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ABSTRACT

The present article aims to investigate the natume quality of the memories and visions statedheylimited
third person narrator and the protagonist of KatleeAnne Porter's "The Jilting of Granny Weathé&r@lB30). The central
guestions of the study are: how do the various me®@nd visions embedded in the stream-of-consoigas narrative,
through which the plot is unfolded, expose the ggonist's personality and her wishes, concernsfeard and how has
Porter tied them up to one another and loaded thi#gmrecurrent motifs and thematic clues. To anstlhierquestion, the
researcher first offers a general digest on thadewrand the plotline of the story and then explottes semantic,
metaphorical, and figurative thrust of the presgmeminiscences and images. This narratologicalysisareveals that
most of the limited third person narrator's des@ips and portrayals are realistic and objective;addition, they
predominantly deal with the present state of thingd people. Those represented by Granny, on ther dtand, are
imaginary and subjective and they deal with thet.palso, it shows that what connect the stated ast®and visions,

some of which are hallucinatory and delirious, theetwo key words of title, namely, jilting and hétring/weathering.
KEYWORDS: Memory, Vision, Imagery, Jilting, Weathering/Witiveg, and Narratology

INTRODUCTION

One of the leading contemporary American shontystariters, Katherine Anne Porter (1890-1980), Wwasn in
Indian Creek, Texas. She changed her name, Caissdf Porter, after her grandmother, a dominadtpamitanical lady
who was a great story-teller and who aroused herést in family history (Givner, 1982, 33). In dilth to her
grandmother, Porter says, other major influenceken youth were Shakespeare and Dante, particugtBkespeare,
whose sonnets she began to memorise as early amg¢hef thirteen, and the " @entury novelists, Emily Bronte in
particular, whos&Vuthering Heightshe read once a year for fifteen years (in Da\835, 2). Her favourite 20century
novelist was admittedly Virginia Woolfe. Accordinig Givner, another important influence was "heroaiggion with a
group of Southern writers in New York including RebPenn Warren and Allen Tate [who] helped herumadion as a
writer by making her see her background as a soofaeaterial rather than a liability" (1982, 17®orter began her
professional vocation in her twenties by ghostwgti writing children's stories, and selling pulificitexts to film
companies in New York. In her thirties and fortisbe published articles in several well-known magezin the United
States, Mexico, which she describes as her "muabdicecond country” (1969, 1), and Europe. Therigrpoint in her
career as a short story writer was the publicatioimer first collection of short stories, titl€tiowering Judasn 1930. The
stories, a number of which are set in Mexico, wenimmediate reputation and were praised for thejchological depth
and narrative qualities. Her next short story aitins areHacienda(1934),Noon Wine(1937),Pale Horse Pale Rider
(1939), andCollected Storie$1965), for which she was awarded the 1966 Pulzie in fiction. She published her only
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novel,Ship of Foolsin 1962 and heCollected Essays and Occasional Writings of KatieeAnne Portein 1970.

Porter married four times, but all of her marriageon ended in divorce (and she mothered no chiild) may
justify why the main characters of her storiesgli&ranny in "The Jilting of Granny Weatherall") argually obsessed
with family disintegration and suffer alienation timeir own house. Many of her stories are, at Ipastly, based on her
personal experiences and it appears that the stucharacter Miranda is actually her fictionabekgo.As Ciuba has
contended, "Porter wrote her ambivalence abouttgrasouthern womanhood into her fiction about Mda Rhea, her
guasi-autobiographical counterpart" (2011, S8®ndrick, too, has asserted that "Porter's stosiee consistently and
closely based on incidents she heard, people shw knd personal experiences" (1988, 1). Similargnner holds that
Granny in "The Jilting of Granny Weatherall" is @nmvelous portrayal of Porter's grandmother — Auat (990, 47). He
goes on saying that after being jilted by her fountisband, Erskine who was twenty-one years héorjushe "must have
felt a bit like Granny Weatherall" (Ibid., 50). Hewer, her feelings of rejection and jilting arehmgys best captured in her
"The Cracked Looking Glass." Having said that, dtespumerous autobiographical threads in Porté&tsn, one can
observe, to quote Harry J. Mooney, "natural hunyarits.. the very substance of life and enduranageéhand belief"
(53). In her feminist analysis of Porter's womearelsters, Jane DeMouy praises Porter for her usetrafate imagery
and symbol and contends that most of Porter's gooiats are female. She views these protagonisascagtypal women
who are resolute and yet vulnerable. A typical afdbey have to face is to find a way to challeage shake off the
shackles of traditional roles defined for them bgial norms (2010, 5-6). In her feminist readingPafiter's "The Grave,"
Beth Martin Birky argues that the story "traces aida's negotiation of the inner and outer forcefewfale experience
and extends the same possibility to its readei@02255). In the same vein, in her feminist stuéiy?orter's "The Jilting

Granny Weatherall," Erin Kelly has contended that

With the recent influence of feminist and queerotty, “Jilting” has come to provide a powerful fenst message
in its criticism of patriarchal supremacy: men @awén God may fail women and even harm them in thependency, but

motherhood affords women fulfillment and power utéeg in a position that resists compromise. (20883)

Porter has been commended by critics and wrilées for her writing style; for instance, while cparing Porter
to Faulkner, Robert Penn Warren admires her foabéity to make the reader feel the experiencp|ar the dark side of
him/herself, and see characters with a mixtureityf pympathy, and humour (1979, 12). Admiring B0g characteristic
narrative style, Maggie Harvin explains that sifittee publication of six short stories Flowering Judag1930) and the
expanded collectiofrlowering Judas and Other Stori¢$935), Katherine Anne Porter has been praisedéorunique
style and attention to detail" (2008, 2). Grahared&®rhas argued that her stories were the bestaamteHemingway (in
Unrue, 1997, 2). Viewing her as a brilliant styli&ivner likens her to Nathaniel Hawthorne, GustBlaubert, and Henry
James and Hendrick compares her stories with tipesmed by James Joyce, Katherine Mansfield, and\vsloel
Anderson (in Heichel, 2014, 5).

As the title of the present paper suggests, tlyeckacepts to be discussed in the pages to comeemeory and
vision. They constitute a substantial portion & filotline and provide the reader with significeahtes about Granny's
life, her personality, her past, her present, amdrnightmares. Porter skillfully uses multiple poaf view (limited third
person and first person) and interior monologwe &ranny's) to shed light and comment on eveitéidlents in granny's
life as they are reviewed and reshuffled by Grainrtyer last hours. The seemingly disparate butfabyearranged details,

which are intended to show the reader the highdiglitGranny's life in a few passages, are predamiyngloomy and
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depressing, as after all, "The Jilting of Grannyatterall' is mainly about 'jilting' and 'weatheringthering.’ Memories
and visions, through which the plot of the storyitffolded, are both described by Granny and thédamthird person
narrator; this helps the reader to look at Granoty from within and from without, and normally tdescriptions of the
objects and people around granny, supplied by {mérdon narrator, are comparable, or compatibll, e descriptions
and memories supplied by granny. The present reflsddes to study the nature and significance ef tiemories and
visions stated by Granny and the third person t@ri@nd to discuss their interconnectedness arid riflevance to the
overall themes of the story. The central questibarefore, is what the numerous images, imagemesnories, visions,
and hallucinations tell us about Granny and how #pose the meanings of the narrative. To ansheeqtiestion, first a
brief synopsis of the story is provided and thecheand every imagery and memory — in the same sequieappears in

the plotline — is examined and explored in an gtetm discover pivotal and unifying elements andifao
DISCUSSIONS

"The Jilting of Granny Weatherall" was first pudhled in 1929 in Paris in a magazine titteaihsition (non-
capitalised). A year later, it was included in lBogFlowering Judas and Other StorieAs the title of the book suggests,
and as discernible in "The Jilting of Granny Weadh¢' betrayal and abandonment are stable leitisotihe story opens
with Granny's expression of disgust with being eixeah by Doctor Harry; she denies being ill and grefto be left alone.
She imagines herself spanking the doctor and hamgcdaughter, Cornelia, with whom she lives. On theath-bed, the
eighty-year-old Granny (Ellen Weatherall) thinksoabthe daily chores that needed to be done antéttees from and to
George, who jilted her on their wedding day, andnJder dead husband. She remembers that she ledctin a large
piece of land, dig postholes, raise her four chifigdrand keep the house neat and tidy all by herBadf most persistent and

painful memory of all, however, is of the day sheswvgetting married to George, the love of her life.

Granny recalls Hapsy — her favourite and long dseé child — in labour. (In "He," too, the mothHdrs Whipple,
loves "her second son ... better than she [lovesbther two children put together.”) She looks abtive room and sees
John's picture, a candle, a crucifix, and a lamgsh&he hears thunder and frets over an approasitdmm and her
impending death. Twice she asks God for a sign,nbuk is given; the disappointment is more heaattng than the
absence of George and Hapsy. Filled with sorrowfarsiration, she succumbs to death.

In “The Jilting of Granny Weatherall,” to quote ifcrKelly Riney,the protagonist, Ellen Weatherallawers
between conscious thoughts and involuntary memaseshe nears death. Porter’'s stream-of- cons@sasmixes past
and present, reams and reality, privileging thedeeao travel with eighty-year-old Ellen in her sgergly incoherent

remembrances and revelations as she lies on hibaela (2007, 50)

Granny's physical and emotional distress is shayeBorter's many other protagonists including Mifa (in the
so-called Miranda stories, Violeta — the ‘'violaggd' — in "Theft" and "Virgin Violeta" or Laura irfiFlowering Judas").
The progression of the plot in "The Jilting of GngnWeatherall" is very much in line with the pattdvlooney has
discovered in Porter's fiction; it represents thenély plight of the individual® and subsequentudtration, hatred,
destruction and defeat (1976, 53). The chronoldgh@ narrative is quite clear, although there rarmerous flashbacks,
succinctly reviewed both by Granny and the narrandrich are not arranged sequentially. The stomtaios explicit
allusions to two poems by Emily Dickenson, nam&Bgcause | could not stop for Death" and "I heafyabuzz when |
died" (1985, 438). Another allusion, according taréld Bloom is T. S. Eliot's "Gerontion" (2001, @ertain lines and
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phrases in the poem, such as "Here | am, an oldimairy month," A dull head among windy spacésWe would see a
sign," " "An old man in a draughty house," and dvé lost my sight, smell, hearing, taste and toEfitt, 1963, 29-31)
justify the claim. The story can also be said tbceEliot's motifs of "memory and desire" which keepppearing in his
"The Waste Land." The time span of the story is l#®mn a day, terminating in night (a metaphordeath), but the

memories and visions cover about sixty years oh@ya life.

The first voice we hear is that of the narratorowbcalises on Granny, but the focalisation immetjashifts
from the narrator on Granny to Granny on Doctorrigahereby providing the reader with the first nagnthat pops up in
Granny's mind — Doctor Harry in "knee breechesa ashool boy. The implicit contrast here is betwgeuth (the past)
and senility (the present). The shift of focalisatis repeated a few lines further down the paderevthe narrator's brief
account on Granny is immediately replaced by hdutiaations about the doctor, whom she envisageffoating in the
room. (In effect, the paradigm is sustained thraughthe story; all details about Granny are sodtertaover by
descriptions given by Granny.) The vision is repthdy another memory; she remembers that some yegys ago she
survived "milk-leg and double pneumonia" (Porte369, 79). The vision of floating pillows suffocatdse memory. In
these passages, floating implies her weakness pprbaching death; the implications is intensifiedthe macabre
comparison the narrator draws between Granny'sdsyahd a "dark curtain drawn around her bed" (&8®)her next
vision, Granny sees herself "spanking Corneliayiply because Cornelia is "so good and dutiful" (8% a proud and
self-confident woman who had undergone so manyttipgeexperiences in her life, she is clearly rédmt to be nursed.
Cornelia may be said to bring into the mind thedgi@nd dutiful" Cordelia — the mother-like daughteiShakespeare's
King Lear.

Granny's next visions are realistic as they cantlee present and the daily chores around the hewusdeaning,
folding, brushing, and dusting. The provided dstailiggest that she has always been a meticulowseWwde (like the
unnamed protagonist in "Rope") and a caring motksio, it connotes Granny's love for home and fgnin the ubiquity

of motherly responsibility in Porter's stories, Mdiitus comments that

Porter’s finest work records her efforts to drawh@r maternal legacy to create meaning and oadsgcure home
in a world characterized by disorder and absen@mdty, making the lost past present, and homessskrzelonging for a
people, a place, and a childhood peace that prededg [as in "The Grave"], proved to be her rithesources. In all of
her writing, memory, home, and — at a deepest levék lost mother are interchangeable, for mentakgs her back to

home, to a place that can be either terrifying emgpty — the grave — or full of comforting presen@®05, 75)

She goes on saying that "Porter loads her nagratith imagery of maternity: women marry, give bjrcare for
human and animal offspring, milk cows, and feed nmea landscape moving from winter to spring" (Lbitl05). As Janis
P. Stout has observed, Porter typically combinegrdagement with nostalgia and links the necesdigscape as an act of
self-definition with the yearning for home as a $inof secure identity.” He ascribes such nostalgitne fact that Porter
left home early in her life (in Machann and ClatR90, 97). In the same vein, Thomas F. Walsh hateoded that many
stories inFlowering Judashow that "Porter, feeling cut off from her own fagnand her Texan past, discovered in foreign
culture of Mexico total estrangement, just as e discovered there perfect Edenic bliss" (Ibi@), & the passage, the
word "dust,"” is the second reference to Grannywmiimant death. The passage also contains the fiest oeferences to

George and John; the reminiscence makes her fael baghful than sentimental.
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In the next passage, Granny ponders about heh deat concludes that like twenty years earlier wsle@ had
given up hope after a long fever, she will convedeget again. After a short dialogue with Cornedlae envisages the time
when she will be on her deathbed like herself. pim@ase "thin glass cage" denotes her desperatibfragility. In another
shift of focalisation, first the narrator talks aboGranny's strong and charismatic personality, #&meh Granny
nostalgically recalls the old days when her chitdveere "sweet" and "little." She also remembergtal responsibilities
she had to shoulder both before and after her Imgbdeath; "digging post holes" and "sitting ughts with sick horses,
sick negroes, and sick children," she observespiacitate a young wife who used to have a "pe8jeshish comb in her
hair and a painted fan" (82). She resolves to gednd finish off the domestic tasks, but in hefuwahations, she sees a
fog that rises over the valley and looms over harske like "an army of ghosts" (Ibid.). She rememablew she used to
warn her children not to "stay out in the night' é83). The narrator says that at stormy nightar@y lit a lamp, which
made the frightened children feel secure and weltgeted.

The rising "pillow" in Granny's next hallucinatidakes the narrative back to the opening paragragh# the
pillow were the inexhaustible reservoir of her meie®m She feels being smothered by it and soomethder realises the
reason for her agony; it is the recurring and tratisimg memory of being jilted by George. In helud®ns, she sees a
dark and menacing smoke that covers their caretulliivated "bright field" and anything in it on hevedding day. She
recalls all the humiliation, the anger, the nightesa the tears, and her futile struggles to copk thie wounds that left

permanent scars on her soul. In Mary St. PeteriSmitords,

The irksome thought which will not leave her ig tmemory of her being jilted on what was to haverbker
wedding day. No thoughts of the hard but full Btege has led can efface that memory, and now aleshadying she fears
that for the second time the priest is in the hdugehe bridegroom is not coming. (1959, 32)

Granny now loses all sense of time as she cammo¢mber when she was visited by Doctor Harry ferlést
time. Before she is given a shot by a nurse anditiotor, she begins to sink into her visions antubimations; she sees

ants in her bed and wishes, yet again, to see Hapsy

The next paragraph contains the most poetic inyagfethe whole narrative. Granny sees Hapsy "stapdiith a
baby on her arm" (84) and feels that Hapsy, Hapssts/, herself, and John were all one and the g@mrson. Almost
immediately, Hapsy begins to melt from within ahé baby turns into a "gauzy shadow." The image mbther holding
her baby is a plain reference to the Madonna aadCttild, but here the reference is tainted withiranic and bitter twist.
Hapsy is dead and neither she nor her vague aidefekild can possibly offer any consolation; ifieef, what Hapsy
stands for is death and frustration, not salvatiomope. In her illusions, Granny tries to reasfweself by convincing
herself that she married a better man than Geardeslae lived a happy and full life. The illusionsion shattered by her
sense of realism and the realisation that it wasr@e whom she loved more than anything and anydse &he
unbearable pain that follows reminds her of het lalsour and the phrase "my time has come" botarsefo her last

delivery and death, which is made more sinisternrm@ernelia announces that Father Connally has ¢comisit her.

In her next train of memories and visions, shealiscthe priest's previous visits, his off-puttipgtronising
inquisitions, and his stories. The priest's unwamgeesence reminds her of the wedding day, theostapd nothingness
she was flung in, and the priest's useless reagsi8he remembers that several years after thestlayfelt invincible and
the only things she could not possibly fend off avler children's nightmares and her child paing. IBbks around her

and in her hallucinatory visions she sees darkuwsland shadows that rise "toward the ceiling nglangles” (86). She
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also sees a tall black dresser, John's picturdeapccandle, and a crucifix. The dying candle dreddrucifix, which
foreshadow her death, give a morbid edge to harrigi®ns. The morbidity is underscored by the titjoe of the words
"black" and "dark."

Granny begins to lose her sense of hearing addeghter's voice now staggers and bumps "like &ircar bad
road" (Ibid.). "Bad road" here suggests both hed tige and the hardship she had to put up withmlee had to take her
sick children to a doctor. The cart also reminds dfeher marriage to John who was driving it inoad whose "trees
leaned over and bowed to each other" and where'liinds were singing a Mass" (Ibid.). Religious oo, saints,
darkness and shadow are the chief motifs of thepkssages of the story. The word "Mass" is sobovied by "God" and
"St. Michael." This implies that Granny has givem lmope of reunion with George and Hapsy and ofo seeking

protection in divine grace.

Granny imagines that she heard a storm; this angakeher deep motherly feelings and all the cheelzestowed
upon her children. She tries to hold on to her mp$anhich is another religious symbol), but to n@k She knows that
she needs something or someone she can relatedarare tangible level. In her monologues, for firg time in the
narrative she talks to God, asking His mercy aminsing Him to "finish the altar cloth and send bixttles of wine to
Sister Borgia" (87). The narrator now focalises@urnelia's lampshade, which flickers, winks, fltdteand dwindles.
Sensing that the darkness around her was abouatvter bier like a shroud, for the third time she addes God, this time
asking for a sign. Her final memory is of the filli bridegroom and the empty chapel, but what isenexcruciating than
her other agonising memories is the feeling thatwhs jilted yet again — this time by God. Heret&ds alluding to The
Bridegroom/Jesus Christ; the lamp highlights tHaes@dn and is contrasted with the feelings of saBetd security that a
lamp sparked in the house: "Lighting the lamps badn beautiful. The children huddled up to her .e. lHtmp was lit;
they didn't have to be scared and hang on to thether any more. Never, never, never more" (83-84¢ used to thank
God and Mary immediately after lighting the lamipe fight, however, is now dying out and there issitm, blessing, or
prayer. The last imagery of the story is that & kight being blown out by unforgiving, disappoitit€ranny. In a letter
Tinkum dated May 5, 1941, Porter wrote that "My l@dic training reminds me that it is never too leemend and God
will accept your sincere repentance on your deetli' fin Machann and Clark, 1990, 18). Nevertheléssppears that in
Granny's last moments, there is neither repentaocacceptance, nor love for any human being. bm@y, the reader can
behold another Laura, the protagonist of "Flowerngas," who, in West' words, "is unable to be p&gny ... forms of
love. She cannot be a divine lover because sheot&eep a divine passion as she only occasionditya herself to
sneak into the church to pray. Laura also doegassess secular love, love for her fellow humarmsitge she lacks the
fervor of the movement like those surrounding havei (in Harvin, 2008, 3). They both seem to attémies W.
Johnson's bleak generalisation about Pomérten Wine"Miss Porter ... suggests that certain destrudtivees — disease,
death — are inevitable and inescapable in spimefs character and she implies strongly thatttiiggle of mankind goes
on before an aloof and indifferent cosmos" (in kégraind Core, 1969, 94-95).

CONCLUSIONS

As discussed in the previous pages, narrativelgleggarding the setting and characters of theysice provide
both by the limited third person narrator and Gsarrowever, it seems that there a significanceediffice between their
descriptions and portrayals. While the narratocsoants are factual, report-like, and objectivear@y's, or those

expressed through her point of view, are a mixofréacts, dreams, and hallucinations. In additimost of the narrator's
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observations and explanations are about the prestateé of things or people, whereas the ones stayeGranny
predominantly concern the past and maternal redpbitiss. It appears that she lives, or preferdive, in the past as she

does not seem to be able to let go of some panalsiperiences she had had in her youth.

Also, it can be concluded that most of the visiand memories, either represented by the narratGranny, turn
around the two key terms of the title, namelyjrjdt and weathering/withering. Every now and therar@y recalls the

touching details of her first wedding day and tbbsequent humiliation and frustration. Words sushicake," "priest,"
"bridegroom," and her reminisces of her seeminglglless waiting in the church keep recurring oved amer again.
Furthermore, "The Jilting of Granny Weatherall'also the story of aging and shrivelling. Hard wfishe had fenced in a
hundred acres once"), sickness ("milk-leg" and Upnenia"), storms ("Close all the windows. Call ttigildren in"),
housework ("all the food she had cooked, and alldiothes she had cut and sewed and all the gasthenbad made"),
motherly responsibilities ("sitting up nights wisitk horses and sick negroes and sick childremy,the death of Hapsy
("the one she had truly wanted") took their toll@ranny. She has clearly matured (or weathered) theemany years she
lived and many ups and downs she went throughshethas also withered, both by hardships and phatig by being
abandoned by the love of her life. The last stravthe absence of divine intervention, which remihds of her first
wedding day. Her implicit death-wish in the lashtemce of the story ("She stretched herself witteap breath and blew
out the light") is quite ironic in that throughotlite narrative, she always desperately wished teivayrto live like her
father over a century, and to finish off all thentis that needed to be taken care of. As John ElyHzas put it, "Granny’'s

blowing out the light is an act not of final defamnbut of final surrender” (1973, 96).
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