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ABSTRACT

1

Lhe purpose of this thesis is to ‘examine the development of one

of the-major themes in William Faulkner's early novels, Sartoris, The

Sound and the fury, and As I lay Dying. I call this theme .the "theme of

”family ﬁast,” and-defiqp i£ as the inflhence gf the past of an .
indiv?dual's family'uéZn his sense of idéntity, feeling;pf>éelf—wbrth,
and résponses to bresent realities, .The individual's family past consists
~of a fraternal paéa (relationship with a brother or sister), a parental
~past (Felationéhip with natural or foster parents),_and an ancestfal past
(relation;hip with forebears no ionger living). The development of the
theme of "family past" is examined in each of the three novels in turn to
" discover the similarities aﬁd differences in the techniqueé and ﬁethods
by which the theme is presented to the reéder{ih_thesé novels.

The first chapter of the thesis serves as an introdugtion to
the %opic by stating the purpose to be achieved, defining the termslﬁhich
will be employed, and outlining the procedure which will be followed.
This introductory chapter also indicates séeral areas of particula;
“interest and pointé,foward some possible coﬁclusions.

The middle three chapters of this thesis are devoted to detailed

examination of the three novels. These novelﬁbare examined in order of

‘ fheir publicatioh: Sartoris in Chapter II, The Sound and the Fury in

Chapter III, and As I Lay Dying in Chapter *IV. In each case, the discussion

of the theme of "family past" focuses upon one .individual who is the most

B

cleariy and most. profoundly influenced by his family's past. Each of the



three chapters contains a brief summary and evaluation of pelevant
critical c%Tmentary, a detailed examination of the text, and an evaluation
. ‘ L . . , ‘
of the effectiveness of the overall presentation of the theme. ¢The
. . e
conclusions reached'ib these 'three chapters indicate an increasing
effectiveness in the presentation of the theme between the first of these

novels and the last.

The concluding chapter of this thesis outlines the major changes
. - g“\ N . s

which occur in the author's methods and techniques of thematic de¥elopment:

within the three novels. My final conclusion is that the presentatioq of

the theme of "famil ast" steadily improves in the course of the three
Yy p ! Y p

P

novels. Gartoris, The Sound and the Fury, and As I Lay Dying therefore

‘represent a progression in the author's skill in developing the theme of

"family past."
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CHAPTLFR I
: ®
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T.

9]

N, . .
to me,\ko man is himself, he ‘is the sum of his pa
There is ne sych thing really'as-was Lecause the past is. 1
is a part of every man, every woman, and every moment. £l1 of
his and her ancestry, background, is all a part of himsélf and

herselt at any moment.~ ) » ,

Tt
t

n
w

keplying to a student's question at the University of Virginia in 1957,
William tauixner used these words to explain a concept basic to his works.

<

o+

ated In sirmplest terms, the concept is this: no one can escape the
influence .of his or, her past. This thesis will examine one aspect of the -~
past's influence upon the present as it is developed as a major theme in

some of William Faulkner's finest writing. I call this aspect the "family
) — —_ g 9 - PSR . -

~wﬂ;a§t””aﬁdfaéfihé it as the influenceupon an individual of the past of hic
family, particularly as it affects his sense of identity, feeling of
self-worth, and responses to the present realities of his life.

The development of this theme of ”fégily past" will be examined

in the three early novels, Sartbris, The Sound and the Fury,-and As I Lay

. 2 c . ..
Dying. I have chosen these three for consideration because it is, I
ying : ,

T .

.

believe, in thegﬂ/novels that Faulkner experime;Zed with the theme of
' N i
"family past," developing it in various ways and by means of various
techniques--and with varying degrees of success--in order to determine
N ‘

Jthe most effective way in which to present it to the reader. My purpose

in this thesis will be to®trace the changes and improvemehfg\wbiQp I see

4

OCCUPPiZf within these three novels in Faulkner's ‘method of'development

of the theme of 'family past."

-



Eefore examining the novels, however, I think It iIgc necessary

to consider the implicationz of these concepts of "rast" and "family past.
L ) pee s 5

+3

e

to the idea'that an individual is the sum of hLis past, it is

v

e
3
@

e
U
"3
&%

important to note that in these novels it iIs the individual's response to
. « T
‘his past which is of primary importance. Faulkner's characters viewfpast
\{' . ) :
events in highly selective and intensely personal ¥ays, and it is these.

responses, necessarily limited and subjective in nature, which influence
A, - " . o

! N . ’ . —~ N ’ . 3 \‘ - . )
thelr perceptions of present realities. As my examination of the novels
will show, past events are almost always depicted from the viewpoint &f the

individual, ané it is the way in which he sees the even® rather than the
: ¢

event, _tseli which is emphasized.' Thus the individual is the sum of his

N

past in shat his response to it is shown to be the source of concepts and
. - » N
values upon wnich his view of life as a whole is based. In this way

B . H 14 ‘ .
Faulkner's view of the past as 'QEQ\Father than "was'" 1s dramatized. As

AN

one critic has observed, ". . ."[Faulkner's] work has consistently

demonstrated the presentness of the Past, as an influence, and as a
measurable factor in shaping the Present."

3y
t

Another important point is raised by Faulkner's assertion that -

P

all of an individual's "ancestry" and *backgpound” are forever a part of
himﬂ‘vln its broadest sense, the past refefﬁed to in this statement could
encompass every action, event, and relationship in any way connected with
the individual'é existence, whether directiy through his personal
expérience,rorViﬁdirect;y through the family of.whiCﬁ he is a member or

. - :
the community of which he is a ﬁart. However, although the novels are
focussed upon three families within the-éommunity of Yoknapatawpha County,

the émphasis is not orMNthe community, nor is it on the family, but on the

individual as part of a family. 1In these novels the most -important aspect
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X S . < ' =4 N
y far of that jast which is inevitably part of the individual is his

4.

response to his famiiy's past. It is therefore certainly no accident that
T ere : , :
.

Faulkner choce to use the word "ancestry" in this context.
My examination of the novels will center upon Bayard Sartoris
(Young Bayard), Quentin Compson, and Darl Bundren ac the three individuale

. »
<who are, in my opinion, the rost profoundly influenced Ly their families’

sasts. ‘For-each, inabilitv to bring the circumstances o% ﬂis own' past and
B . . o N . 4 - Al
present into accord with his perception of his fami 's past produces ap

t
’

inmer conflict. {mne result of this conflict i1s that each comes to view the

realities of his life solely in the light of the conclusions he has reached

[ . _ E : , '

concerning his family's past. Each extracts from this past an idea of his
3 B

J
/7

own worth, a sense of personallidentity, and a rigid ﬁattern of Lehaviour
which will admit of neither alteration nor deviation. Thus, inreach case,
all of his "ancestry" and "background" are not simply a part of the

individual at any given moment, but the major parfméf“him;g% every' moment .

The inatility of these characters to strike a balance'be‘c-wee‘rw--\w_‘w

§

past and presént is partly acéounted for by the fact that they < - influenced
by séveral different aspectsbof their familiesf pasts at the ﬁgﬁe,time.

These influeﬁces are of two main types, which I will designate as "fraternal

and "parental-ancestral." In each novel there is a fraternal family past
centering upon the individual's relationship with a brother, or, in
Quentin's case, a sister. As shall appear from examination of the novels,

the influence of this aspect of the family's past is cdnsistently powerful
regardless of whether,%he'relationship exists only in the past or

continues into the present, and regardless of whether the brother or

"sister is living or dead, present or absent. The second type of family

past cohsists of the individual's relationships to all of his known



~

forebears. . It can be further differentiated as "parental" (the influence

-b.‘ . Lt : ‘ . .
of either the individual's natural parents or of those who stand in their

stead) and ”ancéstralV (the influence of forebears nc longer living). All
of these aspects of the family's past are, of course, closely related, and

their influences upon the individual tend to be mutually reinforcing.
’ . R i . '
In Sartoris the fraternal family past is Bayard's relationship

with his twin brother, John, who, as dan AlP Corps pilet- 1nmhorld War I,

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

risked aﬁa lost his'life in the bold, carefree manner of his ancestors.
Bayard's resﬁohée-to his death is greatly influeﬁcedugz\?is response to his
ancesfral family past. Since he has unquesti - ‘ngly acceptecd fhe r«-rless
'.daring of h&s ancestérs as fhé standard of mascﬁliﬁe behaviour, he cannot
live with the fact that his brother has proved ?imself a worthy descendar+
of the Sartoris tradition wﬁile he has }eturned alive and undis: puis! ed
to an uneventful CivilianﬁéXistenge. layard's r;sponsé ir further

{ -

;ohplicatea by 0ld Bayard and'ﬁunt‘Jenny, Lhe béﬁfeSEﬂ» tives of the

parental influenée who have in their own ways glorlfled the typical
pattern of Sartoris behav1our. Bayard's responses to these combined

influences from his-family's past lead him,fb enteptain distorted
- : . " P f
peérceptions of . his own worth (he feels he is desplcable and unworthy of

the name of Sartoris), of his,personal identity (he sees himself'as‘the o

. cowardly descendant of a long line of heroes), and of the pattefn of

’

behaviour he sﬁould follow (he is conQinced that he can redeem himself

. v

‘only by proving -his-daring to be eQdal to that of his 'brother). The

1rratlonal despair *and. su1c1dal behav1our which result from hlS dlstorted
. v'\ : L .
perceptlon of present reqlltles are thus outward manlfestatlons of an.

inner confllct aflslng from his response to the Sartoris famlly past

. Quentin Compson's fraternal family past is his relationshim with



w

.

N

»

his sister, laddy, who, seduced at the age of eighteen, has drifted into
promiscuity, Lecome rlegnant and married a man she does not love in order.
to salvage her reputation and’légitimize her child. Quentin's response to

the situation is Lrerendously influenced by his response to his family's.

B

a@st. Like Bayard, he has ideaiized the behaviour of his ancestors and
established it as a standard of conduct for himself; yet, unlike Bayard,

~his compul 51on is not to lmltate sDeCLflo feats. Rather, Quentin has

: : . . ' ' . QL
extracted from his family's past a code &f famil r and an ideal of

v chivalric behaviour which rigidly imposes upon the present realities of

. . T : . , Co .
nis lifes—As a result, he cannot come to terms with Cad@k's promiscuity

E)
B

because it s tc wim a flouting of the family's honour, and he cannot live
with the fact that he has failed to prevent it, and thereby fallen short
of his chivalric ideal. As for Bayard Sartoris, obsession with an.

-

" ancestral ideal is increased by parentdl influence. Completely_inadeqﬁate
as parents, Jason and Caroline Compsonahave‘forced their children to look
sewher'e for support and affirmation. In particular, Quentin's father

~has indjrectly encouraged him to uphold a rigid concept of honour by
)

——denying all possibility of meanimg in human life and human aoriohs. As a

'

result of his responses to these combined influences, Quent'in suffers from

distorted perceptions‘of his own worth (he feels he'is despicable beéause

\ ) -
\\ ———

»wwaen=>ine has neither protected his sister's honour nor avenged her disgrace),

o
. . "

his personal identity (he sees himself as the last; albeit inadequaté;

champion of honour and chlvalrj) and ofnthe pattern of behavicur he

v

should follow (he is conv1nCed that the only way to salvage the famlly s

honour is to empha51ze its loss by means .of a dramatic action onfhis paft).

n

Quentln attempts to convert Caddy s sllghtlng of the famlly s honour into

1ncest and, that falllng, commits su1c1de as a final assertion of the



. ) . x .
. . . ) .
: N » i i
significance of her actions. . - S o BN
Bﬁe influence of the family's past in 4s Lay i'ying can e .
summarized with greater ease and brevity, as the relaticnshizc Letween
: : ‘ . y ' . >
.~ N . £ - 4
the different aspects are less complex, and their effects upcn the
: ¥
individual more obvious.  For Darl, the fraternal aspect ‘z *is relatiznship
with his brother, Jewel, which in the past has been, and i the presernt

. . L} .
continues to be, an extremely important influence upor, Lim. The ancestral

past is only btriefly mentioned in this novel, and i+

t

w
3
O
w

-

%
4
-
o
O
ot

concept of courage or honour or proper tehaviour which influences thic
fraternal relationship. The simple truth is that Iarl is “ealouc of Jewel

for being their mother's favourite. His obsession is with Jewel himsel?
. o O . . . . s L
~--his physical appearance,  his behavicur, his.actions during the funeral
P p e, s
' . o . ; .
journey. This response is largely explainable in terms of cause-and-effect,

as Addie's monologue reveals: Darl was rejected by her as the unwanteq

product of a loveléss, superficiél‘pelationship,‘while Jewel' was accepted
and loved as the outcome of a relationship which was meaningful .fer her,

although adulterous. The combined influences of these fraternal and

‘parental aspects of his faﬁily!s‘past affect Darl's perception of himself

to the extent that he doubts his very existence, and is compelled to

g

‘Qpnstantly seek a sense of personal identity. His perceptions of and

responses to outward realities are also affected, as shown by his frequent

antagonism toward Jewel. In Darl's case, distortions of perception occur
g ’ , .

all the more readily as a result of, the uhusual,. if not abhormal, way in

,

i

which he perceives reality from the outset. “ .' 4
It should be apparent even from this brief discussion that
< _ . .

there are significant differences in the presentation of the theme of

"family past" in these three novels. ' Between the first of these novels



and the last, two important changes occur in the way in which the family's
past is showﬁ to influence the individual. ,The first is that the two

ma jor tyées of famlly past the fraternal and the parental- ancestral draw
.closer tpggther in time to éach’otber and to {he individual. 1In Sartqrig 
Bayérd's brother John‘ﬁs dead, the flamboyant ancestors he idealizes are
of another era, and Aunt Jenny and. 01d Bayard, ‘who replace his dead
_parents, are removed from him by two generations. However, in The Sound

and the Fury Caddy is merely absent, Quentin's parents are both living,

and his ancestors, although as remote in time as Bayard's, exert & less

direct influence upon him. Fihally, in As I Lay Dying Jewel is both
- living and:present, Darl's ancestors (with the exception o¥ Addie's

*

father) are not hentioned, Anse is living, and Addie, who dies»partAway
through the novel, continues to exert a poyerfui influence upon»hef.vd
éhildhenithPOUghput.

| _Thé second change is that the individual's‘obéessionvwith.
certain ideas and valueé derived from his family's past beéomeé incréésingly
linked to physical reélity. Bayard Sarforis' obsessive need to '"prove
HEmSelﬁ” grows out Qf”an‘assumptignm about the nature of courage which is
of an abstraét nature, havingllitgle connection with physical reality and
therefore impossible to prove Vafid or invalid by physical means.
Although Quentin's équatlon of virginity with honour is as arbltrary as‘
Bayard's equatlon of fearlessness with courage, there is at least some
lphysicalﬁcohnterpart (Caddy's virginity or non—virginity) to Quentin's
obsessive concern with family honour, VIn'Darl'é case, the obsession (his
sense of non-identity) is very firmly rooted in ‘the concrete: Darl,

though a legitimate child, has been "disowned" emotionally by his mother,

while the bastard Jewel has been acceptéd and cherished as the true son.

’

g /



ipese changes in the nature of the influence which the family's past has
hE 3 4 .
upon the-individual will be considered at greater length in the course of

‘#d"‘ \‘T-
detailed examination of the novels in the next three chapters. This

v

examination will also be concerned with the changes which occur in the

author's handling of such basic techniques as characterization and point

of view. The effects of these changes, upon the presentation of the theme
, : , ‘

of ”famiiy'paSt” as a whole may then be calculated.

The three novels will be considered in order of publication:

sartoris in Chapter II, The Sound and the Pury in Chapter III, and As I

Lay Dying in Chapter IV. Tach of these chaptefs will begin with a brief
summary of thg major éritical opinions which have been advanced regarding
the importance and operation of the theme of "family past“ in that novel.
I will then proceed with a step—by-étep exahination of the development of
this theme in the novel, Qith such technical aspects as language and
imagery taken into consideration only insof;r as theylcontribute signifi-
cantly to tﬁe thematic development. In the conclusion of each 'of these
chapters I Qill,present.my own evaluation of tﬁe author's overall
presentation of the theme of "family past.J In Chapter V, the final
chapter'of this thesis, I Qill demonstrate how my examinayioﬁ and
evaluation o% each of the texts supports my contention that the
presentation of the theme of "family past" not only changes, but improves,
betWeeh’fhe first of these ni:els and the last. My final goal will be to
show how the changes which ocﬁur in both the conception of the theme and:
the techniques used to develop it can be seen to fprm a progressioh thfough
~ the three novels which culminateé iﬁ a controllea, dramatic, and highly |

effective presentation of the theme of '"family past."



CHAPTER 1II

As usual, old man Falls had brought John Sartoris into the
room with him ', . . fetching, like an odor . . . the spirit of
the dead man into that room where the dead man's son sat and
where the two of them, j.tuper and banker, would $it for a half
an hour in the company -© him who had passed beyond death and
‘then returned. -

Freed as he was of time and flesh, he was a far more
palpable presence than either of the two 0ld men who sat shouting
periodically intoc one another's deafness. . . . He was far more
palpable than the two old men cemented by a common deafness to
a dead period and so drawn thin by the slow attenuation of days;
even now, although old man Falls had departed . . . John Sartoris
seemed to loom still in the room, above and about his son, with
his bearded, hawklike face, so that . . . it seemed to [01d Bayard]
that he could hear his father's breathing even, as though that
other were so much more palpable than mere transiently articulated
clay as to even penetrate into the uttermost citadel of silence
in which his son lived.

o

These opening paragraphsAof Sartoris effectivély establish the tone of a
novel . in which the past constantly impinges'upon thé present. The
Sartorises seem to live with %héir ancestoro peering over their shoulders:
they have\ghosts in the parloor, relics in the attic, andvfamily stories
which have grown into.leéonds through constant retelling. In such a novel
one would oxpect the ihfluence‘of the aﬁcestral family past upon the lives
of all of toé major characters to belof unquestionable Importance. =
However, ‘the protagonist, Young Bayafd, seems_éompietely oblivioos of his
ancestral shades, the only ghost whlcﬂmhaunts him is-that of his twin
brother, John. Thus the ancestral past of the Sartoris family and the
fratornal'past of the novel's central character appear to follow separate,
poroilel lines of thematic dé&eiopmeht. However, although there is no

explicit link between these two aspects of Bayard's family past, the



10

influence of the»Sartéris tradition upon his relationship with his brothér

and upon his responses to present realities is vefy strongly implied.

Showing how these implica%&ons work will be an importaﬁt part of my

examination of the novel, and it will Be necessary to evaluate the success .

of this implicit method of theﬁatic development in order to judge the

effectivenesslof thg presentatién of the theme of "family past" as a whole.
Due to the lack of an explicit link between two major aspects

of the theme, critical opinion upon the operation and importance of 'family

past" in the novel ha§ varied greatly.” I think it not unfair to describe

the view set forth by Cleanth Brooks in hislstudy, William Faulkner: The

Yoknapatawpha Country, as representing one extreme. Brooks sées Young
Bayard as simply one mqre‘member of the “lost generation" prbduéed by
World War I, who upon refﬁrning home muét resume a life which has lost ifs
former meaning and significance. Accordiﬁgly, he éées the'functiqn of

the Sartoris family past as limited to the providing of a backgrbund of
tradition, stability, and order against‘which the protégonist's7situation'
;will appear all the more Hopeless"and‘pitiable:2 ’ ‘ ' ’/

7

Although Frederick Hoffman recogﬁizes that the‘anéestral/fémily
past exerts an influence upon Young Bayard, he proposes an inferpﬁ;tation
of Bayard'; reéponse to it which is not, I believe, substantiated:by the‘
text., Without taking into account such evidence to the contrary as--to
mention only the most obvious example--Bayard's eager pursuit of violence
and déngér, Hoffman assérts that Bayard combletgly réjecté the Sartdfisk‘
tradition bf masculine behaviouf: ”Bayara Sartoris cannot bring himéelf
to accepting violence of any sort as romantic. . . .”3 ‘He declaresithat

Bayard has found the Sartoris outlook upon life to be "disastrously

misleading," and therefore conciudes that he is "a forlorn and unhappy--
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though an angry--testimony of the collapse of legends

Irving Howe v1ews the novel from e standpolnt of what ne
refers tO'ln his ‘preface as "social and.moral themes, " Accordingly, he
sees Bayard;s problem as "inability to achieve a sustaining relationship
with the tradition of his family and native region.”5 ‘His undgrlying
assumntign is that the‘traditidn of the Sartoris family\is ”vitalh end
”morel,” and that'if.Young Bayard would only embrace it he would be cured.
of his self—destruetive despair. However, Howe completely overlooks the
‘possibility thet it may be e teQ—fervent aceeptance of the Sartoris
tradition as the determining influence in his life_which is destroying
Young Bayard. He concludes.that "o, Bayard, a sullen and muddled
young man, does not understand what the tradltlon is or is supposed to

be,”6 | \ N

Irving Malin sees the\oppésition of rigfdity sné\moyenent to be
a central pattern in Faulkner's workss In Sartoris‘he rightly censiders
the charactefs'.responsesAto the fami}y tredition‘tobrepresent inflexibility,
and aptly describes the consequences fB; them: ". . . these chafacters
cannot come to terms with present»conditions because they do not understand

o | | 7

both the potentialities and limitations of their neritage.” Unfortunately,
Malin‘goes en’to apply the idea of rigidity versus motion more specifically,
and more restrictively. He sees inflexible parents or ancestors as the
representatives of rigidity,'and nébellious sons as the forces of life and
. motion which oppose them. Thls\leads him to 1nterpret Young Bayard's
_ escapades as rebelllon against the éartorls tradition, and to completely
overlook tne pOSSlblllty that they may constltute an attempt, not to

repudiate his heritage, but to live up to it.

In agreement with him is Kenneth Richardson, who sees the
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Sartoris tradition as an infle#ible patterakopposing changé and -
individuality: "The family legend dictates a specific type of charactér
and action for all of the male Sartorises. -Each male descendant is
expected to be as powerful, gallant, reckless, and violenf aé?his
forefathers.”8 Richardson also pérceives the nature‘of the jinner conflict

produced by Bayard's response to his family's past: ,

Young Bayard Sartqus soon discovers that he is expected to
fulfill the legend and the design of his great grandfather but
he seems to lack-the power to do this. He will not admit this
to himself, however, and he nefuses to judge and condemn the
validity or the Sartoris dream. Therefore, he is caught in an
insoluble dilemma. e

s \
)

Having said'this much, it is¥both sqrprising and;gnfortunate»that
Richardson dismisses the issues his interpfetation‘has.faised by adopting
Malin's - conclusion that Bayard's actions constitute a revolt against the
Sartoris tradition. -If, as Richardson maintains, Bayard "refuses to judge
and aondemn the validity” of the tradition, it seems to ﬁe illogical to

-conclude that he is in revolt against it.

Various other critics have attempted to determine the degree

¥

'

and the nature of the influence which the ancestral-parental family pasf
has updn §oung Bayard. Two scholars have, however, made especiaily
valuable contributioﬁs. ‘James. Watson demonstrates how Padlkner's use of
image patterns and narrative form in the novel creates a sense of the
ancestral past's powerful influence upon the livés of‘the surviving

| Sartqrises. Pointing oat the ways in whlch this influence affects' Young
| Bayard, Watson concludes, ". . . the psychic wound which tortures him and
drives him finally into an unsafe test plane results from tha_disjunction
which is.évefywhere apparént between his own deeds and‘the Sartoris

legend., . . ."lo_ Taking another_approacﬁ, Olga Vickery centers her

r
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discussion upon the Sartoris legend and analyzks its effect upon Young

: . K A
Bayard. She concludes that he is destroyed by hﬁs attempt to uphold a

family tradition, the demand$ of which he is not suited by natupe>to

!
1

fulfill: o {
kS ;‘ : .

The danger arises when the individual first sdWks a certain
preconceived pattern and then, not finding it, forces it upon
his experience. The designs created and preserved by legend

and tradition cannot be faked or bought by cheap imitations. -
Only that man who is driven to the re-enactment of a legend by
the necessity of his own nature does no violence to himself or
his humanifcy.ll '

Wafson and Vickery represent the other extreme of'critiéalt
opinion‘upon‘the developmeﬁﬁ of the theme of '"family past" in“thg novel.
Whereas Cleanth Brooks‘regards the Sartoris family past as af Bes£ oﬁly
tenuously related to Young Bayard's problemé,’these two cfitigs do not

seem to doubt that the relationship between ancestral past and fraternal .

n

past is at every poinf unmistakably clear. .My ownbpositidn.is somewhere.
befween thesé two extpemes: 'bn the one hand, I am cqnvinéed fhat'there-
is an important thématic relationship betweén the ancestral past of tﬁe
~ Sartoris family and the fra%ernal past of Bayard and his Erétper; John.

However, on the other hand, I believe that this relationship is not nearly )

¥

. Lo # .
. . { 5 T, . . .
as clear and straightforward -as many critics would have us think it is.

