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PREFACE

Anyone who chooses to study an author must try to
come to some understanding of what that author is doing.

In the case of Faulkner, this 1s rendered more difficult
because one must first separate the sense from the nonsense
that hag already been written in the wealth of criticism
already completed on his work, This study attempts to
suggest another posgsible perspective on Faulkner's work by
using mythopoeic criticism, which is neither new nor com-
pletely alien to Faulkner criticism, but which has never
been used to the extent that it might be truly helpful,

I am deeply indebted to Dr, Green Wyrick for his
patience and interest and to Dr. Brian Byrd fob his
‘suggestions,

Imporia, Kansas : B. M. B,
August 1969



TABLE OF CONTINTS

CHAPTER

I, IN A MAN'S MIWND A DESIRE TO EXPRESS SOME

UNIVERSAL TRUTH o o o o o o
IT. THE RECREZATION OF MYTH . o .
IIT. "THEN IT BECAME TOUR DE FORCE
V. CONCLUSION o o o o« o o o o o

BIBLTOGRAPIHY o ¢ o o ¢ o ¢ o o o o

PAGE

15
62

75 .
80



CHAPTER I

IN A MAN'S MIND A DESIRE TO EXPRESS
SOME UNIVERSAL TRUTH

The literal bulk of the books and essays of criticism
of William Faulkner's work demonstrates that he has been
eonsidered an important, and often fashionable, subject for
criticism almost since any notice was taken of him at all,
He has been read as a primitivist and as a Calvinist, with
any number of interpretations in between, A detailled
account of the viclssitudes of Faulkner criticism is given
by Frederick J, Hoffman in his introduction to William

Faullmer: Three Decades of Criticismel Although this pre-

vious criticism is certainly worthwhile and of lasting wvalus,
one approach, the mythopoeic, has been relatively little
used, and this study will attempt to apply this perspective,
At any vrate, for many years Faulkner was critically misin-
terpresed as a chronicler ¢f the American South, mostly
because of his use of his fictional Yoknapatawpha County,
bat the tencency in the last twenty years, and especially in
the last decade, has been to stress his universaiity. Ge M,
O'Donnell was one of the first tb start the move away from

regionalist Interpretation, defining the basic conflict in

Ifrederick J, Hoffman, "Introduction," Willian
Faullnmer: Three Decades of Criticism, ppre. 1=50,
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Faulknert!s work as the battle between tradition and invading

amorality:
e o o there are two kinds of characters; they are
Sartorises or Snopses, whatever the family names may be,
And in the spiritual geography of Mr, Faulkner's work
there are two worlds: the Sartoris world and the Snopes
world . « o The Sartorises act tradiltionally . . . with
an ethically responsible will, but the Snopeses act
"only for self interest."2
Backman recognizes the oversimplification in such a divi-
sion, for it ignores the Inner conflicts of characters like
Quentin Compson.3 Rather, he sees the spiritual sickness of
the heroes, especially those whose alienation is emphasized
by being of mixed negro and white blood, as the "ecrux" of
Faullmer's works.t Gold finds, in the early works at least,
"a scathing Indictment of a world dominated by meaningless
materiatism end devoid of real values."S Faullmer'!s own
cormments on his work at any given time served less to

resolve conflicting opinions on interpretations than to add

to the am.biguity.6 Faulkner was notorious for making

2George M, O!'Donnell, "Faulkner'!s Mythology," The
Kenyon Review, I (1939), 286,

3Melvin Backman, Faulkner: The Major Years, pp. 90-91.

Mge1vin Backman, "Siclmess and Primitivism: A
Dominant Pattern in William Faulkner's Work," Accent, XIV

SJoseph Gold, "William Faullkner's 'One Compact
Thing,!" Twentieth Century Literature, VIII (April, 1962), 3.

6James B, Meriwether and Michael Millgate, (eds.),
Lion in the Garden.
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contradictory statements about his work, but there are some
ideas that are to be found again and again in his interviews
with reporters and critics and in his conferences with stu-
dents at West Point, Nagano, and the University of Virginia,
One of these is his "desire to express some universal
truth."? When asked if he was attempting to poritray the
entire South or just Mississippi, Faulkner replied, "I
wasn't welting soclology at all, I was trying to write
about people."8 He 2lso wrote to Malcolm Cowley:
I am telling the same'story over and over, which is
myself and the world . « « I'm trying to say it all in
one sentence, btetween one Cap and one periocd , « o« 1I'm
inclined to think that my material, the South, is not
very importent to me, I just happen to know it, and
dont /sic/ have time in one life to learn another one
and write at the same time , oo an stinks the same
stink no matter where in time,”’

Too often many of the critics who supposedly recog-
nize him as a true artist, not as an artistic social critic,
ultimately analyze hls characters only in terms of contem-
porary Amerlican social problems, Faullner explained the
source of universality in any art when he stated,

e o« o art is gimpler than people think because there is

so little 10 write about, All the moving things are
eternal in mant's history and have been written before,

TRobert A, Jeliffe, (ed,), Faulkner at Nagano, pe Sl.

8Frederick L. Cwynn and Joseph L. Rlotner, (eds,.),
Faulkner in the University, p. 10.

9MMalcolm Cowlej, The Faullmer=Cowley File: Letters
and Memoriss, 1l9hli-(2, pp, 1lI=15,




and if a man writes hard enough, sincerely enough,
humbly enough « « « he will repeat them, because art
like poverty takes care of its own, shares its bread,l©
In this statement, made in 194, is the premise of a eriti-
cal approach that was not used extensively with Faullmer's
work until after 1950; that is, the "moving things" that are
eternal and are repeated in art, that which some psycholo-
gists and literary criticd call "archetypal," "mythic," or
"mythopoelc." 1l With this approach, Faullmerts characters
have been recognized as what one critic calls
e ¢ o Ereat symbolic beings, participating in actions
that are intense, violent, and compulsive and which
suggest Jungts raclal unconscious, They loom larger
than life, They become vast, almost phantasmagorical
figures, outlined against grim skies and marching down
long lanes of live oaks to vast white ceclurms behind
which are re-enacted the fate of the House of Atreus
and the bloody deeds of Aeschylus's Oresteia trilogy.l
The recognition of the possibilities of archetypal
analysis as a useful and valid approach to literature is not
new, and it has been used in reading Faulkner, but until
relatively recently it has been confined mainly to analyses

of "The Bear."l3 This approach can reconcile seemingly

1010id4,, p. 16.

1lpor the purposes of this study, these terms will be
considered interchangeable,

12¢, Hugh Holman, Three lodes of Modern Southern
Filction, pe. 32

13Essays utilizing this type of treatment of "The
Bear" form a large section of Utley, Bloom, and Kinney's
collection of critical essays entitled Bear, Man, and God,




opposing "artistic" or contemporary social interpretations
becavse the mythopceic critic maintains that literature and
society are interdependent and literature
o o o 6Xists sirmultaneously 1In two temporal dimensions:
(1) It exists as a historical fact in particular moments
of recorded time, (2) It exists as a continuum over and
beyond historic time as the eternal and recurrent
expression of archetypal characters, images, symbols,
scenes, and plots.L
The work of C, G, Jung is widely known and is recognized as
the source of several terms and concepts fundamental to the
mythopoeic approach.15 However, a brief surmary of its
background will make clearer the definitions of the terms to
be used and will be helpful in establishing the basis for
connections with Faulkner,
In the nineteenth century Darwin suggested the need
for studies of the evolution of human culture that would

further his studies of organic evolution, and in 1871 Edward

B, Tylort!s Primitive Culture was published, propounding the

thesis that cultural institutions and artifacts were repeti-
tive of those of earlier societies; James G, Frazer's The

Golden Bough (1890), which became the most basic source for

the mythopoeic method, greatly extended knowledge of myth

‘and ritual, and "demonstrated the affinity between ritual,

1hShe1don M. Grebsteln, Perspectives in Contemporary
Criticism, pe. 312,

15Tbid,, p. 315.
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nyth, dream, and literature and asserted the importance of
myth to any larger understanding of humen culture,"l® ZErnst

Cassirer, in The Philosovhy of Symbolic Forms and Language

and Myth, explained that art was a form needed by man, in
addition to his reason, to portray time, place, and social
customs symbolically, Cassirer also believed that the
language of myth was the first form of man's intuitive
comprehension of reality, coming before his rational appre-
hension.,l? A number of critics and scholars have since
written on the definitioné and purposes of myth, many of
them concerned with the relatilionship between myth and liter-
ature, Two of several representative definitions of the
term "myth" are: the language used by the imagination to
connect and comprehend basic mental Images, and the means
of expression of "ultimate rsality," and, therefore, truth
but not fact.l® In Jung'!s words, "myths are original reve=-
lations of the preconscious psyche, involuntary statements
aBout unconscious psychic happenings, and anything but

allegories of physical processes."l9 Neither can myth be

161pid., pp. 313-31l,

17Ibid., pe 315,

181bid., p. 316,

1%9ialter XK, Gordon, (ed,), "Introduction," Literature
in Critical Persvectives (ew York: Appleton-Century-Crofts,
1968) s De boho




defined as any type of "legendary history associated with
real persons or events in the remote past."20 Jung posited
the existence of a gecond psychic system in addition to the
consciousness, that is, one which has a
e « o COllective, univsersal, and impersonal nature which
is identical in all individwvals, This collective uncon-
sclious does not develop individually but is inherited,
It consists of pre-existent forms, the archetypes, which
can only become conscious secondarily and which give
definite form to certain psychic contents.2l
Three major categories of archetypes can be delineated:
characters, situations or themes, and symbols or associa-
tions .22 Although these archetypes are preconscious forms,
Jung adds that they are still "living psychic forces that
demand to be taken seriously" and man is therefore confronted,
e« o ¢ 2t every new stage in the differentiation of con-
sciousness to which civilization attains, with the task
of finding a new interpretation appropriate to this
stage, in order to connect the life of the past that

still exists in us with the 1ife of the present, which
threatens to slip away from it.23

Art is this constant reinterpretation of the past and the
collective memory in the terms of the present, It is con~-
ceivable, and in some cases probable, that an artist can

create without being aware that his work has some of its

20grebstein, op. cit., p. 316,
2lGordon, op. cit., p. SO1,
22_]_:_‘9-5_.@.

23Ibid., p. 512,



sources in an unconscious which is the same in himself as
it is in every man, but Faulkner, at least, understood ari
and the human mind In much the same way as Jung, for, when
asked about his audience, he answered: .
They found symbolism that I had no backsround in symbo-
lism to put in the books, But what symbolism is in the
books is evidently instinct in man, not in man's knowl-
edge but in his inheritance of his old dreams, in his
blood, perhaps h?s ?ones, ratgﬁr than in the storehouse
of his memory, his intellect,<"
As he said, he had no intellectual training in the use of
symbolism, but this statement agrees with Jung that symbols
are natural., Thus, the purpose of this study on Faulkner,
as with any application of myth criticism, is not to force
Faulkner into predetermined patterns, but to discover how
and which of these patterns are inhérent in his works, The
archetypai analyses of the characters is important in dis-
covering the true nature of the character's personal
conflict, what Faullner calls his "human conflict."2> One
might also note that, if the archetypal forms are naturally
inherent in Faulkner from his early works down to the last,
he also seems early to have become aware of the possibili-

ties of the deliberate use of symbols, as he did in The

Sound and the Fury. Loulse Dauner has carefuliy delineated

2hgeliffe, op. cites Pe 68.

25Joseph L, Fant and Robert P, Ashley, (eds.),
Faullmer at West Point, pe 50.
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a number of symbolic motifs, like Quentin's shadow, that are
repeated so frequently in this work that they must have been
carefully and consciously worked out.26 Richard Chase notes
that the symbolism iIn Light in August is more complicated

than in The Sound and the Fury or As I Lay Dying, and thati

the most obviously deliberate symbols are the least success-
ful; the most "profoundly organic" symbol in the novel 1is
the circle, the wholeness of self, which was probably "half
consciously iIntended by the author but has implications
within the book of which he could not have been, at the
moment of composition, perfectly conscious,."27 Gold adds
that, after 198, "Faulkner created Christ-figures instead
of Christ-like figures" and traces the beginning of this
tendency back to 1942, when Faulkner added the debate
between Tke and his cousin McCaslin to "The Bear,"8 Allen
Tate maintains that Faullmer's seven greatest books weres
completed within a period of eleven or twelve years, and
that although the later novels add to the Yoknapatawpha

saga., no one would know them if it were not for the earlier

26Louise Dauner, "Quentin and the Walking Shadow:
The Dilerma of Nature and Culture," Arizona Quarterlv, XXT
(SUIUITIGI‘, 1965) 3 159-1710

27Richard Chase, The American Novel and Its Tradition,

P. 217.

28Joseph Gold, William Faulkner: A Study in Humanism
From Metaphor to Discourse, De Te
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ones.29 Michael Millgate agrees that Absalom, Absalon! is

the last of Faullnmer's best work, that the others "are all
patterned in accordance with a deliberate and preconcelved
Intention to enforce some kind of moral or social state-
ment o "30 A Fable marks the greatest change from the use of
gymbol to allegory, when Faulkner's use of symbol seems to
have completely turned into emblem using Faulkner, The
Reivers, his last novel and published the same year he died,
lacks the heavy-handed allegory of A Fable and the turgid

preachiness of Requiem for a Nun, but it also lacks the

depth of the earlier novels. Perhaps he had already written
everything he had to say and had become too conscious of the
characters, images, and themes he had already cuiled and
shaped from his unconscious. Gold would argue that he had
become increasingly aware of his role as an "artist® for an
audience and was therefore increasingly concerned with
affirming his faith in mankind,3l This study will attempt
to trace the archetypal patterns and the development of
their conscious use through Faulkner's work, Ideally, all
the works should be considered, but such a large project is

beyond the scope of this study. Therefore, only certain of

29A11en Tate, "William Faulkmer: 1897-1962," The
Sewanee Review, LXXI (January - March, 1963), 161,

30iichael Millgate, William Faullkner, pe 6l.

- 31Go1d, William Faulkrer, p. 18¢
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the novels will be examined: Soldiers! Pay (1926) because

it was the first novel; The Sound and the Fury (1929), As I

Lay Dying (1930), Sanctuary (1931), Light in August (1932),

end Absalom, Absalom! (1936) because they are generally

acknowledged by most critics as his masterpieces and have
received some good and much useless criticism, "The Bear!

section of Co Down, Mcses (19L.2) will be considered as a

transitional point in the works because enough critical
notice of its use of myth and ritual has been taken to make
it almost a model, and because it also contains the begin~
nings of Faulkner's tendency to instruct., A Fable will be
exanined because even Faulkner admitted that it had reached
the realm of almost pure allsgory. It was begun in 1948 but
not published until 195k, so in a sense it precedes Requiem
for a Nun, which came out in 1951,32 Regquiem will be
studied briefly both because it is a sequel to Sanctuary and
because 1t has a stylized form that is a structure for
dlrect discourse on the theme instead of a depiction of it,

The last book to be considered is The Reivers (1962) because

‘it is Faulkner's final novel and because it marks a modifi-
cation of his didactic, emblematic period,
Before beginning an examination of these works, it is

important to clarify the varying definitions that might be

32Robert Penn Warren, (ed.,), "Chronology of Important
Dates," Faulkner: A Collection of Critical Essays, p. 305.
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given to the manifestations of the archetypes, Therefores; a
brief summary of the terms to be used with the novels is
necessary in order to avoid confusion, The system used here
will basically be Jung'!s as elaborated and explained by

P, M, Martin,

There are four basiq figures or types of characters,
,each with 2 positive (or good) and a negative side:

The Wise 01d Man is "the embodiment of the age=-o0ld
experience, wisdom, logos of mankind;" giving advice, he
appears perhaps in the roie of priest, king, god, lawyer,
philosopher, counselor, or in a role of a similar nature,.>3
His advice may be very wise, or if ruled by the negative
side, extremely foolish, This figure has a characteristic
theme: "the great work, the discovery of the hidden trea-
sure of wisdom, the knowledge that can miraculously
transform."3t In painting, folk-lore, literature and life,
the Wise 01d Man is often accompanied by & young maiden, the
anima or Great Mother.35

The anima is the ferniinine principle, the life force,

and although she has great pcwer, she 1s also diffuse and

33p, M. Martin, Experiment in Devth, pe 95.

3h1bid., pe 98.

351bid., Pe 97¢ Actually, YMartin makes a distinetion
between the anima and the Great HMother, but for the purposes
of this study it is unimportant.
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paradoxical: She is both virgin and earth mother, queen of
the underworld, goddess of nature, love, war, and other
things;36 When dominated by the negative side, she can be
extremsly deatructive even through her love, for she can
become "capable of mothering to death anyone unfortunate
enough to come into her clutches , . « hers is a love with
Ata}ons.“37 There are several themes associated with the
anima, many of which are related to the key theme of death
and rebirth; sometimes the theme of the "marvelous impregna-
tion of the Great Mother énd the birth of the hero," or the
protection of the child~hero from danger, or sometimes the
Great Mother accompanied by the dying and reviving god—hero.38

The Hero is the figure of action, the one who gets
things done, and, consequently, his characteristic themes
are the quest, the adventure, and the great deed, The nega-
tive side of the figure is ineffectual or absurd in his
actions .39 The Hero is usually either the son or companion
of the Great Mother, but is also connected with both the
Wise 0ld Man and The Miraculous Child,

The Miraculous Child is more(symbol than a person-
ality figure, "The Miraculous Child is the archétype of the

36Ibid., p. 99.
37Ibid., p. 101.
381bid., p. 102,
39Ibid., p. 10k
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new.possibility, the new attempt, It 1s that which brings
the good news to man, of the possibility of regeneration,
the promise of the Christmas eve,"hO

Gordon gives a more specific, longer list of figures
found recurring in literature, including the Scavegoat, the
Wandering Outcast, the Devil, the Star-crossed Lovers.ul To
‘the archetypal themes already mentioned, he would add the
Task, the Initiation into Maturity, the Journey, the Fall
from.Innocence.Ll-2 .

These archetypes afe important both in coming to an
understanding of the charscters and themes in Faullmer's

work and in tracing his use of them,

401pid., p. 103.
Gordon, op. cit., p. 502,
b21pi4,, p. 503,



CHAPTER IT
THE RECREATION OF MYTH

Soldiers! Pay 1s commonly acknowledged to have all

the obvious faults that one ordinarily expects to find in
any authort!s first novel, and all the promise of the good
things that were to come later from Faulkner, The novel
lacks unity, the tone and style are erratic, and there seems
to be more than one possible center of interest.u3 Vickery,
elong with a number of other critics, has noted that another
problem is in the characters, for they are only types, not
people.hu Longley admits that the book is faulty, but he
maintains that the plot, motivation, and characterization
are "adequate."45 Vickery finds the character-types divided
into two basic groups which are in conflict: ", « « One
lmmersed in the violence of war, the other scarcely touched
by it."6 Tongley believes that, as individuals, Donald typi-
fies the tragic hero, Joe Gilligan the conic hero, and Jones

the villain.br7 Donald is actually almost non-existent as a

u3Hyatt H. Waggoner, William Faulkner: From Jefferson
to the World, p. 7. ‘ :

thlga Vickery, The Novels of William Faulkner, p. 2.

45Jonn L. Longley, Jr,, The Tragic Mask: A Study of
Fauliner!s Heroes, pe. 27

46Vickery, locc. cit,

W7longley, loc. cite
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character, however, and it is difficult to label "tragic
hero" (in any sense of the terin) a man whose actions are
never seen and whose horrible situation is wholly a matter
of accident, Vickery sees him as the center of action for
the other characters, stating that their actions and motives
come from their reactions tno the contrast between what
Donald was and what he now is,li8 Yet, what Donald was
before the war 1s seen only in very brief descriptions of
him by his father and Emny, and Joe and Margaret begin
taking care of him on the‘train before they know anything
about him,

Perhaps Margaret assumed the responsibility of caring
for Donald as an expiation for the sympathy and sense of
permanence that she had been unable to give her husband,
Dick Powers.hg Still, she hardly seems to fit the role of
a gullt-driven woman; she says herself that she cannot seem
to be moved hy any emotion except pity, and her firmness,
strength, and competence are emphasized repeatedly, In
fact, In many respects she hardly seems to be a woman at
all, Although she is young and attractive, her lipsticked
mouth is more than once described as looking like a scar,
suggesting that she might have mbre in common with Donald

than a feeling of pity. Just what her "scar" is is hard

48vickery, op. cit., Te lie

49Thide, pe b
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to determine, She is only twenty-four, but she seems much
older because she always has a half-smile and calm, patient
facial expressions that make her appear world-weary and
maybe even wise, She is patronizing--when she and Gilligan
have finally seen Donald safely through death's door and she
knows that Gilligan is in love with her, she says, "You're a
lnige boy, Joe" (p, 209), She is always dressed in dark
clothes, and even though her skin is described as pallid,
she is constantly referred to as "that dark woman" or even
"that black woman," Aftef she and Gilligan have delivered
Donald to his father, they stay on to help him and eventu-
ally Margaret is virtually running the household and everyone
associzsted with it, She persuades Mr, Saunders to insist
that Cecily visit Donald, but when she decides that Cecily
and Donald should not be married, she does not hesitate to
try to stop it, as if 1t is any of her business. She tells
Ermmy that she should marry him, and is eventually ordering
the rector himself to be careful of what he says in frent of
Donald beéause no one ever knows whether he is listening and
understanding or not., Her name, Powers, cimately becomes
strikingly appronriate as she presides over Donaid's welfare,
Margaret, as well as the other characters, embodies
some archetypal characteristics, She fits well into Jung's
concept of the dark side of the anima, Millgate notices

that she seems
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e o o almost to become a priestess of a cult-~there may

be some significance in the reason she gives for refus-

ing to marry Gilligan at the end of the book: WIf I

married you you'd be dead in a year, Joe, All the men

that marry me d%e, you know'e~while Cecily is apggrently

the virgin who is to restore the hero to health,
Donald's vagueness as a character and as a person aids this
"eultishness" and 1t seems to indicate that he is deliber-
-ately made an abstraction, the mythic figure of the Wounded
Hefo.sl It might also be significant that the name Mahon 1is
quite similar in pronunclation to "man," After Donald's
funeral Margaret is referred to as "Margaret Mahon-Powers"
rather than "Margaret Mahon" (pe. 20l). The effect of the
inversion of the sequence of her married names might be
connected with her reasons for marrying Donald when shs knew
that he was dying, and when she admitted that she did not
even know-if he realized whom he had married,

If Margaret and Donald seem to be something other
than purely realistic figures, Jones, the "sub-embryonic
villain,"52 is éven more noticeably unrealistic, He is
constantly described as having yellow, goat-like eyes, and

Vickery associates him with the goat and satyr of Greek

mythology, both traditional symbols of lust.®3 The parallel

50michael Millgate, The Achievement of William
Faulkner, pp. 6L-65,

5libid,, pe 6l
| S2Longley, op. cit., p. 142,
'53Vickery, loc, cite
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is an apt one, for the satyr is connected with the god Pan,

who was "

e o o always in love with one nymph or another, but
always rejected because of his ugliness."su Jones has the
same problem, He is also an orphan, named Januarius because
he was born in January--under the astrological sign of
Capricorn, the goat; He often seems comical because of his
‘appearance and ineptitude, but he is seriously willing to

do evil if he gets a chance.55 He 1is an archetype of the
Devil, but an ineffectual one,

The rector, too, lives in a dream world.s6 He 1is
both wise and naively innocent--~his failure to recognize
Jones'!s true nature is an innocence that borders on down-
right slowness. He is often simply referred to as "the
divine," Cecily is sprightly and always associated with
nature, especially trees, but she is anything but natural
herself, always conscious of how she looks in every move
she makes,

The st;ry actually should belong to Joe., The narra-
tive begins and ends with him, Although his motives are
never really clear, he is the only character who interactis

with each of the others, He starts out as a raucous,

Shrdith Hamilton, Mythology, p. 4O,
55Longley, loc, cite

56Killgate, Achievement, De 65
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drunken soldier called Yarhank, but explains later that his
name 1is really Joe Gilligan without giving any reason for
the change., He becomes devoted to Mahon and falls in love
with Margaret, but his involvement with them leaves him with
nothing. Of Mahon he says, "I tried to help nature make a
good job out of a poor one without having no luck at it"

(pe 210), He comes to a false resolution when he decides to
foilow Margaret and try to convince her to marry him, but he
misses her train., The rector reminds him thst even hearc-
break does not last forevér, and they walk out of town
together into the country where they hear hymms coming from
a negro church, In the rusic they recognize ", o o all the
longing of mankind for a Oneness with Something, somewhere
e o o and they turned townward under the moon, feeling dust
in their shoes" (p. 221), This recognition of mortality and
longling cannot be mistaken for affirmation or even accept-
ance, but it does seem to be a resignation without despair,
Waggoher finds the theme of the book in the rector's
statement to Joe that ". « o all truth is unbearable. Dc we
not both suffer at this rmoment from the facts of division
and death?"™7 The alienation that each of the characters
experiences supports this theme, and the figures as arche-

types underscore Joe's alienation and disccvenry., However,

, 57“135801'191’: Op. cltes po L.
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the archetypes are not fully develbped in a meaningful

pattern, There are hints of a pattern, but the theme and
the relationships of the characters are still ultimately
ambiguous, This is true not only of the archetypal figures;
Millgate has noticed that "Faullmer appears to be fascinated
with the symbolic possibilities of natural phenomena' in
" this work.58 But he also recognizes that all the references
to Greek mythology and other literature and the attempts at
symbol do not fit together in any organized pattern.59
Nevertheless, the story cénnot be read with any understand-
ing at all without some attempt at recognizing the syrols,
for the plot is almost nonexistent, and taken literally, 1is
untelievablie, 1f rot ridiculous. The awkward use of symbol
In this first novel has matured marvelously within three

years in Faulkner's fourth novel, The Sound and ths Fury.

A look at the criticism on The Sound and the Fury

would reveal an impressive list of choices as to whom and
what the novel is really all about, One critic sees Caddy
as the heroine in conflict with Jason, with the climax of
the story in her defeat as she admits, "I have nothing at

stake, o o "0 Others, like Dauner, see Quentin as the

58Mi11gate, Achievement, p. 62
59Tbide, De 65

60catherine Bawn, "'The Beautiful One': Caddy
Compson as Heroine of The Sound and the Fury," Modern Fic~-
jon Studiss, XIII (Spring, 1967}, 33-34.
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tragic hero, Perhaps'there is no one protagonist, but each
character's actions contribute to what Backman calls the
theme of ", , o the decline and fall of the House of
Compson."61 He and most other critics are quick to add that
there is more than one ccenflict, and more than one theme.62
The style and structure have presented problems for analysis
"too, and it is difficult to find a suitable place to start
diésecting the novel, sorting it all out, so that it can all
be understood while it is being fitted back together,

Waggoner points ouf that "e o ¢ 211 the main charac=
ters in the book o ¢ « live in a world in which time is the
most significant dimensione"®3 Each section has a death and
burial take place or recollected in it, as death is what
makes time meaningful.64 The problem of time would also
explain the jumbled sequence of the narratives by the three
brothers, and the structure would be an expression of the
theme,

Benjy is unable to distinguish past from present and
has no concept of the future, so time for him is a constant

present because he is unaware of its passing.65 Bvents that

61Backman, Major Yeara, Pe 29

621bid.

63Waggoner, op. cites; Pe L7
eh1pid., p. 53.

65Ibid., p. 50.
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he recalls from the distant past are not really memories,
they are actually relived; nothing ever changes because it
is all now, Dilsey lives in the present for the opposite
reason~-she 1s aware of time without being Qbsessed by 1t
and can use the past to function constructively in the
present.66 Jason is obsessed by the future, when he will be
"able to get rid of Benjy and the girl Quentin and make a
killing on the stock market, In his section, his interpre-
tation of the world is ", o « largely wishful thinking,
almost as much fantasy as‘Quentin’s."67 Mrs, Compson is
unable to deal with the present, so she retreats into
invalidism and a fantasy world she has created about her
gentility.68 Mre. Compson giyes Quentin a watch, warning,
"I give it to you not that you may remember time, but that
you might forget 1t now and then for a moment and not spend
all your breath trying to conquer it" (pe 95).

Quentin is dominated by the negative side of the
archetypal Hero because he is completely ineffectual when he
tries to act, Quentin tries to kill Dalton Ames to avenge
Caddy's honor, but faints before Ames ever touches him, He

cannot actually commit incest or carry out a murder-suicide

66Backman, Major Years, Pe 37e

6TWaggoner, op. cit., p. L7.

681pid., p. 50,
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pact with Caddy even though she consents to both, The only
action he completes successfully is his own death, As
Foster sees him, Quentin is subjected to two forces--his
incestucus love for Caddy and his desire for death.69 Howe
agrees that Quentin's obsession with Caddy'!s virginity is
personal, rather than that of the defender of a social code,
"as several critics have suggested, for he is both attracted
to Caddy and repulsed by sex, 0 Quentin's love is a regres-
sive one, he cannot accept changes in Caddy as she grows up
and he does not mature embtionally and sexually himself, He
wanivs to stop Caddy's sexuality mors than he wunts to pos-
sess it, and this lack of phwysical desgire fits in with his
death wishe 1 This reasoning leads again to the conczlusion
that Quentin's most basic conflict is with time.72 Dauner
explains that Quentinl!s experience is given in several sym-
bolic motifs that are emphasized many times in his secticn,
Including shadow, water and time,l3 The implications of thé
shadow symbol are closecly related to the others, and an

archetypal symbol interpretation "reveals much about

69Ruel E, Foster, "Dream as Symbolic Act in Faulkner,®
Perspective, II (Summer, 1949), 188,

T0Irving Howe, William Faullkner: A Critical Study,

p. 168,

71Backman, Ma jor Years, Pe 23

T2Ibid., De 3T

73Dauner, op. cit., pe 159,
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Quentin's choracter and his real motives for suicide."Th
Anthropologicaliy, the shadow is connected with the soul,
with injury or loss of the shadow causing illness or death,
and there are many instances where Quentin seems to want to
destroy his shadow: "I could see a smoke-stack., I turned
my back to it, tramping my shadow'!s bones into the concrete
‘with hard heels."T5 Besides being associated with this kind
of.self—punishment, the sight of a shadow often recal;s
assocliations in Quentin's mind of other times and events
with Caddy, as when he reﬁembers the shadows of Caddy and
her lover joining, and relates the memory to his obsession
with sex and Caddy's virginity.’® Jung hypothesizes the
existence of an archetypal Shadow figure which would unify
and complement the associations Just mentioned, The arche-
typal Shadow is the Double, the alter ego, the "dark
brother," and is the subconscious embodiment of all the
negative, repressed qualities of the self.77 Thus Quentin
1s denying part of himself when he tries to get rid of his
Shadow, his dark side, Quentin 1s all mind and introversion,

so Caddy 1s trUly his opposite side because she fulfills the

ThTbid., p. 168,
75Ibid., p. 165,
761bid., p. 163.

771“5&1*3131,'92. Cit., Pe 730
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functions of feeling or sensation.78 Quentint!s denial of
Caddy, his anima, in the instinctual nature of his Shadow
is self-destructive, wnich is why he needs to get out of
timeel? His breaking of the watch is a gymbolic gesture
that allows him into a time withcout clocks, Jjust as Benjy!s
idiocy puts him out of clock time.so

Jason, too, is an ineffectual Hero, He 1is alwsts
blustering about what he 1s going to do, He 1is going to
outsmart the stock-market, but somehow he always manages to
lose, He thinks he could handle the girl Quentin properly
if given a chancey; but when he chases her around town he
gets nothing but a headache from the gasoline fumes of
his car,

Mr. Compson is a Tallure in his role as Wise 0ld Man,
He is given to making pronouncementvs and explaining life,
especially to Quentin, but his advice does not help Quentin,
has no effect on the others, and the old man drinks himself
to death, His wife, even though physically fertile enough
to give birth to four children, is anything but an Earth
Mother, She is not a source of life and is incapable even

of affection, She is too busy being an invalid even to

78Dauner, op, cit., p. 166,
1vid,

8076an-raul Sartre, Literary and Philosophical
Essa S’ po 830
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perform the outward duties of a wife and mother and is
actually a destructive anima,

Caddy and Dilsey become substitute mothers, Caddy
loves BenJy and supplies the motherly care that Mrs, Compson
could not give, and she knows how to pacify him when he
cries.81 She is also beautiful, miraculously ageless, sen-
" gual, and constantly associlated with earth and water,
symbols for fertility.32 She does produce life in the
physical sense by having a daughter, but her archetype is
not wholly that of positive anima, She is a false anima for
Quentin, that is, she is uvnable to complement his character
because she is his sister. She has only physical relation-
ships with other men and is not a happy combination with her
short-term husband, Only Dilsey becomes what Brooks calls
a "sustaining" female principle, because in her the
Instincts, emotions, rationality and values of 1life are all
meaningfully related.d3

Along with ths other inverted archetypes, Benjy is
fhe perermisl Miraculous Child, but he hardly embodies pos-
gibilities for rsgeneration. He 1s a castrated idiot, He

does have certain speéial powers: the ability.to "smell"

8lLawrance Thompson, "Mirror Analogues in The Sound
and the Fury," English Institute Essays, 1952,

BZMartin, ODe ClCes Do 3“—.

- 83¢1eanth Brools, The Hidden God, p. L2,




28
death and to sense Caddy'!s loss of virginity.su He also
wiélds a certain amount of power, He does not want Caddy
to change any more than Quentin does, so whan he smells
perfume instead of trees or sees her with a boy, his bellow-
ing can make her try to be, at least temporarily, the old
Caddy.05 It is significant that the action centers around
"Egster of Benjy's thirty-third year; In his natural inno=-
cehce he becomes an impotent Christ-symbol whose Eastgr will
bring no ressurrection.86 He is not a Christ-figure in any
allegorical sénse, howevef, because there is no one-to-one
correspondence between the idea of the historical Christ and
Benjy as another representation of him, At the end of the
book, when Luster takes Benjy on his weekly pilgrimage to
the cemetery, he decides on 2 whim to turn left around the
gquare instead of taking the usual right turn. In folklore,
left is associated with the sinister, and Benjy immediately
Eellows in protest.87 He 1s not satisfied until they have
turned around and ", . . cornice and facade flowed smoothly
6nce more from left to right; post and tree, window and

doorway, and signboard, each in its ordered place" (pe 336).

8lcleanth Brooks, William Faulkner: The Yoknapatawpha
Country, p. 343.

85Peter Swiggart, The Art of Faullmer!'s Novels,

pe. 180,
861 aggoner, Op. cites Do Ll}e
87Ibid. F] _Do 60.
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He does establish an order and a right way and a wrong way,
but the order is absurd--it has no meaning except tha%.he
wants things as he is accustomed to having them,

When assigning the roles of comic villain to Jason
and tragic hero to Quentin, Backman, liks most critics,
never even mentions Quentin IV, the girl.88 Yet she is the
" only character who acts as a successful Hero in the novel,
She makes a decision to steal Jason'!s money and run away,
and she does it. She gets away from Jason, her grandmother,
and Jefferson because she chooses to, Like Huck heading for
the Territory, her decision may not bring her happiness, but
she has made the decision and, in doing so, refuses to be
the vietim of purs circumstance.

The corplexzity of the symbols and imagery in this
novel would require a volume larger than the book itself to
explicate fully. For instance, the image of water recurs
frequently ag a symbol, Associated with Caddy, 1t can have
its traditional meaning of physical fertility. Assoclated
ﬁith Quentin and with shadows, it can suggest the uncon-
sclous, or even the ". o o waters of death and rebirth into
wﬁich he escapes in a final ritualistic purification."89

There are several cther symbolic motifs that simply cannot

88Baclman, Major Years, De. 0.

89Dau.ner, ODe Cito, De 1590



30
be taken up in this study, but they all fit together to
create a theme that is most concisely defined as a quest
for the meaning of time, but which cannot be defined in one

sentence (or two, or three) because it took The Sound and

the Fury to create it. 1In this novel Faulkner truly achieved
the language of symbol that makes the story timeless and
"universal,

Swiggart insists that As I Lay Dying lacks the social
"myth" that he finds in The Sound and the Fury and that the

", . . absence of mythological themes in As I Lay Dying is
all the more striking in view of the atmosphere of family
loyalty and epic heroism which dominates the action,"9C0 On
the other hand, most critics.have found the actlon of this
novel to be more readlly suggestive of some version of
archetypal themes than the previous one, Chase sees it as
a ", « « comic fable about piety towards the dead and the
éadredness of promises to the dead, . « " carried by the
themes of the Strenuous Journey and the Quest, 9t Backman,
foo, reads it as a fable, but one ". . « 2bout Addie's gquest
for salvation . . ." and the ", . . testing of three sons

by fire and water.,"92 Chase's reading seems to be even more

90swiggart, op. cit., p. 110,
91Chase, op. cit.s; ppe. 207-208,

92Backman, Major Years, ppe 62-63,
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of an oversimplification than any suwmmary or generalization
is bound to be, He does add that the quest is a search for
ldentity, as exemplified particularly by Darl,?3 Backman's
analysis perhaps sentimentslizes Addie, since one of the
first things the reader learns about her is how thoroughly
she has beccme convinced that the only salvation is the
" grave, He adds that the story is finally that of the tri-
umphant love of Addie and Jewel for each other, of the two
people who are committed to action and not words.gu This
may seem a rather questiohable triumphe. According to
Waggonery, the story depends on a structural metaphor which
is "y o, o & journey through life to death and through death
£0 1ife, « o o" as a search for a lost center of value.9>
Brooks suggests that one of ﬁhe principal themes might be
the nature of the heroic deed and an examination of the
motivations behind it--Anse, Dewey Dell, and even Cash have
ﬁheir own reasons for wanting to go to Jefferson besides the
stated purpose of burying Addie, and they are all death

drives, as will be shown.%¢

93Chase, op. cit., p. 208,

9uBackman, Major Years, p. 66,

95Waggoner, op. clt., p. 62,

968rooks, Eidden God, p. 1L3.
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One ocritic considers Anse the central‘character.97
However, Anse does not change, does not develop, He feels
bound to keep his promise to bury Addie in Jefferson, but he
is also ready vo take advantage of the opportunity to go to
town to buy some false tecth, imitations of living matter,
Addiet's death is an interruption in the routine passage of
" time for the whole fanmily, but 1t is only a temporary stop
until she is buried and Anse remarries.%8 As head of the
family, he is a foolish VWise 01d Man, He does nct seem to
have the vaguest understahding of what has gone on in
Addie's mind during all their marriage, and it is difficult
to tell whether Lnse really regards his promise too sacred
- to break come hell or high watesr, or if what Samson says of
him is true, that
e e o 1t takes a lazy man, a man that hates moving, to
get set on moving once he does get started off, the same
as he was set on staying still, like it ain't the moving
he hastes to much as the starting and stopping. And

like he would be kind of proud of whatsver come up to
make the moving or the setting still look hard (p. L17).

O!Connor views Dewey Dell and Vardaman as ", « o SOme-
thing less' than human, one characterless, the other close %o

idiocy."99 This seems to be another clumnsy reading. Dewey

97Charles Allen, "William Faulklner: Comedy and the
Purpose of Humor," Arizona Quarterly, XVI (Spring, 1960), 63.

98uaggoner, op. cites DPe 73.

9%7i111am Van O'Connor, The Tangled Fire of William
Faulkner, p. 50,
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Dell may be ignorznt, but she is hardly characterless, She
would be a perisct Earth Mother, ". « « a wet seed wild in
the hot blind earth,  « «" (p. 38lL) but the lack of a
husband makes her want to abort her pregnancy. She is basi-
cally strong willed, and although she says she would like to
have time to worry about her mother's-death, time to grieve,
" her first concern is to get to Jefferson so that she can buy
a drug to cause the abortion, This motive is obviously con-
nected with a death drive., 3he keeps reminding her father
of his promise to Addie s0 that he will not give up and bury
the body befecre they make it to town. She also realizes
that Darl has figured out her situation and she hates him
for it, enough to turn him in for burning a barn in his
attempt te destroy their rmother!s stinking corpse, and
deeply enough to pounce on him and beat him when the author-
ities come.loO Vardaman is a child, not an idiot, 1In fact,
he‘is a Miraculous Child. He catches a fish just before his
mother dies, Waggoner explains the fish in terms of the sym-
bol of Christ, and as Vardaman associates his mother with
the fish, the cutting up and eating of it becomes a ritual
whereby she will live on--", , , she will be him and Pa and
Cash and Dewey Dell and there woh’t be anything in the box

"

and so she can breathe, o « « a8 Vardaman says.101

100Waggoner, op. cites Pe 75

10l1bid., p. 66,
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Addie herself is an enigma.lo2 Sne is at the center
of the novel, since the action revolves around her body.
Even alive, Addie cannot be a life force when she belileves
that "e + « the reason for living is getting ready to stay
dead, « o o" (Pso 467) but she does exert a power over her
‘family even after she is dead, and they refer to her in the
“coffin as though she were still alive, Backman points out
that, when they try to cross the river,

Addie in the coffin seems a life-in-death symbol, like
one of Frazer's drowned gods . o o and the fish symbol-
ism (the fish is a life symbol of immemmorial anticuity)
suggests that she is fundamentally still alive for her
family,103
But Frazer's "drowned gods" are the dying and reviving gods,
and this dip in the river does not lead to rebirth, This
Strenuous Journey does not lead to salvation for anyone.
There can be no rebirth without death, and the Bundren
family seems unable to recognize the full import of Addie!'s
death, at least they refuse to give in to circumstance and
cormon sense and do not get her buried for nine dayse. Thus
ﬁhe death and rebirth pattern becomes ironic,

The death and rebirth pattern usually carries with it

the identity theme,10t Darl is troubled by the problem of

1021pid,., p. 83,
103Baclanan, "Sickness and Primitivism," p. 65,

104p, ¢, Hoffman, Form and Fable in American Fiction,

Pe 355,
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establishing or finding an identity.los He becomes, then,

the unheroic hero, He becomes insane trying to discover
what he is, perhaps because, in a way, he knows too much,

He 1s very conscious of identity and seems to know somehow
that Anse is not Jewel'!s father, His madness actually makes
him an objective observer because he is past caring about

" the events and the family; he merely turns them over in his
miﬁd, trying to discover what he does not lmow--"I don't
know what T am. T don't even know if I am or not."106 e

", . . a Tiresias who foresuffers allJ"1C7

becomes a seer,
His is a ", . . poetic madness, the isolated self,"108 mpe
. hero can be isolated frcm society in two ways: he 1s some-
how different from other people, and his quest takes him
away from home109 Darl is different from his family because
he recognizes that the rotting corpse needs to be disposed
of without waliting to get to Jefferson, promise or no prom-
ise, and he burns a barn down trying to do it, Because of

this attempt to do something, he is permanently taken away

from home to an asylum in Jackson,

105¢hase, loc. cit.
106,

.

Jaggoner, 0De Citey, DPe Tl
107_]_:_—92.;,@;. s Do 720

1088ackm2n, Major Years, pe 55

1C9Ihav tiassan, Radical Innocence, p. 10l,
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Cash and Jewel are also two unsuccessful parts of a
Hero: Cash with his work and physical suffering endured
without complaint, and Jewel with his heroic actions in
saving Addie's body.llo But both kinds of action become
ironic, for Cash's suffering is ridiculous, if not masoch-
istic--he must have known that it was stupid to try tc set
" his broken leg with cement, and Jewel's saving of Addie
seems absurd when all he saves is decaying flesh, Cash does
scsem to develop as a character, in some ways. His narration
in the early part of the book is fragmented and concerned
only with the mechanics of thingse-~his list of meaningless
reasons for making the coffin on the bevel; for instance, as
if it really makes any difference how he makes it, and his
repeated insistence that, "It /The coffin/ wasn't on a
balance, I told them that if they wanted it to tote and
ride on a balance they would have to . + " (p. L58), After
fhey have reached Jefferson, Cash begins to notice what is
going on around him:
| e ¢ o it seemed to me that when Jewel worked so hard to
get her outen the river, he was going against God in a
way, and then when Darl seen that it looked like one of
us would have to do something, I can almost believe he
done right in a way, But I don't reckon nothing excuses
setting fire to a mans /sic/ barn and endangering his
stock and destroying his property. That'!s how I reckon
a man is crazy. That's how he can't see eye to eye with

other folks. And I reckon they ain't nothing else to do
with him but what the most folks says is right (pe 510},

1108rooks, Yolknapatawpha Country, pe. 1li3.
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Later, he adds, ". . . it is better so for /Darl/. This

world 1s not his world; this life his life.," This seems to
be Cash's answer to what Waggoner was cited earlier as call-
ing the searéh for a center of value, Although he has an
Inkling that Darl was right, practical Cash believes that
property must be more important. The majority opinion

" decides what is right, so there are no absolutes for him,
not even death. If the majority of the Bundren family sets
the standard for sanity, then Darl has little cholce but to
go crazye. Thus the entire story pattern becomss ironic, and
only Vardaman ends up with anything. He recognized death,
but resolved it in his own mind but creating a belief, a
faith--", + o my mother is a fish," He instinctively con-
nects himself with Darl, who also recognized death, by

repeating, "

e o o my brother is Darl,"

In Sanctuary, O'Donnell believes theat Faulkner has
created an allegory, with Temple Drake representing "Southern
Womanhood Corrupted but Undefiled" accompanied by Gowan, who
is "Corrupted Traditicn,"” until she falls into the hands of

Popeye, who 1s "amoral Modernism,"

and- every other character
Is 'also a type or a caricature,l1l Popeye may ove amoral,
and he is described in the mechanical images that lead

O'Donnell to dub him Modernism, but it 1s difficult to see

1110'Connell, op. cite, Pe 28,

L
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Temple as anything but Corrupted gnd Defilsd, Cowley also
reads the book as an allegory, that of the Rape and Corrup-
tion of the South, although he does not think it is so
sompletely connected and patterned as 0'Donnell would have
it 112 Reading this novel as any such allegory makes a
rather trite story of it and ignores important facts about
the characters, such as Raped, Corrupted, Undefiled Temple's
nymphomaniacgl lust for gangstér Red and her indirect murder
of Goodwin by her false ldentification of him as the rapist.
Waggoner, on the other hahd, finds little soclal criticism
in Sanctuary, even though that type of theme is what -
Feaulkner chose to emphasize twenty years later in the

sequel, Requiem for a Nun.ll3 Waggoner considers Sanctuary

. e « a hovel of pure despair whether or not it was so

tntended, "1l This novel, as Faullmer's work often does,
shows ", « « man's initiation into the nature of reality
,. . " through the discovery of evil, as when Horace Benbow
finds out that evil penetrates ", . o every kind of rational

or civilized order."11l5

112¢owley, "Introduction," The Portable Faulkner,
p. 13. ’

113waggoner, op. cit., p. 96.
114 1pid., p. 97.
115Brooks, Hidden God, p. 25.
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Benbow'!s ", , . struggle with the forces of evil . o "
is the central conflict of the novel.116 Millgate identi-
fies Benbow as the protagonist becauss he undergoes the
greatest change,117 for he ", . . finds the ultimate outrage
in the discovery that there is a 'logical pattern! to
evil,"118 Some insight into Horace's character is given by
"Ruby when she first hears him speaking--". . . a quick,
faintly outlandish voice, the voice of a man given to much
talk and not rmwuch else'" (p. 10). He is another archetypal
Hero who cannot succeed at anything, He is run by the women
in his famlly, and his 1dealistic, heroic attempt to save
Goodwin fails as completely and ignominiously as it possi-
bly could,

Vickery points out similarities between Horace and
Popeye: societ& is "intolerant" of both of them and, as
impotent Popeyve watches Temple and Red do what he cannot do,
Horace has fantasies about Little Belle's sexual experiences
in the grape arbor.ll9 Both men are "incomplete human
beings," for Popeye ". o o 1s seen only through his actions,
violent, reflexive, destructive; in contrast Horace is all

thought, sensitivity and perception but without the ability

116Leonard Doran, "Form and the Story Teller,"
Harvard Advocate, CXXXV (November, 1951), 12.

117Millgate, William Faulkner, pe 113

118waggoner, loc. cit.

119Vickery, op. cit., pe 132,
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to act effectively,"120 Popeye is afraid of many things,
like animals and the woods, out yet he is so dangerous, so
evil, that he seems like an archetypal Devil, Temple is
instinctively afraid of him, but when she is running about,
trying to find Gowan while they are at Frenchman's Bend, she
e « o met Popeye halfway to the house, Without ceasing
to run she appeared to pause, Even her flapping coat
did not overtake her, yet for an appreciable instant she
faced Popeye with a grimace of taut, toothed coquetry,
He did not stop; the finicking swagger of his narrow
back did not falter., Temple ran again (p. 29).
Popeye 1s described as having breath "hissing through ragged
teeth," (p. lth) which serves to make him appear diabolical,
but the passage just cited shows that he had some kind of
charisma for Temple, It is also revealing of Temple'!s char-
acter, While at the 01ld Frenchman's place, she cannot quitv
playing ner role of coliege flirt even though it is danger-
ous to play it there, for she is_both rapelled and attracted
by real sexuality.121 Temple is a good example of the power
of the destructive anima, She is sexually attractive, dut
she is an emasculating force on Gowan, 1s the cause of the
murders of Goodwin and Red, and is actually the final cause

of Popeye's constantly impending doom, Magny has commented

on the names "Temple" and "Sanctuary" as significant in

1201p34,

1211p4d4,., p. 130.
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recognizing the religious implications of the novel,122 but
Waggoner expresses some doubts as to whether the "violated"
Temple ever held anything sacred in the first place.123
Temple undergoes no more change than that of becoming morse
intensely and openly what she started out as-~-a shallow,
vain young girl who has little understanding of her own
" motives, and who 1s therefore dangerous to those around her,

Horacels wife, step~daughter, and sister also fit
Into the pattern of the wicked anima. Belle and her daugh-
ter seem to regard Horace‘as not terribly important to their
lives, and help keep him in the role of the nonentity that
he has become, Narcissa's need for social respectability
leads her to betray Horace's.case to the District Attorney,
resulting. in Goodwin'!s murder and another blow to Horacels
masculinity., Ruby is the only life force in the entire
story, She tries to care for her sickly child and is faiti=-
ful to Goodwin when he is in trouble, EHer relationship with
him shows that she does not regard sex purely as a cormmodivy,
even though she expects to have to sleep with Horace in
payment for his services as lawyer,

Aunt Jenny plays the role of Wise 0ld Man, She knows

that Narcissa is foolish, but she knows people well enough

122Robert Penn Warren, (ed,), "Chironology of Impor-
tant Dates," Faulkner: A Collecticn of Critical Essays, 70.

123vaggoner, op. cit., p. 9.
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to know that Horace's case is futile, and so she advises hinm
to forget it. Even though what she predicts occurs, she
does not provide any hope, because her advice 1is basically
that people who go against the established system are bound
to get hurt, And Horace's initiation into this reality does
not lead to success or make him a stronger man, He ends up
back with Belle, essentially ignored., Waggoner's analysis
of the novel as "pure despair" sees accurate,

Light in August is also susceptible to interpretation

as an allegory, especially because part of the story centers
around a character called Joe Christmas, an orphan who grew
up to meet a violent death at the age of thirty-three,
Besides Joe's name, other charactonyms are so obvious as to
be almost ridiculous.lau Joannals symbolic role is sug-
gested by her last name, Burden, for she ", . . accepts the
burden of working for human'betterment."lzgl Gail Hignhtower!s
‘name suggests his probiem, the way he set himself apa=: from
genuine contact with the people around him, and Joe 1is
‘finally rmardered by a man appropristely numed Grimm,126

Kazin believes that the characters become only generalized

12l charles Shapiro, (ed.), "The Stillness of Light
l% August," Twelve Original Essays on Great American Novels,
261,

1ZBWaggoner, op. cit., p. 112,
1

1263hapiro, ov.

—trny

cit., pe. 202,
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symbols instead of complex human beings.l27 He adds that
"Joe Christmas, then, is really 'man’' trying to discover the
particular man he 15,1128 Gold, however, argues that Joetls
name could be anything and the story would still be the same
because he is an individual as well as a type.l29 This
estimate seems the most valid because Faulkner spends many
pages deplcting Joel's childhood, which is that of an indi-
vidual, and the development of his actions and motives,
Chase adds that Joe is a Christ-figure only in a distantly
symbolic way, but he nevef gquite explains the connection,130
Millgate agress, explaihing that the Christ-imagery used to
portray Joe is not to make him a Christ-figure, rather, it
is to emphasize his role as a sacrificial vietin,131
Although Joe definitely has an archetypal character in
addition to his own personal traits, his life does not
parallel that of the historical Christ, nor is it a simple
inversion of the role, Christ developed from Miraculous
Child to Hero to Scapegcat, Joe is not the type of man who

brings new meaning to life, but is an ", « « incarnation of

1271bid., p. 161,

128_Ii-;i_g., p. 150,

129¢014, Metaphor to Discourse, p. LO.
13OChase, O0p. cit.y P. 213,
131Mil1gate, William Faullmer, p. U7.
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human suffering,"132 He is consistently the Scapegoat, and
" « o We are asked to see Christmas's death as a cruci-
fixion despite the fact that Christmas is in every imaginable
way different from Jesus o « o We are asked to feel . o o
that he epitomizes the human situation,"133 Although Gold
considers Joe a tragic hero,l34 he is incapable of function-
ing as an archetypal Hero, because his actions are either -
ineffectual or absurd, Llke Darl, he is on a Quest for
identity, and his wanderings are evidently completely hap-
hazard, uncalculated, and'therefore useless, Bub accordin
to Kazin, Joe is only the ", . . man things are dons to, the
man who has no free will of his own . « . and who lcoks fox
an identity by deliberately provoking responses that will
let him be someone. » . o"135 This statement is only
partially true, for Joe, at least, believed that he did have
free will, When Joanna is pressing him to marry her, almost
‘glves in, then thinks: "No, If I give in now, I will deny
all the thirty years that I have lived to make me what I
chose to te" {p, 251). One critic draws a parallel between

Oedipus and Joe in the theme of a search for identity. This

1328hapiro, ope clte, Do 153.
133waggoner, cp. cite, pPo 103,
13L"Czold, Metaphor to Discourse, p. 11O,

135ghapiro, op. cit., pe 151, Italicized in the
original,
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can be only a superficial comparison, however, for Oecdipus
did not realize that he dld not know his true ldentity, and
it is the discovery of identity that causes his downfall.l36
Joe never does know for certain who he is and whether or not
he has any Negro blood, and the uncertainty is on his mind
almost constantly, Campbell connects Joe and Hightower as
"e o o they are both led into a realm of disastrous fanta-
sies by thelr brooding over a world out of joint."137

Hightower 1s the protagonist in the sense that he 1s
the character most changea by the events in the story-~he
has been withdrawn, "immune from human feelirg," and until
too late, refuses to try to save Joe, but he does help Lena,
and in doing so begins to become aware of "e o o his ines-
capable responsibility for 2ll his actions and of his
essential 'oneness! with his friends « « « and everyone he
has known,"138 He has played the Wise 0ld Man, with no one
"to listen to him for years but Byron, and eventually Byron
turns down LEightower's advice and Jjudgments, After
Christmas's death, Hightower remembers his past, his con-
gregation, and his dead wife, and for the first time he

realizes that he caused the fallures and was not Jjust a

136Longley, ov. cit., pe. 165,
137Campbell, ope clte, Do 21k,

13811111gate, William Faulkner, p. 50,
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victim of them:

I came here where faces full of bafflement and bunger
and eagerness walted for me, waiting to believe; I did
not see them , « « I brought with me one trust, perhaps
the first trust of man, which I had accaspted of my own
wlll before God; I considersd that prcmise and trust of
so little worth that I did not know that I had even
accepted it., And if that was all I did for her, what
could I have expected? what could I have expected szave
disgrace and despair and the face of God Turned away in
very shame? Perhaps in the moment when I revealed teo
her not only the depth of my hunger but the fact that
never and never would she have any part in assuaging of
it; perhaps at that moment I became her seducer and
murderer, author and instrument of her shame and death,
After all, there must be some things for which God can-
not be accused by man and held rcsponsible, There rmst
be (ppe L6L-L62),

Like, Horace, this recognition is not a pleasant one, but a
horrible one which does not necessarily promise good changes
in the mant's life,

Byron Bunch, in his quiet way, plays the Hero, He
does all he can to help Lena, and by the end of the nowvel he
has even given up the kind of religion that he has practiced
faithfully for years when he tries to seduce Lena in order
to be a man for her, Unfortunately, Lena will not treat him
as a man, will not even turn him down as a man, but treats
him like a naughty child, saying "You go and lay down now,
and get some gsleep.,  We got another fur pilece to.go tomor-
row" (p. 477). Chase recognizeé her as a "bovine earth

1t

mother" and remarks that she brings ". « . echoes of ancient

myth and ritual, . . " but never says how or which,139

139Chase, OD. E_j-_t.’ De 212,



L7

Lena is "all fertility" in contrast with the other main
characters, who are “all‘barrenness."lbrO Yet even Lena 1is
not a wholly sympathetic character, She is always saying
that she does not want to be any trouble to anybody, but she
always is. She is elther dangerously mentally slow to catch
on to things or she just refuses to, After Lucas has obvi-
ously run away from her for the second time, she tries to
follow, not even knowing which way he wenlt, and all the
while taking advantage of Byront!s dog-like devotion to her.
She would not dream of imposing on the furniture dealer that
they hitch a ride with, but she ends up sleeping in his
truck and he is the one who ends up on the ground, She just
always knows that someone will always take care of her, and
she simply expects it.

n contrast with Lena, Joanna Burden is a virgin
until she is forty-one and remains childless after she takes
‘Joe as a lover, Her frustrations battle with her Calvinist
consclence until she becomes insane, She does manage to
exert a power over Joe, HHe knows that he must get away from
her, and decides to leave, "But that was all, When
Saturday came, he did not go « « « 'I'1l go next Saturday'"
(pe 252). And he does not get aﬁay until they are simul-

taneously ready‘to kill each other, Joanna is Joe's false

14O0shapiro, ope ¢ibes pe 149,
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anima, leading him to his own death by driving him to kill
her, She accepts him because she belilieves he 1s part lNegro,
not just because he 1is a men. Ll She and Joe and Hightower
are death-driven figures, in contrast with Byron and Lena.lu2
A1l the characters in this novel are thoroughly developed as
individual personalities, so much so that they are neces-
sarily archetypal rather than allegorical,

Of Absalom, Absalom!, one critic has stated:

This is the story of Thomas Sutpen, stripped of its
savagery and complications, and with no hint in fterms
of myth, tragedy, or allegory. Regardless of its mean-
ing, Absalom, Absalom! is one of the rmost extraordinary
psychological mysteries oﬁ all time, because its method
is frankly experirental,ld3

This reading is definitely a minority opinion., Backman
draws parallels with the Oedipus story because_the charac-
ters in the story fail to recognize blood relationships
between themselves.lllt Thompson believes that Faulkner
’emphasizes the theme of the violation of family ties by
using specific mythic analogies~-the Oresteizn trilogy and
the biblical story of David and Absalom.lﬁs Similarly,

Campbell sees the theme of the book as the curse on the

lthaggoner, op. cit., p. 112,
U 2Backman, "Sickness and Primitivism," p. 68.
lLP-3A11en, ov. citey pe 211,

luuBackman, Major Years, pe. 106,

lLl-SThompson, OD. Cito, Pe 630
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house of Sutpen, and incest and miscegenation are instru-
mental in its downfall. M0 Lind also finds the plot
analogous to Greek legends, but qualifies his statement by
stating that the comparisons are loosel 7 This qualifica-
tion 1s important to keep from over-emphagizing the pattern
of the plot outline,

Agein there is the usual disagreement among ecritics
as to what actually happens and whose story it is., As

Foster sees it, "

e o « the central dramatic situation
invelves denry Sutpen's léve (verging on the homosexual) for
his half-brother, Charles Bon,"48 Others see Sutpen both
as a source of evil and as the only heroic figure,lL9 But
it is the process of Quentin Compson's imaginatidn and
reconstruction of events that endows ", . « relatively mean-
ingless facts with significant and useful meanings."lso The
"truth" about the Sutpen family is never certainly presented,

for the few known "facts" of the story are subject to inter-

pretation by the narrators, Rosa Coldfield and Quentin's

1L6Harry M, Campbell, "Structural Devieces in the Work
of Faulkner," Perspective, III (Autwumn, 1950), 215.

14711se Dusoir Lind, "The Design and Meaning of
Absalom, Absalom!" PMLA (December, 19%5), g88o,

lhstster; op. cit., p. 182,
1H9Backman, Ma jor Years, p. 108,

150Thompson, op. cit., p. 56,
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father, and uvltimately by Quentin himself.lsl Baclkman
states that Quentin, in recreating the story, ". . o is like
the victim of a nightmare, frozen into paralysis and rapt
attention by the horror and fascination of his dream,"152
Backman may have touched on something beyond that which he
meant to imply in this statement., The archetypal figures
can not oniy be expressed individually by dominating charac-
ters in literature, they can all be present in one character's
personality, Just as they are all present in the subcon-
scious of every living human being.153 According to Jung,
these archetypes must be in accord with one andther, or the
individual is in trouble, just as Quentin was when he tried
to repress or eradicate his instinctive nature in the Shadow

in The Sound and the Fury. The archetypes make their con-

flicts felt in the consciousness by making the individual
unhappy or by making him create difficulties for himself,
‘The figures may be confronted "face to face" in dreams or
even in waking fantasy. The individual must come to terms
with these archetypes, the various facets of his subccn-

scious self, even though it may be a painful process.lSQ

151Miligate, William Faulkner, p. She

1528acimian, Major Years, p. 111,

153¢ar1 Ge Juhg, The Integration of the Personalifty,
ppe 17-2L.

15k 1v14,., p. 20.
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As Quentin recreates the Sutpen story in his own mind and
becomes emotionally involved, it may well be that he is
unconsclously reshaping the characters in terms of the
conflicts amorng the archestypes in his own psyche, and the
characters as the reader knows them exist only in Quentinls
mind until it becomes impossible to tell how rmeh relation-
ship they bear to the historical characters. Millgate does
no% deal with this type of interpretation, but he makes some
statements that are indirectly useful, as when he states
that the questioning by Shreve helps Quentin in ". « .
exorclsing the Southern ghosts which inhabit his body and
mind, « « " and ", . . at least brings Quentin to a fuller
kmowledge both of himself and his region.".55 This is a
reasonablce reading on the level in which Quentin might be
in conflict with his society, but it also might well be that
it holds true for Quentin's personal South, his unconscious
‘M"negion," As Lind corments on the style, ". « « the unceas-
ing flow of language gives the effect, as in lloby Dick, of
"being tapvped under pressure from unconscious or supracon-
scious sources,"156

Miss Rosa, the first narrator to Quentin,-is an

appropriate character to become, as he listens, a figure

155Mi11gate, William Faulkner, p. 157.

156Lind, '2:9_‘ Cito’ p. 289.
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who can introduce him to his troubled unconscious, She is
a physically and psychically misshapen spinster.157 She hag
remalned staunchly in her past, always dressed

o « « In the eternal black which she had worn for forty-
three years now, whether for sister, father, or nothus-
band none knew ., . o talking in that grim haggard amazed
volce until at last listening would renege and hearing
sense gell-confound and the long-dead object of her
impotent yet indomitable frustration would appear, as
though by outraged recapitulatlon evoked, guiet inatten-
tive and harmless, ouu of the biding and dreamy and
victorious dust (p. 8).

And as she related the story of Sutpen, Quentin thouuht.

e o« o She resembled a crucified child; and the voice not
ceasing but vanishing into and then out of the long
intervals like a stream, a trickle running_ from patch to
patch of dried sand, and the ghost Zgutneg/ mased with
shadowy docility as if it were the voice which he
haunted where a more fortunate one would have had a
house (p. 8).

Rosa tells Quentin that she tells him the story bezause he
is going sway to school and that perhaps he will want %o
write 1t up and sell it to a magazine. "Yessum," Quentin

~said., "Only she dont mean that," he thought. "It's because

she wants it told." (p. lO).158 She is the destructive

-anima, full of the past and bitterness, never producing any-
thing, but she tries to tell Quentin something about her
conflict, her resentment for 3Sutpen, who for her was "evill's

source and head" (p. 18).

1571bid., p. 282,

1581ta1icized in the original,
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Sutpen, a Devil of archetypal stature for Rosa, also
has the qualities of the Hero, He is definitely the man of
action, but he succeeds and then loses everything. He
"tears" a plantation out of the untouched wilderness, but
the wilderness eventually reclaims the land, His wife is
not a successrul earth rmother, but she avoids conflict by
progressively becoming more childish than her own daughter,
The daugnter, Judith, is quiet, reserved, and invariably
calm,‘even when her lover is killed by her brother, She is
hardly a conventional womén; she seems to know somehow what
will happen before it happens. Henry, the son whom Sutpen
had planned for should be the Miraculous Child who grows up
Into a Hero, But Henry meets Charles Bon, and both he and
hls sister become enamorcd of him, Henry both loves and
eventually destroys Charles, Charlies is everything Henry
13 not--sophisticated, world-weary, and distinctly un-Puritan
-in 'his moral standards, He is Henry's Shadew figure, and
literally as well as symbolically his "dark brother," And

"Henry eventually kills him for, he thinks, the sake of the
sister, and must run away. If Henry could fully accept his
Shadow wniting with his anima, he would not have to run
awaye. He can accept incest, becéuse he can accept the fact
that Bon is his Brother and that Judith is theilr mutual
sister, but he cannot accept miscegenation because of Bon's

inferior, "Negro" blood and heritage,
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Quentin's Wise 0ld Man father tells what he kows of
the story, but, like Miss Rosa, leads the way to fantasy
when he begins assuming things--"perhaps™ it happened this
way, "probably" they, . o« o she "must have" , . . When
Quentin in his turn relates the story to Shreve, Shreve too,
begins filling in events, They both become so absorbed in
creating the story that they do not even know who is talking:
Shreve ceased, That is, for all the two of them, Shrave
and Quentin, knew he had stopped, since for all the two
of them knew he had never begun, since it did not matter
(and possibly nelther of them conscious of the distinc-
tion) which onc had been doing the talking, So that now

it was not two bvut four of them riding the two horses
through the dark over the frozen December ruts of that

Christmas Eve: four of them and then just two--Charlag-
Shreve and Quentin-Henry o « o (De 33@;

.
And finally, ", . ., both of them /Quentin and Shrevg7 were
Henry Sufipen and both of them were Bon, compounded each of
both yet either neither . . " (p. 351),

Quentin 1s msking the face to face confrontation with

"his unconscious, and i1t 1s indeed a painful experience as he
becomes associated and then absorbed in Charles and Henry,

" the two halves of one archetype, There is no one of the
characters in the reconstructed story, and therefore no
a;chetype in Quentin's personal unconscious, who exerts the
positive side of the figure, A'éuccessful journey by an
individual into his unconscious leads to the "deep center"

where he can accept his own death, and the acceptance leads



immediately to a symbolic rebirth.159 Quentin fantasizes
the fire in which his double dies, but there is no emergence
of hope., Shreve tells Quentin,
You'l've got one nigger left, One nigger Sutpen lefi,
/Jim Bond/ Of course you can't catch him and you don't
even always sees him and you never will be able to use
him, But youtve zot him there still, You still hear
him at night sometimes, Don't you?
"Yes," Quentin said (p. 278). Bond is the last blood con-
nection with all the other characters, and he is the only
one wno remains alive, completely retarded and degenerate,
Shreve'!s presence both in'actuality and in the fantasy
serves ac the link between the two kinds of reality, but he
cannot help Quentin reconcile or escave either one of them,
He asks Quentin, "Why do you hate the South?" "I don't hate

it," Quentin said, quickly, at once, immediately; "I don't

hate it," he said., I don't hate it, he thought, panting in

the cold air, the iron Mew England dark; I don't, I don't!

I don't hate 1t! I don't hate it! (p. 378).160 of course,

Quentin's protests indicate that ne does hate, or perhaps

fear "the South," simultaneously his social background and

his unconscious, Again, like Sanctuary, Absalom, Absalom!
is a book filled with despair,
It has been established in thke beginning of this

chapter that a significant number of critics have concluded

159%artin, ops cibtes Be Sle

160Ttqlicized 1n the original.



56
that Absalom, Absalom! was Faulkmer!s last truly great

novel, The short stories are another matter and will not be
considered here, DBut there is one quite long short story
that 1s often anthologized as a complcte work in itself,
without the other stories that make it a part of the novel,

Go Down, Moses. The story is "The Bear," and it can be

shown to e a transitional work in the development of
Faulknert!s use of myth at the same time his conclusions
begin to shift from despair, or at best, resignation, to
affirmation. O!Connor declares that in "The Bear" and the

works following it, "« « « in prlace of the sense of doom, of
tragic inevitabilities, or of an 0ld Testament harshness,

one finds a sense of hopefulness, a promise of salvation,"161
This statement is true if Ike can be seen as a positive Hero,

As for the use of myth, Gold believes that Faulkner has

definitely changed from the creation of myth and has ", .

adopted here the characteristics of allegory and essay and
that several participants in the action are emblems rather
than characters--a gsituatlon which never occurs in the work
of the previous two decades,"62 This statement seems to
hold true fo1» the characterizations of Sam Fathefs, Eoon,

and the two animalis, Lion and Ben, but the main character,

161lctConnor, op. cit., p. 125,

1626014, Metaphor to Discourse, p. 49,
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Jke, is fully developed as an individual, especially in the
controveréial fourth section, What does seem to be happen-
ing is that the events and characters parallel archetymal
patterns, rather than individual archetypes, rmuch more than
they have in any of Faulkner's previous works, The hunters
and the animals meet each year, ". . . like the opposing
forces of 1life and death, gods of the waxing and waning year,
e« o o to fight for a "mother-bride-destroyer"” goddess who is
greater than either group-~-the wilderness itself.163 it is
also the archetypal Initiaticn into Maturity for Ike.lOW
Everywhere the mystery /of initiation/ begins with the
separation of the rnieophyte from his family, and a
'retreat! into the forest., In this there is already a
sym%olifafion of deaph; the foreft, tEeﬁju?g%e and the
darkness symbolise the beyond, the Shades.-°
There is usvally a hut or cabin in the forest which symbole
izes the maternal womb.166 This fits the story of Tke's
journey and gradual initiation into the ways of the forest,
- Lewls points out that Jung has found that the Herols rebirth

often comes from an animal usually thought of as nale,

and that

163w, R, Moses, "Where History Crosses Myth: Another
Reading of 'The Bear,'" Accent, XIII (1953), 22-23,

16hjohn Lydenberg, "Nature Myth in Faulkner's ‘'The
Bear,'" American Literaturc, XXIV (March, 1952), 62,

165Mircea Elilade, Myths, Dreams, and Mysteries,
Pe 197,

1661bid.
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Ike first shares in 21ld Ben's 'furious immortaliity! dur-
ing that e*fwaordinary episode, like a dream in color,
when he prnet“ates The heart of the forest, finds the
(sacred) trec . ZThg? stands in the presence, of the
wilderness God, It is & liberating experience.lt7
This interpretation of Ben asgs a "wilderness god" should be
taken as complementary to the analysis already cited in
which the "mother-bride-destroyer" goddess is the wilderness
itself, for if Ben is the god of the wilderness, as more
than one critiec has made him, then he could not be destroyed.
He must surely be the representative of a wilderness that is
something mcre than the physical forest or even the idea of

one that can be literally destroyed by loggers or anything

else., Like Absalom, Absaleom!, the important theme 1s the

one that happens in the mind of Tke, and what he discovers
is not merely that real land should not be owned or that the
forest should not be cuvt down., This is why Sam Fathers and
the animals are not realistic., This point should be clearer
- after an examlinaticn of Ike's character,
When he comes to the wilderness at the age of ten,

Ike is a Miraculous Child., He Instinctively knew what the
hunting camp would be like before he had ever seen it, Ee
g;ts his first lessons in hunting for big game, but he can-

not see 0ld Ben until he goes out on hls own., Agaln, this

167R, W, B. Lewis, "The Heroc in the New World:
William Faulkner's !'The Bear '" Kenyen Review, XIII (Autum,
1951), 658,
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fits the archetypal pattern of the initiation rite.l68

Ike'!s leaving of the gun, and finally also his watch and
compass, in order to be able to see Ben has been discussed
in terms of putting aside corrupting mechanical things.l69
One might also add that these items might be assoclated with
the identity theme., Tke must leave his premature, artifi-
cigl masculinity, which gives him identity as a hunter, but
he must also lose himself in time and place in order to see
Ben, These Journeys and Tasks from the hunting camp lead to
his rebirth as a Hero, fof Ike ", o o must attain the sense
of being and of the unity of his being with the wilclerness

e « o In learning of the wilderness, /he/ had learned of
God"170 Ultimately then, the land itself is recognized as
the Earth Mother in Ike's mind, and in the death and rebirth
initiation he discovers his own deep center, The wilderness
Is not an emblem that is used in creating what Labudde and

" others have called ", . . an affirmation of Primitivism,
Civilization is evil . . ."171 Tke said himself that he did
not hate the dog Lion, even though 1t killed Ben, and Sam
Fathers trained the dog to kill even though he seemed to

Inow that he would have to die when Ben did,

168:11ade, op. cit., pe 198.
169Moses, CPe cites Pe 27

170Kenneth Labudde, "Gultural Primitivism in William
Faulkner'!s !'The Bear,'" American Quarterly, II (1950), 327.

