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Abstract
The terrorist attacks that took place on September 11, 2001 remain unmatched in their ramifications and media coverage as the biggest event in the 21st century. The specific targets of the attacks underline a hatred toward Western culture, hereby instilling fear in people not only in The United States but across the globe. This research examines responses to the large-scale trauma caused by 9/11 by examining characters in four novels depicting daily domestic life before, during, and after the attacks: Jonathan Safran Foer’s Extremely Loud & Incredibly Close,  Don DeLillo’s Falling Man, Thomas Pynchon’s Bleeding Edge, and Ian McEwan’s Saturday. ‘Trauma’ in its broadest sense is described as an open wound. Trauma victims often have difficulty living daily life in the present without their traumatic past interfering mentally. The process of healing from trauma is known as working-through, and results in the victim being able to relegate their traumatic experience to the past and move on from that past. In the novels by Foer and DeLillo, the main characters have yet failed to complete this process, resulting in a centripetal mindset that keeps returning them to the origin of their trauma. The characters in Pynchon’s and McEwan’s novels instead showcase a centrifugal motion. While they exhibit unbelief and an unwillingness to accept reality, they stray away from the origin of their trauma. Escapism plays an important role in this, as for example art, physical intimacy, and technology allow them to distance themself from the events that traumatized them.
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BE: Bleeding Edge
EL&IC: Extremely Loud & Incredibly Close
FM: Falling Man
PTSD: Post-Traumatic Stress Disorder
WTC: World Trade Center

[bookmark: _Toc62297204][bookmark: _Toc62578584]“Weren't the Towers Built As Fantasies of Wealth and Power That Would One Day Become Fantasies of Destruction?”
The terrorist attacks that took place on September 11, 2001 remain unmatched in their ramifications and media coverage as the biggest event in the 21st century. In the morning hours, nineteen Al-Qaeda terrorists hijacked a total of four commercial airplanes. Two of those were crashed into the North and South towers of the World Trade Center in New York, and shortly afterwards a third plane hit the western side of The Pentagon. A fourth plane reportedly headed to the United States Capitol was crashed into a field near Shanksville, Pennsylvania by the hijackers following a passenger revolt. The targets of the attacks were chosen as they symbolize pillars of American culture: commerce, the military, and the constitution respectively. Excluding the hijackers, the attacks are said to have caused 2,997 casualties. 
 	Despite the enormous scale of the operation, a maximum number of casualties does not seem to have been the goal of its organizers. In an interview with documentarist Yosri Fouda, Al-Qaeda members Khalid Sheikh Mohammed and Ramzi Binalshibh revealed initial plans to target nuclear power plants instead of American monuments. Naturally, the implications of this plan would have been even more radical, as not only would it have killed more people through radiation-exposure and the following illnesses in the years after, it would also have turned part of the United States into a wasteland uninhabitable for tens of thousand of years. Mohammed and Binalshibh decided against these plans because they thought they would “get out of control” (BBC). This statement is intriguing as it implies that even mass-murdering terrorists have their moral limits, but more importantly it illustrates Al-Qaeda’s ultimate goal was not to kill as many Americans as possible. The symbolic targets indicate the attacks were orchestrated to convey a condemnation of the American lifestyle, and instill in people around the globe a sensation best described using the term ‘trauma’.
	This thesis explores the effects of trauma caused by 9/11 in a selection of four novels depicting everyday domestic life before, during, and after the attacks using research from trauma theory and Friedrich Nietzsche’s concept of eternal return. Not everyone has agreed that these accounts of trauma are satisfactory, as Richard Gray for example notes that novels like Don DeLillo’s Falling Man and Jay McInerney’s The Good Life “simply assimilate the unfamiliar into familiar structures” (134), saying the authors refuse to use the opportunity to “participate in history in a perspectival sense” (147). I will argue that these familiar structures are not necessarily negative. Instead, they paint a recognizable portrait of life in the shadow of an atrocity. Research into politics, racism, or similar topics is excluded as to focus on depictions of domestic Western life after 9/11 in literature. To maintain focus on their fiction, interviews and similar non-fiction with regards to authors’ thoughts will not be taken into consideration. The novels selected offer a view at characters who cope with trauma from wildly different angles, offering a full spectrum of opinions and feelings. Don DeLillo’s Falling Man (2007) presents a protagonist who was in one of the towers at the time of the attacks but escapes. Jonathan Safran Foer’s Extremely Loud & Incredibly Close’s (2005) main character is a child of nine who loses his father in the attacks. Thomas Pynchon’s Bleeding Edge (2013) takes its time to set up a cast of characters living in New York starting in the spring, meaning the reader is able to observe and compare the characters’ behavior before and after the attacks. Finally, Ian McEwan’s Saturday (2005) differentiates itself by being set in Great Britain in 2003, meaning long-distance implications are depicted. Analysis of these four novels shows two different movements in response to trauma: a centripetal one, in which the victim subconsciously keeps returning to its origin, and a centrifugal one, in which the victim works through it and moves away from the trauma by focusing on a myriad of distractions.
[bookmark: _Toc62578585]“A Wound from an External Cause”
The first recorded use of the term trauma is found in 1693’s Blanchard’s Physical Dictionary, where it was defined as “a wound from an external cause” (Bond and Craps 2). This definition was limited to physical wounds in the seventeenth and eighteenth century, as psychological trauma only began to surface in literature from the late nineteenth century onwards (Bond and Craps 2). Trauma is a broad term, and there are no agreed guidelines to determine if something can be classified as such. Bond and Craps write that “[t]rauma is dynamic: its parameters are endlessly shifting as it moves across disciplines and institutions, ages and cultures” (5). A much-discussed idea in trauma studies is that of the return to a traumatic event, which, as Cathy Caruth notes, not only serves for someone to realize that they have nearly died, but also for them to understand the improbability of their survival (Bond and Craps 75). Furthermore, after observing the nightmares of soldiers who fought in First World War and survivors of train accidents, Sigmund Freud noticed “a compulsion to return to the scene of violence and experience the horror as if for the first time” in them (Bond and Craps 58). The process of coming to terms with trauma and moving on from it, therefore being able to distinguish between past and present, is known as ‘working-through’ (Bond and Craps 151). Dominick LaCapra does however note that working-through is a lengthy process that does not guarantee trauma is fully resolved (Bond and Craps 78-9). 
 	The question whether trauma should be included in or remediated through art has been much contested. The goal of remediation, as described by Bolter and Grusin, is to “refashion or rehabilitate other media. Furthermore, because all mediations are both real and mediations of the real, remediation can also be understood as a process of reforming reality as well’’ (56). The debate about remediation of traumatic events became fierce in the years after the Holocaust. Theodor Adorno argues that “[a]trocities such as the Holocaust must not be given meaning and transformed into images and artworks from which aesthetic pleasure can be derived, as this would do an injustice to the victims” (Bond and Craps 47). George Steiner presents an even more radical view, as he advocates that traumatic events should not be fictionalized in any way, as he believes “nothing speaks louder than an unwritten poem” (Bond and Craps 46). Nevertheless, trauma has become a popular topic in fiction writing, with responses to 9/11 aplenty in twenty-first century literature. The trauma observed in 9/11 literature can be categorized as historical trauma, as it derives from a specific, identifiable event (Bond and Craps 144). Because of the scope of its extensive media coverage, 9/11 has become a prime contemporary example of an event causing widespread historical trauma. When making this claim, it should be noted that a person does not have to be physically present at the site of an event to be traumatized. Trauma may also be the product of media coverage or stories told to one another: this is known as secondary or vicarious trauma (Bonds and Craps 149).