In examining the te&t it will be my pufpose to show that the ancestral

and fraternal aspectsrof Young Bayard's ﬁast are indeed related, but only

P

implicitly. Furthermore, because the. thematic development is largely based
upon this implied relationship, I intend to show that the ppeseﬁtation of

: _ - o . r
the theme of "family past" in the novel®is considerably more complex than

has gepérally‘been thought to be the case.

e o oo Jo o
w @ « o« «
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In his afterword to the novel Lawrance Thompson notes the

unusual plot-structure of Sartoris and makes the following observation:

§ I . \
The best unifying element here is not plot but theme; a theme
that is illuminated through Faulkner's artistic process of
placing young Bayard's disconnected actions within the
historical-genealogical framework 8rovided by the.lives and
times of his dimmediate ancestors.l .

5

Thé artiSticvproceés to which Thompson refers is an impértant means of
»deyelop;ng the theme of hfamily past" throughout the novel, but is used
most exteﬁsively in the 0péhinglsection. Pért I of the novei introduces
elements of the&Sar;gris family tfadition, recouﬁts tales of Sartoris
ancestors, énd‘demonstpates the effects of these traditiopé and legends

on two surviving Sarforises; and ‘all of thi$ oceurs before the protagonist
appears for the first t;me. In'thi; way Young Bayard is from the outset
placed within the:Phistorical—genéalogical‘framework”.of his famiiy's

past, ahd the potential of this past to influencé his.life is'theréby

Ry

implied. '

In P&rt I the'"framework"‘is eétablished}Byvmeéns of a doubie
focus upon 01d Bayard and Aunt Jenny. As the opening paragraphs ofhthg
novel indicate;‘the first impreSSion-convéyed to the réader.is that of
Oid Bayard's‘sense ofahis‘dead father's presehce (see above, p. 9). Tha%
John Sartoris‘has been, and continues t& be, a péﬁerfnl influence upon *
his soﬁfs life is indicated by the emphésis placed upon his "pélpabieness.”
In the fifst two parggrapﬁs of thevnovel he is ﬁhreé times deseribed:as
having a more substantial existence in memory than. Will Falls and bid
Bayard have in life. In this way the ;pening paragraphs hélp to set thg

'stage for a narrative in which the past may influence the present to the

poinf of overshadowing it.



15

Young Bayard is mentioned within the first few pages of the
novel, and although the reference is very brief, it gains éignificance

from the context in which 4t occurs. Immediately following the intro-

3
kN

duction of one Bayard in his close relationship with the past isvthe
mention of a second Bayard, who is also linked with the family's past.
Simon criticizes Young Bayard's manner of homecoming as inappropfiate
behaviouf for a Sartoris:. "'Wouldn't even git off at‘de dee-po'
'de dee-po his own' folks built.' ., . . 'Sneékin' into town on de ve'y
: raiiroad his own gran-pappy bﬁilt, jes' like He Wuz trash'" (s, p. 22).
This incident, ai&hough triviaiiin itseif doés suggest that Young Bayard
1s expected to behave in accordance with a standard set by hlS ancestors.
The C1v11 War tale told and retold by Jenny Sartorls Du Pre
‘introduces yet another Bayard. .Thus three characters named Bayard
Sarfqris,‘ﬁelonging to three different generations, are mentioned in the
First half—dQ;en pé;g§ of the novel. This seemingly wiifui confusion

"

of the reader has é definite thematic purpose: . ‘the heanings
deliberately fragﬁented or‘withheld in the opening sectionp establish the
overriding sense of Saftoris as a way of life which adheres in the
accounts of [Yoﬁng] Bayard's béhavior in the‘sections followihg’.”13

This ”éense of Sartofiskas é way of life" is developed by meansw
of the storie; of previous Bayardé and Jéhhé scattered throughout the -
novel. Of these stories, Miss Jenny's fale.of the "Carolina Ba&ard,” who
was killed 'in a raid on a Yaﬁkee commissary tent, makes tﬁé most important
contribution to the development of the theme of "family past." This‘téle
(or legend, as it has become ) points out a number of typical Sartoris’
‘traits: tendency toward‘vainglory, romantic sense of fatality, love of

Al " .
violent and dangerous action, and glorification of a sort of daring which
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relies more on recklessness than courage. When Young Bayardls exploits
later in the novel are cha;acterlzed by these same propen51tles, the reader
can little doubt the source of the pattern upon- which hls behav1our is
based. More importantly, the way in which the charactere are shown to
respond to the story, ldealizing its hero and glofifying his recklese
deeds, helps to explaiu why "the famlly's male descendants feelveomyelled
fo‘carry on the Sartoris'tfadition at all costs.

It Is clear from the outset that~tbe cuaracter who has romantieized
the Carolina Bayard's exploits to‘the'gueafest degree is the narrafor of

k) . -
the tale herself. Miss Jenny, who. prefers "lively romance to the most
impeccable.of‘dun factV (s, p; ug}, haF.iu the course of years allowed the
talelto become ”richer and richer taklng on a mellow splendor like. wine"
(§} p. 25). The degree to which she has improved upon the truth becomes
‘cleau‘when the etory-is reduced to its essential facts: -Bayard Sarteris:

v

did not die heroically defending the South in a pitched battle with the

oy A

‘enemy——heiwas shot in the back'by a terrified cook as heﬂtried,to ;teal a
jar of anchdvies. Furfhermore, he is explicitly criticized bi ﬁisf h
commandiug officer, Jeb Stuaft, as‘”'too reckless'" (S, p. 3l), while the
behaviourxéf StuartAh;mself is at one point described by a member of the
enemy forces.as ”'the'rashness of a heedless and headstrong boy'" (§)
" p. 30). In spite of these'faets, the tale paints a piciure of glorious
daring which is accepted at faceé value by its fictional auditors. .

This juxtapoSition of bafe’facts with the romantic fiction -
surrounding them is achieved through a skllful handllné of point of v1ew,
language *and imagery. Faulkner does not tell the story from Miss Jenny's

' pglnt of view, for to do so would necessitate a hlghly romantic version in

keeplng with her character, and the essential facts of the story would not
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emerge with sufficient emphasis. Instead, the stofy is told in the
omniscient narrative voice and ail uﬁflattéring details are included, yet
it ié fold'in éuch’a way that Miss.Jenny's imaginativé'embellishment of
the truth is conveyed to the;rgaaer, ;yen though her actual wprds are not
given. Faulkner does this by de;crising the actions of Bayard Sartoris
and jeb Stuart, though foolhardy and rash to the point of absurdity, in
ﬂéroic terms. For example, the Rebel troop gallops "with the thunderous )
coérdinationkof a single centaur," led by Stuart, whose ”long tawny locksv
, ‘

. appéared as gallant flames smoking with the wild and self-consuming
.splendor. of his daring" (§; p. 28). In th}s way Faulkner is able‘to reveal
the ugheroic siae éf'Sartoris' and Stuart's behavioﬁr, yet at‘fhe same

A

time show how their actions have been converted into feats of glérious’
dariﬁg by admireré such as Miss Jenny. ’

| Féuiknef's skilful manipulation of the tale's central image
reveals the éffect pf this‘glorificatiOn'of their deéds'upon the
imaginafiohs of otheérs. The image:first appears when he describes Miss
Jenny as having transformed "two heedless and reckless boys" into "two
angels valiantly fallen and strayed" (S, p. 25). Such a transformétlon
is certainly in keeping with Miss.Jenny's p;eférenge for romance, yet
faulkner sths that dthef individﬁais ha?e_been similarly affected.by
using what is essentially the same image a‘few paragraphs.larer to
describe the impression made by Sartoris' and Stuart's military exploits:
", . . against the dark and bloody ébscurity of the northern Virginia
campaigns, Stuart at thirty and Bayard Sart§ris at twenty-three stood
briefly like two flaming-stars L .‘incal;ulable énd éﬁddenuas meteors

..t (g; pp. 25-26). The image is repeatéd a third time when Faulkner"

describes the effect of the story upon Miss Jenny's audience: ". ... Béyard
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Sartoris';brief'caréer Swept'iike a shooting star across the dark plain
of fheir“mutual remembegéng aga sufferingv; ct(s, p.:312. THuS, |
"Although the'pést as legend is belied by historical fact; the‘author,
his characéer, ané her agditgrs affirm its veracify by their recurrent
use‘of thé same é_llusion."lu In other‘words? this use of imagery enatbles
Faulkner to éhéwvhow the facts of the stéry ﬂave been transfofmed by the

characters' responses. As a result, the image of Stuart and Sartoris as

"two heedless and reckless boys'" xecedes into the background, while the
) ’ Y

image—ef_"two angels valiantly fallen and strayed" is émphasiied and
: “\ . i

\\7

affirmed. ‘ .

In short, Faulkner's skilful maniﬁﬁiﬁfion~of,pgipgngf view,

language, and imagery allows him to present a legend of herd;sm Side—by—
side withvthe léés—than-heroic events from which it)wés.greated, and in
this way to re?eal the extent to which the imaginativé responses of the
characters have o(érpowehéd {he fabts of the Story. It is clear that fbf
the deéceﬁdants»of the Carolina Bayard, the_circumstanceé of his‘deéth
have faded fé inéignificance; it is fhé aufa bf:flamboyénf-heroism they
‘have bestowed upon him which is important. Thus, by depicting the
characfers'tfesponseé to their ancestral féhily past, Faulkner indirectly.

LR

reveals the nature of the influengé~which this past has upon them. The
. . A : . }

story alsé shows tﬁat, in tﬂis case, the”Ea;éﬁ{ai»iﬁfluenceuiMiS§,q???y)
is closely combined with, and Peinforces,'thé ahée§trai one;- A male ‘
“descendant éuch as Yoﬁng Bayérd is inevitably subjeéfvto tﬁese combined
influqnces, andrit is hardly to be expeé£éa that he could remain . -~
.ﬁnaffeéted by them. ‘

The opening chapter of the novel also contains the firsﬁ tale. of

John Sartoris, the highlight of which is hisvclevér'escape from a Yankee
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patrol., It is clear- that 918_Bayard, who contributes the other half of

hS

the perental iﬁfluepce’eponhthe;p?otagonis%'s life, a;so respongig to and
reinforces the infiuence of the ancestral famiiy past, although not as
explicitly as Miss Jenny. The extent to which fhis past may iﬁfluence the
lives of Sartoris descendante ie‘here even moreis?rongly suggested: "And
the next day [Col. John Sartoris] wasdead, whe%eupoﬁ .o .“by:losing the
frustration of his own fiesh he could now gtiffen and shape that whieh )
sprang from him inso the fatalJSemblance of his dream . . " (C \35)
This story and that of the Carollna Bayard both related in thefirst \
chapter, establish the "'sense of Sartoris as a way of life" by revealing\
the unwritten code of behaViougg exemblified by dead Sartorises ane |
endorsed by living ones, to which all ﬁale members of ﬁhe femily
fraditional;y eon%orm. The various other tales‘subsequenély related in
the novel help to keep‘this'seﬁseAconstantl§/before-the reader.

One other aspect of the ”histerical—genea}ogical framework”

established as a context for the protagonist's actions must here be

mentioned. Beginning in the opening section of the movel and eontinuing
/’/ » ’

throdéhout is Miss Jenny's declaration of the Sartoris code of conduct.
At fairly regular intervals she sets forth the establlshed pattern of
behavieur for alk}Sartorlses, past, present, and future, w1th remarks

such as the following:

9

'No“Sartoris ever,goeé to the cemetery bq% once . . .' (§} p. 43).

v

'. . . no Sartoris is going to stay in heaven any longer than

he can help' (S p. 69).

'Did you ever hear of a SartoriS«dying froﬁ‘a natural cause,
like anybody else?' (S, p. 96). :

. . home would be the last place in the world a Sartoris with
a broken head would ever consider going (Eﬁ p. 132).
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Althgugh Miss Jenny's half-humorous pronouncements‘are clearly nét
intended to be taken literally (she herself disprbveé the first by -
visiting the cemetery in the last S;ctionof,the novel), théy do help to
gfeveal the type of influence sheAhas'upon.Young Bayard. Miss JEﬁny
al&ayé refers to "Sartorises'" or '"a Sarforis,” as if thé family were a
k réée uhtéaitse;f, governed by its own laws. Also, hér'remafks imply that
'Sartérises_inevitably'folloﬁ a. pattern of behaviour irrévocaﬁly and
Qhélterably establiéhed; as one critic-has‘remarked,‘”When she is té;ling
Young Bayafd to behave more rationally, she is'aléo‘doubfing that he
c;;.”lS of courée,’there is no expiiéit proof that MisS-Jénny has
instilled hef own attitudes in Young Bayard. .However,:althOQgh.it is nof
explicitiy shown that he shares Miss Jenny's and 0ld Bayard'é Qpiﬁiéns
(and thus is influenced-by his parehtai family past), or that he responds
to fhe fales of past glory (and.f%us is iﬁflﬁenced‘by hisvancestral family
'vpast), the elabbratevand complex "framework" which is established in the
firs£vfifty pagés of the navel~does'£§£}icifly‘ppepare‘éﬁe reader for a
pro%égénist whose responses to present realities, and Qarticularly to the
deafh of his twin brother, will_§r6vé tb be gpeafly influéﬁced py suéh
factors. | |

| At his firét'éppéaraﬂce in the novei‘Young Bayard Peveals_én
intenée and uneésy preoccupation with the death.of his br'othef.l'6 His °
_first words, "'I tried to keep him from going up there on that goddam
‘little popgun"". (S, pp.‘56~51),.recufring thfee»time; with slight
VariainanduPing this first éppearance, are self—jusfifying in tone and 
'suggest an underlying sense of ghiifvinAthe_mattér of Johhny';-death.

That he repeatedly calls his brother a fool and'emphasizesfthe fact that

Johnny shotlat him when he;tﬁied to interfere'ére further indications of
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an uneasy desire to vindicate himself and his actions. Also, it is

interesting that Young Bayard describes how he avenged his brother even
before he relates the circumstances of Johnny's death. The repetition of
the phfase, "'him and his skull and bones'" (S, p. 51, p. 52), identifies

the enémy pilot Young Bayard succeeded in shooting down as the same man

A

‘who killed his brother. The emphasis he places upon this revénge and his

obvious pride in it clearly also arise from a need for self-vindication:

B

"'It was Ploeckner,' he added, and for the moment his voice was'still and

,untroubled with vindicated pride. 'He was one of the best they had.

Pupil of Richthofen's'" (S, p. 52).

‘ Further evidence of Young'Bayard“s intensé preoccupation with
his dead brother closes the chapter and the first part bf the novel.
Re£ufning tohthé room he occupied first with Johﬁny and later with his
wife, he recalls how on the iastvnighf before'returning to the Front he
was thinkiné not of her, buf of ﬁis brother, whdm.bé would there rejoin,

Then, as now, Johnny occupied his thoughts to;&ae‘exclusiop_of‘éll else.

Such memories have, however, a disturbing effect upon him:

He was thinking of his dead brother; the spirit of; their . ° .
violent complementing days. lay like dust everywhere in the
room, obliterating that other presence [his wife's], stopping.
_ his breathing, and he went to the window and flung the sash
crashing upward and leaned there, gulping air into his lungs
like a man who has been submerged and who still cannot believe
that he has reached the:surface again (S, p. 54). e

This first view of Young Bayard raises a number of questions

.about his relationship to his brother and to the traditions of his family.

He appears to suffer from an unwarranted sense of guilt associated with
Johnny's death, yet in describing his revenge he displays all the pride:

at having defeated a worthy opponent which one would expect, from a Sartoris.

a
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. \'“\’ ‘
He 1s preoccupied with his brother to the point of obsession, and his
memories clearly oppress him and produce some sort of mental»anguish. In
short, Young Bayafd iooks like a Sartq%is——the "hawklike planes of his
face" (§} p. 50) mark him unmistakably as a descendant of Col. John
Sartoris--and to some extent beﬁaves like ohe; yet he'diSplays sgme very
"un-Sartorian" sensiti?ities‘and self-doubtings. Although presenting his’
protagonist from the omnisciént point of view,'Fauikner hag by no means
allowed the reader complete accessvté hig mind. Rather, certain aspecfs‘
of Young Bayard's chafécter have been illuminated, revealing some éxpected
and some unexpected quaiities, but ét fhis point in the novel most of his
character repaihsnip‘darkness.

‘In.Young Bayard's two brief appearances in the first four
chaptershof_Part II, his "leashed cold violence" (S, p. 75) and "bleak
eyes' (S, p..83) are described, but the reader is given no'fuftger clues
as to hié inﬁef-sfate. Thése chapfers,’which provide additional infor-
mation about the Sartorises and intfoduce seVera;fnéw characters, maintain
the sense of an omnipresant family past through scenes such as the
conversations between Miss Jenny and Narciséa in the ghost-filled parlouf
(§; p. 64), and 01d BéngdFé,Visit o the chest of family heirlooms in
the attic (S, pp. 85-88). At fhe‘beginning‘of Chapter_Five the power of
this pést fo shape tﬁevlives of'éll Sartoris descéndants,is again
indicated: ". .. . fhat arrogant shade [Col. John Sartoriﬁ] which dominated,
bthe houée.and the life tﬁat went»on‘there and the &holg scene itself. ;
as'thbugh it were a stage set for thé diversion of hiﬁ whose stubborn
“dream . . . had shaped itsélf fiqg gnd clear . . " (S, p. 103).,

)

In the second half of this section the focus &f interest shifts

a

again to Young Bayard as his escapades with thevhigh—powered:car and the



23

unbroken stallion are narrated. Once again, his character is developed
mainly through depiction of his actions. However, some indication of -the
nature of his thoughts and emotions is also given. In conversation with
Rafe MacCallum ﬂ; égain reveals an uneasy sense of guilt associated with
his brother's death, MaéCallum having introduced the sﬁbjéct by recalling

a fox hunt at which both brothers were present, Bayard recapitulates his

earlier remarks about Johnny's foolishness and his own helplessness to

‘interfere:
'Damn ham-handed Hun,' he said. 'He never could fly, anyway.
I kept trying to keep him from: going up there on that goddam
popgun,' and he cursed his dead brother savagely. . . . 'I kept

on trying to keep him from going up there, with that Camel.
But he gave me a burst. Right across my. nose'" (§) p. 114),

Again it is clear that Bayard's fraternal family.past is dominated by an
o?session\with his brother'é death, in connectioh with which he harbours
a tormenting sense of guilt; ‘

One.very important clue to Bayard's puzzling responses’ is to be‘
hfound in the account he gives MacCallum of his war experiences: ",
‘he fellvto talking of the war. Not of combat, but'rather'of a life peopled
by youﬁg men like fallen angels, and of a meteoric violence like that of
fallen angels, beyond heaven or hell and partaking of both: doomed
immorfélity(and immortal doom" (§) p. 113). The fallen-angel/meteor image
and the inflated language of this passgge link it unmistakably &ith Miss
‘Jenny's account of the career of the Carolina Bayard (see above, pp. 17—18).l7
This obvious parallel in their éescriptions is thematically important
because it implies that Young Bayard has been infiuenced by, and has
acceptéd'as valid, the attitudes tbward soldierly exploits and conduct

endorsed by his family's traditions and passed on to him in the legends of
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his ancestors. Thus Faulkner establishes by implication the direct and
powerful influence which the ancestral-pgrentai.family-past has upon Young
Bayard. Furthermore,  because this‘implication is made in éonnection with
the matter of war-time conduct, a.link between Bayard's ancé;tral—parental
past and his fratgrnal past (most often evoked by references to his and
Johnny's military service) is aiso implied,

However, immediatély followiné this allusion to the legendary
deeds of previous Sartorises.is a passage which, although employing the
same often-repeated image, introduces a new elemeﬁt: ", . . Bayard's
voice went on, filling the cubbyhole of a Poom.; ... with ghosts of a
thing_higﬁ-pitchedbas a Hysteria, like a glare of fallen meteors on the
dark retina of fbe worldf (§} p. 113). This "thing high~pitched as a
hystefia,” whétever it may be, is certainly foreign to the casual,
carefree, reckless attitudes of such traditional family heroes as Jeb
Stuart‘and the Carolina Bayard. "Thus, although the implication is clear
that Bayard has adopted the values and the standard of conduct eﬁdorsed
by the traditions of his family, it is also clear that his response to
the experience of war is not.that of a typical Sartoris.

In thé‘remainder of Part II Y&:ng Bayard-behéves almost, bgt ,
not quite, as one woﬁld expect a Sartoris to beﬁave. On the one hand he
displays the recklessness and complete disregard for peréénal'comfbrt and

»

.':ééfety which made heroces.of his ancestors. After drinking moonshine in
the backroom‘of':’café, he nearly becohes involQed in a brawl on his way
out, then ié~injufed attémpting<to ride an unbroken stallion, spends the
rest of the day drinking and drivingifoo fast, and finally ends up in

jail for the night. From what the reader has been told of the behavibur

of Col. John Sartoris and the Carolina Bayard, this could be a typical day
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in the life of a typical Sartoris. However, on the other hénd, Young
Bayard reveals én unhappiness and a weariness with life in the midst of
these exploits which are in'striking contrast to the exuberaﬁt enjbyment
of danger displayed by h;s family's heroes. For example, there is somé.
'indicafion that his attempt to ride the unbroken stallion is not so much
a celebratiﬁn of reckless daring as a seeking after his own destruction:
when MacCallum is warned that Bayard may'be killed by the horge he replies,
"'Let him be'. . . . 'That's:whaf he wanté'” (S, p. 117). Although it is
impossible at thié point fo'detérmine exactly how close MécCallum may be
to the truth, it is significant that Béyard receives neither ethyment
nor satisfaction from his e#pioits, and glearly‘does not court danger for
the same reasons as his légendary forebears. : .

A further indication that Young Bayaré's reckléss actidné may be
iess the result’of an enjoyment of danger than of weariness with life
appears af the close of Part II as the reader islailowed a brief insight

into his thoughts:

Nothing to be seen, and the long, long span of a man's natural
life. Three score and ten years to drag a stubborn body about
the world and cozen its insistent demands. Three score and ten,
the Bible said. Seventy years. And he was oply twenty-six.

Not much more than a third through it. Hell'(§} p. 138).

This unhappiness clearly sets Y?ung Bayard apart from his family>and from
his family's tradition, fog/although to pﬁrsue danger and even dgath is
part of the Sartoris code of conduct, to pursue thém merely out of
Qeapiness'with life certainly is not. Asbone critic has obsefvea, "One
might say that it is in the nature of a Sartoris to seek death iﬁ his own’
way.i. .. Nevertheless, this Sartoris is run through with an

. . . . 8
un-Sartorian despair in his quest."l
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At his first appearance in Part III Young Bayard is described
as enjoying "a hiatus that might have been called contentment" (§} p. 170)
during the summer. However, although his violence and despair seem to be

at least temporarily in abeyance, he is troubled by a recurring nightmare:

he still waked at times in the peaceful darkness of his
room and without previous warning, tense and sweating with old
terror. Then, momentarily, the world was ‘laid away and he was
a trapped beast .in the high blue, mad for life, trapped in the
very cunning fabric that had betrayed him who had dared chance
too much, and he thought again if, when the bullet found you,
~you could only crash upward, burst; anything but earth. Not
death, no: it was the crash you had to live through so many
times before you struck that filled y?ur throat with vomit (S,

p. 170) \}
This ﬁight£;Z; reveals some surprising and important facts aboﬁt Yoﬁng
Bayard. For the first time the reader becomes aware that hisiexperience
of the war was;not, after all, the glorioqs advéntufe he related to his
family and.ffiends ﬁpon retufning hoﬁe. In sleep his true feelihgs emerge
and it becomes clear that he livéd in constanf fear of being shot down by
“the enemy. The fact that h?iis.terrified of falling andbof death is
A cleérly revéaled by the déscription of him as "a trapped beast in the high -
blue, mad for life." Furthermore, fh? fact that it is an '"old terror"
"from which he ‘suffers implies that hé Bas been haunted by this nightmare
:aﬁd this fear since his return from the ffont. - Thus a man wﬁo heretofore
has appafently feéred nothing and been indifferent td.éll risks is
- abruptly shown to be @erfifiéd of falling and of the AestruCtion which
inevitably overtakes "him who had dared chance too much." iThe nightmare ,
thus reveals striking: discrepancies between Younngayard‘s rélation of his
adventures and his actual experience of the war, and between his reckless,

- apparently fearless actions and his secret, obsessive fears. It is now

clear that in spite of his exploits, Young Bayard is not a typical
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Sartoris,‘for although'he may be brave, he is not feériess in the manner
of his ancestors, | |

| Bayard's ”Biatusﬂ pr&veslto bé shoff;lived, for he quickly
relapses intoAé state of despair. He aiso relapses into violence and is
again ihjured, tﬁis time.mdre serioﬁsly, in a car accident. Hé
iﬁmediateiy associates his injury with the death éf hié_brother: ",
this'wasn;t anyﬁhing: just a few caved slaté. Patch up his fuselage
with‘a little piano wire in ten ﬁinutesl ﬁot like Johnny.x Théy [enemy
bullets]Awere all»gOing right into hiskthighs. Damn.butgher wouldﬁ't'even
raise his sights a little" <§} p;Al78). Before a doctor can arrivekto_
bandage hig brékgn ribs, Bayard has collected all of his brother’'s
femaining bosSessions and burnt fhem. This aption reVéais the depfh of
Bayarq’s_grief and sensé of loss; and, more importantly, his associaﬁ;on-‘
>0f his injury with Johnny's deatﬁ 1mplles that his v1olent. dangerous
behaviour is somehow a response to his brother s death, and that hlS
self- destrﬁctlve despalr is in some way a product of his grief.