17Y1b34,



60

Sam is the positive Wise 01ld lan who guides Ike's
initiation and who seems truly wedded to and part of the
wilderness Anima., He has been called the High Priest of
the nature rite, and this seems to be another wvalid title 72
He does seem to be an emblem rather than the developed char-
ecter that Ike 1s, for nothing is known about him apart from
hig association with the wilderness, In this story, he
seems to exist for the express purpose of initiating Tke and
preparing Lion for trhe kill, As soon as his purpose is ful=-
filled, ne is ready to dié.

The fourth section of the story breaks the chronolog-
ical flow of events and shows Ike's discovery of the evil
that his rurification by bloed and his initial Journey to
the deep center have prepared him for.l73 Lewis recognizes
the possibility, but not the necessity, of reading section
IV as a projection into the future, a dream of events to
come, Intuited by Ike the same way that he knew the camp
before sseing it.17h In support, Lewis notes that the
setting and dialogue become hazy and incomplete in this
section, suggestive of a dream-vision, This is an inter-

esting conjecture, and would complement an interpretation

172Lydenbers, op. Cite, Pe 624
173Waggoner, op. cit.,, p. 206,

17'4-Lewis, op, cit., p. 648,
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of the first three sections as a psychic journey, as well as
an adolescent initiation rite, without being absolutely
necessary to ite.

There are numerous other symbols in the story, btut
the point being made here doces not require that they be
sorted out and analyzed completely. What is important 1s to
recognize that although the first three sections of "The
Bear" mark a subtle change in Faulkner's use of myth pat-
terns because this one is such a direct transference, it 1is
not yet the allegory that will be found in The Fatle. The
fourth section does have some of the preachiness {(in the
dlalogue between Ike and MeCaslin) that will show up in full

force in Requiem for a Nun, but that is not to say that it

is not a vital part of Ike'!s story. After The Sound and the

Fury Faulkner used myth and symbol in a masterful way to

recreate universal myths In each novel, TFor the most part

this is true of "The Bear," but it does prefigure the total
ifting of a myth patfern for A Fable and the repetitions of

his own earlier themes that came in the later novels,



CHAPTER IIT

"PHEN IT BECAME TOUR DE FORCE . . ."

After Go Down, Moses, Faulkner'!s oubtput slowed down

considerably. Between 192 and 1951 he published only one
novel and one collection of new short stories.175 Although
A Fable was not published until three years after Reguliem
for a Nun, Faullmer worked on it from 19ll. to 1953.,176 It
1s just what its title indicates--an allegory or fable,
During World War I, a thifty-three year old Corporal, sided
by twelve friends, tries to stop the war by convincing the
regular soldiers not to fight anymore, The mutiny spreads
until even the enemy soldiers have quit fighting. The
Corporal performs "miracles" of sorts, turns out to be the
son of the commander-in-chief of the Allied armies, 1is
betrayed by one of his twelve friends and finally is tied to
a post and shot tetwcen two other men., He even has a sort
of resurrecticn when his body Is blown out of its grave by a
shell and is chosen for the grave of the Unknown Soldier,
The parallels between the events in the lives of the Corporal
and Jesus go on and one, Faullmer explained what he was

trying to do:

175Robert Penn Warren, (ed.), "Chronology of Impor-
tant Dates,” p. 305.

176yaggoner, ov. cit., p. 219.
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That was tour de force. The notion occurred to me one
day in 192 shortly after Pearl Harbor and the beginning
off the last great war, Suppose=-who might that unknown
soldier be? Suppose that had been Christ again, under
that fine big cenotvarh with the eternal flame burning on
1t? That He would naturally have got crucified again,
and T had to--then it became Lour de force, because I
had to invent enough stuff to carry this notion,dT77
His critics have noticed his obsession with the "notion"
rather than the “stuff" of fiction in this work, what
Millgate calls "the domination of the idea."l78 The meaning
of the novel is made so schematic and the abstract meaning
1s so much the most important concern of the book that 1t
becomes ", . . an intricate . o o massively documented and
sustained imaginative statement of Faullkner's opinions cn
the possibility of salvation for man,"l179 A theme so
abstract as the triumphing spirit of humanity is ". . « tan-
tamount tb having no theme at all."180 This is related to
another commonly noted problem in the book, the fact that
there are no real characters, All the major characters in
the Gospel story appear in A Fable,.but it is not the true
nature of the characters or the events that they are involved

in that make them like the Christian figures, but only their

arbitrary designations, ". . . as though Dilsey had becn

177Gwynn, OPe Cites Ds 27
178Mi11gate, William Faulkner, p. 107.

179aggoner, op. cit., ps 226,

180vickery, op. cib., pe 191,



given Jason's character and outlook and then labeled Mary
and called a virgin."181 This is where the recreation of
myth turns into the creation of allegory. The Christian
nyth 1tself is an embodiment of the archetypal Herc's
Journey, death, and rebirth, but the wholesale transforma-
tion of the events in the life of the historical Jesus into
the 1life of the Corporal does not make more than a super-
fiéial hero of him, an allegorical hero rather than a mythic
one. EHven so, the Corporal's "resurrection'" is not the same
‘as the rebirth of Jesus ffom the grave anyway. Perhaps what
the allegory does is give a humanistic Interpretation of the
Christian Gospels,
e o o pPreaching that Christ is ever with us and may at
any time be resurredted, or in other words, that man 1is
continuously faced with the responsibility of choosing
between good _and evil and must take the conseguences of
his choice,
This analysis sounds even more trite than it would have tc.
Faulkner was always a moralist, but here he is more obvi-
ously and more speciiically dealing with the problem of hope
for salvation.183 Although his social pessimism is unchanged,

1t is now expressed in a positive, yet ambiguous, moral

faith.lBh Instead of the promise of salvation offered by

181Waggoner, OPe Ccite, Pe 229,

1825014, Metanhor to Discourse, p. 1l6.,

183‘1‘]&8@0118?, OD. 9.]._-20, Pe 22G.

18}4‘V]..Ckery’ 9;2. Cit.: e 1914'-0
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orthodox Christianity, the world of A Fable has only a sort
of "hopeless hope."185 -

However, there is a fable besides that of the Christ-
figure Corporal; there 1s also the story of ths three-legged
racehorse which the Runner hears from the Negro minister.186
The horse 1s unllke any other horse in a number of ways. He
and his English groom have an exceptional relationship, to
say the least:

It was because there had developed apparently on sight
between the man and the animal something which was no
mere rapport but an affinity, not from understanding to
understanding but from heart to heart and glands to
glands, so that unless the man was present or at least
near by, the horse was not even less than a horse; it
was no longer a horse at all o « o Worthless, letting
none save the one man enter the same walls or fence
with it to groom cr feed it « . « (pe 152),
The groon and a negro hostler-minister steal the horse after
it has been injured and lost the use of a leg, and they con-
tinue racing 1t while pursued by police and detectives
cormissioned by the horse's owner, The horse wins most of
the back-country races on his three legz, and the story has
the credibility of a tall tale, The groom's relationship
with the kidnared and pursued hcrse 1s now described as

" « o the doomed glorious frenzy of a love story" (p. 154).

185Thid., pe 123

186gobert L, Dorsch, "An Intervretation of the Cen-
tral Themes in the Work of William Faulkner," Emcoria State
Research Studies, XI (September, 1962), 27.
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The three-~horse, groom, and hostler--always disappear from
one race and show up in another town a few days later magi-
cally, leaving no trace., Finally, after five years, the
groon gives up and kills the horse so that it will not have
to become a stud. The negro man is called a man of Cod, and
the white man is one ", . « to whom to grant the status of
ran was merely to accept Darkmness! emissary in the stead of
its actual prince and master" (p. 158). The negro is then
representing good, the white man is evil, and the horse

becones "

e o o the natural and indomitable spirit of man,"187
After they are separated, the Negro hostler tries to find
the groom in the war in France, telieving that ne can show
him the way of belief, The groom had believed in the horse,
which was for him a sort of énima. The whole episcde
becomes a pagan and rather absurd fable of a Journey in a
Quest for faith as embodied in the mortal norse., No one
finds faith in anything, howvever, as the hostler simply
~ states, "T can believe, and the Runner to whom he has told
the story observes:
Maybe what I need is to have to meet somebody. To
believe. Not in anything: Jjust to believe, To enter
that room down there, not to escape into something, to
flee mankind for a little while , « « Do you know what

the loneliest experience of all is? But of course you
do: you just said so, It!s breathing {(p. 203),

1871p1d., ». 28.



67

The whole struc?ure and style of ths racing tale,
with miraculous happenlags and the strange lnexplicable love
betweer thse groom and the crippled horse seems to exist and
be told for the s50le purpose of making the Runner come to
sone sort of realization, The Negro hostler-minister's
speeches draw questions from the Runner as the Runner ques-
tions himself, The Negrc speaks with the serenity and
authority of a prophet; indeed he says that God has told him
when the war will be over, He also explains to the Runner:

Evil is a part of man; evil and sin and cowardice, the
same as repentance and being brave, You got to believe
in all of them, or believe in none of them, Believe
that man is capable of all of them, or he ain't capable
of none., You can go out this way if you want to, with-
out having to meet nobody (p. 203).
He 1s a Wise 0ld Man trying to deliver some kind of faith
that must be "discovered" by his listeners, He seems to
play the kind of role that Mr. Compson tried to play for
Quentin, but Coﬁpson lacked the belief or the will to
believe that the Negro has, even though the source of his
faith is nebulous and undefined,

A Fable is unlike Faulkner's previous novels in that,
although 1t is slightly more subtle than something iike
Aesop's fables, it 1s more obvious in its themes and lacks
the full characterization of his other novels, It 1s openly

didactic in its plea for the need to believe,

In Regulem for a Nun Faulkner uses a form that is

not really like a drama or a novel, It is more like a
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"Socratic dialogue with stage directions."188 The formal,
ritualistic nature of the language and structure emphasires
the problems of gullt and Justice that Ccwan and Temple were
introduced to in Sanctuarz.189 The long prosse prefaces to
each act of the "drama" show how justice loses any real
meaning and becomes abstracted and symbolized by a court
house or a jail.190
This time Horace Benbow 1s missing from the action
and the story is Temple's, centering around her "erisis of
belief "9l Temple is st £111 the destructive anima that she
was in Sanctuery, less concerned about her husband and chil-
dren than her passion for the brother o Red, the lover who
was killed in 3anctuary. Temple finally recognizes the nced
to believe, to have some sort of faith and values.192 After
her confession in the governor!s ofrice sne~goes to visit
Nancy, saying
And now I've got to say "I forgive you, sister" to the
nigger who murdered my baby. No: It's worse: Itve

even got to transpose it, turn it around, I've got to
start off my new life being forgiven again, How can 1

Q-

say that? Tell me, How can I? (p. 327).

188ii11gate, William Faulkner, pe 96.
1891b1d., e 97 |
190vickery, op. cit., Ps 10k,
19Li1agzoner, on. cit., p. 22,
1921p14., p. 225,
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Nancy shows her the faith without question that gives Nancy
the courage to face hanging with no real regret. Nancy does
not even know exactly what it is she believes, or what kind
of life she expects after death., Like the Negro minister in
A Fable, all she can say is, "I don't /sic/ kmow, I
believes" (pe. 33L). Such faith does not come easily to
Temple, who asks,

What about me? Even if there is one and somebody wait-

Ing in it to forgive me, there!'s still tomorrow and

tomorrow, And suppose tomorrowr and tomorrow, and then

nobody there, nobody waiting to forgive me-- (pe 335).
According to Nancy, the only recourse 1is to bellieve anyway.
Temple seems to find that she, too, needs to believe,
whether or not there is actually anyghing to believe in, in
order to be able to go on living., She begins to hope for

her soul,

Anyone to save 1t, Anyone wnc wants it, If there is
none, I'm sunk, We all are, Doomed. Damned (p. 336).

What effect, if any, this realization will have on her
actions is wncertain, This would be a logical place to stop
the story, but, as Millgate has pointed out, Templel!s char-
acter is never really developed in this story, excent by
brief summaries of the events in Sanctuary.l93. This lack of
developrent is even more true of Gowan, Nancy, and especially

true of Gavine. This kind of wealkness in the book has also

1931illgate, William Faulkner, p. 96.
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. been noted by Thompson, who finds too much argument and
narration, too little action, and not enough

e o « flesh to conceal the underlying skeleton of the

allegorical morality play: Temple is cast in an awkward

role of Everyman; Gowan Stevens plays the role of

Conscience; Nancy is an uncomfortable Christ; and the

Governor only clumsily symbollizes the ultimate Judge.lgu
This seems to be a valid evaluation, although Gavin, not
Gowan, is the only logical figure to play Conscience, It is
because these characters are nct well~developed as individ-
ual personalities that they belong more in the realm of
allegory than archetype.l Nanecy 1s never known well enough
for her personal motives to be as clearly understood as they
should be, She can hardly be seen as an avenging Fury, but
her action is not heroiec, either, when she kills one child
in an attempt tc save an unhavpy home for another. She and
Ste&ens seem to exist to save Temple, Little is xnown about
him excevpt that he wants Temple to face the truth about her-
self for her own good, knowing that it will not save Nancy
from hanging. He is much less important as a person and
character than he is as an emblem,

The characters and events that were stylized and

dreamlike in Sanctuary are transferred to Reguiem as though
they were entirely realistic, so when Gavin believes that

Popeye ", . o should have been crushed somehow under a vast

194L,awvrance Thompson, Willism Faulkner, p. 132.
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and mindless boot, like a spider, o« «" he makes him a
realistic demon so that Temple was not entirely responsible
for her own sins.195 She tells Gavin, ", o » I could have
climbed down the rainspout at any time, the only difference
being that I didn't" (p. 258).

The charsacters and themes of gullt and faith are not
only reminiscent of Sanctuary and A Fable, because the pre-
vious themes of an imbalanced sense of time and of identity
are present agalin, as they were in several of the earlier
novels, Gowan explains to Temple: "The past is never dead,
It's not even past" (p. 229), Temple thinks she can dis-
tinguish herself as two different people in the past and in
the present, as Temple Drake and Mrs, Gowan Stevens, saying
"Temple Drake is dead" (pe. 226). The explicit presentation
of familiar themes in this novel is, according to Howe and
most other critics, a worthy effert but an ultimate fallure
because of the lack of real dramstic action and
Icharacterization.l96

In The Reivers, Lucius Priest goes on a Journey of
Initiaticn, but instead of going into the wilderness as Tke
dées, hz finds his maturity in a brothel in Memphis, One

way to lose iInnocence and reach maturity 1s through the loss

195Vickery, op. cit., p. 182,

196Howe, op. cibt., pe. 140,
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of virginity, and Lucius learns about this through observa- .

ion at HMiss Rebals, ILike Quentin, Luclius seems almost

obsessed with honor and chastity. Otis explains to him
about sex, and about how he {Otis) has set up a peephole
and charged a dine to let men watch his aunt Corrie practice
her prostitutvion trade, TILucius is not disgusted or even
outraged, but emotionally anguished, and he starts trying to
beat Otis, It 1s his Influence that persuvades Miss Corrie
to get out of the business. IEven when reflecting on his
theft of the car for the tr¢n with Boon and Ned, Lucius as
an old man telling the story says
e ¢« » I had bartered-~-nay, damned--miy soul; that, or
maybe the exposing of the true shoddy worthlessness of
‘tue soul I had been vain enough to assume the devil
would pay anything for: 1like losing your maldenhead
through some shabby inattentive mischance, such as nov
watching where you wWere going, innocent even of plea-
sure, let alone of sin (p. ;8$
Yet Lucius's Journey does not actually threaten dire
consequences 197

Gold calls The Reivers Favlknenr's only "theroughly

comic novel,"98 Another critic sees the story as a Marve-
lous Quest Journey with three heross, Bocn, led, and

or the title "Hero,"

s *J

f=3e

O
2

Lu01us.199 Only Lucius qualif:

197Brooks, Yolkmapatawpha Country, De 350,

198G01d, Mstaphor to Discourss, pe 17h.

1991 1zabeth M, Kerr, "The Reivers: The Colden Bocok
of Yolmapatawpha County,"
(Spring, 1967), 105-105,

-
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however, for it is his Initiation and he undergoes the most
change as a result of the events of the story, Boon is more
the perennial Miraculous Child, He 1s extremely simple and
lacking in common sense, but he does know how to plan the
trip, and he probably would have gotten away with everything
if Ned had not lost the car, Although Gold argues that all
the characters end up where they began, with no movement or
change,200 Lucius does experisnce a change--that vicarious
loss of virginity that makes him no lenger an eleven year
old child, and his grandfather acknowledges this too,
Because this is an Initiation rite, it invites comparison
with Ike'!s story in "The Bear,"20l Ned, in supervising the
races Tor Lucius and knowing how to make the horse run,

plays the role that Sam Fathers played for Ike 202 However,
that seesns to be the only similarity between those two
characters, and although Lucius struggles with his conscience
over the theft of the car and encounters evil in the form of
Otis In the brothel, his recognition is hardly the catharsis
that Tke experiences, Otis and Butch are the only thoroughly

uncomic characters in the story, and Otis, undersized,

200Go1d, Metaphor to Discourse, p. 178,

20lgyiggart, op. cit., p. 208,

D

202Kerr, ove. cit., p. 108,
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cold, and detached, 1s reminiscent of a young Popeye or
Flem Sn0pes.203

This novel, with some of Faulkner!s best humor, is
the most successful story for the Hero, who szems to have
gained more than he lost, and with less pain than Ike,
Hightower, Bentow or the others, Although it has obvious
connections with the archetypal Hero and Journey, it would
almost be a parody of his previous uses of the theme if it
were not for the seriousness of the threst presented by
Buteh and Otis to liss Cdrrie or anyone else whom they can

profit from, The Relvers is unusual for Faulkner because

of its simplicity, Faulkner uses a first-verson narrator
who is rememvering events in his own childhcod, and there is
no overworked symbolism or the didacticism that marked
Reguiem. This last novel is reminiscent of some of the
earlier works, althougn 1t does lack the depth of symbolism

that could be found in The Sound aand the Fury, Absalom,

Absalom! or some others,

203Go1d, letaphor to Discourse, p. 182,



CHAPTER IV
CONCLUSION

Faulkner's art has undergone almost every type of
critical reception, from condemnation in his early career
to attention from the public and "slick" magazines, and
international acclaim by scholars, including a Nobel Prize
and two Pulitzer Prizes, Also, his works have been inter-
preted or explicated in almost every possible way, and some
explanations that have béen given do not even seem possible,
His work haé been subjected to almost every method of criti-
cal analysis, The one method that has been most neglected
in examining a broad range of his work is the mythopoeic
approach. The wvalidity of mythopoeic, or archetypal,
criticism has already been well established with many other
literary works over a numoer of years and needs no defense
here, but it has speclzal value for Fauvlkner simply because
1% has been used relatively little in explicating his work,
The recognition of archetypal characters in fiction 1is help-
ful In understanding the inward, personal conflicts of the
individual characters, As showm earlier, the full implica-
tions of Quentin's mental associations in his section of The

Sound and the Fury are clearer when one understands the

paychological meaning of the shadow and Quentin's association
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of it with Caddy.Zou Then the reader can understand the
cause of his conflict and insanity, and not merely recognize
that ne is Insane. He becomes a person with universal char-
acteristics instead of someone who is inexplicably obsessed
with the decline of the American South's cods of honor, The

recognition of archetypal themes in a novsl such as As I Lay

:

Dying is important in understanding the full significance of
the action as it is linked with somethiang in the unconscious

mind of all people everywhere, When Absalom, Abgsalom! is

read as a story or drama ﬁithin the psyche of Quentin as
well as a historical story that he retells, it takes on new
importance as an insight into Quentint!s character, and it is
easy to see that the story is really about him, not Sutpen
and his children, any more than it is about Miss Rosa,

Soldiers! Pay makes more sense wnen it is seen that Margaret

Powers 1is a destructive anima who wants power than it does
when it 1s read with Donald Mahon in the rcle of a tragic
‘hero whom she tries to save, The book i1s still inconsistent,
a mixture of good style and cliches, with some symbols which
are effective and some which are Imposed on the material of
the story rather than inherent in it, but there are still
archetypal, universal characteristics and it 1s not quite so
trite and part of an American 1920's pattern as most critics

read it and dismiss 1it,.
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Also, as noted previously, almost every critic who
has studied all of Faulkner's novels has notices that not
cnly did his producticn diminish after 1942, but the quality
of the work changed too.205 It moved from the realm of
wniversal myth to an abstract speculation with a cast of
undeveloped characters.206 Whether this happened because
Faulkner was aging, because he had become too aware of his
aﬁ&ience and his role as an artist and was beccming desper-
ate to ", o . say it all in one sentence, between one Cap
and one period, ., . ."207 or because he had simply written
everything he had to write and cculd cnly try tc elaborate
on or explain rore explicitly the ideas he had already
depicted in the lives of his earlier characters, is Impos-
sible to determine definitely., It i1s noticeable that, in
his best work, Faulkner'!'s characters had a vitality that
made them exist artistically both as individuals in a social
milieu and as timeless, archetypal beings, Joe Christmas
“has an individual "life" within the world created in the
novel, but unique as his situation might be, he has charac-
teristics that link him wlth every other human being.

Benbow faces a dilermma in his discovery of evil and his

: 205Gold, lletaphor to Discourse, p. L.

206Vickery, op, cit., p. 120,

207Cowley, CPe Cites Do 1l

———
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attempts to cope with it that everyone has to face, whether
or not one 1is as aware and sensitive as he is, Later, par-

ticulsrly in Reguiem for & Nun and A Fable, his characters

—

tecame less archetypal because he seemed to be stressing the
universality of their conflicts and themesg so obviously that
they no longer existed as portraits of individuals.208
Jung'!s work, which was prcbably one of the most important
contributions to mythopoeic criticism in this century, may
have been known to Faulkner, When asked if he was familiar
with Jung, he would not answer directly, simply stating:
A writer is completely rapacious, he has no morals
whatever, he will steal from any source. He'!'s so busy
stealing and using it that he himself probably never
kniows where he gets what he uses , . . he 1s 50 busy
writing that he hasn't time to stcp and say, "Now,
"where di1d I gteal this froem?" Put he &id steal it
somewhers,
Actually, whether he had read Jung's works or knew about
them in sorme way or not does not change the essential point,
Gavin Stevens never has the individual and archetypal exis-
tence that Quentin, Joe Christmas, Darl Bundren, or even

slow-ninded Lena Grove had, and the characters in A Fable

never really comne alive,210

¥

208yaggoner, ov. clte, p. 222.
2O9Gwynn, 0De cites Pe 23
21Css has already been discussed, the sub=-plot of A

" Fable may atterpt some pattern tha’s borders on the mythic,
but it cannet £fit into a truly archetypal pattern,
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In The Reivers Faulkner seemed to begin to recapture

the o0ld abilily to create a world between the covers of a
book, but even though this last novel received a Pulitzer
Prize, it would be difficult to find a critic or anyone who
has studied Faulkner who would rank it with any of the
novels he produced between 1929 and 1912 (with the possiblez
exception of Pylon, which was not chosen for examination in

this studyr). Lucas Priest's experiences in The Reivers is

like a comlc recapitulation ol the Initiation process Ike
went through in "The Bear;" and is not really a new direc-
tion for PFaulkner,2ll All of Faulkner's novels and even the
short stories could profitably be analyzed from the arche-
typal approach, but that was not possible iIn this study.
This paper has attempted two things: +to0 examine a broad
enough selection of novels from the first to the last to
show, from a relatively little used perspective, what did
happen in Faullkner's development of character and theme,

and to begin explications cf the individual novels in the

process of tracing that developmente.

2l1lMillgate, ope cit., ps 109,
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