of it.

In "Uncle Wiggily in Connecticut," which appeared in

the New Yorker six weeks later, Salinger again brings out
the fact that the innocent realm of a child is not only
unobtainable for adults, but is also imperceptible to

many of them.

Eloise Wengler.lives 1n a tawdry suburbén community

39




in Connecticutand finds herself caught in a loveless mar-

riage, Llolse's memories of Walt, her lover lost in a

freak wartime accident, have plunged her deeper into un-

happiness and coarseness. Her degradation is revealed

in a visit by her ex-roommate llary Jane, when togetﬁer

they become drunk and wallow in the squalor of adulthood.
In direct contrast to this is her daughter Ramona, a

child who has created her own imacinary Jimmy Jimmereeno,

-~ 8 sword-carrying colleague invisible to Eloise and Mary

Jane. Salinger uses this illusion to emphagige the
breach between the worlds of child and adult. Vhen
Lloise discovers that Ramona has created a second il-
lusion, she ordefs it destroyed--as Yalt was. Then Eloise
realizes that, aifbough she wishes to return to the stain-
less world of children, her "nice sirl" days of unblem-
ished life are past; and she 1s caught in the web of

phony adulthood. She cannot experience any unity with
Ramona. From this evidence Paul Levine has made the
following conclusion: "Cut off from love, Ramona 1lives

in an imaginary world colored by her thick glasses-=her
off-center vision. Her imaginary private symbols, Migky
Mickareeno and Jimmy Jimmereeno, mirror not or.1ly her own
loneliness but her mother's marital predicament. ZIElolse's
attack on Ramona, the living reincarnation of Walt'é

\'}

innocence, results in the final insight that innocence

Ll

is unrecoverable.

“




Although Eloise wants to enter Ramona!s woria and
~8ee her child's visions, she can only lament the loss ofl
her innocéhce and clutch Ramona's glasses--g symbol, not,
as Paul Levine says, of Ramona's off-center vision, but
of her childish ability to perceive,

Warren French has seen "Uncle Wiggily in Connecticut"
as the focal story in which the entire perspective of
Salirger's work may be considered because it represents
a fusion of the two worlds represented in Salinger, These
worlds, according to French, are the "phony" and "nice"
worlds, and he rives evidence that these two points of
view are represented in the story--the nhony world
characterized by Eloise, the coarse, hard-as-nails;
drunken exurbanite who has lost the "nice" world of her
1dyllic childhood, and the "nice" world as seen by her
introverted myopic daughter who creates Imaginary boy
45

friends.

French's conclusion that "these basic concepts of

<

the perishability of the 'nice! world and the 'phoniness!'
of the persisting world" provide the foundation for the
craft of Salinger is well taken. However, many of his
other observations are almost unbelievably inappropriate,
such as the following: "The thick 'counter-myopic!

glasses that llloise's daughter Ramona wears serve . . .

as evidence that the imaginatively gifted are often

| 6
physically handicapped."u




. Not only 1s this point logically unsdund, but it never
arises as a theme in any Salinger story. In 19149 "The
Laughing Man" effectively used the device of a narrator,

a device present in some earlier stories and perfected

in "For Lsme-~--with Iove and Squalor" and The Catcher in

the Rye. The narrator, a mature adult, recollects his
childhood when; as a member of the Commanche Club, he was
foldlseriélizéd,episodes about the Laughing Man by the
chief', John Gedsudski.

Running throuzhout this story is the theme of fancy,
semblance and imitation. To begin with, The Laughing
- Man, as conceived by the chief, is only a cfeatidn of
- the mihd.‘ As an Oriental soldier of fortune, he must
constantly wear a false face, for hils unmasked face 1is
too hideous to reveal. Not even Omba, the lovearle
dwarf, is permitted to see his face. Living in a masked
world of boyhood imagination, The Laughing Man fulfills
the same artistic quality of 1mpalpability as does the
bananaf'ish.

The presence of illusion.is emphatically reinforced
within the story. Despité the terrifying appearance of
the Laughing Man, those falthful to him recognize this
as 1llusionary and note the compassionate side of his
nature. The four confederates of the Laughing Man are
described as being "blindly loyal," a description which

also applies to the Commanches in their admiration for

Wug |




the supposed virtues of the Chief. The animals in'the‘
forest listen to the melodious'whiSperings of the Laugh-
Ing Man and do not think him ugly.

.The world of illusion ié linked with the world of

children when the narrator mentions that he did believe

he was a direct descendant of Laughing lMan and secretly
identified himself with him. That, of course, was years
ago, and apparently the narrator has since become dis-
enchanted by thé leap to adulthood. In his childhood;
however, he circulated througHout the clty incognito,
waiting for a chance to reveal himself,

The Durfarges, sly adversaries of Laughing Man,
finally trick him by employing unreality--this time in
the form of a false image of the friendly timber wolf
Black Wing. Laughing Mén falls for this illusion at
first, but when he realizes his plicht he discards his
personal deception by stripping off his mask. Apparently

Laughing lMan does not realize that he must live with his

11lusion--that a bananafish or a Jimmy Jimmereeno is neces- -

sary, for by casting away his mask he brings an end to
childlike unreality and figuratively leaps off i:is
crazy cliff. At the conclusion of the story the Chief
appears to be somewhat less than the paragon his child-
lsh followers believe him to be., The Laughing Man dies,

as does the romantic affair of his creator, the Chief.

These acts are symbolically related, for in the hard
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world of unreality fate’bffen opposes our desires. Small

wonder the Commanches ride home with tear-filled eyes

and shaking knees. They have scen life as it really is--
cruel and concretely harsh without an iliusion behind
~wWhich to seek refuge--without the mask of unreality.

In examining this story, critics like Prench, Hassan
ahd Weigand have analyzed the relationship between the
private lif'e of Gedsudskl and paralleled it to the ceneral
attitude of the Laughing Man. Few critics, however, have
analyzed the incidents in the Lauvghing Man episodes them-
selves to show how Salinger has interwoven the tone and
theme, | a» , - -

Ihab Hassan, for example, sees most Important in
this story the link between the r@méntic affair of the
Chief and the death of the Laushing Man, IIn referring

™

to the affair between Tedsudski and Mary Hudson, Hassan

says, "

.« « o the end of Innocence is more obviously com-
pounded with the end of Ro:rmsmce."}"'7
Warren French, howéver, takes a somewhat riodified
viewpoint: "Knowing the cause of the lover'é quarrel is
irrelevant to understanding the story; for it does not
; | concern the romantic break-up, but the effégts of the
A | breakup on the impressionable young narrator."uB
Obviously Gedsudski has created the last installment

and the death of thae Laughing Man as 'an outlet for the

. bruised feclings caused by his romantic failure. "The
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Laughing Man," then, is a story of how an adult's disil-

Jlusiomment, conveyed through a narrated story, can affect

a sensitive young boy.
At thils point in Salingert's development, a new seed
s prowing. This is perhaps best illustratéd by Warren
French's comment:
Salinger became absorbed with wh;t had been a
subordinate consideration in "A Psrfect Day Fbr
B&ganafish" and "Uncle Wi~gily"-~-the reaction
of a child or sdolescent to the disillusioning
discovery of the plhioniness of the adult world,
This absorption’was to cuiminate in Holden

Caulfield's recognition, in the final version

of The Catcher in the Rve, that children can't
19

be kept from rrabting for the ccld rinrc.
Salinger's next published story, "Down at the Dinghy,™

appeared in Harper's in April 19L9. Sionificantly, the

S§tory concerns a portion of Sevmour Glass's family, end
although not involved directly, Seymour has an influence

on the outcome of the story. Specifically the story
concerns Seymour's sister Boo0 Boo and her four-year-old

son Lionel. Lionel has 1solated himself from the world

of adults by retreating to a dinghiye Boo Boo goes to

the lake to persuade Lionel toc come home, but Lionel,
refusing to allow his mother on board the boat, establishes

the breach that 1s present between the worlds of child

e
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.'and'adult. James Bryan has said tbat/Lionelw"instinctivéiy

—

feels his innocence slipping awéy and fries, ineffectually | f
(1ike the ostrich on his shirt) to hide. He rejects his
mother's bribes: keys (which might svmbolically unlock
the doors to expericnce) and poggles (that once belonged
to his Uncle Seymour who may be sald to have seen too

£0

‘clearly the fact of experience.”””

As the dinghy floats near the pier, it seems to indi-

cate that a gap is present betweer Lionel's world and that |

of his mature mocther, squattins on the pier. The dinghy | ;
is 1solated, and an adult may admire it from afar but may-
not trespass. It is interesting to note that the boat - [
1s going nowhere. The dinghy is tied to the pier and
stripped of its main and jib sails. Although Lionel mans
the tiller, he remains statiohary.

This world of childish isolation, then, contains a
sense of permanence--unchanging and steadfast, and re- 
moved even in physical access from adults. When Boo 200
claims she belongs on the boat, Lionel tells her frankly
that she is an outsider. "You aren't an admiral," he ‘ f

1 ;
rebukes. "You're a lady all the time." And when she |

approaches the pier, Salinger says, "Boo Boo found it |

] | 52 ﬁ
queerly difricult to keep Lionel in steady focus." :
Lionel naturally i1s out of Boo Boo's focus, for he is |

in another world.,

- ] salinger's next story, "For Esme--with Love and “ h

0




) Squalor," was published a year later in the New Yorker.

This story has brought an avalanche of criticism concern-
lng the two children, Charles and Esme., lMost critics

have, I believe, failed in thelr evaluation of them, for

they consider Esme, not Charles, to be salinger's more
admirable child. A close look at this problem is re-
ﬁuired. ‘ |

The storj itself 1s divided into two parts--the first
of which deals with the meeting.just before D-day between
an English girl of thirteen and the narrator, an American
writer currently in the army. Esme and her younger brother
Charles hold a lencsthy conversation with the narrator,
In the second part the narrator, now called Jergeant X,
is wallowing in the squalor of war when a package arrives
from kEsme and Charles. Sergeant X is reminded of his
visit with éhem and, apﬁafently, his outlook on life
becomes modified,

Gwynn and Blotner believe that this story is "the
53

high point of Salinger's art, The reason for tnhis
~acclaim is artistic balance; they sece the correlation of
four squalidielements in the story with four elements
of love,
From this lofty point in critical review, the
criticism runs rampant, with one critic even suggesting
| Sk

that the real identity of Sergeant X 1is Seymour Glass, e

The real critical problem, however, concerns the children,




particularly Esme, The conventional mainstream of thought,
with which I diéagree, reaches its height in Méxwéll
Geismar: "M1Por Esme--with Love and Sqﬁalafﬂ concerns a
beautiful, dignifiied, precocious upper class English
maiden of thirteé% who saves an American soldier from a
nervous breakdown. There is no doubt of Esme's prace and
charm, but only whether, 1h this case, an adolescent!'s
romantic affection can replace the need for theraphy."ss

In céntrast to this stands John Hermann, who believes
that Zsme iéﬂ"the distillation of squalor" and that Charles
is the "key to the story" because he is "the epitome of
n56

love, Although Hermann's point appears well-founded,
he has been assailed by Robert Browne, who says Hermann
has "read the story in the light of a rather romantic
preconception"--that is, that people concerned with
statistics often are too harduand cold and are unable ﬁb
~love. Although Browne concedes that "Esme is comic as
well as admirable," he fails to elaborate on the ridiculous
aspeét that would make her comical. He believes that be-
cause ksme goes uncensured by the narrator she is un-
deserving of censure, This, of course, is a rather
hollow argument, since at this point in the story the

t

narrator appears to be "drinking in" Esme rather than

&

evaluating her{, Then too, never but 1in retrospect does

the narrator give evidence of accurate judgement.

Warren French has added his weight to the chastise-
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ment of Hermann by saying his evaluétion of Esme 1s
58

"ingenious misreading." French believes it is a victory
for the nice world}when_Esme compels Charles to klss the
alien soldier. He falls to see thaﬁ.someone likevEsme,
whose world is founded on outward, physical show, would
believe & kiss, even if not from the iheart, is sufficient.
It is significant that Lsme with her outward menifestations
must force Charles to the kiss, and Charles rightly re-
sists as pest he can. It is Charles who places the
emphasis on the metaphysical and not the physical. John
Hermann has analyzed the character of Lsme and Charles
remarkably well, Of the latter he says:

In contrast is Charles, disdainful of appear-

ances like wet hair, of the facts that his

sister cherishes ("He certainly has green eyes.

Haven'!t you Charles?" the narrator asks him.

"They're orange," Charles says); enjoying his

game of riddles; arching his back across the

chalr In contrast to ksme's perfectly achieved

poise; covering up his face with his napkin;

glving a Bronx cheer at one point of the con-

versation between his sister and the narrator;

engulfed with laughter at his own jokes; ahd

furiously disappointed when the Sergeant tells

him the answer to the riddle when asked the -

second time. He is everything his sister 1is
59

not.
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'Here is a summary of child-like acts which normally
accompany Saliﬁger children. Charles, then,'fits rather
well the typical Salinger mould.

Charles reaps hgs Joy 1n 1life by reciting the riddle,
"What 41d one wall say to the other wall?" The answer
is "Meet you at the corner!" Esme rebukes Charles for
telling the riddle, but the narrator gives it significance

by saying, "It was one of the best riddles I've heard."

Perhaps the riddle has meaning in that only after a letter

from Esme and Charles does Sergeant X brineg his duo-walled
personality of love and squalor into a combination of a
person with hisA"faéulties intact." It is the childish
riddle of love and squalor that is the symbolic key to
the salvation of Serreant X, and it is the joyful child-
ishness of Charles thaf forms a contrast to the deter;ora-
tion of Sergeant X.

The character of Esme, however, is more complex and
qptlas easily analyzed. Throurhout >alinger there is
exXhibited a disdain for outward~appearances. This 1s the

clue to many of the phonies in The Catcher in the Rye and

other stories--they rely on appearances. A concern for
impressions and appearances is not a virtue in Salinger

characters, It is”not, Buddy would. tell us, tﬁe way to

" look for horses.

Esme, however, is over-conscious of her appearance,

for she, unlike other Salinger children, wants to be an.
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adult., Whereas other children are apparently content in

their youth, she cannot grow up fas'g enough and strains
to possess an adult hairstyle and an adult vocabulary.
She wants to be recognized, and as a result she recks of
an undesirable pretentious&eSs. She feels above the rest
of the choir and naturally 1s "slightly bored with her
own singing ability."

One should ask what type of girl invites a person she
has met only once years ago to her weddins. The answer
may be, one who wants an impressive guest list that would
1n;lude a writer from a foreign continent,

The real clue to Zsme, however, 1s provided by the )
choir director, who indicates that anyone who mouths words
without knowlng their meaning is not a real child or
adult but merely a "silly-billy parrot." Although critics
have failed to notice it, this is precisely what Zsme
does., She is concerned with using an impressive word,
even though she is unsure of its meaning, for she ap;
parently believes thgt an extensive vocabulary is the
mark of a grown-up.

In speaking of her father, for example, she says,

"He had terribly penetratiﬁg eyes, for a man who was

' of course, is not

intransically kind." “Intransically,'
a worc; she means "intrinsically." Rather than choose
a more familiar word, however, she misuses this one in

an attempt to provide an effect., Her misuse of words is

!
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a clue to her parrot-like nature. On leaving the nar-
rator she says, "I'1l write to you first, . . . so that
you don't feel compromised in any way." Careful thought

will reveal that here too, compromised is not the word

she should use. If the narrator agreed to write first,
he would be obligated, not éompromised.

She does correctly inter ject the word "gregarious"
into the conversatidn, then quickly checks to‘see if the
’narrator knows the meaning of the word. A person un-
familiar with this word would be more easily impressed.
After using a French phrase, she quickly asks, "Do you
know French?" She hopes, of course, that he does nof
and will be impresSGd by her use of it, It is no wonder
that the narrator rises from his chair "with mixed feel-
ings of regret and confusion.™

As evidenced by her use of words, Esme is truly a
"s1lly-billy parrot" steeped in the false values against
which Salinger continually speaks out. Robert Jacobs,
already quoted, has said that when s Salinger character
becomes conscious of relationships to others, he becones
phony.éo Certainly HEsme carnnot be exeﬁpt From such a
classifleation. She is so conscious of her relationships
with others that they become too straLQ§d, too elaborate
and too unnecessary. This is symbolized\by the oversized

watch with the mid-Victorian air. This watch 1s so

overlyhélaborate that it can even double as a pedometer;,

............................




When Sergeant X recelves his package, there are two
glfts--one from Charles’and.one from Esme, It is the
greeting of Charles which causes him to relax and sleep,i-
saved from his own personal hell., The watch, a gift
from lsme, 1s, notably enough, broken--just as the effect
that kEsme had on Sergeant X has been smashed. The
serpeant does not even care to,wind HEsme's gift to see
if 1t still functions. It is Charles, not Esme, who
makes the salvation. -

One must agree with Hermann when he. says: "Much
as we like Esme's intelllgence, poise and breath-taking
levelheadedness, it is her brother Charles, with the
orange eyes and the arching back and the smacking kiss,
who knows‘without counting the house, without 3:4,5 and
A:IS P.lM.'s, the riddles of the heart."61

The Catcher in the Rye, published in 1951, is

~Salinger's most widely read and thoroughly discussed
¢

work., It is here that 3alinger has developed the world

e
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of child and adult and placed an adSiescent, Holden
Caulfield, in thelr midst. Holden is aware of the bar-
rier between the child and gdult worlds and of the
desirability of youthful inﬁocence. To help children
retain their youth, Holden wants to stop them before
they plunge into the mire of adulthood; before they
reach the vulgar signs that are scratched on the walls

of 1ife, he must catch them in thé field of rye,
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Holden has been expelled from Pericey prep, and be-
~ fore going home he wanders about in New York searching
his environment for the simple truths of life., He dis-
covers that the world belongs to adults who have filled
%t with sham, social compromise and pretension,

Holden 1s aware of the difference in innocence be-
tween a child and an adult and finally returns home to
his sister Phoebe., When he enters his sister's bedroom
and sees her sleeping, the difference is apparent. "She
was laying there asleep, with her face sort of on the .
side of the pillow. Sne had her mouth way open. 1It's
funny. You take adults, They look lousy when they!' re
asleep and the have their mouths way open, butvkids don't,
Kids look all right. They can even have spit all over
the pillow and they still look all right."62
| Although Holden's high esteem of the guiltlessness
which characterizes childhood draws him close to the
world of the child, he, nevertheless, cannot return to
1t completely. As several critics have noted, Holden is
not an omnisclent child but a questioning adolescent.
Arthur Heiserman and James E., Miller Jr. have observed
that although Holden desires the role of a child, he is
powerless to fulfill it. "As a child, he would be con-
doned, fbr 5 child is a sort of savage and pariah because
he is innocent and good. But it is Holden's tragedy»
that he is sixteen and like wordstrtq,he can never be
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less,"
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Paul Levine's view of Holden is similar. Levine
notes that al though Holden wants to be a protector of
children's innocence, "he remaias‘as he began: a remark- 7
able adolescent going through a sensitive version of

_an

growing pains,"

Holden 1is caught by his realization that childhood
1s desirable, but he 1is frugtrated because he is unable
to embrace it, As‘Brian Way has noted: "Childhood is
the only state of existence which is innocent, unspoilt,
uhcorrupted; escape backwards into it is obviously
Impossible; the despair of knowing this inexorable
situation is the tragedy."65

If we must refuse Holden admittance to the world of
childhood, we must also refuse his”éntrance into Salinger!'s
world bf adults. The adult world with its phony piano
players, unrealistic movies, and general insincerity is
not the thing to which Holden is ready to resign himself.

; . - His virgin sincerity restricts his entrance into a state
% h ~that is polluted and contaminated by the sick values of
| | the adult world.

"Holden Caulfield faces a society in which there
i | seems to be no place for him, particularly since it is a
! J socieby structured essentially to accommodate adults.-"66

Holden is beyond the world of childhood, but not yet

‘reconclled to adulthood, and his nomadic adolescence

~ | ~ brands him as a wanderer between two worlds. His sympathy
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with children 1s seen in his desire to be a protector of
Achildren-;to protect them from the phoniness of adulthood
'which he, unlike most Salinger children, has already ex-
perienced.

It can be seen, then, that Holden's age and worldly
experience prohibits his classification:as a child. Un-
able to plunge himself into the world of children, he is
only a sympathetic admirer of their state, allowing their
virtues to affect him gravely. For the future it can be
sald of Holden that "he will become an adult gently, car-
rying with him in the phony world only‘a single moral
image, the image of childlike simplicity."67

In considering Holden, one must consider also the
symbolic implicatlons of his "crazy cliff® Warren French
has given it the standard interpretation on which this
study is based. "Although this 'crazy cliff? may be
identified in many ways, it is most obviously the border
between the carefrée innocence of childhood and the phony
adult world that Holden himéelf does not wish to enter."68

Brian Way has given the "crazy cliff" a slightly dif-
ferent and less tenable interpretations.

Falling over a cliff is a classic unconscious

sexual symbol, and heré represents without any

doﬁbt the dividing-line of puberty, separating

the happy innocence of childhood from the

dangers and agonies of sexual capability. This
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perpetuates the conventional view of the in-
nocence of chlldren, and shows an atavistic A
belief in the existence of a Fall from.grace.ég w
Although interpretations of the "prazy cliff" vary,
Holden still remains close to children, particularly
Phoebe, because of his desire to protect them from it.
' As Hans Bungert has pointed out: |
Holden has no trouble establishing contact with
them since he understands the psyche of the
child intuitively., His talks with his ten-year-
old sister, Phoebe, who is precocious like almost
all other children 1n Salinger's works, are there-
fore the high points in experiencing true con-
tact. The close brothéf-sister relationship be-
tween him and Phoebe is a point of stability in
his turbulent life, the character of which is
misunderstood if one disposes of'it;-as Maxwell
wGeismar does--as "perhaps even a sentimental
evasion of the true emotions in a sibling 1ove, "0
Holden's..closeness to Phoebe raises her importance to
the novel, It is interesting to note how some critics
have completely neglected the role of Phoebe; In by-
passing her, Robert Bowen has said, "Mr. Antolini is the

only one in the book capable of constructive, virtuous

action. . . . He is the only youth counselor the book
| 71

offers above the level of Farce."
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In direct contrast to this 1s Edwin Bowden; who
~says that Holden finds with Phoebe not only warmth and
love but " e« o o Almost as important to him he finds
Immediate understanding. He tells her of what has hap=-
Wipened to him and why he hates a school full of phonies
and mean guys. For the first time someohe really
listens to him: 'Shg always listens when you tell her
something. And the funny part is she knows, half the
time, what the hell you're talking about. She really

does.'"72

Bowen falls to see what Edwig Bowden haspointed'out--

that it is Phoebe who 1s Holden's guiding light. 3he
takes Antolini's place as "youth counselor" and becomes
a positive, not negative, force in the novel.

George R. Creeger has said of Phoebe, " . . . she
1s the very embodiment of the power-of human love., When
her brother decides at the end of the book that the only
answer is flight, she insists that she will go with him.
She 1is the negation of treacherous desertiono"73

Phoebe's special quality is seen even in her name,
which resembles Phoebus, the ancient god of light. This
name is an indication of her keen insight which enables
her to recognize phony movies and to understand mature
conversations. Because of her genuineness, Holden

cléssifies her as "somebody you always felt like talking

 to on the phone." Phoebe has the sense that is sadly




lacking in Holden's adult acquaintances,

. Phoebe also represents the world of the 1dealistic.
She believes in the ability to make her forehead hot and
in the power of personal will., In the school play she
has the part of the idealistic Benedict Arnold. When

skating in the park, she shuns the squalor of clgar butts
and skates near the bandstand, the very place where
Holden skated in his youth.

Carl F. Strauch sees Phoebe as a positive force in
the novel. Strauch has pointed out the Phoebe, as she
wakes up in the apgrtment scene, begins the warm, simple
currents of 1life, Shgf;; the real answer to Holden's
question about the nature of reality. Strauch belleves
that by her posture, which is both secretive and dra-
matic, Phoebe conveys the profundity of the moment. When
| Holden searches in hils 1life for a point of stability, he
finds it in Phoebe, who provides this stability by as-
suming the Yogi positionamd illustrating the power of
mind over matteér.

In this position, "smack in the middle of the

bed," Phoebe represents the still, contemplative

center of life; at the same time she is listen-

ing to dance music, and with the impulsiveness of

the child she offers to dance with Holden. 1In

this manner Salinger indicates the viable relation-

ship between the contemplative and the active
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participation in the dance of life--a& spiritual
perception tﬁat 1s as ancient as the Bhagavad-
Gita. Although the humanitarian Pole.of savior
that Holden assiens himself stands in the fore-
vgroundﬂ we must nevertheless not fail to see‘that
Phoebe 1is the essential source; and if Holden, on
the path up out of spiritual dilemma and crisis,
must find the verbal and conceptual means of
expressing his innermost needs, rhoebe, as easily
as she wakes up, expresses an even more funda-
mental insight through symbolic gesture. The
charm of the scene, when fully comprehended from
this point of view, lies in the mingling of the
naive and childlike with the spiritually occult.
7h

Phoebe, then, represents "a dualism or polarity of
contemplation and activity," and Strauch feels that Holden
must retain this sense of continuity as he matures--he
must not sever the relationships between childhood and
adulthood. Holden's sense of permanence is indicated
both in the zoo and in Phoebe's carrousel ride, which
expresses "the circular activity of life." Having em-
braced this continuity of life, Holden can then assume
a parent-like attitude as Phoébe rides the carrousel.75

The isolated world of children with its permanent

values is indicated in Phoebe's carrousel ride. The
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'creaky old carrousel plays the same tunes it played when

" Holden was young. Phoebe selects an cld beat-up wooden

horse to ride while Holden, the outsider, watches from

a bench., Holden is.isolateﬁ from Phoebe's world as the
carrousel moves arcund in its journey to nowhere., The

0ld tunes, the old horse and the carrousel itself under-
lire thepermanently 1solated world of Phoebe, who travels
a circular route and ends where she has begun., It is
here that Holden feels the calm changelessness of history
and museums that he loves so much. "I felt so damn happy
all of a sudden,'the way old Phoebe kept going around and
around. I was damn near bawling. I felt so damn happy,
1f you want to know the truth. I don't know why. It was

Just that she looked so damn nice, the way she kept going
6

around and around, in her blue coat and all,"7
| Warren French has noted that the carrousel ride
marks a high point in Salinger's art concerning his
attitude about children. French believes that Holden,
by allowing Phoebe to grab for the pold ring despite the
risk, has modified his viewpoint by neglecting his role
of Qatcher in the rye. Holden has become resirned to
the realities that mark human behavior. French believes
that this should be Holden's answer to Antolini, who

warned of a horrible fall. Holden should say "if kids

want to grab for the gold ring you have to let them do

it. It's bad if you say anything to them." One should
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learn about life for himself.

If French's assumption 1s true, that one must learn
about life for bimSelf, then a stunning illustration of
this point occurs in Salinger's next story, "Teddy," pub-
lished in the New Yorker on Jarnuary 31, 1953, Indeed, the

character of Teddy stands out arong Salinger children as

a paragon of intelligence and mystical perception. James
E. Bryan~bas said: "He is Godknower and clairvoyant,
wholly immune to human pettiness, competition and (lately)

passion. . « Coming at the end of Nine Stories, "Teddy"

is a Zen Buddist manual, and the boy Teddy is a paragon
nf the sort of perfectness of soul that the Glasses of the
later stories seek."78'
Gwynn and Blotner agree with this kind of analysis.
"Teddy is the only conpletely gond, completely adjusted,
completely mature human being in the entire span of
Salinger's serious work."79 They believe that even his
death points to his exceptional nature. "Teddy is a
mystic who receives his inevitavle death with a spiritual
equanimity that contrasts starkly with the logical and
emotional egocentricity of everybody elsebin the story."80
This view is in contrast to that of Warren French,
who says tha%@Teddy is "one of the most obnoxious puppets
in the whole history of bratty children."81 French

objects to Teddy's complete grasp of logical reasoning.’

‘He sees Teddy's acute sensitivity as merely "arrogant




conceit." French misses the point, however, in accusing
Teddy of being "shrewdly calculating" by his apparent
hypocrisy of claiming to be "the truly detached soul"

and yet clﬁiging to some of life's emotlions. For Teddy,
~ by his very nature, 1s a reincarnated soul and can select
the morsels of 1ife which his previous experience tells
him are necessary.

The reason for Teddy's perfecﬁion of soul can be
analyzed by viewing the consistent artistic priﬁciples of
Salinger. He tells us chroughout hils work that it is
necessary to achlieve a fusion of opposites to experience
thémhi%BwVaiﬁes ofklife-~86w$eaﬂt X must combine both love
and squalor to keep his faculties intact; Buddy Glass |
rmust unlearn the 1llusionary differences between the
world's extremes, This is, of course, exactly what
Teddy has done. By living several lives through re-
incarnation, he is familiar with the adult wérld, al-
though he remains a child in stature. This is shown
when Teddy lounges on deck during his cruise., Sitting
on a deck chair made for adults, Teddy 1s at ease,
relaxed and comfortable because he knows the adult world,
and yet physically his body cannot fill the frame.

In many ways Salinger has shown that Teddy is un-
usual and worthy of close observation. He has a concern

for the minute things in the world such as a floating

gfqnga\ peel or a misplaced ash tray by his father's
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bed. 'His #6cabuiary-and insight naturally exceed those
of an averaée ten-year-old, and of the sentences in his
diary salinger says, "In no sense--no mechanical sense,
at any rate--did the words and sentences look as though
they had been written by a child,"82 He has returned
from conferences with the great European minds, where he
has.been the center of attraction.

It is his sense of permanence and oneness, like
Phoebe's carrousel ride, which'is the key to Teddy's
character. He panthelstically advises Nicholson to dis-
cerd logic and be one with God--just as milk and his
thirsty sister are one with God,.and in effect are God.
It 1s this vieWpoint‘which allows him to see everything
in a relationship of harmony, to see the world in a kihd
of oneness. That is why he says of his parents, "They'?e
- my parehts, I mean, and we'lre all part of each other's
harmony and ever';y'thing."tﬁ3 .

Whereas Holden Caulfield is on a one-way street from
childhood to adulthood, Teddy has oscillated back and
forth from one existence to another. He indeed sees the

oneness of things of the four-vear-old girl in Franny

and Zooey, and he realizes, as Buddy does, that the

extremes of the world are meaningless--hence, his sense
of harmony. Because he goes beyond the limits of other

Salinger children'in'tasting of both the child and adult

worlds, Teddy's unique outlook on life ranks him as both -
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child and adtlt.
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In 1953 Salinger published Nine Stories, a collection

of eight repfints and one previously unpublished story

"De Daumier-3mith's Blue Period." In this story Salinger

has omitted the character of a child and has transferred
the childish quality of spiritual insight to the nineteen

year old De Daumier-Smith.

The story concerns a character with the make-believe
name of De Daumier-Smith, who obtalns a job in a corres-
pondence art school that is run by a silent Japanese
couple, One of his students is a talented nun, Sister
Irma, whose work has a sense of truth and simple sincérity.
De Daumier-Smith falls in love with Sister Irma through
her drawlngs, and, in an attempt to erase the ugly and
the unfeeling in his life and cling only to the beauti-
fu}, De>Daumier-smith neglects his other students to con-
centrate his efforts on Sister Irma. But Salinger seems
to say that thlis can't be done, Ohe can never cling only
to the beautiful, for ugliness is also a part of our life.

= .Phe art school is over an orthopedic.appliancé sbop,_‘ _____
and, looking in thé.sbop one even’'ng, De Daumier-3Smith

has this revelation: "The thought was forced on me that

no matter how coolly or sensibly or gracefully I might

one dgy learn to live my 1if'e, I would always at best be

a8 visitor in a gidrden of enamel urinals and bedpans, with

a sightless, wooden dummy-deity standing by in a marked- !

n Bl |

down rupture truss,"




——  realizes also that he cannot help the nun either, . _

In a letter to Sister'Irma; De Daumierfsmith recalls

a meeting with a noseless person. This seems to be the

key to the story, for he says, "I ask you to please con-
slder that factor, in fact I beg you. It 1s quite pregnant
85

i

with meaning. The meaning 1s that one cannot always
eliminate the hard, unfeelinglpart of 1ife, but must often
live with its ugly cruelties. |

Looking into the orthopedic appliancé shop window;|
De Daumier-Smith sees a girl changing the rupture truss -

on the dummy. When he smiles at her, she loses her foot-

ing and falls. In reaching out to help, De Daumier-Smith's

- Ilnecertips are stopped by the glass barrier. It is this

Experience which causes him to dismiss Sigter Irma, re-
direct his attention to his other students and write inc
his diary, "Bverybody is a nun."

Warren French says of this:

When De Daumier-Smith realizes that he cannot

help the mirl he identifies with the nun, he

but he must leave her to "follow her own destiny."
He reinstates his othef students, for these‘%e

can help; but thése with s touch of genius nmust

be left free to learn from their own experience

or iInstitutions. The conclusion that "everybody

1s a nun" means only that all men 1live behind

walls that others should not violate. Ve can




only help those who ask for help, and these ape
| 6

likely to be the untalented,

French's interpretation would reinforce Holden's view-

point that everyone must be allowed to reach for the gold
ring,

John RUssell has seen "De Daumier-smith's Blue
Period" as pivotal in Salinger because "this is the first
of Salinger's stories to present a dramatized, and so-
named !'transcendent! experience, while it is the last of
his stories that could be called formally excellent."B7
In considering the release of Sister Irma, Russell says:
"For De baumier-Smith, it involves & rejection of living
for art's sake and an accéptance of life unrecorded,

- W

untrumpeted, unappeased. . . In making this rejection our

.hyphenated hero has ceased being Daumier and has become

Smith."88

Hence, 1t can be seen that De Daumier-Smith does

become aware through a mystical experience, and that ﬁ

- Salinger has transferred the childish characteristic of

spiritual insight to an adult.



f Chapter Four
e | The Glass Children /

With the appearance of "Franny" in the New Yorker

on January 29,‘1955, Salinrer entered a new arena of
artistic concern--elaboration on the Glass family. Thése
seven children, including the central fisure of Seymour,
were prodigies who, at one time‘or another, appeared on
a radio quiz program entitled "It's a VWise Child." The
Glasses, however, are no longer children; they are adulté
struggling.ﬁith the world through undiscriminating love,
~Ihab Hassan has said of the Glasses:
One is never quite sure whether the intensely
;spiritual web of relations they weave around
one another betokens an incestuous or narcis-
sistic motive--it is as if the same tortured
ego were seeking to express itself in seven
fractured élass images, Of this we can be
more sure: that in thelr separateness and
~cunning ildentity the Glasses tell us far more
about the darkness of love and self-hate than
about theiconditions of an urban Jewish family
in mid-century America.&g
"Franny" is perhaps the best artistic attempt in the
Glasé family saga. It concerns Franny Glass, who is

spending a football weekend at an I&y League collere with
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Lﬁﬁé Couteli, her egofistic and unsympathetic¢ companion.

Pranny's spiritual problem, which i1s not solved until ~
Salinger has her brother give her advice in “700ey” is
that she 1s extremely sensitive to the world and is af-
fected by its hollowness., She has withdrawn by using a
spiritual Jesus Prayer, At“dinner she attempts to ex-
plain to Lane that she is sick of the world and has with-
drawn, but Lane is too self-concerned with Flaubert and
frog's legs to be any salvation. The story ends with
Franny in the lavatory reciting the Jesus Prayer,

John 3kow has seen thet Franny "has about her tﬁe
Iuminous common sense and the clear eye for 1life that
mark all the mem;rable girls of whatever age, from Phoébe
Caulfield on."’"

Franny's sensitivity, however, comes not from the
fact that she is eminine, but that she is childlike,
French says this story complétes Franny's maturation:

"!Franny' is the story /Salincer/ had been trying to tell

for a long time about 'the last minutes of girlhood'."91

" Thab Hassan has attempted to connect this story to
1ts predecessor, "De Daumier-3mith's Blue Period." "In

'Franny' Salinger succeeds far better in rendering the

experience of Smith's conclusion: 'Everybody is a nun.! ~w“//

The story reveals the lacerated bonds between human beings

when the intellect is proud and the self insatiate, and

it hints at the availability of mercy."92




- Paul Levine likewise echoes the thought that "Franny"
reinforces the mystical experience of "De Daumler-Smith's
Blue Period"--the revelation that "everybody is a mun. "3

In "Raise High the Roofbeams, Carpenters" in the

New Yorker, November 19, 1955, Salinger has continued

the Glass story, here centering on Seymour. The setting

o of the story is the day of 3eymour's marriage to Muriel,

However, because he is "too happy" he neglects to attehd,
and they later elope. The wedding postponed, Buddy Glass
finds himself crowded into a car with wedding guests, |
among them the indignant latron of Honor and a deaf-mute
relative of the bride. The Matron oi' Honor verbally
assails Seymour, and in the course of the conversation
unearths his "brﬁtality" to a child, Charlotte Mayhew,
Seymour has hit Charlotte with a rock. Finally at home
at his apartment, Buddy erupts in defense of Seymour by
revealing that Seymour's sense of values is actually
above that of the child-hating Matron of Honor. *
1
The rock-throwing incident with Charlotte Mayhew |
deserves consideration, since it is one of the episodes
which occurred in Seymour's youth. Ihab Hassan inter; |
prets this incident as one erupting from love. "As it !
turns osut, young Seymour had thrown a stone at Charlotte |
out of pure joy; just as certain'people he loves leave

e

a permanent mark on his skin, merely by touching him."

William Weigand sees this incident in a more

: -A_‘.J_I-H{L-I—I_I_I-_I_IHII




:qimportant perspective--as reflecting a loose mannerism

in the stylistic form of Salingev He believes that
'Salinger's work now contains the lack of restraint needed
for one to hurl a stone. Hence, Sélinger is better ablé
to expose bourgeois insensitivity. "The loosening of form,
which begén with "Zsme," culminates with Seymour's throw-
I1ng the stone at Charlotte, the affirmation of' the effort
for expression and communication even at the expense of
exposure and paln." 5 Because Charlotte resembles Muriel,
Warren French sees the stone-throwing as a key to §ey-
mour's marriage, This resemblance, French asserts; ac-
counts fdr Salinger's maneuvering of the characters into
Buddy's apartment and reinforces the matron of honor's
charge that Seymour has never grown up, It is the per-
sistence of éhildish feelings, centered in his marriage
to one who resembles his childrood svieetheart, which
glves evidence of Seymour's supnosed immaturity.96

One should note that Seymour as a superior intellect
cRooses the childish world, and that for a Salinger adult
to be childlike is the mark of the highest achievement.
Seymour wants to cross again the barrier between child
and adult because he has the perception to see itsg
desiratility. The sad fact is that the world will not
&llow an adult, even one who has the ability to "see

~more" of 1life's hidden paradises, to cross back to the

world of childhood. One carnot jump up a cliff; the




.raturh is forbidden. The unfeeling Matron of.Honor,
typical of’ society, labels those who attempt a return
as either maniacs or homosexuals. “Seymour's eventual
ansver to the world is suicide. Buddy must explain the
rock throwing incident to the only member of society
who will sit quietly\and not throw a vertal stone at
Seymour Glass--a deaf mute.

Gwynn and dlotner and William Weigand both believe
that this story is an explanation of Seymour's suicide
in "A Perfect Day for Bananafish." published earlier.
There seems to be little doubt that salincer had in mind
a link between the two stories. However, Warren l'rench
has realized that a change in either ability or concept
has occurred which prohibits the stories from being
complementary. "Salinger could have had this concept
of Seymour in mind when he wrote the first story, but
he did not succeed--if that is what he intended--in
successfully /sic/ paralleling Seymour with the banana-
fish described in the story within the story."97

Arthur Schwartz has said that "Raise 'igh the Roof-
beams, Carpenters" is a succinct view of Salinger child-
hood. Schwartz says that Salinger "is dealing with love
of' a very high order," and that "salvation is open to
all."98 Then he continues: "The way salvation of this

sort is managed in 'Raise High,' for example, is to

reduce the world of childhood., Through a large part of




the action, Buddy is an intimidated appendage to the

adult body.."99 He points out that all of the characters

revert to impulsive movements or the act of a child and
continues: "'hat has happened, is that these people have
been forced To unlearn differences, those defenses and

mechanisms which are acquired in order to foster the 11-

. 100
lusion of 'maturity' . . ."

It should be noted that Salinger is drifting away
from stofies about children and the world of childhood
to stories about the Glasses, a family with memories of
their childhood. Having originally dcalt with children,
.he now deals with people who act like children.

Having raised the questioh as to I'ranny's fate in
"Franny,” Salinger has attempted to provide a way for

her salvation in "Zooey," printed in the New Yorker,

May L4, 1957.
If "Franny" 1s the story of "the last minutes of

girlhood," as French has suscested, then "7ooey" must
be the story of her adjustment to the adult world--and
although the adjustment takes sone urging by Zooey,
Franny 1s finaily reconciled to living in an adult
world.

In this story Franny has returned from her unhappy
Ivy League weekend and has plunged into spiritual
isolation. Franny's mother, Bessie, expresses her

concern to her brother Zooey, and Zooey takes upon




himself the-task,of'solving Franny's crisis, Using all

of his persuasion and invoking the spiritual assistance
of Seymdur and the disguise of Buddy, Zooey manages to
~econsole Franny and put her intd a restful sleep.
Franny is saved by the quality of love, a quality
which Salinger formerly reserved for children. Arthur
”ﬁﬁzener sees love as one of Salinger's principal feel-
ings in all of his mature stories.
Theif subject is the power to love, pure
and--in children and the childlike--simple,
but in aware people, pure and complicated,
Salinger's constant allusions to the Bhagavad-
Gita, 3ri Ramakrishna, Chuanptzu, and the rest
are only efforts to find alternate ways of
expressing what his stories are about. This
power to love can be realized--and repre-
sented--most fully in complicated personal
relations like those of the Glasses.lOI

It is this spirit of love, illuminated by Ihab

Hassan, that saves I'ranny. "Zooey succeeds in clarify-

ing Franny's spiritual dilemma in the absence of Buddy

and seymour. He succeeds in calling her back to things
of this world, the professisn of m%ihﬁ, just as Buddy,

in his inchoate manner, had tried to advise Zooey in

his own acting career. The success of Zooey is an act
102

of love, pure and complicated,"




It is Franny!'s tranéition, however, that leads to
her salvation by the masquerading Zooey. Her transition
is backward--from adult to child, and as she walks back |

‘the hall to the phone, she undergoes a me tamorphosis.

Althourh there was nothing markedly peculiar
about her pait as she moved through the hall--
she neither dallied nor quite hurried--she was
nonetheless very peculiarly transformed as she
moved. AShe appeared, vividly, to grow younger
with each step. Possibly long halls, plus the
af tereffects of tears, plus the ring of a tele-
phone, plus the smell of fresh paint, plus news-
papers underfoot--possibly the sum of all these
things was equal, for her, to a new doll carriage,
In any case, by the time she reached hef parents!
bedroom door her handsome tailored tie-silk
dressing gown--the emblem, perhaps, of all that

1s dormitorially chic and fatale--looked as if

it had been changed into a small child's woolen

bathrobe, 02 ~

"Zooey" 1s long and wordy, and it has, generally, ~
prompted unfavorable reaction. Maxwell Geismar has
said, "'Zooey is an interminable, an appallinecly bad

104

story,'" and the list of critics who echo this feeling
includes, among, others, French, Updike, Hassan, Lyvons and

Didion. Salinger's craft appears to be slipping on Glass,




"Seymour: An Introduction," published in the New

Yofker, June 6, 1959,”13 the last of Salinger's published
wdrk to date, and it»presents elaborately the character
about whom Salinger has wfitten most. The aim of the
book is to describe physically and spiritually for the
reader Seymour Glass, a man whom the narrator Buddy Glass
considers indescribable. As a consequence the description .~
stumbles back and forth through the "locutions and man-
nerisms" of the author. The story reeks of manipulation
and suffers from lack of focus.

One must wonder, however, that the preoccupation
‘with any character would cause an artist to so distort
& work of art. Hassan has drafted the proper adjective
when he says that much of the story "is in disjointed
diary form." Then he adds, "This unpremeditated way of
narration, probably more feigrned than real, exemplifies
Seymour's way of playing marbles: without aiming."los
It is Sé@linger himself who provides the final comparison
by saying of Seymour's marble playing, "Here, too, his
stance, his form, was maddeningly irregulér."106

For Salinger, to be as a child means td bask in
the warm d1ight of innocence. The Glasses are in this
sense children (or childlike) because even though they
are physically mature, they are still holy innocents,
By dealing with the Glasses, Salinger's entire slant on

childhood has become modified since his early short




ey
IIII

- | | stories, With the Glasses‘Salinger shows how the once-

& - innocent children must cope with an unfeeling society.
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