While récovering‘from the accident Bayard has angther nightmare
and reveals part’of his suppreésed emotions to Narciésa. Aéaln he dreams
of being shot down by the enemy, and agaln is forced to confront the ”old
terror" he has never escaped.\ However, this time it is clear that he is
Eoftured by more than the fear of fa;ling.and of death,‘for the expression
Narcissa sees in_his'eyes is not only gne-ofjterrop; but also of ‘'"mad,
cold fury, and despaif” (s, p[‘205). The cause of this fufy and despair
which have characterlzed so many of his thoughts and actlons in the novel,
is lndlrectly revealed by the "brutal tale” he tells Nar01ssa |

Bayard's relation of the circumstances of his brother's death

shows that Johnny died with a casual fearlessness reminiscent of the
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behaviour of the Carolina Bayard:

'"Then I saw the fire streaklng out along hls wing, and he was
looking back. He wasn't looking at the Hun at all; he was |
looking at me. The Hun stopped shooting then and all of us
sort of just sat there for a while. I couldn't tell what John
was up to until I saw him swing his feet out. Then he thumbed
his nose at me like he was always doing and flipped his hand
at the Hun and kicked his machine out of the way and -jumped’
(S, p. 206). : '

Althdugﬁ‘ﬁayard does.ndt‘deacribe how he felt as he watched Johnny_leap
. te-his death, his wild attempes to dive beneath him are evidence of a

sense of desperatioa:so great'that he was willing to atteﬁpt any ﬁeans‘of
‘bsaving his bro%ber;‘no matter’hew dangerous or ihprobable.v Thus Bayard!s
”fury and deepair” seem to.result‘from awareness of his helplessness to
save Johnny, yet it is significant that he'centinues to be tormentea by
. this sense.Qf helplessnesé, fof.there‘was indeed nafhing he couldbﬁaVe
done to save him. .Yet he is tormented by it, as is’sbowniby his constant
'betellingvof the circumstances of.Johnny’S»&eath, as well as by his self-
justifying tone in declariag his inability to’pre?ent it.

Bayard's pride is also somehow invdlved in the matter of hie

?

brother's death, for beneath the v1olence and profanlty of hlS ”brutal
/

tale" is 'the bltter struggllng of his false and stubbopn prlde” (S p 206).
This. echoes a statement which followed the description of his: flPSt
nightmare: ". . . he dlscovered pride again" (S, p. 170). The ‘only fact

,revealed by these nlghtmares which could be damaglng to Bayard's prlde is.

- ~

his consciousness that he was, and.ls terrlfled.of falling and of death,
Purthermope .Bayard's juxtap051tlon of his own terror (revealed by the
nlghtmare) with Johnny's feariessness (revealed by his casual manner of

e leablng from_the alrplane) 1mplies thae he is aware of,the contrast

between himeelf and his brother.
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4 At this point I think it is necessary to review the development
of the theme of "family past" thus far in order to see what>conclusions
can reasonably be drawn from tBe implicafions which have‘been made
regarding Bayard's résponses to the“fraternal and parental-ancestral
aspects of his family past. Thé;ﬁovel began by eétabliéﬁing the "sense

of Sartoris as a way of life" théough description of the values,
traditionsg and ;egends of the Sartoris family, the outstanding feature of
thch is a reckless and utterlx fearless>dahing on thé part of Sartoris
males. The degree of influence thch the Sértéris'traditiohAis:shown to
have upon the lives of Old’Bayard and Miss Jenny éugge;ts that their
déscendants.will also model their lives upon it. When the protagonist,
AYoung Bayard, isvat last intfoduced, the way in whicﬁ he glorifies his
war-time exploits and His obﬁious>ppide in avenging the death of his
brother suggest gkat.he is indeéd heir to’tﬁe Sartoris-tréditibns and
vaiues. Howevef, he suffers from a nagging sense of guiit asééciated
with his brother's death. Also, although hé shows that he shareé'the
family's values by relating his war experiences in the same ferms in which
Miss Jenny described the exploit§ 6f a family hero, a nofe'of hysteria -
éreeps into his account. Young Bayard seizes every bpportunity to disblay
his daring, yet seems té rebgive no satisfaction from facing and errcoming

o

danger. His association of his car accident with the air battle in which

<

Johnny died suggests that 'in some way>his compulsion to riskfhis life at
every opportunity is an outcome of the death of his brother. Finally; his
nightmares reveal that he was, and is, terrified of faliing and of- death,
in contrast_fo»his brother, who leaped to an almost certain de;tfgctioﬁ

with all the impudent .fearlessness of his ancestors.

It should be obvious from‘this summary that there is one noint
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at which all of these‘linés,of thematic'development converge, and that
point is the question of courage, ‘On the baéis of the evidenée presented
so fér, the réader can‘assﬁme what the text has strongly impiied: thét
Young Bayard accepts his family's definition of éourage as the féérless
recklessness.displayed by his brother and his anceétors, and, knowing
himself to be afraid of death, believes that. he is a coward. Bayard'é
ancestors were heroes precisely‘because their exploits proved that they
were completelyrwithéut fear; therefore, if Bayard hés‘accépted hié
family's values and standaras of bghaviour, he must also believe that a
Sartoris who is afraid Of.anything is not a Sartoris. »in short, Bayard
_feels himself unwérthy of, yet compelled to uphold, the heroic tradition
of his family, and all of his thbughts~and actions: form part of this
response to his family's paét. | |

It is Bayard's uneaéy-consciousness d% his own fears which has
led him to transform his éctual experience of the war into a modern version
of the tales of heroic deeds ubon which he was raised. HoWever; he.cannot
quite suppress the ﬁote'of hysteria prodﬁced by the memory of his terror.
| Bayérd's'aﬁareﬁess‘of his fears also compells him td risk his iife“
repéatedly'iﬁ order tq prove that he is indeed fearless; yet, becaﬁse he
cannot convihce himselflof his fearleésness, he derives no,comfort or
satisfaétion from his acts of daring and must seek ever more dangeroﬁs
stunts to perform.  As Jahes Watson poiptsﬂout, Bayard's féd} méjor
attempts té provékhis fearlessness are patterned upon the exploits of his

brother and his ancestors:

Bayard's wild ride on the stallion recalls Carolina Bayard's
reckless cavalry charge. . . . he wrecks his car on July 3, only
two days before the anniversary of Johnny's death on July 5. . N
Bayard's third accident results in the death of his grandfather .
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and is set below the cemetery in which 'directly above them
John Sartoris' effigy lifted its florid stone gesture.

His death in the test 8lane is [a) precise duplication of
Johnny's death. : ‘

In spite of these attempts to equal the daring of his family's heroes,
Bayard continues to feel unworthy of:the heroic tradipion in which he has
been raised. Thus it is clear that Bayard's despair and weariness with
lige'result not only.from the death of his twin brother,ibﬁt also from his
faiiure fo-conviﬁce himself that he is, after all; worthy of the name of
Sartoris. As one critic has aptly described his dilemma,.”The root of
Bayard's anguish-is a fear and ﬁncerfainty of his own courage sé pféfound
that he finds himgelf driveﬁ by it to prove over and>over again‘that he
isvin fact what he fears-ﬁé.is not: a Sartoris," |
Bayard's innef conflict is intensified by.the fact that his twin
brother clearly possessed thelabsolute‘fearlessness.which his family .
acclaims as fhe ideai of courage. After witnessing his brother's Caspal
manner of facing deatb, Bayard ”cagnot believe thét he too is brave; can
as eésil§.ahd gracefuily fulfill the demands of the Sartoris myth‘as did'
Johnny.”zl ‘HiS‘admifation for and envy of Johnny cause him to be
oﬁsessed with memofies_of his brother, and, in thinking and speéking of
.him, tO'Qacillafe between pfaise and belittlement, lové and hatred.
Fupfhermore, it is no coincidence that Bayard éssociates the injgries he
;eceives in his car accident with Johnny's death (see above, p. 27), for
his courting of danger is clearly a deliberate attempt to pbo?e that his

<

daring is equal to his brother's. Cleanth Brooks observes:

Johnny's way of accepting his death was indeed a hard act to
have to fellow. Bayard, his memory etched by the sight of his
brother kicking the plane aside and jumping, is obsessed by the
idea of falling. . . . Becausé he is terrified of falling to

hia death. and vet c+i11 mArna toavrmifiad +hat ha mav nat 1 3wva an
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Thus it is not ;urprising'that in describing Johﬁny’s final exploit
Bayard must struggle with "his false and stubborn pride': pridé’ﬁhich is
"false" because it is based on a distorted perception of hiéiowﬁ and
_Johnny's relative merits, and ”stubbo?n"/becaUSe he is determined to

prove that he too is fearless.

One problem yet remains unsolved: Bayard's seemingly irrational

and groundless sense of guilt. In view of the intensity with which he

seeks to prove his daring, it is not unreasonable to suggest that Bayard

RN

has an uneasy feeling that if he had been truly fearless that day in

France, he would somehow have been able to prevent the disaster, even

- thougl i - onse tells him that there Was nothing he could have

“done td ;brother. However,'there_is some indication that Bayard's

guilt aﬂ- ;;nother soufée as well, ‘Early in'the novel Miss Jenny
fema%ks issa,‘”'John at least had conéidera%ion enépgh :ﬁ;\. not to
come back: jlwofry everybody to distraCtiqn’”'(§3 p- 55)5.ahd latef shg
tells Bay;: ”‘At.leést,he [tﬁe'Carblina Bayard] got hiﬁéelf decentlylA
killed'. | . 'He did more with a horse than you coqld do'with that

aeroplane‘i;(§) p. 190).. Although Miss Jenny seldom intends her scathing
remarks toeée i 2n.,literally, these éomments do émphqsize the fact that
aécording to the family'svtraditibn‘a Sartoris eitber{comes home a hero

or does not come nome at all. It is thérefore qui%e possiblé.that Bayard
feels guilty about the very fact of having sdrvived‘fhe war, especially

since he returned icme without medals and without his brother. Thus his

“sense of guilt may seem irrational, yet be perfectly consistent with his

- response to K family's past, S S o - ~;//;/

opinion fhat, on the basis of what is stated and

Clemem1 a3 L.

‘_\\



the reader. Of coufse, it is trﬁé fhat élivof them depend upon one
assumption of central impqrtance fbrvﬁhic;-thetfeade; has no direct
evidénce:» that Young Bayard‘is influencédfby hi§ ancesfral—parental_
bfamily pasf to the pbint of unéuestionihgly adopting iys valugs and
‘principles ofléénductlas hié-own. However, as 1 han shoﬁn, such an
| influéncélis sfr@ngly_implied, both in'particular (Yohég-gaiardfs
aescriptibns of’hiS’war‘experiencés echo the legends'of;hié“heféie
‘ancestors) and in genefal (Young Bayérd}s ac%iops are sef in the context .’
‘5f;a heroic family“tradition estéblishediat Fbe‘beginning'of_thé novel and
‘ aaintained tbroughbut)...Furthefﬁo;e, that‘Bayap@_}suégnvinced°of his own
cdwafdicé‘and unworthinéss’éeéms‘to_mélthe-oni§#%ossiblé'ekplanation of
his obsession with thgbciréumstancgs ogrh;sqbrother's death; his
_aﬁbi?aleﬁt atfitude'toward-Jéhnnv, and‘his constant compulsidn %o prove
hisvowh fearleésnesé;‘ fh_short,Athese cénclUSionsAtake_into accéuntiéll
of the.evidenée ofvthévfe#t, both direCt and implicit, and makF-Of £he“-
development of the thémefof'"family past" a cOmpletéiaﬂd meaniﬁgfulAwale;
‘ However, it is i%portant ;o"keep.ih mind the gap thch éxiéts
‘between what is st%téd-or clearly implied by the téxt,'ahd‘ﬁhaf thé'reaaér'a

can reasouably assume and conclude from .it. To a certain extent, the

”’gegder must re-create the stqu-bf Bayard Sartoris for himself, although,

[
L

ggvmy examination of the text has shown,'suffiCient evidence is provided

A .
Vs

to enable hiﬁ to'db'sé. That this is the case is largely due touthe
author's.handiing of bpinf of Vié@ and characterizé&ion. Althopghlx‘
writing,in;thé dmniééiéht_narrafive voice, Faulkner allpws the reader
oﬁly‘a few,'highiy sélective'inségﬁts'intd the mindidf the.profagonist}
As I have shown;-Young Bayard is iargeiy charactérized through his actioﬂé,-'

and the reader is freaquentlv forced to make -Assumntions about his thanohte



and feelings simply because he has been foid so little about them.
Purthermore,iin the first fbhee parts of the novel the nacpative focus is
ubon Bayapd'for only bfief‘intervals, andAeven thea he is cften depicted
from thelvieWpoinf of another character. For example, his second
nightmare aneethe\story following it (§3‘pp.'205—207), which are extfemeﬂy
iﬁpcrtant»theﬁatically,-afe related from Nafcissa's,peiht ofvview.7»As a’
resulf;of these factors, it is not until the end of Part III that the
greader'hasfsufficient evidence’tc be able to define the relatibnsbip
betweeﬁ‘Bayard's fraternal‘past and hiseancestpal—pafental past and to -
gfasp:fhe whole of‘hisbcompleg.catfern cf.pesponse to these influences.
It is only-in:the lasc_three_chapters of' Part IV fhatfthe

<

narrative focus is upon Young Bayard for an extended pericd of time and

g

events are'related pfimarilyafhfoggh.his conaciousness._ The’mCSt‘obviops
thematic link between this.section and the rest of Bayard's storyvis,a ’
concern Wifh the'eeeSfion cf‘COurage“ When Bayard realizes that he is

. ashamed to admit‘cc‘his.ffiends.thatvhis reckless dri?ing indirectly
caused his grandfather's aeath, he 'is for the first fime led to criticiie
his own behavioqr, ahd.”,l. .vfor.ap instaﬁt he saw the recent»months of
his life coldly‘ipfall theif headlong and heedless‘wasfefulness'. N

'(g,_p.;QSl), Hé:realizes that, whatever hisrcourage may or may not be in

the pﬂysicai eehse, hlS flight follow1ng hlS grandfather s 'death marks

him as a coward in the moral sense,. and he accuses himself: ﬁYou,weve

'afraid to go hcme.V'You made a nigger sneak your horse out to you, You,

who deliberately.do fhings your‘judgement.tells'YOu may not be,successful,

a

.eveq#90351ble, are afrald to face the consequences of your own acts"

(S p. 251). This is the only point in the novel at which Bayard is shown

-

to reflect upon the nature of courase. Tt ic alen tha naint a+ whicrh ha
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‘resolution of Bayard's doubt and uncertainty, it is clear that he still

35

~Seems to be approaching an understanding of his problem, for he has

finaily:realized that physical daring is not in itself a proof of courage.
Unfortunately, rather than being led to question his family's aefinition
of cburage; Bayard only becomes more firmly convinced that he is a hopeless'
coward,

Bayara's moment of self-ﬁerception is'immediately followed by a

statement which is highly ambiguous: ”Thén again . something bitter and -

i»deep and sleepless in him blazed out in vindication.and justification and

accusation; what,'he knew not, blazing out at what, Whom, he did not know:

You did it! You caused it all; you killed Johnny" (S, p. 251). Critical

opinion seems to be about equally divided upon whether this statement is.

a self-accusation or a denial of all responsibility.-'Of‘those inclined

&

‘to the latter view, James Watson takes the most extreme position by~

23 -

aSSertiﬁg that Bayard not only decides he is innocent of Johnny's deafh,'

but condemns "his family's heroic tradition as a destructive influence

which has ruined his life and his brother's: "If the You¥ to whom he
. - : 0 .
addresses himself is seen as the Sartoris legend . . . the paradox which

;

has governed Bayard's life is here tragically resolved."He realizes the

destfuctiveness. of “the legend only when, by re-enacting it, he has

. . 3 . ' :
effectively destroyed hlmself."2 However, I do not see how this
conclusion can reasonably be made on the basis of the evidence; Bayazd's

e - ) Y -

outburst is, after all, "what, he knew not, blazing out at what, Whom, he

did not know" (hy emphasis). The ambiguity of the statement reflects

.

v Bayard's conflicting feelings about Johﬁny's'déath,=which have caused him

a

to vacillate between guilt and self-justification throughout the novel. -

-

Although it is tempting to try to see this passage as in some way a

¢ -

it o

KPR
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feéls gﬁilty about Johnny's death and is still trying to find somewhere
else to direct the.blame, thouéhu”at what, Whom, he did not know."

| The whole question of Bayard's courage and his response to his
family's heroic tradition‘is also exgaored indireégiy in these chapters
by means of an impiied comparison between Bayard and'Buddy.MacCallum.
Buddy's déscription of the war is hardly a glorious tale of "young men
like fallen angels"; instead it conveys 'an impression of people, creatures
without indtiative or background or future, caught timelessly in a méze'of
solitary conflicting preoccupétions, like bumping tops, against an’
imminent but incomprehenéible nightmare" (gj\p. 257). It is ironic that
Buddy, having no heroic tradition to 1live up to, is the one.who has been
decorated for neroism. It‘is even more ironic that, because of his father‘s
disépproval; Buddy must hide hig"medgl and avoid all mention of his
military éxploits, while in Baygrd{é case these things would bé ‘the chief

"

source of his family's pride§ and\of‘his, Like Bgyafd, Buddy is expected'
by his faﬁily to "perpetuate the name" (§3 p.5268), yef,'Unlike Bayard, “
he has ;o far been ablé to live up to his family's expectations.‘l

Remorée at his gfandfather's death and the conviction tBat he
is a moral coward for fleéingvhis responsibilities increase Bayard’s

despair and loneliness. As usual, the death of his brother is the focal

point of his suffering. When Buddy mentions having read of Johnny's

death, Bayard immediately feels weighted down, oppressed, unable to breathe.

This sense of oppression becomes so intense that he feels as if there is
someone or something in the room using up all the air. Again he relives
the events leading up to Johnny's death, and in his anguish wonders if

 perhaps he was himself killed as well: '"That wouid account for it, would

explain so much; that he too was dead and this was helli};hrough which he

B




moved for ever and ever withAan illusion of quickness, seeking his
brother who In turn was somewhere seeking him, never the two to meet"
tg, p. 258).

When, during his first night at the MacCallum farm, Bayard géts
up to go outside and finds a gun leaning against the wall beside the door,
he éicks it up and recalls the location of a box of shells; the implication
that he is considering suicide>is‘supp0rted by his perception;a mément
later of his body as a "dead envelope" (§) P. 259). Bayard has now reached
such a pitch of despair that he feels himself to be in a étate of living
deatﬁ, énd is on the verge of suicide. He is still unabie to come to
terms with his brother's death, and, because of thé cirqqmstances
surfoundiné 01d Bayard's death, his Sense of guilt has doubled and he is
more\thn ever convinced of his own cowardice aﬁd unﬁbrthiness: 'It is
¢lear tﬁat‘for Bayard there is no way out.

At the point at which Bayard leaves the MacCallum farm he begins
to recede once more from ‘the reader's vision. In the remainder of Part IV
the distance betweén narrator and protagonist and béetween protagonist and
reader steadily increases until Bayard is once-agéin’depicted only through
his actions. Although no further insights into his thoﬁghts and feelings

are provided, his reason for deciding to fly the experimental plane in

-which he is finally killed is clear to the reader, for the inventor of the
. plane has' implied that he is a coward if he refuses (S, p. 289). It is

-thus hardly an exaggeration to say that in the end Bayard Sartoris is

éompletely destroyed by his response to his family's past.

In conclusion, my examination of the text has shown that the

most serious weaknesses in the development of the theme of "family past"
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in this novel result from the way in which thelcrucial link between
Bayard's fraternal past and\his ancestral-parental past is eStablished by
implication only. Throughout the novel Bayard'é responses to his family's
tradition and the extent to which it influences his life are hinted at,

but never explicitly defined. In fact, that Be does indeed respond to his
ancestral-pafental past is only implied. 'Evenvﬁhen the author focuses upén
Bayard's responses for an extended period of time, &s in Chaptefs Three to
Five of Part IV, the protagonist's underlying beliefs and attitudesfare not
‘explicgtly revealed to the'reader. As a result of this implicit method
much thematic empﬁasis is lost, for although it is possible for the readerx
to deduce the cause of Bayard's responsés, the profound influence of his
family's heroic fradition upon his relationship with hié brother and upon
his life as a whole must necessarily rémaih.unexpréssed and in- the
background of the novel.

The,implicit method also weakens fhe charactérizaﬁion of the
novel's protagonist. Throughout the first three.parts of the novel the
reader is allowed only brief glimpses of Young Bayard's inner staté, and
it is not until the end of the third part that he is givén enough clues
to enable him to discover the underlying causé of Bayard's bizarre |
conduct. . As a result, for more than'fwo-thirds of the novel Young Bayard

is to the reader a strangely despairing and self-destructive individual

/

pathize. The detachment with which

with whom it is difficult to s
Faulkner as omniscient narrato ‘portrays the protagonist fbr the major
part of the ﬁovel, while in kegeping with the implicit ﬁethod of thematic
development, diminishés‘the impact of Young Bayard's dilemma upon the

" reader. : _ \\

I do not mean to imply that I believe the development of a

EP S P PR
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: L
theme should always be thoroughly explicit and completely straightforward;

however, it seems to me obvious that a predominantly implicit method of
thematic development requires exfpémely skilfﬁl handling if it is to be
effective. When William Faulkner wrote Sartoris he simply had not achieved
the degree of skill neceésary fo make the dévelopment of the theme of
"family past'" in the novel as effective as it might have been. However,

as we shall see, Sartoris was for Faulkner a very important beginning.



CHAPTER III

In Faulkner's fourth novel,. The Sound and the Fury, "Family
past" is again an important theme. Its pattern of development is, however,

quite different from that in:the more conventional novel, Sartoris. The !

Sound and the Fury is composed of four sections and an appendix, with the

theme of "family past" developed exténsively in:only one section, the
second. Thié'coﬁcentration of the thematic developmeﬁt in the second
‘quarter of the novel is due to the fact that it is the narratér of the
second sectién, Quentin Compson, upon whom the family's past has by far
the greétest influeﬁce,_ However, the nove;'s étﬁer méjor Charactersvare'
also, though to a lesser dggree, inflﬁencea by the family's past, with
the result that the theme is developedAto a‘leséef extent in the ofher .
three sections as well. For this reason I will briefly consider each of

the other major characters in his relationship to the family's past

-

3

before beginning an analysis of Quentin's more comblex responses:
A'character's family past may influence him.in three ways: Dy
shaping his sense of identity, by altering his‘opinion of his own worth,
and by dictating a pattern of behaviéur in response to present realities.
fhe characters who are most profoundly influenced by their families' pasts
are tﬂésé‘who are influencéd iﬁ all of these ways. As my examination of.
the text will show,>Quentin is one such‘character. The novel's other~
major characteré, however, are influenced in onIy.éne? or at most fwo, of
these ways. Benjyland Dilsey, for‘example, aré.ihfluenced by the Cbmpsén

family pasf o?ly insofar as their behaviour is concerned.
v . S .

)

4
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As a resulf'of his severely limited intellectual capacity,
Benjy's reépopéés to the .family's pasf ére'ﬂy far the simplest. ,Althoﬁgh
a cdnsiderablétpart of his behaviour results from his fememﬁrance Qf past
events, it is ludicréus to imagine the faﬁily*s past influencing the way

"in which Benjy sees Bimself. in fact, it is_doubtf@l.if Benijy's aware;ess

of self is devéloped to thevpoint where it cén eveg be called a‘seﬁse of
identity, much‘less a feeling of éelf—worth. Thérefére in the first
section of the novel, which‘Beﬁjy narrates, &ﬁe theme éf‘”family past'" is
deVeloped at the léyel of deﬁiction of past‘events withpﬁt comment upon
them, as this is’the only way in which-Benjy canijeéall the past.

. The infiuence}of the family's past updn Dilsey is limited to
her behaviour ﬁot because of any iﬁtéllectual shorfcoming; but because
1she.is fhe one major character who is not part of the family. Although:
Dilsey's knowledge of the Compsbn fam;iy pasf iﬁfiuencesvthe Qay she
feels abQut‘and.acts toward the othérlcharacters (witness her kindness.
toward the illegitimate Miss Quentin), her view 6fiherself éan hardly be
affected,'éé she belongs to a.different family, sociai cléss, and race.
Thérefore in the foufth'seétion, which-is narrated from the omniscient
point of view with the focus upon‘Diléey, the theme of Vfamily-paSt” is
also developed througg depiction of events, althéughbat a more
sophist;cated~level thén in Benjy's‘section, for the oﬁnisciént narrator
can comment.upon those eventé and make comparisons between pastland
pfesent.

~Jason, the narrator ofvthe third séction, is influenced by his
family's past with regard to his behaviour and, to.a ﬁinor extent, his
seﬁse of idegfity. -Feeling he has been cheated'by Cadd& and taken

advantage of by his family as a whole, Jason's behaviour reflects a
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grudgiﬁg seﬁée of duty toward his méther'and bro-her, and angry resentment
of his sister and niece. His sense of identity is affected in that he
sees himself as a wronged man? chéated of what should have been his due.
However, his ﬁature i$ far foo self—righteéus and aggressive for hié
sense of Self—wéfth to bé'affectedvby'the family's past or present.‘ Thusl‘
the third section of the novel de&elbps the theme of "family past”'by
portrayiﬁg a character who has responded to his family's past, not with
confusion, disappointment, or self—aoubt, but by adopting the single,
Compeliing purpose of avenging the wrong he imagines hisifamily, and
particularly his sdstef, has done himf

The novel's other two major characters, Caddy and hervdaughtef,
Miss:Qdentin, do not abpearkas narrators ahd are portfayéd mainly from
the viewpoints of tﬁe other charééters. As a result, it is ;ery difficult:
to define the extent tq wHich they are influencgd by -the family's past.
Clearly, certéin'éépects of their behaviour, pafticgla;lyjtheir
rebelliousn;ss against family‘authority, are somehéw’the result of théir'.
responses t6~the family'skpast. -It is also probable-that both are to some
degree influenced insofar as their estimations éf_fheif own worth aré
concerned, for both declare that they are “baé" after violating -their
f;mily's rulés of conducta‘ﬁHoweverg'it is impossible to tell if Caddy's
and Miss Quentin's senses of personal identity;are influenced by théir :
family's‘past, for the reader views these characters from the outside i
only, and is not allowed access to their thoughts and feelings.

In ShOPt,_nbne 6f the other major characters is influenced by
the family's past to the exteﬁt that his sense of identity, feeling ofb
'seif—worth,'and‘patfebn of responsé'to present realities are shaped by it,

I will therefore devote the remainder of this chapter to examination of
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the portions of the novel wﬁich portray Quentin's responses, for it is
here that the fullest development‘of %he theme of?”family bast” oceurs.
Because Quentin's section is narrated from the first-person
point of view, the reader is allowed constant direct acééss to his ﬁind.
As a result, his.respbnses to the fraternal and parental aspecté of his
fémily's-past are more immediately and clearly apparént to the readef
than those of'Yéung Bayard. The central question about Quentin's
responses is thus not if_hé respénds, nor Egﬂ.hé responds, but why he
resbon@;{és he does. His responses are cértainly remarkable in that théy
are based»ubon a very complex and elaborate system of thought. In the
course of his nafration it gradually becomeé clear that Quentin has
fbrmulated for hiﬁself én idealistic code of family honour, female Virtﬁe,
and éhivalric conduct. Like Young Bayard, his primary concern is with
broper behéviour, and, also like Yé%ng Bayard, his definition of what -

constitutes proper behaviour can ultimately be seen to arise from his

vpesponsé tq(ﬁ}s anbestral familykpast. Again in The éound and- the Fury,

the full‘éign;fiCance of the pattern of behaviour t6 which the individual
‘tries to force his experience to conform only graduélly becomés‘clear as

~ his responseé afe portrayed. Again glso, thé.importance-of the individual's

- response to his ancestral family past is implied, but not directly

‘stated, in the novel proper. waaver, in the Appendix to The Sound and
tﬁe<Fury the role played By the anceétral family past iﬁ Quentin}s responses
is made clear. Thus it can ultimafely be seen that it ié fhe combined
;influences of all three aspects of Quentin's fami;y past.which have

produced the extraordinary paftern of response with which he attempts to

¥ .
deal with his experience.
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Perhaps because this close interaction of fraternal, parental,
and ancestral pasts becomes apparent only when the Appendix is taken into
consideration, many critics have failed to appreciate'the thematic‘unity
of Quentin's section. As a.result, tﬁéy tend to emphésize.one aspect»éf
his family past and underestimate the iﬁportance«of tHe'thers. Much
critical comment upon'Quehtip's responses seeks to explain them either
entirely in terms of his relétionship with his parenfs,>or'entirel§ in
terms 6f his relatiohship with hislsiSter, Caddy. Fortunafely,_thefe'ape
also a few critics who have beéognized'the greater complexity of Quentin's
pattern of response, and who have attempted tolanalyze the ways in which
he is influenced by each of the three aspects: of his family past. "

E Cleanth Brooks belongs to that first gpoup of gritics who‘seeg.
to account for all of.QuentinFs responses in'terms>§f.his uﬁsatisfactory
/%;lationship with his parents. Brooksxdéscribés Caroiine Compson; the
"'cold and self—centéreé mother," as a ”weigﬁt of hegativity which

paralyzes,the normal family,pelationships,ul Although recognizing the

negative effects of Jason Compson's cynicism, Brooks defends him as

showing far more'concern_and affection for his cﬁi}dreh. It is primarily

the failure of Quentin's mother; Brooks concludes, which has caused -

<

Quentin's inability to deal with reality.

Also of this first group, Mark Spilka'agrees with Brooks about

the importance &f parental failures, but piaces the largest share of

blame on Quentin's father: ". . . it is his father . . . who dominates
his imagination, who tests and undercuts his motives, and who finally

determines his suicide.,”2 Spilka maintains that it is Jason Compson's

nihilistic éttitﬁde.which forces’ Quentin to respond as he does. His

father's refusal to acknowledge meaning and value in life, Spilka concludes,
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leaves Quentin no glternative except self-destruction: '"What Quentin
seeks from his fatber; then, and what he cannot get, is.a-sanction for
the sheer possibility of valués which no action of his ow ovides; ‘and
his tragedy is tO'defykhis fatherﬁs author;ty, to‘becomé 'the arbiter of
Bis own virtués,' through suiéide itself.”3 |

Kenneth Riéha£dsoﬁ takes yef anothef stance by holding Boﬁh
parents- to Blamé and condemning both with équal severity. Of Quentin's
.~ father he aeclahes, "Through ridicule and;satire Mr¥ Combson_destroys all
hope.in‘hislson.”L+ According to Richardson, Jasoﬁ‘Compsén is a éompietely
Selfish and unﬁ§§ling man whé,is unwillihg to share anytﬁing of himself
Qifhyhis children. Of.Quentin'é mother he remarks,‘”Caro;ine Compéoh is
'a woman totally ﬁiiﬁded by her éll—encompassing self—interest."5 To_this
selffiﬁterest,bRichardson argues, have been sécrificed her children's
-ﬁeeds‘for affectioﬁ ana guidance. ’On this basis, Richardson concludes
that it ié the selfish refusals of both Jason and Caroline.CompSOn to
'fﬁlfi;l their pafentél roles which determine Quentin’s-fesponses.

It is my obinidn that»RiCharaéon-takes too one-sided a view in
holding Quentin's parents so'coﬁpletely tqtblame, for gy doing-so’he
implies that .Quentin hi&?%if‘is not responsible for his own actions and
attitudes. Apart from this, the obsenvationé of these three critics are
generaily correct in that his father'svﬁihilism and'his mother's
selfishness do indeed contribute to Quentin's suicidal despair.  The error
'made by -all three‘is not so much.an érror in fact as an error in emphasis:
' Queptin's unsatisfactory[relationship with his parents is one important:
factor céntributiﬁg to his despair, but not the only important factor.

rTbe critics ofbthe secondigroup make a similar error ip émphasis

by maintaining that it is Quentin's unsatisfactory relationship with
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-“s moral and spiritual malaise. Of this group,
ggoes_that Quentin is sufferiﬁg‘from a suporessed

incestuous tion to his sister, Noting Mrs..Compson's failure to
provide'tb f—love her childrenvneed, Bleikasten theorizes that
Quentin hasri bfsferfed all of his frustrated emotions and unfulfilied
longings to G He argues that Caddy's virginity is of paramount
importanoe to;; .
: honoor, but be
ship. Innocence -o him iS»e.means_rather than én;end. .« . if he

distrusts sexualitngand recoils from it, it is primarily because it

14

. . . ¥ . . 6 . ’ :
imperils his exc bond to his sister." Bleikasten concludes that.

N

Quentin is drivaV?o despair and suicide by jealousy of Caddy's lovers

combined with guilt about his own incestuous desires. .
_ ' . . 4

Althoughvl do not'deny‘fhat~his‘relationship with his sister at

times'takes on‘incestuous overtones, I feel it is a mistake to.reduce
Quentin's compiei;pattern of fhought and.response to a case of sexuai
maladjusfment. Bleikssfenvlargely ignores the existence of the
elaborate system of ethics which emerges as the governiﬁé principlelin
quentio’s responses, mereiy'remabking that'as a Southerner, Quentin is
‘heir to a loﬁg-oufdated code of aristooratic and puritanical ideals.

, :

Furthefmore, Bleikasten takes the parental influence into account only

insofar as to theorize that the failures of Quentin's parents to fulfill

traditional roles have increased his tendency toward incestuous obsession.

With regard to the ancestral famlly past, Blelkasten attempts to argue

)

that both Quentln and his father are oppressed by the 1nfluence of their

4

ancestor, Quentln MacLachan Compson in much the same way as the Sartoris

family is overshadowed by the powerful figure of Col. John Sartoris. For

\

fentin, not because it represents in his mind the family's

e it ensures "the absolute mutuali+v »f a dual relation-

AR i b a e e .
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in extent. Vickery makes no attempt to‘expi%re the influence of the
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this assertion, however, I am convinced that there is not the Slightest
evidence in either the novel or the Appendix.7
Olga Vickery, another member. of this second group, also maintains

that the crux of Quentin's dilemma is to be found in his félationéhip with‘

. I3 . "’ . i - . ’ . L
his sister. .Vickery, however, recognizes that the fallure of this relation-

ship is ddubly important in that it entailsxthe failure of Quentin's code

ol et:rics:

/

He has, in shopt,'separated ethics from the total context of
humanity. Insofar as virginity is a concept, associated with
virtue and honor, it becomes the center of Quentin's world, and .
since it is also.physically-present in Caddy, it forms a
precarious link between his’ world and that of experience.

Vickery concludes ‘that Quentin has 'rejected the life around him as

T o o , :
. . . 9 e R s
insufficiently meaningful"™ and set up in its place a rigid ethical order

to which he tries to force his experience to conform. These comments are

very much to the péint, and it is unfortunate that they are rather limited

7

ancestral family past upon Quentin's ethical order, nor does she take into

acdount’the possible influence of his parents upon him. - o o
In ééntrast to these two groups, John Hunt is one critic who

tries to take into account the influence of all three aspedts of the

family's past upon Quentin. ‘Hunt'po{nts'out that the Appendix helps fq;

e

make clear how and why‘Quentinuhas formulated the elaborate‘code of -éthics .

o

~ with which he tries to order and confrdl“his'experience:

The Appendix tells us that the Compson past, for all the doom
and defeat to be found there, contains something of real _
worth, embodies a "truth" which is still of value. It is a
history of decay and degeneration, indicating negatively if in
no other way that there was a time when men were secure 1n a
trust in their own humanlty 10

] .
It is this sogéthlng of real worth" 1n hls ancestral famlly past which,
SN

/‘w N’
y;

¢

b ettt g st s o
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Hunt argnes, Quentln is trylng to preeerve by means of a rigid code of
honourable and ‘ethical behav1onr : However,vas Hunt points'ont, Quentin's
code is unrealiStic'and‘oppressive.because he'hashgrasped only the
"talismans" and ”fetlshes” of a -bygone tradltlonw without posse551ng a:
sympathetlc understandlng of human strengths and weaknesses Due to the
vlnhumanness‘and rigidity of his code ofrbehayioup; Quentin cannot accept
thenshortcomingS‘of the preéent, end theﬁféilupes'of hie parents and
Ceddy‘to fuifill thevpreconceived roles he‘has“assigned them pnshes_him

to the point of suicidal desperation. Thus Hunt's conclusions support my

P -

assertlon that Quentln s ethical order has come into being as a result of

the comblned 1nfluences of ali chree aspects of hlsvfamlly past, ‘and “that
this‘order in turnbgoverns his reéponSes'to present"féalitiés}

The pert of Hunn's argument to which I take exception is his
dlsmlssal of the Appenoln as "of interest chlefly in the Yoknapatanpha'
legend and not cruc1al to the,novelcltself."ll. Hunt is certalnly correct
in malntalnlng that it 1s not the soec1f1c detalls of the ancestral past
but rather "the values for whlch 1n his own mind the famlly stood” which
form the basis of Quentin's code of ethics.' However, 1t 1s my oplnlon
that.the role of°the ancestral famlly oast in the formatlon f ‘his code'
~-and thusithe close interaction of all three lnfluences upon: hlm——only
hecome ciean in thecllgh; of the additional information provided by the
Appendix. 'Therefore, I will follow ny exanination of Quentin's section‘
wihh an analysis of the Appendix in ofdef.%o demonstrefe'how'it
contributes to the develooment”of the theme of "family‘past."

| | % b % % %
. Quentin's section consists‘almbstdentirely of}his thougth and

i

memories on the last day of his life, with only a few brief intrusions of

te
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external reali%y into hif consciousness. These thoughts and memories
do not unﬁold'in énything gpproaohing chronological order; rather,
Quentin's mind shifts rapidly and constantly back énd forth between
different aspects of his past and ppeseot, almost all of whioh are in
some way related to his family. , The obsessions whlch dictate his responses
H&s family pabt are thus not gradoally revealed to the reader, but are
almost immediately apparent ffom the constant recurrence of particular
fhoughts and memories. iIt is the intensity of Quentin's emotions and ;he
complexity of thewethigal order governing his-resoonses which gradually
become clear in the coufoo of the sec;ioni For. this peasoo, the full
signif}oance of Quentin's memories and his responseo to them can only be
grasped if his thoughts are examined in the‘order in whichnthey are
_ presented to the reader. 1 will therefore consioer Quentin's thoughts and{
oemories of h¥s ;amiiy past in this order and attempt to determine the
significance'of each. For the sake of convenionce I have arbitrérily
divided the section into Se;en parts, each of which poftrays Quentiﬁ's
mu51ngs up’ fo a point at which his thoughts are 1nterrupted by a
prolonged contact with another person. The first of these parts
encompasses the tlme between his awakening and his visit to the jeweller,
"Quentin's flrst thoughts upon awakenlng reveal a preoccupatlon
with his family past, as he recalls his father's words on the occasion of
his receiving from him a family heirloom, his grandfather's watch. His
memofy of this e;ent'a;so suggests the nature of his father's influopce

" upon him, as Mr. Compson's‘oynical remarks about the watch and about 1life

in general are related:
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he said, Quentin, I give you the mausoleum of all hope.
and desire; it's rather excrutiating-ly apt that you will use’
it to gain the reducto absurdum of all human experience which
can fit your individual needs no better than it fitted his or
his father's. . . . Because no battle is ever won he said.
They are not even fought. The field only reveals to man his
own folly and despair, and victory is an illusion of
philosophers and fools.

’ |
This openlng passage is Slgnlflcant in that it sets forth the doctrine of

the absurdlty of human life, the futility of human endeavour, “and thé
inéignificance of human values in defiance of which Quentin will be shoyn'
to have formulated his own doctrine of meaning and significance through
ethical behaviour. Furfhermore, the extent to which Quentin has been
influenced by his father is indicated by the frequency with which hé
quotes his father's opinions (the phrases "Father said'" and "he said"
occurring half a dozen times within the first two pages of Quentin's
section). |

Anéther important fact which emerges‘from the opening pages of
fhe section is Quentinfs_preoccupation with his sister. The intensity of
this preoccupation is first indicated by his‘association of "sister" with
ideas to which it bears ﬁo direct relation: '"the good Saint Francis that
ééid Little Sister Death, that never had a sister. . . . Christ.
~had no sister" (SF, p. 94). ‘Even an observation about the Weatherb
becomes associated with "[t]he monfh of brides," and thus‘with the memory

of his sister as a bride: ""She ran’right out of the mirror, out of the

banked scent" (§£} p. 95). His thoughts then quickly progress by

associatipen through a remembrance of the wedding announcement to the
heart of his obsession: '"Roses. Not virgins like dogwood, milkweed. I
said I have committed incest, Father I said" (SE, p. 95)." Thus the

pattern which Quentin's obsessed mind will follow throughout the section
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is established, as his thoughts return constantly--seemingly inevitably
--to the key issues of Caddy's loss of virginity, her hasty,marriage to
preserve éppearances, and his own attempt fo,transform her promiscuity
into incest. |
As Quentin's thoughts and memories unfold it becomes increasingly

élear that he has attached an abstract principle{ which is to him of great
importance, to the physical circumstance of his sister's virginity. That
Caédy's virtue is in his mind equated with his family's honour is
indicated by the fact that he is extremely appfehensive that her
transgreséidn will become a-matter of public knowledge and comment:
~"Jesus and Saint Francis talking about his siéter. Because if it were
just to heli; if that were all of it. Finished. If things just finished
-themselves.‘ Nobody els; there but her and me. If we could just have
done something so dreadful that they would have fled hell except us"

(§E} p. 97). It is obvious that Quentin thinks in extremes: to him the
loss of virginity is of sufficient importance to merit eteréal damnation.

However, it is also obvious that the hell of which he is most afraid is

that which public opinion can create.

Quentin's solution is equally extreme: "I have committed

incest I said Father it was I it was not Dalton Ames" (SF, pp. 97-98).

His confé;sion of incest is clearly intended to be the "something so
dreadful" that will transform Caddy'é dishonour into an enormify which
will be beyond the range even of pgblic censure. However, it is also
clear that Quentin's confession ig,false and thaf Caddy has in fact lost
her virginity to Daltdn“Ames; shortly afterward,‘Quentin declares that if’
he had been Ames' mother he would have preventéd his conceptioﬁ. The

intensity of this hatred for Ames, together with his horror of public
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opi;ion’and the excessive importance he attaches to his sister's virginity,
~are indications of a mind trapped in a rigid pattern of perception and
response. His refusal--perhaps his inability--to break free of this
pattern is dramatically revealed by the féntasy of committing suicide

with which he refutes his fathef's contenfion that ". . . peoplg‘cannot

do anything that dreadful they cannot do anything very dreadful at all
they cannot even remember tomorrow what seemed.dreadful Foday” (§£} p. 98)..
Quentin is perversely determined to emphasize the»importagce of Caddy's
loss of virginity, even if he must do so by meéns of pretended incest
and/or suicide. Thus in this first_pgrt of the section,‘Quentin's
response to his fraterﬁal family past is shown to consist in an obsessive
coﬁcern with honour and virtue é;isiné from a rigidly-held code of
behaviour.

The second part of Quentin's section contains further
indica;ions as to the ﬁature of his response to his fraternal family past.
At the beginning of this part Quentiﬂ stands on a bridge watching an
acquaintance, Gérald Bland, rowing on the river. This is the‘first of

many occasions on which he associates Gerald with Dalton Ames. As he

watches the boat disappear he recalls his confrontation with Ames, which

also occurred gh a bridge over a river: 'Did you ever have a sister? No
A _ :
Y

but they'ire Ell bitches. Did you ever have a sister? One minute she was.
Yy e/ y

" Bitches. Not bitch one minute she stood in the door Dalton Ames. Dalton

Ames" (§£§ p: 113). A contradiction present in Quentin's thoughts is
evidence of an iﬁner conflict, for although he refuses to accept Ames'
classification of women as hall bitches,"” his'attitude toward Caddy's
sexual behaviour suggests that he too sees her in fhis light: "Why wont

you bring him to the house, Caddy? Why must you do like nigger women do
»
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in the pasture the ditches the dark ESPdS hot hidden furious in the dark

woods" (SF, pp. 113-11%). Then, as if the thought of‘§addyis promiscuity.
1s too painful for him, his mind veers off to the memory of one of Caddy's
early boyfriends, whom he describes as a ﬁpimple—faced infant" (SF, p. 114).
In this part of Quentin's Section it becomes apparent that he-
feels a great deal of hostility toward all of Caddy's suitors, iﬁélpding
the man she has eventually.mafried. He recalls his first imprgssion of -
Herbert Head as ”[h]aarty, celluloid 1ike a drummer. Face full of teeth
white‘but ﬁot smiliné”’(§£) p. 11lu). Again he recalis the words of the .
wedding announcement, which he apparently received but refused to open.
His"disapproval of Caddy's hasty marriage and his keen senae‘of the
disgrace surrounding it are reveaied by his description of fhe announcement

as a sort of obscene bier: "It lay on the table a candle burning at each
. ’ N . \

corner upon the envelope’tied in a soiled pink garter two artificial

flowers" (SF p. 115). The combihation of the images of sexuality,\dirt, ‘

.
& \

Wi

\art1f1c1allty, and death reveals his dlsgust at Caddy's behaviour, hlq
~perception of the falseness af her 51£aatlon and hls sense of the \\
finality of what she has done in yielding tb Ames. and of what she is \\
doing in marrying Herbert.

However, a contradiction is again apparent in Quéntiﬁ's
responses, for he deeply resented, a disparaging remark about Caddy s
reason for‘marrylng 50 hastlly; in response to Shreve s taunt, ”These \

country girls., You cant even tell about them, can you," he makes a

resolve to "Not hit a man in glasses" (SF, p. 115). It is clear that,

whatever priVate opinions he may have on the subjéct, Quentin will .
publicly defend his sister's honour against all detractors. Thus

Quentin's response to his fraternal family past has produced an inmer

1
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.\l .
confllct between his chivalric 1deals and his purltanlcal moralism, both

of which are part of hlS Plgld code of eth1¢s
,Quentin's parental family past - is also explored-in this second

part.of the section, as the influence of his mother is revealed, Caroline

i
+

Compson's self-righteousness and éelf—pity are bredominant in Quentin's
memory of her conversation with Herbert: ﬂDont agk Qqentih he and

Mr. Compson both feel a little 1nsulted when I am. strong enough to come
k \
down to the table I am. g01ng on nerve now I'11 pay for it after it's all

-

~over and you have taken my llttle daughter*away from meﬁA(éz,‘p. 117).

Herbert's blatant flattery of Mrs. Compson causes Quentin to.remember her
A, . .

constant self-pitying hypochondria: "A face reproachful tearful an odour,

‘'of camphor and of tears a voice weeping steadily andbaoftly beyond the

twilit door . . ." (SF, p. 117).

In addition to disgust atwger selfishness and self-pity, -
~ e . S

Quentin's thonghts also reveal a conniction that his mother is partly to
blame for Caddy's situation.A-Quentin feels that his mother has "ééidw"
Caddy to Herbert in exchange for his money, his flattery, and his promise
of a job for her favourite child\.Jason Recalllng his- mother s strict
disapproval of one of Caddy s early boyfrlends Quqhtln compares 1t‘w1th

her att;tude toward Herbert: "Yet any blackguard . . . that could drive -

up in'a limousine with a flower in his buttonhole. Harvard. Quentin G

this i$ Herbert. My Harvard boy. Herbert will be a big brother has

already promised Jason‘avposition in the bank"“(gzj p. 114). Quentin is

revolted by his mother's suggestion that Herbert, of whom he thoroughly
disapproves, will be a "brother" to him. He is equally revolted by the
dellberate strategy with which she has secured a husband for her pregnant

daughter; later he remembers that she agreed to the hollday in French Lick

-
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with the speculative remark, ”méybe I could find a husband for her"
(SF, p. 126). His perception of his mother's acceptance of Herbert as

arising from self-interest and moral expediency is summed up in the .

statement, "My liﬁtle sister had no. If T could say Mother. Mother'",
‘(_S_F_, P 117); |

Just as Mrs. Compsbn has failed with feéard to Caddy, éo she
‘ failé to ungerstadd and suppor£ Quenfin.‘ Hevis deeply hurt that’she
should’sﬁspeCt him of spyiﬁg upon hié_sister, and protests; "I wouldn't

have I wouldn't have. . . . th did she. . . . think .I would have could

have'" (SF, p. 118). Although Quentin's father declares that he knows

Quentin would not spy upon Caddy; his cynical‘&escription of women as

possessing "a practical fertility of suspicion . . . an affinity for evil

+ for supplyiﬁg whatever the evil lacks in itself! (SF, p. 119), can
‘oBviously be of littlé comfort to him. Clearly, Quentin receives no
support from either of his parents, as one has no understanding whatsoever

of his ideals aﬁd principles, and the other copstantly undercuts them

with cynicism, It is easy to see how hé,has adoptedba régid code of .
»efhics pa;tiy in response to what he perceives as the mofal vacuum in |
which his parents live, Thus the dominant tone of his response to his
parental family past is one of defiance. bf
En thé third part éﬁ the ;ection Quentin continues to:dwell
upon his parental familylpésf; and particulérly upon his mother's reaction
to Qaddy's pregnancy. : The ancestral pasF also plays a minor role hére in
that Quentin sees his mother's resentful attitude as partly arisiﬁg from
vher consciousness of the diffgfént social posjtions-of fhe-Compsons and
- the Baspombs; he.asks)his father; "dé you think so because one of our

forefathers was a governor and three were generals and Mother's weren't"
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(gg;-p. 125)% His fathef replies that "any live man is better than’any

‘dead man but no liyedor dead man is very mnch better than any other live

or dead man" (§£ﬁ p. 125); but it is clear that Quentin's mother does ndt
¥ , v :

share thia view. As Kenneth Richardson points outg.”Quentin further

realizes that his mother's false pride poisoned the family . . . 'Done in

15

Mdther'a mind ‘though. Finished. Finisned. Then we were'all poisoned.'"
Mrs.’Compson's attitude is»shdwn to have been doubly injurious to her
famlly in that she has lavished all the mother iOVe of whlch she is
Capable upon Jason, who she declares is a Bascomb, while rejecting her
other three chlldren>as Compsons: “"the others dont love me they have
nevar loved anything with that streak of Compson aelfishness and false
pbide Jason was'the only one my heart wentnont to without dread”'(ﬁﬂ,
“p. 126). |

With habitual self- rlghteousness and self- plty, Mrs. Compson
v1ews Caddy s situation as an 1n]nry to herself and an affront to- her
“family background "I see now that I have not sufferad enough.I see now
that I nust pay for your sins as nell as'mine what have you done what
sins have your hlgh and mighty people visited upon me" (SF, p 1127), Thef
thoroughly selflsh solutlon she proposes is to abandon Caddy at a time
when she most needs a mother's support and protection, and to ﬁtake Jagon
‘and go where we are not known . . . that he may escape this curse try fo
forget that thevothers ever were" (§£} p. 128). The lengfh at which.
Quentin_dwells upon his mother's selfish abandonment of her moral duty

. toward the rest of her family is evidence of the influence she has had

upon his own responses. As John Hunt observes:

4

.« . the-decline and fall of the Compson family is paced by
the decline and fall of the woman from a position of virtuous
eminence. Not only in Caddy but also in his mother does
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Quentin find no assent to the moral vision of which the code
was a-rationalization. . . . he does not enjoy the matriarchal
structure under which the code of . honor functions to provide

meaning.16
L)

At tﬂis-point’in the third part of‘the sédtion, Quentin's
thoughts turn once more to hig fraternal family past. On a stfeetcar out
to the countrf his mind shifts rapidly between memories of Gerald Blénd
and his mother aﬁd of'the eve of éaddy's wedding. This time he associétes
" Gerald with both Dalfon Ames anq Herbert Heéd, and the bas;s of this
asséciation seems to be fhe superiér attitude of all threé towafd women .
His fanfasies of shooting Caddy's two suitors are interspersed with
mémories of Mrs. Bland ”[t]elliqg_us»abou{ Gerald's womeh ina . . . tone
of smug_approbatibn”'(§z) b. 130); He recalis Caddy asking him to
promise to look after Benjy aﬁd theirifather after her‘marbiagé; and then
dwells af length upon hisAconversétion with Herbert. One reason for
ngﬁtin's disapproval oficaddy's fiancé is revealed as it becomes clear
that Herbert was expelled from Harvard for.éheating. Quentin's rigid .
moral sense is.furthe% outraged by Herbert's attempt to bribe him not to
disclose the matfer to Caddy'aﬁd her parents. His fragmehtéd memories
return ovérland.over againtp fhese three key‘points: he pleads with

Caddy not to marry Herbert, whom he constantly refers to as '"that

blackguard"; he persistently asks her, "how are you ;ick,“ although he

knows that her illness is the result .of pregnancy; and he fantasizes

about shooting "all of their voices through the floér‘of Caddy's room"
(SF, p. 138). |

Quenfin's mind fémporarily>drifts away from these painfui
sﬁbjects, but is quickly called back by the memory of a hunting.qry,‘

"WhoOoooo. WhoOoooo." . This sound suggests the word fiwho," which in turn
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suggests the question of who has fathered Caddy's child. His thoughts

return abruptly to the eve of the wedding, and he recalls asking the

painful question, "Have there been very many Caddy" (SF, p. 142), and

receiving the equally painful reply, "I dont know too many" (§£, p. 143).

His declaration, “You dont know whose it is then does he know" (§§, p. 143),
represents a step in .the plan of confessihg to incest which he is
formulating. —Quentin is cleariy willing to endors¢ almost any.explanation
of Caddy's 'situation rather than fhe true one. Hé-cannot accept his
father's viéw that '"Women are never Virgiﬁs. ‘Purity ig a negative state
and therefore contrary to nature. It's‘nature is hurting you not Caddy"
(EE} p. 143). Quentin refuses to ansider the possibility that hér loss
:of‘vipginity may b? a natural part of human life bec;use such an idea
contravenes the code of ethics wﬁichkhe believes in exclusively as a
pattérn and mddel‘for huﬁan behaviour. Iponical;y, the flames 6f hell

seem '"cleaner" to Quentin than the sordid and trivial incidents of human

‘ life: "If it could just be a hell beyond that: the clean flame the two

" of us more than dead. Then you. will have only me then only me then the

two of us amid the pointing and the horror beyond the clean flame" (§£ﬁ

p. lu44). It is clear that Quéhtin is unable to accept or endur;ﬂg'world
which falls short of his own idealism. It is also clear that his response
to his _fraternal past is so d;\inated by his code of ethics that he is

completely incapable of viewing Caddy realistically and accepting her

human weaknesses.

V Aftéﬂiﬁ%ﬁkfng-bpiefly with three boys on their way. to fish in

the river, Quentin once more becomes immersed in his own thoughts. In

this foufth part of the section he continues to dwell upon his

conversation with Caddy on the night before her wedding. His mind returns
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to her adhission, "I've got to marry somebody" (SF, p. 139), and he

'reealls‘asking‘the Superfldous question, "Why muSt'yoﬁ marry semebody

Caddy" (SF, p. 151). - Caddy is annoyed by this seeming attempt to elicit

a confession and replies, "Do you want me to say it do you think that if

I say it it wont be”j(§£} p. 151). Surprisingly; Quenfin does seem to

think‘soi His response is confused and largely unlntelllglble, yet seems

to 1nd1cate a belief that words can alter reality: "SAy it to Father

will’ you I w1ll am my fathers Ppogenltlve I invented him created I him

Say it to him it will not be for-he will say>I was not and then you and I

" since phildprogenitive” (§E}‘p; 152). Although it is difficult, if not - P

impossible, to follow Quentin’s'apgument about the relativity of existeﬁce,

the fact which does emerge clearly from this strange passage is that he

sees words as SOmehow having a greater reallty than physical fdcts (”1t

will not be for he will say I was not"). Thus an explanatlon 18“suggested

for QUentin’s decision to confess to incest:‘ if he can convince himself

" that words have the power to alter reallty, then he can delude hlmself

into bellev1ng that a confession of incest w1ll actually convert Caddy's.

promxscu;ty into incest. As has been shown,~Quent;n vastly prefers the
. : ' Y

horror of incest to the sordidness of a trivial dishonour. Of:course,

"~ this is evidence of a mind which has become unbalanced; Quentirr now has

not only "separated ethics from the total context of humanity" (see above,

P. 47), but is also in the process of separating them from reality itself.
In the midst of his conversatien with Caddy, Quentin recalls
his father's assertion of the equalfabsurdity of human life and death:

"Man ‘the sum of his climatic experiences Father said. Man the sum of

" what have you. A problem in impure properties carried tediously to an

unvarying nil: stalemate of dust and desire" (SF, p. 153).. Quentin

o
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cannot accept this view of human actions as insignificant and meaningless,

and instead asserts the importance of what Caddy has done by tryihg to
persuade her to run away with him rather than to marry Herbert. Quentln s
fren21ed search for a means by which to negate Caddy s dlshonour is thus

not only a response to h;s4fraternal famlly past, but also a reaction

against his parental past in that it is»ah attempt to disprove his father's

view,
In the fifrﬁ paft of the section, Quentineenters a bakery and
encounters a little Italian.girl who subsequently foliows him‘throughout
most of fhe afterpoon until she is fiﬁaily’reclaiﬁed‘by her brother, This
is by far‘the most'prelonéed‘contact which occurs between Quentin‘and:
aqether dndiViduai in the enﬁire aection. - As a reeult, it is the one part
of the aeetion in which.the usual pattern of his conseieusness is

7o
reversed, and he malnly responds to external reallty with occa81onal

® .

intrusions. of memory.. In examining this part I will deal first with his

iy

~

 memories, then show how they are related to the external‘reality in which

he flnds hlmself and finally demonstrate how his responses to thls reallty

reflect his responses to his. famlly past.
Quentin's memory is flrst stlmulated by the. s1ght of a horse

and buggy, which reminds h;m of Dr. Peabody, which in turn reminds him by

association,df-Caddy's,pregnancy: "Seen the doctor yet have you seen

p - His question shows that'he has accepted/the facf

‘;z although,he is far ffom'accepting Her eexuality as
'S memory of his father's deecripfion of woman as a
. of perlodlcal flleh between two moons balanced"
graduaii}uaergeananto the images which he hlmself associates ngﬁ female

sexuallty;a“"quuld putrefaction like drowned things floating like pale
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‘rubbef‘flabbily filled getting the odour of‘honeysuqkle’all mixed up"
(§£),p. 159). Once again the association of,images of sexaality, dirt,
and death reveals Quentin's disgast at Caddy;s promiscuity and. its
aossaqaences (ses aboya, P 53). Also in this passage Quentin for the
first time associa;es Caddygs saxuality with the smell of hoaeysuckle;
an association'whichfwill bé‘frequently repeated throughout-the rsmainder
'iof ﬁis'section.- | ’ | -
| Quentin briefly recalls two OCcasions on which the-smell of

honeysuckle became unbearable for him, and then hisimindrabruﬁtly reverts .
/f”\%b an incident of his and Caddy's‘sﬁﬂldhood. He recalls asking Caddy why
“she-had let a boy kisS‘her, and théh slapping her when she replied, "I

didn't lét'him I made himn'(§£) p. 166). Quentin is clearly punishing

her for behaying improperly, yet he tells her, "It's not for kissing I

slapped you. R It'sbfof letting it be some darn town squift'I slapped
yggf (§£¥ p. 166). His words imply that Caddy has demeaned herself by -
bestswiné favour.upon a:pefsbn who-is'upworthy‘of he%. The simiiarity‘
befween tﬁis’response-and his later~résponsas to Dalton Ames‘and,Herberf
‘Head suggests not. only the length of: tlme during which he has applled a
rigid code of ethics to hlS experlence, but also the strength of his
insistence upon one aspect of that coda, his family's honour. Caddy
seems to resognize that it is as much:her_familiarity with a "town
squirt" as her having kissed a‘boy wﬂiéh ubéets Quehtiﬁ’ she retorts,‘"g

dldnt kiss a dlrty glrl like Natalie anyway" (SF, p 166)

.
These words provide a transition to another memory from his .

childhood or early adolescence. He recalls playing,soms'soft of sexual. ..
game with a girl named Natalié, which ﬁas interpupfed_bypthe sudden

appearance of Caddy. After Natalie leaves, Quentin plunges -into the hog
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wallow, then forces Caddy te listen to his "confession': " "You know what

¢ ' :
I was doing? . . . I was hugging her that's what I was doing. . . . I was"

. hUgging her I tell you" (SF, p. 170). -When Caddy replies that she’ doesn t

give a damn what he was d01ng, Quentin flleS 1nto a rage and CPleS ”You

dont you dont I'll make you I' 11 make you give a daan (SF, p. 170).

>

Following a scufflejin the mud Quentin demands,v”Dobyou eare now do you

do you" (§£3 p. l7l), and then declares,<”I told you I'd make you" (SF,

p. 172). Caddy still refuses to attach ‘any 1mportance to his actions,

and only replies once agaln .”I dont give a goddam what you do" (SF p. 172

Quentln S determlnatlon to e11c1t a- response from Caddy reveals '
~_anotber aspect of his rigid code of ethics. Not only‘does he want her to
obey.it (askshown by tbe previous punishment.fer kissing), bdt he-a;SO.
wants her to share and enforceait,. It is elear that Quentindviewé his

. L ' ' 17 N
sexual experimentation as a breach of the code,”  and he expects-~he *

,demandS——that Caddy endorse his code by rebuking Him for his actions.  When

she fails to do-so he ié enraged; he sees her failufe tqfenforce the code
as equally reprehensibie wifh his own b}each of it.la 'Ffdm this it is
clear that Quentin persistently_eees'Caddy as.pargﬁof his ethicai_order,,
id spite'of her resistance. As Olga Vlckery pednts out, "He beglnsv
grooming Caddy for’her role from the outset, 1n51st1ng on her confofmlty
to hlS conception ‘of her. . o But‘hls:ma{n intention is not simply to
bunisd her for forgetting her part but»teimake her understand the
siénificance of her role. . . ."lg - In spite of his efforts, Caddy dOes
not grasp thisbsignifieancei’will not--probabiy cannoteeéharevhié‘éode,
‘and‘simply ﬁdoesn't give a dama“ abodt the whole matfer. .

It ‘is significant that these two 1nc1dents are the only memorles

| of Quentln s childhood relatlonshlp with Caddy to be found in the sectlon,

).

b

A S
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for‘he récalls them while accompanied by a littie‘Italian girl. This
‘suggests that the little girl somehow becomes associated in his mind with
his sisfer. André Bleikasten points out a further 1link between Quentin's
presént realities and his memopieslbf past ones by noting that Natalie is
referred to as "a dirty girl," ‘Caddy of course becomes dirty during their
scuffle in fhe hog wallow, and the little. Italian glrl's first 1mpP6551on
upon Quentin is that of "a little dirty child" (sF, p. 155) Clearly
1t 1s becdus; ‘the little Itallan girl is a child and also dirty that
Quentin is led to assoc1aég'her with ;wo other children whom he saw as
"dirty" in the figurative senée of the word, with the result that he
recalls these two eafly incidents of his own and Caddy's improper
behaviéur.

Quentiﬁ's encounter with the little Italian girl does, however,
play a fér more important role than meféiy that of reminding him of the
past; Although his thoughts reyeal'only a subconscious association of the
little girl with Caddy, his w§fds and actions are clear evidence of what
amounts to a substitution of her for his absent sister. Most obviously,

< : ‘

the fact that he calls her "sister" is significant, especially as he uses
the term more than a dozen timés and only once addresses her in ény other
way. Also, he immediately upon enéountering her assumes the fole éf her
protector, and lies in order to save her from the queétions‘of a;suspicioUs
shop—keeper. Althqugh the little glrl s persistent following of h1m is a
Sulsance, and her contlnuous pré&ﬁﬁfﬁ an unwanted burden, Quentin'd
actions‘cleariy show that he feels éomé\SOrt of obligation toward ﬁer.

He trieé,to turn her over to the sheriff and, that failing, to find her

home. Although at one point he tries to rid himself of the respon51b111ty

- by runnxng away, he agcepts her presence when she suddenly reappears as if
% .

T
]
|
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he feels it is his inevitable duty to accompany her. Zp short, his
response to her is exactly that of a loyal, though somewhat grudging,
older brother who has abruptly found himself with_the‘responsibility of
. minding a younger sister. - ' | . | |

| Not only are Quentin's responses to the little Italian girl
generally those of a brother toward a sister, but they can also be seen
"specifically as a paroay of his_resbonses to Caddy. Quentin has found
himself' in a situation wﬁich superficially parallels his fraternal family
past, and he tries to deal with it in much the same way. Again he is
unexpectedly faced with the‘problem of é "sister" who does not behave as
hé feels she should, and again he instinctively assume® responsibility
for putting matters right. The absent sheriff is of no more helpmto him
than the father who "distanééd" himself from the situation through

cynicism. This little girl, too (at least so far as Quentin can discover),

is motherless, and his previous remark about Caddy, "My little sister had

no. If I could say Mother. Mother" (see above, p. 55), is echoed by

what has now become a'franfic piea for help:. He imagines accostiﬁg the
child's ﬁother with, "Madam, your daughter, 'if you please. _No. Madam,
for God's sake, your daughter" (§£} p. 164). Again Quentin is looking
for assistance in dealing with a wayward "sister," and again he finds that
the repgesentatives of parental authority are unﬁilling, or unable, to"
come to his aid, Clearly; in his efforts to cope with tﬁe little Italian
girl, Quentin is re-enacting his struggle with:Caddy. Thus his response
to his fraternal family pasf is at this point shown to be influencing his
responses to present realities to the point of virtually dictating them.

: ~.

After attempting to escape the‘little Italian girl's persistent

presence by running away, Quentin unexpectedly encounters her again some



65

distance from where he left her. What is significant is that he neither

o

shows any surprise at so sudden and improbable an event, nor wonders at

her unexplained presence at the exact point at which he climbed over the

wall. 1 In the midst of his memories of Natalie and Caddy, Quentin
accepts the little girl's reappearance as if he views her, not as a

physical presence, but as merely an extension of his own thoughts:

I didnt kiss a dirty girl like Natalie anyway The wall
went into shadow. . . . I climbed the wall, And then she
watched me jump down, holding the loaf against her dress.

- I stood in the weeds and we looked at one another for a
while. ‘ ’

'"Why didnt you tell me you lived out this way, sister?'
. 'Well, come on then and show me the house.' not a dirty
girl like Natalie (SFP, pp. 166-167).

It no more occurs to Quentin to wonder at the little girl's presence on
the:other side of the wall than to be surprised at the pfesence of Caddy
and Natalie in his thouéhts. Thus it is clear that in Quentin'é mind the
present is beéinning to merge with his past, and he is no loﬁger fully
capable of distinguishing between them.

Furthermoré, althéugh Quentin does not recognize his'response
to the littie Italian girl as a ﬁérody of his earlier resﬁonse to Caddy,
he does at iast become aware of the ironic parallels between fhe two
situations. When he is arrested and accused'by Julio of trying to "steal"
his sister, Quentin begins to laugh uncontrollably. _HiS»laughter is less
‘a sign of‘amuse&ent'than of emotional hysteria, as shown by the difficulty
he has in regaihing control of hiﬁself, and by the officers' perception
of him as craz#. Ironically, the protecfor and champion of female honour
is suspected o% having evil designs upon the virtue of a little girl.

Even more ironically, Julio wants to kill Quentin.for ''stealing" his

sister, which is exactly what Quentin fantasized about doing to Dalton
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Ames, and for exactly the same reason. Quentin's laughter shows that he
perceives the irony of the role.into which he.has been cast by Julio and
the officer; of the law, His hysteria may alsoc be an indicatiom that he
. is aware of the contrast betwgen himself and Julio, who has been fap'mope
successful in rescuing his sister from an apparently threatening male
inflﬁence than Quentin himself was. In spite of this final recognition
of the_ironic nature of his encounfef with the little Italian giri,
Quentin is even less in control of his obsession ahd h%s despair at the
close of this incident than‘be was at its éutset. His hysteria, as well
\ -
as the blurring of past and present in his responses, are symptoms of a
state of mind which is becoming less and less able to‘cope with external
feaiity. .
. Quentin's increasing inability to separate present realities
from past ones is even more dramaticélly revealed by tée incident which
{ : _ ,
follows his encounter with the little Italian girl. In the sixth part of
the section, Quentin's repeatéd association of Gerald Biand witﬁ Dalton
»Ames (see above, pp. 52, 57) culminates in a subsfitution of Bland for
Ames which parallels his substitution of‘the little italian gir% for
Caddy. Riding in Mrs. Bland's car, Quentin's consciousnéss shifts rapidly
back and forth Between'the smug remarks hé hears Mrs. Bland making about

the "gentlemanly" tastes of her father and Gerald, and memories of Caddy's

affair with Dalton Ames. As he recalls Caddy talking about Ames, Gérald

and Ames merge into a common identity in Quentin's mind: "talking about

him [Ames] the oar blades winking him [Gerald] along winking the Cap made ~

for motoring in England [worn by Gerald] and all time rushing beneath and

they two blurred within the other forever more he [Ames] had been in the

army had killed men" (SF, p. 184).



Ly

67

Quentin's memories throughout this part of the section are again
permeated with the honeysuckle smell which symbolizés fbér him Caddy's
sexuality. The depth of his horror and disgust at her promiscuity is

here revealed by his association of it with animalistic images: 'running

the beast with two backs . . . running the swine of Euboeleus running

coupled" (§£) p. 184). He remembers trying to persuade Caddy to co-operate

with his' scheme of confessing to incest, to which she only replied by

reminding him of his own virginity: '"Poor Quentin youve never dome that

have you" (SF, p. 185). In his efforts to persuade her, Quentin first
appealed to her concern for her father, then threatened to force her into
complying, and finally attempted to convince her that incest had actually

been committed:

I'11 tell Father then itll have to be because you love Father-

then we'll have to go away amid the pointing and the horror the
‘ clean flame I'll make you say we did I'm stronger than you I1'll
- make you know we did you thought it was them but it was me

listen I fooled you all the time it was me (SF, p. 185).

Quentiﬁfs adéptiop of one means after another to win.Caddy's agreement
reveals his frantic determination to convert Ber dishonqur into the (for
him) more acéeptaﬁle form of incest, and his attempt to persuade"hér that
it was réally'himself who acted as her lover is further evidence that his
grip on reality has/been slackéning for some time.

“Quentin recalls that in answer to his question, "did you love

them Caddy," she replied, "When they touched me I died" (SF, p. 185),

thereby fnankiy admitting her compliance with, and pleasure in, her

" seduction. Such an admission was and is too much for Quentin, and at

this point in his narration his rage and frustration find an outlet in a

physical assault upon Gerald Bland., As Shreve later reveals, Gerald was

w
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at the moment of Quentin's attack speaking diSparagingly of women,
Clearly, Quentin equated this attituae on Gerald's part with Dalton Ames'
previous assertion that women were "all bitches" (seélaﬁoye, p. 52), and
the subétitution of Gerald for:Ames became completé; That éuentin.was.

attacking Ames in the guise of Gerald is confirmed by the fact that he

¢

challenged Gerald with the same question he asked Ames, "Did you ever

have a sister?" (see above, p. 52). As Spoade later describes the

incidént to Quentjn, "'The first I knew was :when you jumped uptéll of ‘a
sudden and said, "Did you ever have a sister? didAyou?”véﬁd Qhen hé said
No, you hit.him'ﬂ (SF, p. 206). It is clear that Quentin's response to
éxternal reality has once again been dictated by his response to his'
fraterhél past, this timé to‘the poiﬁt WBere he éctually confuses fhe.
present reality with a past one.

| While unconscioué ;fter his fight with.Gerald, Quentin felives
the evening on which Caddj's loss of vifginity was revealed and His
subsequent confrogtation with Dalton Ames, Followiﬁg Caddy to the creek,

Quentin tries to find a way to circumvent the reality of what has happened.

He first tries to believe that she was raped: "did he make you then he
made you do it let him he was stronger than you . . ." (SF, p. 187). If

' didy will agree that it was rape rather than~seduction,'fhen Qdentin
will be able to follow a clear course of action based upon his ideals of
hénour anﬁ_chivélry: he will kill\ﬁmés, they will take pi; Harvard
tuition aﬁd go awdy together, and '"nobody need ever know"i(gij p. 187)."
Qhat Quentin cannét, above'all, acgept is that Caddy may have been a
_willing participaﬁt in the act; he insists, "Caddy you hate him dont you"

(SF, p. 187). Her reply only reinforces the reality of what he refuses

to accept: "yes‘I-hate him I would die for him I've already died for him

'

~
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I die for him over and over again . . ." (SF, p. 188). Caddy seems to
realize that.Quentin has attached a disproportionaté significance to both
her viréinity and the loss of it; her repeated comment, "poor Quentin
. youve never done‘that.haQe ydu" (§£) p. 188),.sﬁbws that. she believes
his horrified reacfibn to result from his cbmplete iack of sexual
-experiencé.' AlthougHAshebhas no igkling of tHe deeper and mére abstract .-
origins of his fesponse; she agrees to the 'remedy" he sﬁggésts.

In a scené wi&h highiy sexﬁal‘overtones, Qdentin proposes to
cut Caddy's throat and then cqmmif suicide himself in the same way. He

'

fumbles the attempt, and i% seemsvdoubtful if either of fhem took his ' -

proposal seriously in the first place. Pérhaps Quentin's failure is
pértly'due to‘lack of'coﬁrage, althoﬁgh he later has.sufficient c;urége
"té briﬁg.about his own suicide. Héwevef,lboth his suggestion ana his
fajlure to carry if out can be seen to arise from the dictates.of his
code éf ethics: 'although according‘to the code, anything, even death, is
preferablévto dishonoup, to commit murder is a violétion of thé code. ;
Furthermore, to kill Céddy is to admit implicitly that she is guilty and
deserves killing, and so ié hardly a éqlution to. the problem.»fSiﬁilarly,
although inéést is preferable to promiscuity,AFO commit%incest4would‘be
to '"destroy his [ethicalj érder completely by invdlving him in the> ),‘
terrible réality of experience."22 Thus when Caddy declares, "yeé'Ill do
anything you want me tb'éﬁything &es;” Quentin éngfily replies, "you shut
up you sﬁut up" (§£3‘p. 194). For Caddy to ggzgg_toicommit-inceét.is.for
Quentin &nthinkablé,_éince it destroys the idealized conception‘of her
upon which his code depends and which he even npw Pefusgé to abandon:

~ The only.other alternative is for Quentin to rape.Céddy, and this seems -

to be part of the ﬁnderlying sexual implications of the previous scene
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l'with the knife.  Rape would;,of course, transfer the guilt from Caddy to
Quentin, but would also be a violation of his code,

Thus it is clear that Quentin's code of ethics creates for him.
an impossible dilemma: he isjcompelled‘to act_in order fo redeem‘his
sister's honour, yef all posslble actions\are forbidden. The most he. can
do is to.declare to Caddy, ”l nisn you were;dead" (SF p. 195).
Furthermope, the contradlctlons in which hlS code lnvolves him are 1mmense
and 1nsoluble. When Caddy later asks where he is g01ng, Quentin replies,
”none of your business whore whore! (§£) p. 197), yet in spltevof this
vprivate condemnation of her he is compelled to confront Ames and pnblicly_
defend her hononr as if shelis the most vittuous of women. When Ames
'tells.him, "listen no good taking it so hard its not your'fault Rid it
would have been some other fellow," and‘then.replies to Quentin's "did
you ever have a sister" nlth "no but theyre all bitches" (SF p. 199)

: Qnentln must fight Ames even 1f he privately feel® this to be true. The

crowning 1nsult occurs when Ames demonstrates his prowes_uwith.a revolver,

then offers it to Quentln to klll him with if he chooses. Quentlndls
thus deprived of his role as chlvalrlc hero and defender of female honour
and virtue, and must bear the further indignities of falntlng and of Ames'
solicitude about him,

This incident, as recalled and narrated by Quentln, shows that
~ he not only failed prlvately to "restore” his sister's purlty by elther
killing her or converting her promiscuity into 1ncest, but also publicly
failed to defend even the fagade of her honour. . Ames refused to play the
villain,‘and Quentln found himself unable’to play the ~avenging hero Thus
an 1mportant cause of Quentin's despair is made clear by this further

revelatlon of his fraternal family past:
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When he regains consciousness after the fight with Gerald,
Quentin makes his way back to Harvard alone. In the seventh and final

part of his section he recalls his abhorrence of the smell of honeysuckle:

. « . after the honeysuckle got all mixed up in it the whole
thing came to symbolize night and unrest I seemed to be lying
neither asleep nor awake looking down a long corridor of grey
halflight where all stable things had become shadowy
paradoxical all I had done shadows all I had felt suffered
taking visible form antic and perverse mocking without
relevance inherent themselves with the denial of the
significance they should have affirmed thinking I was I was

not,who was not was not. who (SF, p. 211).
, e T

This complex paésage makes clgar some importaﬁt fécts."lf shows that
Caddy'svpromiscuity; represgnted here by the smell of honeysuckle, is not
?only a source of moral outrage and repugnance to Queﬁtin, but is also in
some way a negation of meaning: ‘aé he lies in.bed smelling th?ﬁhoneysuckle,
all hstable things'" seem to him ”Shadewy pagadoxicai." Hé feels that the
significance of all he has "felt sufféréd”-—of his.whole life, in short--
has been mocked,and réfuted by Caddy's actions. Quentin's sense of his
éwn identitj hasébeeh challengéd by.this blow to the code of ethics upon
which he has based his life;éndvhe is_led to question his very exisfencei
v ”i was I was not who was not was not who." Thus the tremendous:importance .
for Qﬁentin’éf his self-created ethicél.ordeﬁ is revealed, as it becomes
clear that it has been the’'central source of meaning in his life,23
FUrtherﬁore, because Caddy's purity was an eésential part of this order,
it is clear that Quentin's sense of meaning in life has been seriously
challenged by the events ofvhis f?aternal f;mily past. |

One reason for Quentin's need of a rigid code of ethics éo imbue

his life with meaning is suggested by his comment upon thevinadequécy of

his parents:
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When I was little there was a picture in one of -our books, a
dark place into which a single weak ray of light came slanting
upon two faces lifted out of the shadow. , ¥ , I'd have to turn
back to it until the dungeon was Mothéf herself she and Father
upward into weak light holding hands and us lost somewhere
below even them without even a ray of light (SF, p. 215).

[v)

Clearly, Quentin feels that his parents have not brovided their children
with a gu%dé, a "light” by which 'to live, and havé instead left them to
wander in dafkness and meaninglesSness; Quentin makéé two further
comments upon his parents' failures. With regard to‘his mother, he now

)

applies his. previous remark about Caddy's "motherlessness" (see above,

'p; 55) to_himselfb "if I'd just had a mother so I could say Mother'Mdtherd
(§£) o 213). * With regard to his.father; Quentin”declarés that he
deliberatél&'schoéled his chi}dren to seeilife as pointless and existence
as ﬁeaningless: "o LiFather was teaching us that all men are just
accumglations dollg stuffed withrsawdust‘swept up from the trash heapsv

where all pre§ious dolls had been fhrown"éway the sawdust‘flowingvfrOm'
what wound in what side that not for me died not" (SE, p. 218). One

" reason for Quentin's adoption of alrigid codé-of ethics has bgen,ithen,
the neéessity of establishing a center ofbﬁeaniﬁg in his life in order to
fill.the void left by his parents’ failures. This is but one more
'iﬁdicatioh'of the‘greatiimportance of the influence of Quentin's parenfal
family past. o . ' Aié%

Quentin's thoughts suggést that'the formation of his code may |
aiso have resulted partiy from a needvfar permanence inlwg%t‘sgems to him
ﬁﬁan unstable world.§0f his ’plan to confess to incest’ he rémarks., "if

Apeople could only change one another forever that way merge like a flame .
rswirling up f¢r an instant t%ﬁ? blown cleanly out alpng the cool eternal

dark . . ." (SF, p. 218). Quentin finally d4§>deé that the only permanence

-
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~he can achieve is the érrésting of hié,own consciousness through death.
By_cﬁmmitting éuicide he can preserve his ethical brder from fhe.expériehces
which threaten it. The close_of‘Quentih'S‘section consiSﬁs of a long,
remembered dialogue between himself and his father in which they discuss
his confession of incest and his professed intenfion tovcommif suicide.
To his father's reassurance, 'we ﬁuét just stay awake and seé evil doné ;
for a little while its not always," Quentin replieS, "'it doesnt have to
_be evenbthat long,forvé man of courage" (SF, p. 219).> His %athér dées
not take his_threat of suicide sériously,.declariﬁg; "i think you are too
sefious to give me any cause for alarm" (§£; p. 219). |

Mr. Compson's éubsequent remarks‘sdggest that‘it is because
Quentin feafs that_his_responsg might'prove fémporary that he wishes.td

preserve it from the effects of time by dying:

you cannot bear to think that'somédayiit will no longer hurt
you like this . . . you will not do that [¢cobmmit suicide]
until you come to believe that even she was not quite worth

despair perhaps (SF, pp. 220-221).

—

‘ - Perhaps his fathef is wrong, and;Quentih commits sﬁicide as the ultimate
protest against.Caddy'svactions and the supreme-assértion bf their :
impoﬁtance. Perhaps his father is right, and Quentin commits suicide
bééause her actions are becoming insignificant with‘thé passage of time,.
_depri&ing him of thé l;s% shred of the meaning he has friea to find in
His experience. Whiéhevgr is the case, Quehtin's Suicide:is both‘his -
final response to His family past and his final act of alleéiance to the
code“of ethics which he has imposed upon his life and undeviatingly

- followed to the end.

I
v



&

s

&S

- the novel proper to the Appendix, he finds'thet this;picture has been

7y

Thus Quentin's section of the novel shows that he is influenced

. by his family past to the extent that his sense of identity, feeling of

self-worth, and péttern of response are dictated by'it. His sense of
identity is based upon his perdeption of himself as the last defepder of

his family's honour, and the slighting -of this “honour by hlS sister has

" so shaken his .sense of 1dent1ty that he questions hls very existence.

His failure to elther prevent or avenge his sister's disgrac!gand the

slight to hls family's honour has completely deprlved him of his sense of

‘self—worth, Partly in response to the influence of his parental and
,.fratebnel family,pasts,'Quentin has adobteo a strict oode of ethical
behaviour and inposed lt rigidly upon his perceptions of and.responses to -
past and‘present. This pattern of nehaviour is baseo.upon'the principles‘

~of ?urity, nonOur, and chivalry, and he has Véinly tried tovuphold these

pr1nc1ples in a  world which has largely forgotten thc %-A@%a result, the

B

parental and fraternalvfamlly pasts are for him a series of fallures whlch
he cannot accept, and he is reduced'to a statevoftlmpotent rage and
hopeless.déspiir. lee Beyard Sa;tonis, he is finallydestnoyed oy his
resp0nse to' his family past. | |

Quentin's seotlon of the novel thus glves the reader a fairly

clear picture of his responses to hlS famlly past and of the code of

ethics upon which he has patterned his life. When the reader'turnsvfromi

completed and;perfected. The link between Caddy's virginity an?'the
family's honour so frequently implied in QUentin's section is here made .

explicit: "QUENTIN III. Who loved not his 51ster s body but some concept

Aof Compson honor precarlously and (he knew well) only temporarlly

supported by the minute fragile membrane 'of her maidenhead . . ." (SF, p. 411).

-

¢
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Thus it becomes clear that it is Quentin's one-to-one equation of

the physical circumstance of Caddy’s §ifginity»with the abstract coﬁcept

of his family's honour which is the core around which hislglabc%ate
ethical 6rder has \peen buiit and fhe’key element in his résponse té his
family past¥ |

The Appendix also defines fhe role played by the ancestrél
family béét in the formation of hiquodé by suggeSting that his conéepts
of hoﬁéur, virtué,.agd chivalry are derived frém'his perceptiOn‘of his
family's history:

.. . that long line of men [the Compsons] who had had some%hing
in them of decency and pride even after they had begun to fail
at, the integrity and the pride had become mostly vanity and
self-pity: from the expatriate who had to flee his native land
with little else except his life yet who still refused to
accept defeat, through the man who gambled his life and his
good name twice and lost twice and declined to accept that
either, and the one who with only a clever small quarterhorse
for tool avenged his dispossessed father and grandfather and
gained a principality, and the brilliant. and gallant governor

- and the general who though he failed at leading in battle brave
and gallant men at least risked his own life too-in the failing,
to ithe'cultured dipsomaniac [Quentin's £ her] who sold the
last of his patrimony not to buy drink bdt to give one of his
descendants [Quentin] at least the best chance in life he could

- think of (S, pp.-415-416). , - .

o~

. ' ' ‘
aqsﬁfﬁﬁlt is clear that Quentin possesses the same gallantry, loyalty to his

'-'h‘ {;n:-‘ . i : )
'ZL’” family, and willingness to risk all for what he believes in which

: éharacterizéd his ancéstpféﬁ and even to some extent his f;ther; This
suggests tﬁat he has’forgﬁlated his codébaf'ethics partly in-responée to
his pé;ception fhat‘there is something Qaluable and wortﬂ\ﬁfesgfving in
his ancestral famii& past. In this.way, the interdction of all-thfee.
aspscté of hié fémily's past td pfoduce his aode"of efhics, and thus to

’jinfluence his'responseé to past and preSeﬁt“réaiitigs, is‘réyealed.

- In conclusion, the development of the theme 3f "family paét“ isv

el

4

"
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far more Skilfdlly and effectively executed in tbig novel than‘in }
Sartoris. . The use of the first-person peint of view produces a much

clearer characterization of the protagonist, and the code of behaviour
. . . . ) . . . , ‘ !

which governs his responses to his family past and to the present is thus

sét more forcefully Beforevthe reader. In'The'Souhd ;nd the Fury littié‘

is leff to mere’implicatioﬁ; anylpoints which are no¥ made peffectly clear

_in the novél propér;afe comménfed upoﬁ in thé Appehdix. Therefore, |

’ although the theme is'develéped extensively in‘bnly one of the novel's

fouf:sectiépé,‘and‘although the aadifioggof thé Appendix is.necéssary'to

'.‘cdmplete‘and emphasize the'thematic,devgiopment,_the overail presentation
~of the theme of "family~past" in this novel is,'within these iimits,‘as S

clear and Eomplete”as the critical réadgr could wish."

&
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In As I.Lay Dying Faulkner develops the theme of "family past"
through the portrayal of a group of ¢haracters very different from those

in Sartoris.and The Sound and the Fury The aristocratic Sartorises and
ke

Compsons, with thelr tradltlonal values and dlStlngUlShed ancestors, are

) ]
succeeded by an 1mpoverlshed country family with nelther heroic traditions
to uphold nor inherited codes of behaviour to follow. - The Bundrens'
famllx past consists entirely of the relationships which have been formed
within the immediate family group of ‘husband, wife, sons, and daughter,
Their family past does.not?.except in one mincr-instance,*go beyond these
two generatlons and constantly overlaps with the present because all of

the famlly members, w1th one excegtlon are stlll living. The emphasis

1n As 1 lay Dying therefore falls upon the fraternal and parental pasts,

while the, ancestral famlly past is of relatlvely little 1mportance

As a result of this empha51s upon the fraternal and parental
pasts all of the Bundrens are to some degree influenced by the famlly 5
past in that all are affected by the relat1onsh1ps-—established in the
past and contlnuxng 1nto the.prgsent~—among the members of the family.

However, as' in Sartorls and The Sound anll the Fury, there is one character

who serves as a focus for thegdeVelopment of the theme of "famlly past;"
r‘Darl,“the most articulate and most‘fuiiy—developed character; is also the

one 1nd1v1dual who is shown to have derlvedla sense of h1s personal
‘ldentlty (or lack of xt) an 1@ea of hls own worth and a pattern of

response to present realltles from his’ famlly s past.. However, it ‘s

o N D\
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only the parental and fraternal aspects which have influenced Darl, for
he does not respond to, and is to all appearancesxunaware of, his
ancestral family past.

Although Darl follOWSHa‘consistent pattern of responses in
dealing with'presenF realities, his behaviour is not dictated by a code,
by a set of ideals and values such as Young Bayard Sartoris and Quentin
Compson have extracted from fhelr families' pasts. The circumstances
influencing Darl's behaviour are much less.abstract and much more obvious
to the reader: rejected emotionally by his mothegr, Darl is&intensely
jealous of his half-brother, JeWel, who is her favourlte' His fratefnal
past and Present is dominated by his relatlonshlp with Jewel, and he
con51stently responds to Jewel's presence with a mixture of admlratlon
and antagonism. His parental past and present foouses upon his relation-
ship with his hother, and his responses reveal a consfant'struggle to -
come to terms with his conflicting feelings toward her. In turn, her
attitudes toward her childyen are shown to have resulted from the nature
of her relationships wigﬁéher husband, her lover, and--to a lesser extent

. . -
--her father. In short, although éhe'Bundrens have no time-honoured
_tradition and no elaborate code of behaviour derived from it, family past

~ .

is a powerful influence upon their lives as well, and once again has an
important place in the thematic structure of the novel.

Perhaps because both the circumstanoes of the family's”past and
the characters' resﬁonses to it are less‘abstract and more easily defined,
: there is greatea critical agreement abouf the 1mportance and operation of

the theme of "family past" in this novel than in Sartoris and The Sound

and the Fury, *_Virtually all critics of As I Lay Dying agree, elther

exp11c1tl&§§- émp11c1tly, that it is Addie's attitude toward her family
. " : A 4
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which produce®-most of the novel's action, both physical and psychological.
It is, after all, her death-bed request to be buried at Jefferson which
launches the family on a journey during which the underlying tensions and
hostilities among'its members are intensified: As‘Addie herself reveals,
both the request and the conflict within the family. have resulted from
‘her feelings toward her husband and children, and from the differeﬁt
relationships she has formed with each of her Offspfing. Thgé Addie is a
mother who, even after death, has a dominant infl;ence upon éer children's
lives. Her position of power in the family .is emphasized bylthe
comparative insignificance of her husband, Anse, who ié too. self-centered
and lazy to have much effect upon his children.

Most commeﬁtators on the novel also égree that the major effect
upon Darl of Addie's éttitude toward him has been to deprivebhim almost
completely of a sense of personal identity. .Addie's section reveals that
~ she rejected Dérl even‘before~his birth as unexpécted and gnwanfed, énd
it is this rejection, most critics agree, which has contributed 'to--if
not produced--the unusual state of consciousness, evgntually culminating
in madness; in which Darl coﬁstantly questions his identity, and even his
existence. 1As André Bleikasten remarks, "Deprived of all lineage, unloved
and rootless, nobody's son, Darl is the merest fluid gestﬁre of a being.”l
Although Kénneth Richardson is too harsh in condemning Addie as a purely
selfish woman who makes all.of her children "tragic victims" of her
selflshness, he too is correct in assertlng that Addlé 's rejectlon of -

Darl has>had a definite and negative effect "Darl does not fit into her

life at all, It is he who cornectly senses, 'I have no mother.' He is

for;ed to live in a family wheré his éxisténce doesrnof counf;.as a result
r . )

he is a little 'quger.'"Q

o
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Other critics have attempted more detailed énalyses of the
effects of Addie's rejection upon Darl. Olga Vickery declares that
- Darl's abnormal consciousness reflects a previous state of mind on Addie's

part:

Darl . . . faithfully reflects and dramatizes Addie's attitude
at the time of his birth. She had believed . . . that reality
lay only in physical experience and that the word and the act
were ‘polar opposites. Feeling Darl to be an outrage, she had
denied him a place in her affections and in her world.
Consequently, Darl's is a world of consciousness exclusively,
and this, of course, renders his connection with the external

world increasingly precarious and insecure.
. g

Another critic points out that it is Addie's rejection of Darl which has

produced his obsession with the question of identity:

Darl exists, but, because he is unloved, he cannot become
himself; at least this is the explanation that he himself seems
to favor. . . . love is choice in its very essence, a vital
preference of this beirng over that one, a corroboration of the
beloved; and Darl knows that he has never‘been affirmed.4

In short, it is geherally agreed that both the unusual fofm of Darl's
consciousness and the way in which he segs[himself (i.e., his éense of
identity, or lack of one, and his eétiﬁation of his own worth) are largely,
if not wholly, the produéts of Addie's rejection-—i# other words, of the
influence of his parentai famiiy past.

There‘is\élso considerable agreement among critics about the
wayé in which Darl's thoughts and actions, hié responges to present
realitiés, réflect the influence of:his famiiy's past upon him. However,
I feel that fhe'assumptiéns underlying}many‘of these views should be
challenged; és they often fail to take into;aécount_all of the evidence.
For insfance,:many critics have noted tﬁe obviouéiantagonismvbétwéeh Darl

and Jewel; Cleanth Brooks describes Darl's taunting of Jewel as "bitter

- Ay
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and éven cruel.”5 Although this is often true, what Brooks fails té note
is that on other occasions Darl displays quite different'feelingé t@ward
his brother. The underlying‘assumption that Darl's attitude toward Jéwel
is'limited to env; and reseptﬁent‘fails to take into acco@nt'Darl's
admirétion of Jéwei, his loyalty'tQ him, and his concern about him. I
will attempt to show that Darl's responsé to his fraternal famiiy.past\is
more complex than mere jealpus hatred of a rival.

Furthermore, the most commoﬁ critical view of Darl's attitude
toward thé funeral journey is that he éonstantly oﬁposes it because he
sees the attempt to fulfill a promise made to a woman now dead‘as
pointless and absurd. Bécauée Dari'responds to the events of the journey
with a certain amount of detaChment’(aS indeed he dogs to much o% éxternal
reality), many critics héveAas;umed th;t he is an aloof observer,whq sees
the journey from muéh the same vantage point as the reader. C(leanth Br&st
éays of Darl, ". . . he voices what‘iiggpobably the reader's own revulsion
against the Bundrens' foolish and horrible'jburney. .. ."6 Howéver, I
N o ' : "

find little evidence of Darl's supposed opposition to the journey: from
his assisfance in‘loading the coffin into the wagon to his offer to buy a
spade to dig the grave,lmost of his deeds forward the action, and, in
spite of Brooks'!' conviction that Darl voices thevreader's possible
v disapproval, I can find scarcely a line in which he does so. 'It seems
- to me that for most of the journey (i.e., upAto the point where he £rigs
f% to destroy the coffin by fire), Darl is as committed tb the.litéral
fﬁlfillmeﬁt of his‘ﬁotpef's wiéhes, and thus as bound by his parental
family past, as Cash and Jewel ére; and indeed, he is @ore committed than

Pk

the remaining members of the family, who have selfish-rgasoﬁé for

endorsing the trip to Jefferson,
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Because Darl sets fire to the barn in which his mother's coffin

is sheltered many critics ‘have assumed not only that he opposes theb
journey, but that he has comparatlvely llttle emotlonal attachment to hlS
dead mother. Darl's actlon is generally regarded as a thoroughly practical
solutlon to the famlly s problem——a:solution which he has been able to
arrive at because he is free of the emotional ties that still bind the !

other children, and especially Jewel, to Addie. OlgaﬂViekery¢remarRs:

. G

.+ the'judgment of Darl's attempt. to destroy the coffin and
of Jewel's grim efforts “to saves [sic] it must depend upen
whether the body is viewed realistically or symbolically.
Darl's action issues from his conviction that the corpse has
long since-become an offense to God and man, Jewel's from the .
equally strong emotlonal conviction that the coffin contains
his mother.

However, I believe there are grounds for challenging this

~ N
assumption that Darl v1ews hls mother s body, not a?’a}l emotlonally, but

A K/O [\
only reallstlcally (i.e., as merely a decaying corpse fd\be disposed of

with all possible haste) Surely it is s1gn1flcant that/although Darl is
usually an acute observer of external reallty, he’ does not once describe

the smell of the decaylng corpse Purthermore, he never refers to the

we

coffln as a coffin; rather, he consistehtly thinks and speaks of both

corpse and coffin as "Addie." Téds hardly demonstrates a thoroughly .ﬁf

[

realistic and Practical attitude t\hard his mother's body Nor do:-;w

fantasy that Addie is talklng in her coffln, Calllng upon God to_
away from the 51ght of man. Could his actlon in settlng flre to the barn

not result from a desperate need to end a situation in whlch the mother

"to whom he still feels a strong emoti;nal attachment has been transformed
1nto.an ob3ec£ of hOPPlfled repugnance to everyone the family meets, and ,\
even to_themse%yes? Could it not, in other words, be,an intensely “

-
-
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emotlonal response, as well as a realistic recognltlon of what proprlety{
and decency demand° In short, I‘wtll argue that Darl does not act -
prlmarlly in protest to a journey whlch he sees as absurd nor in' an

/ effort to flnd a practlcal solution to the famlly s problem, but that he
is in his own‘way belng true to Addie, to his parental past. HlS action |
“in setting f;re“to the barn can‘be'v1ewed as much as an expression of
loya;ty-and emotional attachﬁent to hisddead mothér as Jewel's aotions in
rescuing the.coffin from fire and flood. . ‘:‘

- Finally, many crltlcs @alntatn that Darl is obsessed by a need
for a sense of klnshlp with thelother members.of hls*famlly | fhe
reasonlng behlnd this CPltlcal assumptlon is outllned in a remapk by Jack
Goellper: 'Darl was rejected by Addie at hlS blrnb as the 1ntolerable
second violat;on. His effort, therefore, is directed towards gaining
acceptance and recognitaon;"a Frederick Hoffnan makes the same point .in
‘a different way: "His.acts and;his words are both desoefate stratagems
to assert himself as a‘member of the. human race and of a famlly "9. The
matter is taken one step further by Irv1ng Howe, who declares that Darl'
flnal madness_results-from his exclusion from kinship with his brothers
and sister: "Darl is the family sacrifice. An unwanted son, he seeks
- contlnually to find a place in the famlly" LU itbis:Darl's sense of
being unwanted whlch dPlVeS him to hlS obse531ve questlonlngs and flnallyk
his collapse."]fO
| However,‘it_seems to ne illogical,that Darl. should delibenatéiyv
oppoSe and-antagonize two members of bis family, Jewel and De;ey'Dell,.if
‘he despebately cravesfkinship and a:sense of"belénging;" fufthefhoﬁe;

Darl hardly seems to me an odtcast a "family sacrifice." . Although he 1s,'

re]ected by Addle and’ frequentlx'ln conflict with Jewel and Dewey Dell
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it is clear that he has close ties of affection.and understanding with
Cash and Vafdaméﬁ.l; Even his emotional:rélationships with his'mother,
‘sister, and half—brﬁther are qot untypical of th&se one might exbect in a
family in which’éerioﬁs conflicts are present, Much éf Darl's behaviour
is, as Hoffman says, an attempt té,”assert" himself; but it éegms'to me
that Helis trying to @Ssert hi&self as an individual rather than as a son
brlﬁpther. Darl's lack of a strong sens;‘of identity has alreadyvbeeh’

- mentioned, and &t is my belief that his»quegt is not for kinéhip, but for
self—definitidn. Iﬁ his‘efforts to establish a sense of his an identity,
Da?l uses whatever means co?ﬁvto‘haﬁd, including defiping ﬁimself‘through
opposition to others.. Thgs the pattern éf response to present realities
which Darlvfollawsbis,‘l believe, the result of a consi&érably more‘complex
'felatioﬁship to his family's ﬁast than has generally been’recognizédL

ala oo Tt ofa oo
“ " " "~ "~

g

The powerful influence which Addie has exerted, and continues
to exert after her death, upon all of her childfen forms the heart of the
novel's thematié’developmént. Olga Vickery accounts for her power as

follows:

. . it is Addie not as a mother, corpse, or promise but as an
element in the blood of her children who dominates and shapes .
‘their complex psychological reactions. Their motivation lies
within her life, for she is the source of the tension and latent
violence which each of them feels within himself and expresses ~
in his contacts with the rest of the family. Obsessed by their
own relatlonshlps to Addie, they can resolve that tension only

7 when they have come to terms with her as a_person and ‘with what
she 81gn1f1es in thelr own consciousness. :

°

¢
-

It does indeed seemvthat the surviving Bundrens are attempting té "come
to terms" with Addie: for each of them tries to preserve-the relationship

~with her which existed while ‘she was alive. - This.is indicated by their

¥
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fesbonseerto her death: all of the‘family.members thinh, speak, and act
as if she is sfili living. Even Alse, who seems completely shallow
emotionally, is unwilling——on'uneble;—to thinh of_Addie as dead, and
counters all athempts to dissuade him from the journey by'declering that

Addie is "impatient" to reach Jefferson: "'I give her my promise. Her
. o R .

mind is set on it,'”%a' ~ . .gs
Dabl, es I have previouely noﬁed,:eonstantly refers to the

coffin as “Addie,"'and, as the physical and emdtional’ordeal of(ghé“'
jourmey pnshes'him closer to insanity, fantesizes thet‘her corpse ié
-talkihg;- Although Cash and Jewel do nof explicitly refer to Addie as.
still liVing, the-eleborate care the?»take'of fhe coffin;veven Fo the
extent of risking their own iives in order toieave if, Snggeets that they'
too think:bf'her in this way. ' ﬁhe two youngest members of the family are
élsqbnnabie to accept the finality of Addie's death..'hewey,Dell, obsessed
with her adnanciné’pregnaney, exclaims, "I heard that my mother is dead.

-] wish“} hed time to letlher die" (é}égj p;%ilu). Vebeaman; who’is
perhaps the most'unwilling to reali%e;that his.motherhhas died, creates

for himself a fantasy world in which he can '"keep her alive" by

<

_ substituting a fish for her corpse. In a sense, the Bundrens refuse to

let Addie die, and this paptly accounts for the power she continies to
. ) ‘ . . 1
have over their lives, ' ©

Dr. Peabody provides a iggAent upon the Bundrens' responses to

" Addie's death:- ".. . . when I was young I believed death to be a

phenomenon of the body; non I kndw it to be'merely a<function.of the mind
——anﬁ that of the mlnds of the ones who suffer the bereavement" (AILD
p. u2) In Peabody s mlnd Addle has been "dead" ten days when her

phy51cal death oécurs, however,iln the mlnds of her husband and children
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she remains "alive'" for eight/days after her death and ohly)ceases to
live when her body is finally buried in Jefferson.lq Addie's ambiguous
state of being——phySically dead yet very much alive in the minds of her

descendants--is emphasized by the placement of the sectiof narrated from

her point of view after the section in which her death occurs. It is -

\]

: alse emphasized by the‘;itle,of the novel: although in the literal.sense L
. . . &0:‘ R i . ' s

Addie "lays dying" in omly the first fifth of the novel, her family‘is o
unable to think of her as dead until her body has been propeflj buried;

therefore, all of the events in the novel, except those of the final
pages, do,ln the figurative sense occur as Addie "lay dying:" ,

- The uhwillingness or 1nab111ty, of Addie's: husband and chlldren ‘

to think of .her as dead .is not simply the result of refusal to accept the

g

unpleasant—reallty of death. Rather, Addie's influence@hpon themawas SO

powerful before her death that they continue for a time to respond?to it,

even though she is no longer llVlng ‘and able to 1nfluence them directly.

André Blelkasten observes: "The Bundre%s . speak of Addle as if she

R
I

were ‘still alive, attrib~:ipg needé thog§hts, and 1ntentlons to her, it

,}1'

is her presence, felt by, everyone, that keeps the famlly together during-

s '(' ' e
the, ]ourney, and 1t is to all appearances her 1mper10us will that makes

15 3
them carry the task through to the end il Thus, asvnoted prevxously, the
Bundrens' responses to Addie's~death partly accqﬁnt'%or her continued

L)

influence upon their lives for the following eight'déys, and it is in

‘Addie's dominating personality that the explanation of -those responses is

N

to be feund.

of course, the promlse made to Addle and the prlvate reasons

whlch several famlly members have fOP wantlng to go to Jefferson also h

'paptly account for the famlly 8 commLtment to the ,funeral journey Much

w

<



crltlcal energy has been devoted tovevaluatlng this journey and at/Fmpting
to determine whether it ls ‘primarily a heroic undertaklng or a rldlcmﬁous
manlfestatlon of “human folly andvselflshness I am not;,however,
concernedeuth.thls_question; my discussion will merely’show that”the‘
Bundrens are, whether for selfish or unSelfish~reasons, committed to the j,
fulfillment ofvthe promise, and thus obedlent to the dictates of the
. famlly s pasi as 1t is represented by Addle An 1mportant part of my
-examination of the text w1ll be to show that it is the powerful 1nfluence
of Addle s character, and eSpec1ally of what it has caused her to glve
~and to. refuse to her husband and children,’ whlch dlctates thelr responses
to her and to each otherl and thus to a great extent determlnes‘both the
family' s‘past'and its present, As I have prev1ously ‘mentioned (see ahove
p. 77),‘the focus of this examinatlon will be upon Darl, as the individual‘
\who is by far the most ‘profoundly 1nfluenced by his famlly paft

- The most obv1ous result of Addle s 1nfluence upon her children,
apart from their responses to her death,‘coneerns the relationship between
Darl and Jewel, As numerons critics have observed not.only is ThlS‘

-

relatlonshlp 1ntroduced by the very first mgrds of the novel but the &

t

-

nature of the relatlonshlp is also suggested by the. manner in whlch 1t is
1ntroduced.‘ Irv1ng Howe comments "The first word of the book, uttered

by Darl, is 'Jewel ' and 1t annshnces a majorvtheme Darl's fitful
preoccupatlon with his brother;“%s' That Darl is preoccunied with JeQel
.in_thislfirst section of ‘the novel is shown by the fact that he descrlbes

hlm in minute detall, noting the look of his eyes and of his face, the

way he walks, and even his clothes He also makes a p01nt of statlng -

that Jewel is '‘much taller than hlmself The section as a whole establlshes .

the facts that Darl is . a pre01se observer and that he constantly observes



- ‘extraordinary is that Darl is no longer actually'watching7jewel. "

seems to be not an imaginative renderinguof what he thinks Jeuel'ié.deing

at,that’moment;,but a factual description of what is actually happening.

. "11')
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his brother, and also suggests that he views Jewel with a certain amount

of admiration, or, as André Bleikasten puts it, "fascinated jealousy"

It is fascinated jealousy above all, as is evident from the
enormous importance Jewel is given in his monologues. tJewel
and I .-, . ,' so starts Darl!s first section, and of ‘the
- eighteen others attributed to him, ten open similarly with a
reference to the resented.and envied brother.t -

-~

) ~ When Darl speaks for the second time_in the nqvel, his

. preoccupation with Jewel is more dramatically revealed. He describes

Jewel's mastering Sf nis horse with a-concentration upon his appearance

3 N ' ) ’ ' 3 . » ‘ - X I3 ' ' X N -
and actions even more marked than in the first section, but what is

i

Surprisingly, Darl not only describes ir the finest detail something which

’ A . . e .
is occurring elsewhere, but his account is given’ in such a way that it

«

i
i

William Handy points out one of the ways in which this effect“is achieved:

LU [in the -third sentence of Darl's description] abruptly
Faulkner changes from the future tense reflecting Darl's
imagined view of the scene to the present tense--as if Darl
were actually,repqrtlngvthé scene. . . . Darl suddenly becomes
the author of Jewél's experience. We accept the viewpoint as
Jewel's. -+ « . Darl's acute sensitivity has invaded the aware-

7 ness of his brother, S0 that not only is Darl constantly aware

of his brother's external al tlons but of Jewel s 1nner
expemence.18 . i v

“In addltlon, of course, to the change from future 'to present tense noted

&4
e

here, the dramatic 1magery'Darlvuses_to descrlbe'qewel and the horse-also
heightens the immediacy of the scene. However, I'am less concerned with
. oo L ' L L s

how the effect is achieved,than_with the'effeet‘itseif. ’ihis’paseagej"

> R . R
+ . . a

establiehes two important facts abeut-Darl to beéngifiéd in-the.fest of

X

E the novel; he is acutely aware of’J§wel; pabticulably-inéofar7as Jewel's

o . | . ! v E . Lo

e
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relationship with his horse is concerned, and he has a sort of clairvoyance,

an ability to ''see" both the actions and the thoughts of others, even when

he is himself absent from the scene he is desc_ribing‘.lg

The first indioation of hostility between Darl and Jewel appears .

in Darl's third sectiof. Although he ‘is sure that®a storm is approachlng,_

Darl trles to persuade his father and Jewel that one mope’}caﬁ/ogzwood

should be hauled. Jewel twice tells him to shut up, .and seems to -be %
. I' W" K N

trying to ignore the,lmminence of his mother's death. Perhaps becduse of-
Darl's'persistence,'and perhaps because he is un%illing'to face the fact
B . . : t K )

that his mother may dle before they raturn, Jewel flnally agrees to. +go

with. Darl for the wood It is later conflrmed that Darl's motlve in -
urging theytrip was'to separate Jewel from his mother at the moment of

—

her death, and that he was relying‘onvthe coming‘storm to delay'them‘long

enough for this to happen. ~Darl's deliberate manipulation of his brotheri

seems an unwarranted cruelty, ‘yet it quickly becomes clear that there is
"a reason for Darl's hostility.. He says enviously of Jewel, "He is a head
taller than any of the rest of us, always was. ‘I told them thdt's why ma

o

always whipped him and ‘petted him more. . . . That's why‘she named ‘him

Jewel I told them"f(AILD p. 17). Darl's comment suggests that Jewel 1s

their mother's favourite that he is the Chlld she has. "whlpped and petted”

: J .
more than the others as a result of her greater emotlonal 1nvolvement Wlth

W

him. Thus Darl s response to his fraternal famlly past is shown to be

"marked by mlxed envy, admlratlon and resentment of Jewel ar1s1ng from his

\

conv1ctlon that Addle i€ more emotlonally attached to Jewel than to
’ 1 .

'V hlmself or any of the other chlldren. o ;s,, s
The nature of Darl's’ relatlonshlp wlth another member of hls

‘famlly is revealed‘ln Dewey Dell's flrst sectlon.::As shown‘by_his earlier'
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. description ofﬂJewel and the'hOPsé,fDaPl has an extraordinary form of

: | I e
"perceptionlwhich‘allows him-to "see' thlngs w1thout actually wltn9351ng
them. It is this ability whloh ‘has aroused Dewey Dell's hostlllty, for

"«

Darl knows her secret——that she -is. pregnant Not only does he know

wlthout seelng, but he 1s able. to tell her wlthout speaklng that he knows

A sort of mental telepathy ex1sts between Darl and Dewey Dell Wthh
v

enables them to communicate wlthout words, -and thus Darl is able to
prlvately taunt her Wlth his- knowledge Dewey Dell naturally resegts the.-/"

: \ A ‘ . ‘,,. N
fact that Darl knows her embarra551ng secret and her hostlllty is

1ncreased by her sense of a hoverlng, all- aeelng, all knowlng‘pﬂesence
from whlch nothing-can be hldden In splte df the appanent closeness of
thelP unusugal rapport, Darl and Dewey Dell have llttle sympathy for each

~other, and the domlnant tone: of ‘this fraternal relatlonshlp is. one of
4 . . !

hostility. b -,,/ P 3
Atithe close of'Dewey Dell's sectlon she relates an unspoken

Lo

conversation whlch took place between herself and Darl. his occurrence '

- has already been described by Conadell, who COnol, t Darl's sFlent~f;

2 - /

love between mother and son. However, Dewey Dell reveals what actually

took place, and what Cora cannot of course khow. D vl told her w1thout

v

'1speak1ng that thelr mother was g01ng to d1e before he and Jewel got/back

with the wood and that he was taklng Jewel wlth hlm anyway Slgnlflcantly,‘__

to. be there.- Thls,_comblned‘wrth'ﬁarl*s e}alm*that Jewel 1s Addle s 1'ﬁj,

.’ .- \ . KRR : i P | "
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favourite, suggests jealoUsy as the motive for Darl's determined efforts
. ‘ )

to separate Jewel from his mother. ) ‘
In Darl's fourth sect%on it becomes clear that he deliberately
< ! ¥

antagonizes the two members of his.family with whom he is in confliet.

His répeated question, "'Do you know she is going to die, Jewel?'" (ATLDs

p. '38), suggests that dewel's attachment to Mis mother is stronger than
his outward actlons would indicate, and that Darl knows this. Again it

seems likely that it is jealousy of Jewel's close relationship with Addie

.
k3

which prompts Barl to cfuelty, as he torments Jewel by constantly
remin@ing him of her impending death. He torments Dewey Dell in ax
asimilartway, althoﬁgh withoug speaking, by fépeateélybreminding her of
his secrét knowledge about her. In shert, Darl.deligerately attacks what

he knows tolbe Jewel's and Dewéy Dell's vulnerable poiﬁfs, ruthlessly .and
‘ v , -
unsympétheticalay fipcing them to face ﬁnpleasant realities th;y would
like to pretend did'ngt exist, %By forcing them fo recognize his unique
powers of perception and fofesight iﬁ this way, Darl is also forcing$‘

them to recognize his individuality; thus, an attempt at self;definitionw
may also be gn element in his response to his fraternal family past.
Surely some motive other than mere antagonism must be behind Darl's
persistent taunting of Jewel and Dewey Dell, especially as in the latter

case fhere is no clue as to why the conflict 3heuld have come into being

in the first place.

“t

Just as Darl's display of his clairvoyant powers may be seen as
an attempt to assert his individuality, and thus his identity, so those
powers in turn may be seen as resulting from the unusual nature of his

f

sense of self. André Bleikasten puts it a little too strongly when he
B +

i

says of Darl, ". . . his mind can range freely and identify with any other
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mind it encounters.on its way. Ddrl can become anyone because he is
. . ,20 . . , , - 1 .
nothing himself. It is doubtful if Darl can becgme anyone" at will,

as Bleikasten states, and to say that he is "nothing" is certainly an f

exaggeration., Yet it does seem possjble that the precariousness of

i

Darl's sense of ideﬁtity\cduld have prodﬁced a form ?f %onsciousnéss which
manifests itself by pehetrating other identities thréugh the powers of
clairvoyance and mental telepathy. Commenting upon Darl's difficulty in
establishing his own physical existence; Olga Vickery remarks that ”T
the same absence‘of defining and iimitdng outline permité Dari to ﬁenetrate
the minds of others and fo intuit those secret thoughts bf which they
them§éld§s e scarcely aware.“Ql» In sHort, élthough Darl's powers Qf
perception a unnatural, even bizarre, t;ey are perféctly_gonsistent
with a Stéfe of Wind which lacks a éense of self upon which to focgs.

Darl's.fifth section prbvides{a furthér example of his cla?rf
vovant powers as he describes the scene at his mothe;‘s death-bed while‘
" he is himself miles away with Jewel. The éccuraCy‘ﬁf[Brl's accou;t is

s :

‘carefully substantiated by the repetition of certain details by other
‘people who’wefeialso present at Adaie's death. For exampie; at the
beginning of fhe section Darl relates how Addie called to Cash from the
window, andtin his accouﬁt she uses the same words and speaks in the same

tone of voice described by Dr. Peabody at the close of the preceding

section. Also, at the end of his account Darl imégines Dewey Dell

-

mentally imploring Dr. Peabody, "You could do so much for me if you just

would" (AILD, p. 50), and at the beginning of Dewey Dell's next section

" she reflects, '"He could do so much for me if he just would" (AILD, p. 56).

‘Whus the reader can hardly refuse to accept Darl's account of Addie's

o . : cae s . 22
dgath and.his later description of the fidishing of the coffin as accurate.
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Two important clues as to the nature of Darl's fraternal past
: o '
and present are to be found in his fifth section, which he narrates clair-

voyantl;; As the family gathers beside her deéth-bed,,further evidence
of Addie's partiality for Jewei appears: Dewey Dell interprets her
mother's urgent expression and declares, "'It's Jewel she wants'" (ﬁigg,
p. 46). Darl's jealousy of his b?other thus appears'to be not without.
basis.. Later in the section Darl describes Cash's calm Peaction to his
mther‘S déathvin a way which'feveéls a certain understanding of énd
sympathy for him. This is the firét indicatiop of the close bond of L
afféction @hich exists between Cash aﬁd Darl, and which is graduailly
revealed in thg course‘of'the novel.,

At the end of Darl's sixth section is an intricate Ppassage in

which hé debq&es with himself the question of existence. Although his
argumenfs and their implications are inté;esting in themselveé; I must
limit my discussioh to the relationship of this passage to tbe'larger
issue of Darl's response to his family past. It is clear that Darl's
concern with existence is related to his concern with his own identity:
he first declares, "I dont know what I am," then goes a steb farther and
states, "I dont know if I am or not" (é}gg) p. 76, emphasis addéd)f Hé
immediately draws a comﬁarison bétween himself and Jewel, whoa he rigptly
senses wguld ﬁeVér concern himself with such.an intangible issue as the

v grounds of existence: "Jewel knows he ig, because he does not know that
he does nof know whether he is or not" (élééﬁ p. 76). However, Darl goes
on to suggest that there is a greater diffgrence bétweeﬁ bimself and Jewel
_ than siﬁpiy their dif}efing inclinatibns to contemplate metaphysical
problems: hé says of Jewél, ""He cannot eﬁpty himself for sleep because

he is not what he is and he is what he is not'" (AILD, p. 76). As Darl has
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previdusly explained, tdﬁ”empty!yourself for sleep" is to become “is—not”;
in other ;ords, it is to temporarily lose one's sense of one's exi;tenée
and identity. Jewel, he declares,'éannof do this,aand”thusbthe éreat
difference between them is a differgnqe in their sénses of {heir‘own

E ideqtities:

.Furfhermore, it is sugge;ted that Dafleees Jewel's unshakable
sense of idenfity to be.a product bf the special place Jewel has held in
Addie's afféctipns.“ After briefly débafing fhe existenée of the wagon
and load of wood, Darl returns to more important and‘per§onal questions
'wifh the statement, '"Yet the wagon 253 bec%pSe when the wégon is was,
Addié Bundren will not be. And Jewel ig} so Addie Bundren must be" (AILD,

. : ¢ : : .h

—_——— TN

P. 76). Although Darl's reasoning is somewhat less than logical, the
. ot

exact meaning of this statement is less important than the link which is
shown to exist in.Darl's mind between the questions of existence and

identity, and the relationship between Addie-and Jewel. Calvin Bedient

offers one interpretation of this part of the passage:

although for the present the wagon "is," it too will
surrender its reality when it has carried Addie Bundren to
Jefferson: ‘'when the wagon is was, Addie Bundren will not be.'
For Darl, then, being springs from the mother ('Jewel is, so
Addie Bundren must be'). 24 o

However, it is significant that Darl does not establish his own
existence in the samelway hé established Jewel's: ". . . I must be, or I
could not -empty myself for sleep in a strange room, And so if I am not
emptied yet, I am is" (AILD, p. 76). To Qarlis mind, then, Jewel's
"existénce and identity are assured by the fact that he is Adaie's son,

but the same does not necessarily hold true for himself. This suggests

Y

that his lack'of a firm sense of identity is a result of some sort of



v 1‘ I3 ‘ R . } g ’ ) . 95

vlack in hic relationship with his mother; in othet words, .it is a product

of his response to his parental family past. ,

That Darl is aware of ‘a difference between his and Jewel's.

v

relationships with Addie is made clear in his seventh section’ At irs _

- . AP g

beginning Darl -again taunts Jewel, reminding him of his mother's death .

—

plying that he is more attached to his horse ‘tham to his mother.

%

Crue;}y, he points out to Jewel the buzzards which have already beguh to

and im

cirele the corpse*and sarcastically repeats, "'It's not your horse that's

Ll
"

dead'" (AILD, p. 88).. The inapticulate Jewel can only respond with His

usual expression of hostility, ”'Géddamngyou.:“ Then Darl decléreéy "
cannot 1ldve my ﬁothe? because I have no motber.f Jewel'g mdtherjisia
horse" (él&g, p. 89)! The first part of this stgtement is quite straiéhtf
forward: Dafl explicifly states yhat‘has élready been sugée;tedethat %e
has been deprived of %he_norﬁal emotional rélétionshié Qﬁtweeh.méthér.and

. . o
son. He is disowned, motherless, and therefore .unable in turn to respond

to Addie as his mother. His statementvthat Jewél's mothef is a horse,
howevef, requires more careful‘attention,

Dari immediafely folld;s this Strahge-statémen% with a
description of Jewel and'%he'hopse whicb{reminds the reader.of ‘thesunusual
relationship between them. . As hés already been shéwn, ngel treats his
horse with a degree of passion and poéséséiveﬁess worthy of a human
’relati;nship. Olga Vickery remarks,Aﬁy . . [Jewel] isdlate[s] himself
and it from all contactlwi;h others. No one except himself is permitted
to geed, care for, or even touch it. 1In a sense, the horse -perpetuates
Addie}seemotional relationshipywith Jewel.”25 “As Vickery poigts out, the
- implication is that Jewel's relationship wifh his hor;g\is tobsome exfent

a reflection of his relationship with his mother. In faét, even the odd
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N

mixture of abuse and affection in Jewel's treatment of the horse can be

LI

seen as*paralijl to, the extra whippings and'pettings which, according to
. 28 . L Q
Darl, he received from Addie.”” What is certain is that Darl believes

. . . ' . - ' . o .
this to be the case, as is shown by his comment that Jewel's mother is a

~

horset In light of this further evidence of Addie's partiality'for Jewel,

0 y:

it'is hardly éunprising that larl should resent Jewel and express his

'

s 1nordtnate attachment to his hoyse

.

\§_

resentment by referrihg to Jewe:
. » <\

In turn, the fact that Darl reaents Jewel for his position-as favourite
' 4
Chlld 1mpltes that Darl feels th% lack of a mother and has emot ional

needs whlch hlS relatlonshlﬂ with Addtp has failed to fulkill.

Dari's elghth section- contalns further revelations of his
fraternal and papental past and present In an 1mpat1ent fury, Jewel

curses both Cash’ and Darl and single- handedly carries the cof in to the

v [
» . .

dagoni Although it is not explléltly stated what Jewel is reacting to

- &

is the overpowerlng smell emanaélng from the coffin: he is described by
W

“—

Darl as gfeen faced.and cur81ng in a half suffocated voice. Jewel's
) _ ; :
responses. indicate that he is greatly upset by this repulsive and .
unmlstakable ev1dence of his mother s.death .but, as>usual, his emotions\f
find expression only in curses and phys}éal”violence. ‘Darl Seems to
understand how his brother feels when he describes the coffin as a straw
borne ubon "the furious tiae of Jewel's despair" (ﬁEEBJ p. 92).
-Darl seems to share to a lesser--or at least, to a less
noticeable—-exteht‘aeael's sense of outragé at‘what is happening to their
mother. In.deSCPlblné the ralshng of the coffin, Darl 1mag1nes it
cllnglng to the ground as 1f Addie is ashamed of the horror she has

become: "For an instant it resists, as though volltlonal, as though

wlthln 1t her pole- thln body clings furlously, even though dead, to a sort



of modesty, as she would have tried to conceal a soiled garment that she

could not prevent her body -soiling" (AILD, p. 91). That barl should

4

descrite the coffin in tnls way Sugge‘tq that he too is consclious of the
V 4

_ignominy and disgrace to which his mother has been reduced, and that . &

+

. therefore to some extent: shares-.ewel's emotions, in spite of the
hostility between then.

The section immediately following, narrated by Vardamarn,

-

contains a conversation between Darl and Vardaman at the beginning of the
trip to Jefferson. When' Darl declares that Jewel's mother is a horse, |
Sias \ . ! .
Vardaman, immersed in his fantasy, replies that his mother is &
: t : o -
( B

ish, and
then asks a crucial ‘question, "'what‘is your ma, Darl?'" (AILD, p. 95),

“Darl's reply, "'I haven't got ere one.' . . . VBecause if I had one, it

- <

. « ) N .
is was. And if itnig was, it cant be is'" (AILD, p. 95), makes literal

s

sense_because*his mother is in fact "was," or dead and no longer eXlStlng.

/
/

. :
However, it also echoes his earller statement that he cannot love his

mother because, in the figurative sense, he has no mother (see abqve,

p. 95). ) ' ' o 7 .

Darl's next statement reminds the reader of his lack Jf a sense

e

of his own existente and identity; declaring that his mother is "was,
Darl argues, "'Then I am not'" (AILD, p." 95). The implications of this
statement and of- the dialogue from this point onward are aptly summarized

by Peter Swiggart:

‘Believing that he lacks a true mother, .Darl argues that he has
no. personal existence, no isness. . . . Vardaman reasons that -
since Darl is his brother, then Darl too must exist, 'But you
are, Darl,' Vardaman states. The boy intends "are" as a secondji
person singular verb, implying a . single existent. But Darl
chooses to interpret this "are" as standing for a plural "you
are" in which both himself and Jewel are included. Thus Darl
cannot have a mother, because "are (meanlng plurality here)
: would ,be 'too many for one womaﬁ_?b foal.' 1In other words Addie

&
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can have only one real son, The use of the word "foal
associates [uulC with Tehel s horse and 1mh11ec that s“e, llke
any mare, can nuﬂse only one offswrlng at a time.<7 . &
Thus thelir lrief conversation.provides further evidence of what has
already been suggested dbout larl's responses to his irateanal ana >

parental pasts: his lack of a definite sense of existence and ident ity

results from the inadequacy of his relationship with his mother, and he
. . y : . b

envies and resents Jewel for occupying the place in his mbtheﬁ's

affections which he hgs himself been denied. N
Darl's eleventh section is the story of how ‘ewel acquired his

horse. The importance of the horse -for Jewel has already bLeen noted (see

above, p. 95): the relationship between them can be seen as a reflection

.of Jewel's relationship with his mother. Her® a further explanation is

given for Jewel's intensely pqssessive attitude as it.becomes clear that.
he acquired the horse at the cost of considerable personal sacpificg.
This section aléo»brovides further insights ihto Darl's frater;al family
past; as his reiatigﬁships'with Cash and-Jewél are illuminated by his

B . , ‘( . .
response to Jewel's supposed illness. I}_dlscussing the'mystery of

1

Jewel's behaviour with Cash, Darl display$ an understanding ,of and

sympathy with Cash's sentiments which provides_further proof of a close

/

fraternal relationship between them. In addition, Darl seems to share
Cash's uneasiness about Jewel's welfare, particularly when they

conjecture that an-affair with a married woman may be the cause of

Jewel's nightly absences. In short, Darl's concern about Jewel and his

sharing of the burden of concern and secrecy with Cash are typical

7 . o : . .
_,pisponses of a brother in those circumstances. Clearly, Darl is not an

outcast; he is very much a part of the fraternal relationships within the

——



L3

.and worries,

~3

P

\
ramlly »in spite of serious conflicts, and shares in the family's problems

Of course, the relationships between Darl and his trothers

‘portrayed in this section are the relationships as they existed in the

past. However, lParl's subsequent account of the crossing of the flooded
'i) . ! ) . .
river reveals that they have remained-basicaldy the same up to the

present. The kond of understanding and sympathy between himsel: and (ash
: - ‘

e

" is again indicated as he describes the glance they exchange before

attempting to ford the river: /Jﬂ

he and I look at one another with long p*otlng looks,
looks that plunge unimpeded through one another's eyes and into
the ultimate secret place where for an instant Cash and Darl
crouch.flagrant and unabashed in all the old terror and the old

foreboding, alert and secret and without shame (AILD,\E. 135).

Purthermore, Darl again shares Cash's concern about Jewel, who is
attempting to swim his horse across the.river. He reassures Cash by

reminding him that Jewel can swim, and then the two of them recall with

) Ly

unmistakable affection how small Jewel was at his birth:

’
Y

When he was born, he had a bad time of .it. Ma would sit in the
.. lamp-light, holding him on a pildlow on her lap.
'That pillow was longersthan him,' Cash says.v.‘. .
'That's right,’' I say. 'Neither his feet nor his head
; would reach the end of it' (AILD p. 137).

If‘is clear that Darl has continued to feel aﬁd act as a
brothe# toward Cash, and éVen toward Jewel. It is also clear that he is
. S ' . . T
still involved in the family's difficulties and, in this céée,_in the
- ' ;
dapggrs it faces. Although he is later criticized by Vernon Tull for
abandoning the wagon and swimming to s£ore, what is significanﬁ ié that

Darl is in the wagon in the first place. That he chooses to remain to

help Cash and Jewel get the coffin across the river rather than taking
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. . .

' : : R -

ridpe th the rest is evidence of his commitment to his chthers
2

-+
-
o

4

and to the family's cause.
. A

.

Une other pbint subsequently clarified is first raised in the

at was then that .he
L3

-

storv o: .Jewel 'and his horse when Darl asserts that

"tound th something' about his mother and Jewel. fter describing @

»
Addie's concern about Jewel and her attempts to c8ver up hisvheglect of
“his wory, Darl states: ' » >
. . . . » . q A}
fnd that may have Leen when I first found ' out, that-Addie

teach us that 'geceit,was such that, in a world where it was,
nothing else ¢uld bé very bad or very important. . . . And
I knew that she was hating herself for that deceit and hating
Jewel because she had to love him so that she had. to act the

Jdeceit (AILD; p. 123).

Fundren }ouidafz 1iding anything she did, who had tried to

r

Wnen Larl learns that his mother will sacrifice her most cherish..: ileals

Iy

forr Jeweél's.sake, he realizes the full intensity of the unique relation-

" ship between them. However, he goes on to hint at sonfghing beyond this

-~

2

confirmation.of Addie's preference of Jewel over the rest of her children:
' ! ; .- 4

\ N 7
That night I found mg'sﬁtting bgside the bed where [Jew | was
sleeping, in the dark. She cried hard, maybe because sne had
N to c¢cry so quiet; maybe because she felt the same wax/ahput ‘

; tears she did about deceit; hating herself for doing it, hating
him because she hadjto. And then I knew that I knew. I knew
that -as plain on t%Lt day.as I knew about Dewey Dell on. that
day (AILD p. 129%. :

Jt is worth noting that in this account Darl shows gndérstanding of his

.mother's character, and even a degree. of sympathy for her, in-spite of

his awareness of her partiality for Jewel. .The ;;}ure of the secret

knowledge Parl has acquired is not disclosed at this point, but his
reference to the clairvoyant powers which enabled him to discover Dewey

Dell's secret suggests that he knows something about the relationship *

" between his mother and’Jewél‘which is hidden from normal powers of
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perception.
. B . . ®
OWhat‘this "something! is finally becomes clear in Addie's

. \' 'b 13 ’ ] | . v
section. The one occasion on which she speaks forms the single most
important’sebtion ofthe novel, for not only is it revealed that Jewel is.

the child of an adulterous relationship, but the elements of Addie's

1

dharacter and experience which have shaped her responses to her hu .
and childfen afe also laid bare. Thus Addie's section both explains the
vantagonism bétween D@fl énd Jewel agd reveals how the circumstances
producing that éntagonism came about in the first'place. Her section is
L4
at the center of the novel's themafic development, for it shows now the
family's past has influencéd the present . . sh@;;ng the 'raterral andA
parentég rélationships;>‘

.

At the beginning of Addie's section is the singl. reference

the novel to what might be called an ancestral family past. However, the

~ influehce of Addie's father upon he: ~o1o have been ma . uly indirect
‘ £ P [ s

for it was not so much the relationship between them as the philosophy he
4 . ‘ v

A g

espoused-which affected Addie'é résponse to life. His gloomy conviction ,

that the reason for living 1s to get ready to stay dead for a long time

B

seems to hdve 1ncreasqd Addie's detﬁrmlnation to find a better reason, to

o e . . _— .
-find*a truly meaningful way in which to live:

>

And when I. would have to look at [the schoo}. ‘children] day after
day, each with his and her secret and selfish thought, and blood
strange to each other blood and strange to mine, and think that
this seemed to be the only way I could get ready to stay dead, I
- would hate my- father for having ever planted’me (AILD, pp. 161-162).
¢ ’ S - '
Addie's dissatisfaction arose from her frustrated need for intimate

FadhY

communion with another human being. .She admits that she used to. enjoy

thpping_her pupils,’fdr it was a means of establishing a direct
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relationship with them: ". . . I would think with each blow of the

switch: Now you are aware of me! Now I am something in your secret and

,/'

~selfish life . . ," (AILD, p.162), 'Heripassionate need to '"be something”

in the life of another individual betréys her into a marriage which fails
utterly to fulfiil this need. However, she does find in her relationship

with her first child the degree of intimacy with another human being she

desires; Addie declares, ". . . my aloneness . . . had never been violated
until Cash came' (AILD, p. 164), ;

Once Addie has'achieved the deeired communion,wieh aﬁofher,-she.
Pejeets everythieg wﬁich'seems.to her to fall sﬁdrt of 3t 'Werds, she
decides, '"lonT ever fit even what fhey are trylné to say at” (AILD, p. 163).
She rejects her hueband because her relatlonshlp WLth him seeﬁs to:

o

consist only of a word, 'love," which she feels to be ”just a shape to

fill a lack" (AILD, p. 164). It is direct, phy51cal expeplences, not

o

‘words, which are meaningful for Addie, and her relatLonshlp with Cash,

originating in such an experience, satisfies her need for intimacy; as

Olga Vickery expresse§)it, "Through the act of giving birth she becomes
3 ! .

..part of the endless cycle of creation and destruction, discovering that,

for the first time. her 'aloneness‘had been violated and then made whole
‘ ’ . . \ .

' . . 28 ’
again by the violation.'" , _ o *

Because Addie has concluded that herﬂrelationship with her
husband - is no more than a meaningléss word, she feels betrayed when shé
discovers that she is pregnant a second time. She declares, "I believed

that- I would kill Anse. It was as though he had tricked me, hidden within

‘a word like within a’'paper -screen and struck me -in the back through it"

(AILD, p. 164). As a result of this sense of betrayal, ". . . her second

child, Darl, comes as the ultimate aﬁd-unforgivable outraée,"29 and she
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rejects him as complétely as she rejected the relationship which produced . -

o

him. Her refusal to enter into a motheneson felationship with Darl ie
thuf snown to result from the failure beher marriage, which in tprn '
'resulted:fron the incqmpatibility of Anse's father'snallow and su89rficiai
nafhre.with hepeown passionate craving for personal intimé%y.

Similerly, Jewel's position as Addie's favourite child is also
a result.of‘these‘factofs. Because her hugdband has become for her merely
”the shape and echo of his word" (AILD p. 166), 1Addie seeks the intimate
communion she desires in ad adulterous relatlonship with Whitfield;//fof‘
a time she believes that she‘has'found the true reason fon'liyiné: ﬁI
i Qelieved that the reason was the duty to thecelive, to the tebrible*blood;
the red bitter £lood boiling through the land" (AILD, P. 166). This
relationship is'meaningfui for Addie, and not just an empty‘wordnx;lt is

: ‘ : ; .

all Fhe_more meaningful because Whitfield is a_minister_and thene%orev”the
" instrument ondained by Ged'who created the sin, to sanctlfy that sin He R
had cfeated".(éigg; p. 166). Jewel the product of the adulterous
relationship, not oniy fulfills her need for communion witﬁ anpthef, nut
-also becomee the center of meaning in her life, -for she seeé him as a
eymbol of beth her sin and the redemption of her life fromimeaninglessneéS:
"'He-is my cross and he will be ny Ealvafion'" (AILD, p. 160). It is_}f\
therefore not surprising that Jewelﬁhas beepme.of far greater importanee
to hen than anyone else, even Cesh.

Addie's section thus reveals that the confllct between Darl and
Jewel nas not been of thelr own naklng,‘but is an inevitable result of
thelr mother's na551onate and determlned nature—-e nature whlch 1n31sted

upon ideal communion between individuals and wquld not accept anything >

which fell short of it: Darl's motherlessness, which so'greatly affects



his sense of identity, has arisen from exactly the same cauge. Thus for

Darl, both the way in which he sees himself (i.e., as having no real
identity and of little woﬁth)\and his responses to present realities

hd o

(i.e., his hostility toward Jewel) have been virtually dictated by

Addie's parental influence.

Furthermore, it is clear that the remaining members of the

family have also, though to a lesser égtent, beeéen shaped by the’famiiy's

past in that their relationships to Addie and to each other have

+

inevitably been influehced by her character. . She declares, "I gave Anse

l1o4

I

Dewey ‘Dell.to negative Jewel. Then I gave him Vardaman to replace the

child I-'had robbed him of. And now he has three children that gre h

and not mine" (AILD, p. 168). In other words, Addie has rejected Dewey

Dell and Vardaman as completely as she rejected'Dérl; she has refused to

feel and act as_a mother. toward. these three children because she has

decided, that they are not hers. Similarly, her rejeétion of Anse and the

+

meaning in-life and communion with otheﬁg, Knowing that for Anse reality

lies'ih empty words, ;Addie bfnds him with the promise to bury her in

LY

Is

promise she forces him to make to her also result from her desire for

Jefferson in order to atcomplish her révenge upon him for failing her.

At the same time she binds all of the family to the physical reality

of

&

her corbse. Thus the action of the novel, both physical and psychological,

has as‘its center the coffin which symbolizes the family's past.

-

and actions unfold in a manner which seems, if not inevitable, at least

clearly anticipated. His grasp of external reality, always tenuous,

becomes more and more so as he endures day after day of the physical and

emotional ondeal of accompanying hi} mother's decaying corpse to Jefferson.

I #

Following the revelations in Addie's section, Darl's thoughts
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The funeral jg%rpey is clearly a painful reality from which he would
@ .

escape if'he could; at one point hé thinks wistfully, "If you could jusf

’

(rravel.out into time, That would be nice. It would be nice if you could

{

, just ravel out into time" (AILD, p. 198). He finds one outlet for his

\

emotions in taunting Jewel. Although previously he made only oblique

references to Jewel's relationships wif% his mother and his horse, he now

e

whose son are you?' . . . 'Your mother was a

S

asks outright, "'

Borse, but' who was yourifather, Jewel?'" (AILD, p. 202). Darl's
increasingly egplicit remarks may or may not ;ndicafe increasing antagonism
toward Jewel; what 1is certain is that theyiare érimariiy the result of
mounting desperation and a growing lack of self-control. Jewel ﬁesponds,

of course, with ever greater hostility, answering Darl's insinuations by
: i

calling him a ''goddamn lying son of a bitch'" (AILD, p. 202).

Another way in which Darl tries to cope with an unpleasant
reality is by fantasizing. He declares that his mother 'is talking in her

coffin, and, accompanied by Vardaman, goes to listen. An interesting
/: ) . ) ' .
exchange takes place between them, narrated by Vardaman:

'What is she saying, Darl?' I say. 'Who is she talking to?'

'She's talking to God,' Darl says. 'She is calling on Him
to help her.'" : y :

'What does she want Him to do?' I say.

'She wants Him to hide her away from the sight of man,'

Darl says. .
'Why does she want to hide her away from the sight of man,

Darl?' _ _ .
'So she can lay down her life,' Dark says (AILD, pp. 204-205).

t

What is important here is not whether Darl is insane and actually
believes that his dead mother is talking to him, or is merely exercising
his imagination, but rather the nature of the request which he attributes

to her. The belief that his mother would wish her dead and decaying body

B

o
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to be "hidden away from the sight of man" is important because it suggests
a reason for his subsequent action in setting fire to the barn in which
the coffin is sheltered.

Apart from this remark, which the reader gets at second-hand
from Vardaman, Dafl provides no explanation for his actions. As a resylt,
a variety‘of motives ha - teen attributed to Darl in order to explain why
he sets fire to the baro.\ One is th;t he is seeking vengeance upon the
mother who rejected him. However; this seems improbable because, as I
have shown, his thoughts and memories of her are marked by understandiné,
and even'sympafhy, rather than bitterness and hatred. Another suggoétion
is’that he is putting an end to a journey which he oees as absurd and
‘poinfless;.however, this Seem; unlikely in view’Of the evidence I have
presented of hisuearlier commitment to the family's gLause. A third
explanation is that his act is simply a defiance of Jewel and an
expression of his opposition to him, but in spite of Darl's obvious
hosti&}ty toward Jewel, the text'ao a whole does not support the
conten%ion that he hates Jewel and would go to any léngtﬁs to, thwart oim.
Finally, a less improbable conjecture is that Darl's explanation that his
mother wants to .be hidden away from the sight of mén should be taken at

‘ v ‘ e
face value; in other words, it is merely common human decency whioh
prompts Darl to "get shut of her in some clean may,” as>Cash later puts it

Ed .

(él&g, p. 223).'1However, this hardly explains why Darl should be found
after the fire lyiog on the coffin he has tried to destroy, crying. fhe‘
reason Dorl tries to destroy hislmother's corpse.must bo more complex
than any of these explanations{

André Bleikasten comes closest to expressing what I believe to

be Darl's motive in setting fire to the barn when he suggests that Darl's.
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action can be seen as "a last and desperate attempt to take possession of

N

his¢mother.”30 Althougﬁ Bleikasten does not explain exactly what he

means by this, the evideﬁce of the text seems to meqto support the
hypothesis that’Darl's act is a release of frustrated emotion. The fact
that Addié's rejection of him has had such a profound influence upén
Darl's life indicates that he has been affected emotionally by-it. Could
his decision to destroy his mother's cofpse npt tﬁerefore be a final
attempt té‘assef¥'some sorf of relationship with her, to 'take possession"

o
of her now that she can no longer reject him, and to express his

repressed feéling; toward her? And can those feelings be of hatred, when
he believes:that by destroying her corpse he’is doing what she wouldbhave
wanted him to do? In short, I believe that the whole of tﬁe evidence I
have noted most strongly supports the conclusion that Darl acts‘out of
loyalty and emotional attachment to hié mother in settiﬁg fire to the
-barn. One could say that Darl is fulfilling what he imagines to be his

!
;

mother's last request, just as Jewel is trying to carry out what h%//

/

believes to be her last request by coﬁdugting her coffin to Jeffeyéon.
One explanation of Darl's action I havé not considered/is the

possibility that he iIs insane to the.poiﬁt of acting without mdtive and

witho;t any real awareness of what he is aoing. Such an explanation is

' v

implaﬁsible for two reasons. One is that Cash, who seems to be the least

imaginative.membgr Of‘the family,_views Dérl'slarSOn as a mdral acf:

". . . when Darl seen thét it lddked like one-of us would have to™¥o

something, I can almost believe he done right in a way" (QEEQ, p- 223)f

Clearly, Cash is copvinced th%t Darl acted deliberately and with‘full

knowledge of what he was doing, and although he approves Darl's motive as

morally right, he is at last forced to condemn the means he chose--setting
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fire to the barn--as "crazy" becaus@*ﬁarl~agfed with éomplete disregard
e e |
for the rights and safety of others. The second factor is that although

t
Darl's "mddness" has-been prepared for in the novel, there has been no

v

indication that he is violent, destructive, or unc&nscious of his own
_vacts.‘jThréughogt there- have been scatéered references to the fact that.
Darl is generally regarded as 'a bit;queer” by his ﬁeighbqrs;‘but.if
sééms this judgemeﬁt isldue more tQ,Dafl‘s detachment from external
réality thén-toﬂany dahgeﬁous or offensive action on his part. As Cash
declares, "I sée'all the whilé~h6w folks coUld_say.he was queer, but that
- was thé very reason coulan't nobbdy4Qold it personal. It‘was like he was »
outside of it too, same as you, and'gettiﬂé mad at it would be kind of
like getting mad at a mud-puddle that splashéd~yqu when you stepped in

it" (AILD, pp. 226-227). , - , .
Although I am convinced that insanity is not thégékplanation
for Darl‘s.action in‘setting fire fo the barn, there is no doubt éﬁat he
does finally‘become truly mad.. It has often been argued that Darl'sg
betrayal by His family precipitatés his final breakdown, -and it doesAseem
that this'may be one of the factors invol;ed. Although dnly a few hours
ppeviously Darl leapt to the defence of his family's cause agd‘his
brother Jewel against a knife—wielding strénéer, when thg crisis comes
all of the membérs éf thevfamily agree that he muét be I;cked away as a
madman. Dewey Dell and Jewel rejoice in this bpportunity for retaliation
against Darl, fhe\former attadkihg him and the latter éxclaimiﬁg, "'Kill
him. bKill the son of a bitch'" (AILD, p. 2?7). Even Cash, with whom
Darl }eels the closest bond, has unwillingly"betfayed him; Dar} gently

reproaches him, "'I thought you would have told me.' . . . 'I never

thought you wouldn't have'" (AILD, p. 227). When he is at last on the
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train to Jackson, Darl, seeing his family for the last time from the

window, seems to express his sense of betrayal: '"Darl is our brother,
our brother Darl. Our brotherADarl in a cage in Jackson . . ." (AILD,
p. -244),

However, Darl's betréyal by.his brothefs and si;ter and
exclusion from the family can hardly be the cause of his final iﬁsanity.
As I have shown,‘iﬁ tHe‘course of.the journey both Darl's grasp upon
reality and his self—contfblyﬁave become progfessively weaker. Hislfinal
madness is thé inevitablé outcéme of the gradual disintegration of his
personality which has been‘shown to be taking élace %hpoughout the novel.V
In fhe final sect;on nar;;ted by Darl, his total loss of self—controi is
shown by his uncéhtrollable laughter, and'his comple¥e detachment frém
external reality is indicated by his bizarre argument that "because the
state's mondy has a face to each backside and a backside to each face,"

his guards, who are seated facing each other, ‘are riding on the state's

money which is incest" (AILD, p. 244). Furthermore, in this section Darl
. T ——— . i

refers to himself only in the third person: '"Darl has gone to Jackson.
They put him on:the train, laughing . . .'" (AILD, p. 2u43). As Cleanth
Brooks remarks,.". . . at this point the disintegration of Darl's

4 5
~personglity has become complete. Darl now sees himself as object as well

' . 3 . L
as ego--as object rather than ego." 1 To view oneself '"as object rather
than ego" is to completely lose one's sense of identity, and this is what
has at last happened to Darl.

A L KA o ot
£ “ w “

Thus Darl is yet another character who is influenced by his
family past to the extent that both the way in which he sees himself and

his responses to present realities are dicthted by it. His almost complete
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Tack of a sense of his own identity is showh tp result from the influence
of his parehtal family paét——specifically, from\hﬁsbmother's emotional
rejection of him. Darl's realization that Addie vastly prefers Jewel to

: . : , C | : .
himself, in spite gf the fact that Jewel is the product .of adultery while

he is a légitimate child, has seriously damaged his view of himself. As

a result,,barl not only does not know who he is, but‘alsq'wondgrs if he
is; in other words, he questions‘not only. his identity,hbgﬁ his very
existence. Darl has found himself.in the unenviable poSitionvof beingvan
outcast frpm his.mother’; affections when it:is fealIy Jewel‘who does not

"belong" to the family. His sense of self-worth has beenj,affected. by

this and he feels that Jewel must be superior to himself to have so

Vmonopolizedphjs mother's favour; his sense of inferiority is evident from

the mixture of envy, admiration, affection, and resentment he displays

\
[}

toﬁérd Jéwe;ﬁ

' Darl‘s_responses to present reali%ies fésult difectly from the
inflgence of hi; fraternal and\parental paéts.‘ He e#pressesbgis jealousy
of Jewellfhrough unceasinglhostility;’yef cannot overéomgMan adﬁiring

affection for him, and in spite of, his mother's refusal to acknowledge
him while she was alive, he is driven to act by an emotional attachment

to her which continues even after her death. The physical and

psychological ofdeal of the funeral journey, operating upon a state of

mind already UDstéble as a result of his responses to his family past,
gradually brings about the complete disintgéfation‘of Daflﬂs personality.
Thus the influenées; both'diréct and indirect, of Darl's family past
finally-éffect‘his perceptions fo such an extent that>he becomes insane.
Darl is destroyed psycﬁolOgically by his response to his family pasf;

EA sta ote ofs ofe
w Rl © O “
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It has already been noted that in As I Lay Dying the circum- |

stance$ of the family's past to which the characters respond are

‘
¢

. circumstances firmly rooted in physical reality. Darl's inner conflict

5

feéul}s, not from any abstract concern with hbjour or virtue or proper
behaviour, but from the plaiﬁ fact that his mothgