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Interpretation of Catch-22 Based on Postmodernism
In the 1960s, a satirical novel called Catch-22 written by Joseph Heller (1923-1999) won the attention of people, since it surged a cyclone of “black humor”, as well as cleaned off the depressing pattern in American literary field during the past ten years. As the blurb inside the book jacket of the first hard cover edition notes, 
“CATCH-22 is like no other novel we have ever read. It has its own style, its own rationale, its own extraordinary character. It moves back and forth from hilarity to horror. It is outrageously funny and strangely affecting. It is totally original.” (Potts, 1989, p.6-7) [1] 
As is accordant with many reviewers, readers consider that Catch-22 owns its unique features of black humor and language discontinuity, along with anti-hero, tragedy, farce, cultural alienation, satire, violence, and its avant-garde approach to compose the isolated plots.
Catch-22 made a fiction happening in the 256th US Army Air Squadron while garrisoning on the island of Pianosa in Italy during the Second World War. The main clue of this novel is the conflict between Captain Yossarian, a bombardier, who seeking to survive, and the military bureaucratic system led by Colonel Cathcart. The sub-clue is to reveal the carrion essence of monopolized bourgeoisie by the means of the continuous development and enhancement of the syndicate managed by Milo Minderbinder. Based on the “organized confusion” and the “systemized madness”, Heller implies in the economically military bureaucratic system, the average people could only be ordered and fooled, and could never escape from the trap of “Catch-22” as describing the absurd war. 
In this novel, we can find Heller not only adopts anti-traditional writing methods when he expresses the realistic contents, but also exerting postmodernism characteristics and writing techniques, for instance, the novel shows a lot of diversities in terms of tones, attitudes and worldviews. However, when we read this masterpiece from the perspective of postmodernism, we can dig out its unique style in terms of its content, forms and literary characteristics, showing that it is indeed a classic with strong features of postmodernism in western literary history. 
1. Literary Attribution of Catch-22
Since its publication, Catch-22 has aroused widespread concern and the question of its literary attribution is varied. Some people think that it was published in 1961 when modernism did a resurgence, and it should be regarded as a typical modernist work (Hawes, 2012; Mulligan, 2016; Liu, 2018) [2][3][4], just like what Harold Bloom (2001) [5] believes: “it is definitively a ‘Period Piece’, a work not for all time, but for the 1960s and 1970s”. With the continuous deepening and development of postmodernist theoretical exploration, many critics believe that the postmodernist characteristics of this work are so obvious that it should be placed in the ranks of postmodernist works (Potts, 1989; Safer, 1996; Davis, 2001; Glenn, 2008) [6][7][8][9]. Among those who claim Catch-22 is a postmodernist work, Potts defines it as a postmodernism masterpiece by saying the following:
Catch-22 was the first of a slew of novels in the early sixties that represented a new direction in American literature, combing naturalistic detail with satirical and surreal exaggeration, mingling slapstick and gloom, fantasy and history, real issues and two-dimensional caricatures…Not until the 1970s would American critics recognize that the novel was not aberrations fitting loosely within the black humor genre, but the advance guard of a whole new approach to the novel, a movement now generally given the term ‘postmodernism’. (Potts, 1989, p.7) [10]
Just like what Potts says, Catch-22 is one of the first and most original creations of literary postmodernism in 1960s. And the reason for elaborating this work from the perspective of postmodernism is that I do agree with the statement that the characteristics of postmodernism in Catch-22 are more obvious than those of modernism. 
2. What is Postmodernism?
In order to achieve a better understanding of postmodernism, I will focus on the definition of postmodernism based on its social context as well as illustrating its characteristics and features in this part briefly.
[bookmark: _Hlk29160918]Postmodernism arouses the interest of many people because it guides us to focus on the prominent changes and variations which taking place in the society and culture. The term postmodernism originated among artists and critics in New York in the 1960s, taken up by European theorists in the 1970s and became a current since 1980s. (Sarup, 1993, pp. 131) [11] Compared with modernism which highly centered from 1910 to 1930 and with a resurgence in 1960s, postmodernism has always been an ambiguously difficult concept to define and not yet widely understood. The reason why it is difficult to define is that postmodernism is neither a comparatively extended diachronic concept nor produced in accordance with the traditionally historical periodization. However, it seems to be a unique fight against the established forms of high modernism. It is proposed based on the grasp of modern social unstable changes and contains the contradictions and conflicts within itself, related to the emergence of new characteristics in the social, economic and cultural transformations. For example, the technological development, key economic and social transformations, especially the shift from heavy industrial economic structure to the one based on science and technology, are all crucial postmodern phenomena, which are changing our lives and thoughts. German famous philosopher and sociologist Wolfgang Welsch (1993) [12] thinks postmodernism is not only the inheritance and development of modernism, but also the critique and transcendence of modernism. Jean-François Lyotard, a post-structuralist who adopts a postmodernist stance, in a famous book The Postmodern Condition, reflecting on science, the changing nature of knowledge, language games and so on, identified the postmodern theory with the critique of universal knowledge and foundationalism. With his famous definition of postmodernism—“incredulity toward metanarratives”, he indicates that 
“we can no longer talk about a totalizing idea of reason for there is no reason, only reasons” (Sarup, 1993, pp. 132) [13]. 
Jean Baudrillard’s work Simulacra and Simulation (1994) [14] shows the construct of “hyperreality”: models replace the real and determine the real, leading the concern from political economy to the culture. So does J. G. Ballard in his writing Crash: 
“We live in a world ruled by fictions of every kind…We live inside an enormous novel.” (Ballard,1993, p. 8) [15] 
Based on the above viewpoints, we can understand that postmodernism has risen with the decline of modernism, and it is actually a specific product of western post-industrial and postmodern societies. It not only has a relatively continual relationship with pre-war modernism, but also surpasses modernism to a greater extent. Postmodernism is different from modernism because it is unwilling to follow the rules of modernism, but to strike modernism with a more radical attitude and more novel methods and techniques. Its ultimate purpose is to destroy modernism as well as to build the so-called new “tradition”. 
[bookmark: _Hlk29208526]In terms of the comparison and contrast between them, both modernism and postmodernism have something similarities and differences. Peter Barry surveys in his “Beginning Theory: An Introduction to Literary and Cultural Theory” (2017): 
Both give great prominence to fragmentation as a feature of twentieth-century art and culture, but they do so in very different moods. The modernist features it in such a way as to register a deep nostalgia for an earlier age when faith was full and authority intact….[The postmodernist views] fragmentation is an exhilarating, liberating phenomenon, symptomatic of our escape from the claustrophobic embrace of fixed systems of belief. In a word, the modernist laments fragmentation while the postmodernist celebrates it. …[As for] tone or attitude, modernism was a fierce asceticism which found the over-elaborate art forms of the nineteenth century deeply offensive and repulsive….postmodernism rejects the distinction between ‘high’ and ‘popular’ art which was important in modernism, and believes in excess, in gaudiness, and in ‘bad taste’ mixtures of qualities. (Barry, 2017, pp. 59-60) [16]
It shows that modernism expresses their dissatisfaction in contemporary society by display and nostalgia for the past and goes for simplicity, while postmodernism prefers to blending and matching, showing their breaking and appreciation of existing rules. People enjoy the advances in science and technology, but at the same time they are dissatisfied with the destruction and breaking of the original ecology. As a result, they want to find a compromise point to balance art and reality, which is the job postmodernists do. They show their disbelief to the existing and try to be far away from the traditions, adding logic and reasons in order to solve the problems in society.
To summarize, through a simple comparison of the above two concepts, we can find that Catch-22 is much closer to the postmodern aesthetic norm both on the basis of time and philosophy as well as on social conditions and artistic expressions. 
3. Interpretation of Catch-22 Based on Postmodernism
The formation of this unique work, Catch-22, is not only a product of the postmodern society with postmodernist theories, but also the result of the influence of various philosophical trends in postmodern society. Analyzing its textual structure, language structure, writing characteristics, and characterization from a postmodernist perspective, we can not only touch Heller’s deeper thoughts on human destiny and living conditions, but also more clearly understand the absurdity, irrationality, uncertainty, and immanence of the world under the domination of crazy logic.
3.1 Extraordinary Text Structure
A major feature of this work from the perspective of postmodernism is the use of an “anti-fiction” text structure Heller adopts to describe the absurd and incredibility in real society, as opposed to the complete, meticulous, and time-oriented narrative framework of traditional novels. On one hand, the novel tells many events, along with the upside-down timeline and no major clues, and there is no necessary connection between the previous and subsequent events. On the other hand, there are no delicate plots adhering to the fixed structure, no detailed environment description and character molding, and even the chronological order is completely abandoned. In order to ensure the smooth development of the novel, the author only uses narrations, talks, and memories to connect time, plots, and characters. In a letter written in Sept. 1961, Evelyn Waugh anatomized the novel’s faults, saying: 
It suffers not only from indelicacy but from prolixity. It should be cut by about a half…. You are mistaken in calling it a novel. It is a collection of sketches–often repetitious–totally without structure.[17]
Norman Mailer, coincidentally, agreed with Waugh about the formlessness of Heller’s novel. Mailer wrote:
Like yard goods, one could cut it anywhere. One could take a hundred pages from the middle of ‘Catch-22’ and not even the author could be certain they were gone. [18]
So, based on all mentioned above, it is no wander that Evelyn Waugh and Norman Mailer blame the structure of Catch-22. 
In Catch-22, Heller arranges disjoint chapters or sections together, and emphasizes the independence of each section in the arrangement form. Throughout the book’s 42 chapters, it seems that each chapter can appear anywhere. All events in the novel can be displayed in the characters’ consciousness at the same time. The past and the present are intertwined and infiltrated, which seems to give people a sense of disorder. However, it needs readers to use more energy to comprehend the meanings based on their understanding of the novel and the world. 
Heller uses this scattered structure to correspond to the absurdity and chaos of the world and manipulates the diverse and divisive elements of the novel to achieve the theme unity, which is one of particular features in postmodernism writing. However, it makes people think that the world is just like the structure of this novel, so we should not be surprised. And even such a chaotic structure can be accepted by readers and critics, because 
“the novel describes a fantastic and confused world, and only the absurd and confused style is the most suitable.” (Yang, 2003, pp. 53) [19] 
For instance, the story of Snowden’s death is a typical example to show Heller’s technique. He died at the beginning of the novel (Chapter 4) but his name was mentioned for 76 times in the novel. He always appears from time to time after a certain section, saying “cold”, “bleeding” again and again, just like a thorn penetrating in the life of Yossarian’s life. And Heller didn’t tell his story as well as reconstruct the whole plots of Snowden until the second-last chapter. 
At the same time, the repeated use of characters and plots reinforces the confusion of human beings in a postmodern society with many contradictions. I will take the following figure-list as an example: 
Yossarian (40), Cathcart (30), Korn (25), Daneeka (22), Dunbar (22), Hungry Joe (21), McWatt (21), Milo (20), Nately (21), Black (19), Orr (18), Aarfy (17), Chaplain (16), Dreedle (16), Wintergreen (16), Snowden (15), Major Major (14), Halfoat (13), Appleby (13), Danby (13), Peckam (13), Clevinger (12), Dobbs (12), Duckett (10)
From this list, we can also see the main focus of Heller’s description. Throughout 42 chapters, these names are the main characters who own their names and have their own plots and meanings. The number in the brackets shows the times these figures appear in all chapters. For example, “Yossarian (40)” means Yossarian exists in 40 chapters, and “Duckett (10)” means Duchett appears only in 10 chapters. And even though Snowden’s name appeared 76 times, he presents in 15 chapters. It is interesting to notice that in Chapters 6 and 30, 18 of the 24 individuals are covered, and only in Chapter 18 are rarely mentioned these characters. On average, there are about 14 figures in each chapter, only 3 chapters have less than 5 figures. Obviously, the frequently appearing characters are intended to deepen the self-contradictory state of the novel’s structure as well as impressions of each character served for the central theme in this novel. Accordingly, Heller can obtain a chaotic diversity with so many characters portrayed in as many chapters as possible.
3.2 Unique Language Structure
Language is the key issue in postmodernism, and it has even risen to the principle position (Gregson, 2004, p.20) [20]. In a sense, the uncertainty of postmodernism is the uncertainty of language. Moreover, postmodern literature is a literally language game that pushes thinking to absurd logic. Its main feature is the uncertainty of meaning, advocating a language-centered creative method and paying great attention to language games and experiments as well. Postmodernists are enthusiastic about developing the language’s symbolic and code functions, immersed in exploring new language arts, and trying to make the work into an independent “self-referential” and completely self-sufficient language system through language autonomy. Their intention is to use language to create a new world, thereby greatly diluting and even canceling the basic functions of literary works reflecting life and depicting reality.
There is a case in point that Heller creates the scene that Yossarian adopts a set of language games to dispel the clarity of meaning in Chapter 1. Yossarian was “forced to censor letters written by all the enlisted-men patients” [21] during his feigned hospitalization. He “invented games”: tampering the letters at will—first removing all the modifies, such as adjectives and adverbs; then removing the articles, and finally deleting everything in the letter except the articles; later signing either Washington Irving or Irving Washington at the end of each letter, erasing the name and address on the envelope, and so on. 
In addition to deducing word-games in text, Heller used repetitions to express the uncertainty feature. Examples of the word-repetition of in the novel are numerous. The double meaning of such a repetition is self-evident: on the one hand, it is impossible for people to communicate with each other normally and meaningfully; on the other hand, only in a world where everything becomes chaotic and meaningless, is this kind of meaningless exchange of ideas possible. In this irrational world, language is no longer a tool for communication and expression of thinking. Instead, it makes people more exhausted and confused. At the same time, the emergence of repetitive discourse also reflects a helpless attitude towards the absurd reality:
The middle-aged big shots would not let Nately’s whore leave until they made her say uncle. 
‘Say uncle,’ they said to her. 
‘Uncle,’ she said. 
‘No, no. Say uncle.’ 
‘Uncle,’ she said. 
‘She still doesn’t understand.’ 
‘You still don’t understand, do you? We can’t really make you say uncle unless you don’t want to say uncle. Don’t you see? Don’t say uncle when I tell you to say uncle. Okay? Say uncle.’ 
‘Uncle,’ she said. 
‘No, don’t say uncle. Say uncle.’ [22]
Here, “say uncle” and “uncle” have been repeated for many times, but it seems what happened in the section hadn’t been solved in the end. In this repetition, “say uncle” which is ambiguous, blurs their conversation. “Say uncle” is an American slang for “giving up”, and Nately’s prostitute of course did not understand the implication of the phrase, instead, she thought they hoped she called them “uncle”.
The other skill to show that everything is uncertain is to adopt paradoxes. Catch-22 exemplifies strong incoherence and randomness to the readers by using many paradoxical expressions. Besides the paradoxical principle “Catch-22” in the army, there are still lots of paradoxical descriptions to dignify the ambiguity and uncertainty. For example, Colonel Cargill wanted the soldiers to see the show in order to boost morale, he said:
Now, men, don’t misunderstand me. This is all voluntary, of course. I’d be the last colonel in the world to order you to go to that U.S.O. show and have a good time, but I want every one of you who isn’t sick enough to be in a hospital to go to that U.S.O. show right now and have a good time, and that’s an order! [23]
Colonel Cargill was reluctant to order the soldiers, but he anticipated all soldiers should watch it except the sick. Unwilling to order but issuing military orders, this paradoxical language can be seen everywhere in the novel. 
[bookmark: _Hlk29311773]3.3 Self-effacement via Black Humor
Postmodernism is the transcendence and abandonment of modernism, and its fundamental task is to destroy, dissolve and subvert. Black Humor just takes on these tasks, completing its self-effacement while surpassing traditional humor. Here, black humor can be understood both as a formal treatment and as Heller’s attitude towards reality. No matter from which perspective, black humor has a strong postmodernist color.
Formally, black humor represented by Heller is a transcendence of traditional humor. Traditional humor affirms the virtues of sincerity, kindness, and integrity by satire and whipping at hypocritical, ugly, and unreasonable social realities. As a result, traditional humor is bright and brisk, gives people a relaxed and happy feeling. However, black humor is a combination of despair in reality and satire in creative methods, that is, an abnormal combination of two conflicting factors. Compared with traditional humor, black humor is closer to irony, but much sharper than ordinary irony. Because it does not only ridicule ugly things, but also ridicule kindness and victims, and even ridicule itself. Its tone is not cheerful, angry, or contemptuous for ugly things, but painful, fearful, and helpless. The apparent ease is to relieve moments of fear and pain, whereas its ideological basis is not optimism, but pessimism and despair. It makes readers shocked and comprehended in and after laughter, so as to achieve postmodern aesthetic effects.
In Heller’s Catch-22, black humor has the particularly dual characteristics of “black” and “humor” and owns the feature of mutual effacement. Here, “black” which means “tragic”, refers to the terrible and absurd objective reality; while “humor” which belongs to “the category of comedy”, refers to the mocking attitude that individuals take towards this reality. By juxtaposing two conflicting emotions or characteristics, to a certain extent, this self-effacement is also completed on the basis of the dissolution and fusion of tragedies and comedies. Thus, a typical case of black humor in Catch-22 is the following one to depict the death of Snowden in Chapter 41.
He forced himself to look again. Here was God’s plenty, all right, he thought bitterly as he stared—liver, lungs, kidneys, ribs, stomach and bits of the stewed tomatoes Snowden had eaten that day for lunch. Yossarian hated stewed tomatoes and turned away dizzily and began to vomit, clutching his burning throat. [24]
When Yossarian opened Snowden’s suit, Snowden’s internal organs slithered. Instead of talking about the bloody and horrible scene, Heller jumps into the description of Yossarian’s mental activity, showing the absurdity of black humor. The feeling or experience of readers of this section may be complex since it is not so sad as the traditional tragedy which describes the death of a good friend because of the element of humor, but it is not so laughable as the jokes because of the terrible and bloody description. Accordingly, Heller effaces the bloody description of wars as well as deepen the frightening feelings after we read it. However, this is one of the functions of black humor’s contradictory self-effacement to make readers reflect on its reasons or something deeply implicit. On the other hand, the self-effacement of both contradictory sides can unscramble the real meaning contained in the novel and deepen its impression on readers, which evokes readers’ serious thinking on social issues. 
Moreover, the basic contradiction expressed by black humor is the contradiction between the sinister environment and individual freedom. Heller exaggerates the tragic scenes, juxtaposes suffering and jokes, and places the tragic characters in the embarrassing situation, letting them behave like a clown, showing a funny side, with a pathological, self-deprecating humor to show their helplessness to life, their anger at reality and their despair at survival. For example, when Yossarian finally understands what Catch-22 really means, the novel says:
…Yossarian was moved very deeply by the absolute simplicity of this clause of Catch-22 and let out a respectful whistle. 
‘That’s some catch, that Catch-22,’ he observed. 
‘It’s the best there is,’ Doc Daneeka agreed. 
Yossarian saw it clearly in all its spinning reasonableness. There was an elliptical precision about its perfect pairs of parts that was graceful and shocking, like good modern art,…[25]
Here, Heller describes the scene by using some complementary words, such as “moved very deeply”, “simplicity”, “respectful”, “best”, “reasonableness”, “elliptical”, “precision”, “perfect”, “graceful” and so on. But according to these complementary words which would give us pleasant feelings, we can feel the pain and helplessness Yossarian has at that time because the “Catch-22” seems clear but deceptive; although it is not written in black and white, it is everywhere so such so that nobody can flee from it. And the phrase “like good modern art” is inevitable to arouse us to be reminiscent of the obscurity of modern art, indicating that Heller ridicules modernism under the literally superficial reverence.
3.4 Deconstruction of Traditional Hero
Postmodernist literature subverts the authenticity of realism, and at the same time deconstructs the subjectivity of modernism. Postmodernism is an era of Foucault and Derrida deconstruction. Deconstruction seems to have become all the prototypes and motif theories of postmodern literature, and the spiritual source of postmodern literature (Sarup, 1993) [26]. The characters in modernist writers are still pursuing the eternal existence of the subject, while postmodernism claims that it no longer thinks about human existence and destruction and the so-called “eternity” is just an artificial discourse structure. This unstable state makes “meaning” meaningless and worthless, and the world becomes unexplainable. In this context, people give up the pursuit of faith and ideals, and appear as “anti-heroes” or alternative “heroes” in postmodern novels.
In the complex portraits of the novel, Heller intentionally highlights not the heroes in traditional concepts, but the heroes of “anti-heroes” and the alternative capitalist “heroes”. The traditional hero image has rich historical connotation, and there are two hero models running through the long history of western literature. One is the hero who defeats his opponent with his own behavior, and the other is the hero who sacrifices his ideals and values with his own martyrs. They all have a noble solemn and stirring character, which are also the ideal character in the minds of authors and readers. However, in postmodernism, since spirit, civilization, morals, truth and other values have been subverted by reality, along with the lies of war, glory, country and duties laid bare one by one, the meaning of heroes will also undergo fundamental changes. Therefore, the heroes in Heller’s works depart from this traditional literary image. His heroes produce a profound and incongruent tone in the theme of the novel, which precisely enhances the humorous elements in the novel. Heller completes the deconstruction of the traditional “hero” based on a strong questioning of the real society and a deep reflection on human history.
There are many characters and different images in Catch-22, but none of them is similar to the positive ones in the traditional works. Instead of describing the heroes who have established marvelous works on the battlefield, Heller depicts the insanely freakish characters who consistently try to escape from war, just like what James L. McDonald says: 
“Catch-22, switches its focus from one character to another, whirling crazily through a hodgepodge of slapstick antics, bizarre horrors, grotesque anecdotes, and aimless digressions…” (McDonald, 1968, pp. 175) [27]
Yossarian, the main character in this novel, shows the typical features of “anti-hero”. He does not have the ambitions to fight for the country or the people and goes against the traditional heroic image. He belongs to the kind of “everybody is drunk except that I am sober alone”, which leads his “anti-hero” behavior to be manifested in the form of staggering between the rational and the irrational. On the surface, as a navigator and bombardier, Yossarian did not want to be successful in the mission, but he hated it. He was frightened all day because of Snowden’s tragic death, with a gun on his buttock and walking backwards, thinking that everyone would kill him. In order to avoid dangerous bombing missions, he tampered with the combat map late at night. He also racked his mind in order to stay in hospital until the end of the war. In fact, his seemingly cowardly and even absurd behavior contains many reasonable factors. In addition to the indifference to the outcome of the war, Yossarian’s did not think it was worth fighting for the Colonel Cathcart because the continuous increase in the number of flying flights was the result of Colonel Cathcart wanting to be a general.
Furthermore, Yossarian was not a hero in the traditional sense, but a fighter who dared to fight for his right to exist. The concept of traditional stylized hero was betrayed or even dispelled in him, together with the rising of the consciousness of life. 
He had decided to live forever or die in the attempt, and his only mission each time he went up was to come down alive.[28]
In Yossarian’s mind, it is only life that is the most real and precious apart from all tempting materials, empty slogans and deceiving tricks. And this is exactly the most powerful survival declaration issued by the “anti-heroes” on behalf of all modern people facing survival difficulties. When he realized the mystery of Catch-22 and learned the war absurdity and his terrible and ridiculous fate, Yossarian finally chose to escape the war. In this crazy world, Yossarian not only recognized the madness of the world, but also could make his own choice, which fully showing that he is a hero in the sense of a distinctive “anti-hero”. He did not show his bravery and fearlessness beyond ordinary people in his aggressive progress, but showed his extraordinary cleverness and perseverance in his world. 
Milo Minderbinder is another example of anti-hero, or an “alternative hero” in Catch-22. The difference between Yossarian and Milo is that Yossarian cares about his life, while Milo cares about his own business. Although he had a humble position in the army, he found the common ground between both sides, and freely remotely controlled and directed the war.
[Milo’s planes] had freedom of passage everywhere, and one day Milo contracted with the American military authorities to bomb the German-held highway bridge at Orvieto and with the German military authorities to defend the highway bridge at Orvieto with antiaircraft fire against his own attack. … in the end Milo realized a fantastic profit from both halves of his project for doing nothing more than signing his name twice.[29]
Heller’s exaggerated description suddenly leads the readers into an absurd background. And this context also makes readers discover in fear that war is nothing more than the superficialization, intensification and fierceness of human material desires and conflicts of interest. During the war, Milo exerted his realistic idea to the fullest, and completely eliminated the serious thematic significance of the war in a gamified way, highlighting a certain incomprehensible force of alienation on human destiny.
If Yossarian represents humanities and traditions, Milo represents technology and modernity. And these two different kinds of things are drowned by Heller’s ruthless cold irony in the works. The heroic concept of “hero” has vanished into a life of helpless laughter and struggle. It is through the shaping of these two different types of “anti-heroes” that Heller completes the deconstruction of the traditional hero.
4. Conclusion
[bookmark: _GoBack]In postmodernism, there is a shift of emphasis from content to form or style, a transformation of reality into images, the fragmentation of time into a series of perpetual presents; there are continual references to eclecticism, reflexivity, self-referentiality, quotation, artifice, randomness, anarchy, fragmentation, pastiche and allegory. (Sarup, 1993, pp. 132) [30] Heller is good at extreme exaggerated amplification, contradiction, sophistry, irony, contrast, and other artistic techniques in postmodernism, which makes people feel and think about the absurdity and distortion of pathological characters, pathological psychology and pathological society as well as distrust and indifference. By describing the absurd and even the terrible environment where the characters live, Heller satirizes social ideologies, value systems and traditional powers satirically and acutely. Through Catch-22, Heller unfolds the American society to readers from his perspective: the society is crazy and there is only one absurd logic that all people should abide by “Catch-22”. In terms of the symbol of “Catch-22”, readers can know the absurd war, the crazy American society and the incredible bureaucracy as well. What’s more, postmodern writing techniques used in the novel make bold innovations to traditional novel models and concepts. In his novel, we have not only seen Heller’s anti-traditional writing when dealing with modernist content, but also realized that the novel shows a great difference based on inheriting the characteristics of postmodern novels. After examining Catch-22 from the perspective of postmodernism, it is not difficult to find that, in terms of its content, structure, language features, and character-molding, this work shows its distinctive style, which is indeed a masterpiece with strong postmodern features in Western literature. 
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