	When the wound that is trauma does not heal, it can result in a condition known as post-traumatic stress disorder (PTSD). PTSD has been defined as “a psychological reaction to an event that is ‘outside the range of normal human experience’” (Bond and Craps 147). Symptoms include recurrent and intrusive recollections, dreams and a heightened sensitivity to external stimuli (Bond and Craps 147), making daily life difficult as the victim cannot move on from a past experience. PTSD is generally seen as incurable, but the effect it has on its sufferer can be reduced by therapy. Trauma does not necessarily cause PTSD, as trauma victims, after a process of working-through, can often relegate their traumatic experience to the past and move on to lead a normal life (Bond and Craps 151).


[bookmark: _Toc62297206][bookmark: _Toc62578586]“You Can't Love Anything More Than Something You Miss”
A novel that clearly displays unresolved trauma is Foer’s EL&IC, in which nine-year-old main character Oskar Schell is traumatized after his father Thomas dies in one of the WTC Towers as it comes down. Oskar’s response to this is to start collecting as much information about him as possible. The plot revolves around Oskar’s quest to find the lock that is opened by a key he finds in his father’s closet. This search can be interpreted in two ways. Oskar seems to be trying to learn more about his father and the people he knew, therefore refusing to process his loss. Initially, he even believes the key has been planted by his dad as part of a “Reconnaissance Expedition” (Foer 8): a type of scavenger hunt Thomas would set up for Oskar when he was still alive. Alternatively, Oskar is distancing himself from the origin of his trauma. His journey takes him further from his dad both geographically and socially: for a nine-year-old, he travels significant distances from home, while also befriending a large number of strangers. Even though his father later turns out to be barely connected to the key, this part of his self-imposed quest echoes his dad’s tasks, as Oskar remarks that “sometimes dad would design Reconnaissance Expeditions so I would have to talk to people” (8). As his search progresses, Oskar seems to lose faith in the belief that it will grant him any significant insight into his father’s life: “I’d been looking for so long without finding anything, but I no longer felt I was moving in the direction of dad. I’m not sure I believed in the lock anymore” (287). Instead, he is more excited about his plan to dig up his father’s empty grave, signaling his unwillingness to move on. In contrast, the actual death of his father is of particular interest to Oskar: “I need to know how he died […] [s]o I can stop inventing how he died” (256). This implies that he will be able to move on when he has acquired this knowledge, but in fact he already knows what he wants to, as he heard Thomas’s last call home being cut off at the exact time the tower he was in collapsed, making it an impossibility that his father jumped out of the tower like he suspects.
 	Mitchum Huehls suggests that “[b]ecause 9/11 reorients his entire existence around the moment his father died, Oskar thinks he will be healed if he can reverse time (43). Because this is impossible, he keeps returning to the past in his thoughts, as this is the closest he can come to reversing time. Every time he seems to move on to the future, Oskar’s mind traces back to past events. His previously mentioned focus on digging up his father’s grave as he realizes he probably will not find the lock is an example of this, and right afterwards another follows. When Oskar meets Peter Black, the last person he visits in his quest, he is taught how to hold a baby. This seems to foreshadow the fact that Oskar will one day become a father himself, but instead of focusing on this thought, he reverts to the past when he learns the baby is also named Peter: “[i]t made me wonder for the first time why I wasn’t named after dad” (287). Oskar himself admits that he is afraid for his quest to end (297): he is not yet ready to accept his father’s death, and keeps returning to it even as the book ends. 
 	The way in which Oskar keeps returning to the origin of trauma fits within the ideas of trauma theory, and follows a centripetal trajectory. No matter what he does, his mind keeps gravitating toward the center of his thoughts, which consists of his father’s death. In DeLillo’s FM, another form of return to traumatic events is observed, as the fear of a recurrence of terrorist attacks reigns throughout. James Gourley interprets this as a manifestation of Friedrich Nietzsche’s idea of ‘eternal return’, which he describes as follows: “Nietzsche interpreted the eternal return as a form of nihilistic transcendentalism in which events were bound, by the operation of time, to recur. These events, whether positive or negative, must be accepted in the same way” (167). In Falling Man, the characters that most clearly believe in the idea that they will be attacked again are protagonist Keith Neudecker’s son Justin and his friends Katie and Robert. The three scour the New York skyline using binoculars to try to spot planes en route to a new suicide attack (DeLillo 90). In terms of Nietzsche’s theory, they therefore seem to have accepted the future occurrence of the event. This is not yet the case for the past attack though, as Justin’s mother Lianne notes “[t]he only thing I got out of Justin. The towers did not collapse. […] They were hit but did not collapse. That’s what he says” (91-2). 
  	Unbelief or refusal to believe that what has happened was real is observed in other characters. When Keith is together with fellow survivor Florence, the two watch video coverage of the attacks, and he remarks that “[i]t still looks like an accident, the first one. Even from this distance, way outside the thing, how many days later, I’m standing here thinking it’s an accident” (170). Having escaped from the same tower, Keith and Florence both illustrate the concept that someone who suffers trauma will keep returning to the origin of this trauma. When they first meet each other, it is observed that “[s]he wanted to tell him everything. This was clear to him. Maybe she’d forgotten he was there, in the tower, or maybe he was the one she needed to tell for precisely that reason” (69). This is an example of two people trying to process a similar trauma. Naturally, it is more common for people to share cases of historical trauma as it is more ubiquitous. The trauma Keith and Florence share can be linked to the concept of ‘collective memory,’ as their “different acts of communication […] have come into play so as to create a common pool of stories to which reference can be made” (Rigney 65). As they experienced a similar traumatic situation, it is easier for the two to share and understand each other’s experiences.
	FM illustrates a process of working-through that is not yet completed. Characters like Keith and Florence are still trying to comprehend what has happened in the past without thinking about the future too much, while Justin, Katie, and Robert – who are children, and therefore symbols of the future – exemplify Freud’s eternal return. The novel’s structure also echoes this idea of living outside the present. The chronological main story is bookended by scenes depicting Keith roaming the ash-covered streets of Manhattan after escaping from the North Tower at the beginning, and him descending the stairs of that same tower at the end. The book is cyclical, starting right after it has ended at the origin of the trauma. Like Oskar, Keith therefore keeps returning to the origin of trauma, meaning he is still unable to relegate the event to the past. His wound has not yet fully healed.


[bookmark: _Toc62297207][bookmark: _Toc62578587]“Sometimes I Can Hear My Bones Straining Under the Weight of All the Lives I'm Not Living”
Examples like the children in FM refusing to accept the attacks were real, or EL&IC’s Oskar’s wish to travel back to the past indicate a much-observed desire in the wake of 9/11: the want to live in an alternate reality. Pynchon’s BE suggests this could also be a virtual one. As its title suggests, contemporary technology plays an important part in the novel. Taking place right after the popping of the dotcom bubble, it contains characters trying to earn money with their startups to varying degrees of success. Business partners Justin and Lucas have abandoned a minor dotcom success to develop an open-source computer program called DeepArcher. This software allows its audience to explore a highly realistic virtual word in which they interact with other users. As the pun in its title suggests, DeepArcher provides the means to escape from the real world: an aspiration that proves popular among the novel’s characters in the wake of 9/11, as many start using the software. Main character Maxine’s attitude towards the program illustrates how the attacks changed opinions on virtual reality. Before 9/11, she tried the software once before quickly losing interest. Afterwards, she starts to frequent the program, losing track of time during increasingly long sessions. Just like in EL&IC, the desire to return to a time before the attacks is displayed when Maxine’s sons Ziggy and Otis create a virtual version of New York before September 11 in DeepArcher called Zigotisopolis. Her obsession with this idyllic projection starts to resemble an addiction: “[i]ncreasingly she’s finding it harder to tell ‘real’ NYC from translations like Zigotisopolis … as if she keeps getting caught in a vortex taking her farther each time into the virtual world” (429). 
 	The reaction to trauma that Pynchon portrays furthermore focusses on denial, and showcases an unwillingness to accept or even believe that a traumatic event has taken place. This disbelief is expressed through multiple conspiracy theories presented in the story. One such plot point is a video main character Maxine Tarnow receives of a possible plan B that could have taken place on 9/11. Prior knowledge of the attacks is also suggested when Horst Loeffler – the father of Maxine’s children – points out huge alterations in the stock value of the two airlines whose planes are later flown into the World Trade Center as the result of what Ziggy calls “[i]nsider trading” (315).
 	In particular the idea that the attacks have been orchestrated by the American government is popular among the characters of BE. This public distrust is displayed when Maxine’s friend March Kelleher receives a dollar bill with the text “World Trade Center was destroyed by CIA-Bush Senior’s CIA is making Bush Jr. Prez for life & a hero” (322) written on it in ballpoint. Heidi Czomak – another friend of Maxine – furthermore expresses distrust toward the media, as expresses notes the following in reaction to March’s bill: “these are the places we should be looking, not in newspapers or television but at the margins, graffiti, uncontrolled utterances, bad dreamers who sleep in public and scream in their sleep” (322). Maxine’s father Ernie tries to downplay the situation by comparing the current disbelief to that which occurred after John F. Kennedy was shot: “[n]obody wanted to believe that story either. So suddenly here were all these strange coincidences” (325). Even though he seems to be contextualizing the situation rationally, even he does not deny the possibility of a conspiracy: “[t]he chief argument against conspiracy theories is always that it would take too many people in on it […] But look at the U.S. Security apparatus, these guys are WASPs […] Trained, sometimes since birth, never to run off at the mouth. […] So of course it’s possible” (325). This kind of paranoia voices an enormous real-life public distrust in governments and public media. In one of several polls organized by The New York Times, it was found that in 2004 only 21 percent of 1,042 American adults questioned believed the Bush Administration was telling the whole truth about the events of 9/11 (28). These polls signify that the 9/11 attacks remained some of the most largely doubted events in history in the years afterward. This is naturally attributable to the role the ever-increasingly accessible internet plays in communicating ideas. “The Internet has erupted into a Mardi Gras for paranoids and trolls” (388), Pynchon writes. These beliefs being held so widely is a testament to how unbelievable the events of 9/11 really were. The fact that so many people considered and still consider these conspiracy theories more plausible than the real events underline how inconceivably impactful, significant, and unprecedented the attacks were.
 	Further evidence that similar paranoia continued to be a problem in the years after 2001 is found in McEwan’s Saturday, when protagonist Henry Perowne observes a burning plane descending outside his bedroom window in the early hours of February 15, 2003. “Everyone agrees, airliners look different in the sky these days, predatory or doomed’’ (McEwan 16), his thoughts reveal. Before even considering technical malfunction, Henry fabricates a story that identifies the cause of the fire as “[a] man of sound faith with a bomb in the heel of his shoe” (18). This implies his trust in machinery has become bigger than that in humans.


[bookmark: _Toc62297208][bookmark: _Toc62578588]“I Haven’t Sold My Soul Yet—Well, Maybe a Couple Bars of Rhythm and Blues Here and There”
Henry’s response to his fear and paranoia can be identified as escapism, in his case specifically through art. He is one of the few people in his family who is not an artist, as his wife’s father John and his daughter Daisy are poets, and his son Theo a blues musician. Henry has difficulty appreciating the art his relatives create. In fact, the only artform he values at the beginning of Saturday is classical music, as he often listens to compositions by Bach while operating on his patients during his work as a neurosurgeon. He questions blues music’s capability for expression: ‘‘is there a lifetime’s satisfaction in twelve bars of three obvious chords?’’ (McEwan 27). The biggest difference between the two styles of music – besides theoreticality – lies in their inception. Classical music is first written and then performed, while blues music relies on experimentation and improvisation that takes place while performing, and provides another dimension of expression through the use of lyrics. Henry’s preference for classical music is not surprising, as it reflects his occupation. He is used to working in a sterile environment, performing actions that are the fruit of decades of study and experience, mirroring the composition of classical music. Throughout Saturday, Henry starts revaluing blues music though. He attends a rehearsal of Theo’s band, and, even though he dreaded this, he ends up having an epiphany while they play: “[o]ut in the real world there exist detailed plans, visionary projects for peaceable realms, all conflicts resolved, happiness for ever – mirages for which people are prepared to die and kill. […] But only in music, and only on rare occasions, does the curtain actually lift on community, and it’s tantalisingly conjured, before fading away with the last notes” (171-2). Henry concludes at the end of the novel that Theo’s rehearsal was his happiest moment of the day after making love to his wife (258). This revaluing of non-classical music can be seen as a response to the terror of 9/11, as he wants to feel like he is in the peaceful community he describes instead of his terror-filled reality – even if it is only for the duration of a song.
 	The other artform that plays a large role in Saturday is literature, specifically poetry. At the time the story is set, a book of poetry Daisy wrote is set to be published in the near future. Henry does not have any affinity with literature, and notes that he has not touched a non-medical book in the past fifteen years, leading Daisy to educate him by giving him reading assignments, as she thinks his taste is “poor” and “insensitive” (6).  He has trouble staying focused on this work, though, and throughout the novel, his inability to be immersed in a book is not altered. Despite this, his thoughts on what literature is capable of are changed. When the young delinquent Baxter infiltrates Henry’s house during a family gathering, Henry and his family are held hostage, and Daisy is forced to strip naked and read a poem aloud. After Daisy recites Matthew Arnold’s “Dover Beach” twice, Baxter’s mood changes, as he puts away the knife he had been using to threaten the family and lets Daisy dress herself again. He keeps voicing his appreciation for the poem, and plans to leave with only the book of poetry he believes includes it: “I’m not taking anything else. You hear? Only this. It’s all I want” (224). Although Henry admits he has never been touched by a text in a similar way, this episode has opened his eyes to the power of literature, as is reflected in the following: ‘‘Baxter heard what Henry never has, and probably never will, despite all Daisy’s attempts to educate him. Some nineteenth-century poet […] touched off in Baxter a yearning he could barely begin to define. That hunger is his claim on life, on a mental existence’’ (278-9).
 	In BE, Maxine’s ex-husband Horst also seeks to escape reality by indulging in entertainment that previously left him unimpressed. As someone who hired a room in one of the towers of the World Trade Center, Horst seems to realize that he could have easily died on 9/11, resulting in the urge to suppress this thought. Maxine for example notes that Horst previously made remarks about laughter being a way of being loud without talking, yet finds him laughing in front of her television while watching a shallow comedy show (340). Escapism from reality after 9/11 is not limited to indulgement in pop culture. For Keith in FM, it comes in the form of playing high-stakes poker around the world. In one way, he tries to forget his current surroundings by focusing on the game: “[h]e wasn’t playing for the money. He was playing for the chips […] There was the fact that they would all be dead one day. He wanted to rake in chips and stack them” (290-1). In another way, his obsession with poker could also indicate the desire to reverse time, as Keith regularly played poker before 9/11 with his friends, two of whom died in the attacks
 	The longing for escapism through physical intimacy recurs throughout post-9/11 literature. An example is the shift in Maxine and Horst’s relationship takes after 9/11 in BE. Before the attacks, the two lived in separate homes, but afterwards Horst moves in with Maxine again, in turn also rekindling their sexual relationship. “[T]he proximity of death seemed to […] turbocharge the sex” (McInerney 151), a character in Jay McInerney’s The Good Life observes, and this idea is echoed in FM. Keith, like Maxine, moves in with his previously divorced partner who declares that after the attacks “[s]ex was everywhere” (8), while also engaging in a separate sexual relationship with Florence. In Saturday, Henry’s desire for sex with his wife obscures the fact that he observed a burning plane descending moments before. This physical desire is not limited to sex, but extends to closeness, warmth, and protection, as In EL&IC, Oskar is irritated by his mother’s physical closeness to a man she starts seeing shortly after her husband dies. Most obviously in the cases of Bleeding Edge and Falling Man, wherein characters return to previous failed relationships, the urgency and spur-of-the-moment feeling of the time period is portrayed. Instead of investing in a fruitful long-term relationship, they prefer immediate pleasure: this reflects their newfound realization that life could end earlier and more abruptly than they anticipate.


[bookmark: _Toc62578589]“These Are the Days After. Everything Now Is Measured by After”

The selected novels display two different movements: a centripetal one in which victims return to the origin of trauma by facing it directly, and a centrifugal one illustrating the move away from it by working-through and therefore processing trauma, relegating it to the past. EL&IC and FM exhibit the first motion. They are stories in which the main character’s mind keeps moving in a centripetal manner towards the origin of trauma. There are core differences between the two protagonists though, as Oskar copes with vicarious trauma, whereas Keith experienced his trauma first-hand. Both characters are followed for more than a year after 9/11, and this might indicate they will develop PTSS, as the endings to their respective novels illustrate how they still keep returning to the origin of trauma. EL&IC finishes with a flip-book depicting a man flying up instead of falling from one of the towers, returning to the place of impact. Contrastingly, FM closes with Keith finally descending the stairs of the North Tower, removing himself from the origin of his trauma. Unlike Oskar, he has found some solace in matters, namely poker and sex, that allow him to remove his thoughts from the event temporarily.
 	The centrifugal motion is explored in BE and Saturday, which both present characters suffering vicarious trauma. For them, the process of working-through seems to be fueled by escapism. By focusing on entertaining oneself in the present, they relegate their trauma to the past. Notable is the revaluing of previously rejected or unconsidered concepts throughout both works: art in Saturday, and virtual reality and sex in BE.
	Throughout the four novels, it is notable how their authors barely engage with the mortal victims of the attacks. Oskar’s father in EL&IC is the only deceased character who is given an extensive backstory. The only other named characters who die are Keith’s colleagues and friends in FM. Furthermore, the threat of death is never used as a plot element to create any sort of suspense. Even when FM depicts Keith running down the stairs of the North Tower for his life, there is never a fear he will not survive due to the novel’s non-sequential nature. These novels are not about the attacks themself, but about how the world is changed by them. They therefore reflect the terrorists’ motive behind 9/11, which was not to cause as many casualties as possible, but to use these casualties to express an opinion. By focusing on the impact on the Western world instead of individual horror stories, the novels remain widely relatable while also respectful toward the victims.
 	These four authors writing a work that incorporates 9/11 speaks to their objective as an artist. While they all present different ideas about how to cope with trauma, they seem to agree that such a large-scale traumatic event should be remediated through art. This idea is also presented in the works themselves, for example when in Saturday Henry thinks Baxter’s invasion of his home feels almost like a conclusion to his day, as all elements from his Saturday come together. He uses his own experiences to create a tale (Knapp 138). He might therefore subconsciously be more of an author than he realizes, making connections to romanticize an otherwise traumatic and frightening experience. In FM, the title refers not only to the well-known picture of a man falling from one of the WTC towers, but also to a fictional artist called David Janiak who shows up throughout the story impersonating the Falling Man, posing in the same position as the man in the picture using a safety harness. His performances are never pre-announced, meaning people will encounter him at a random point in their day, stopping what they are currently doing to view his act, reminding them of 9/11. In principle, these authors have done similar work: they created literature that can be read in order to escape daily life, but also reminds their audience of a devastating event that can not be erased from history.
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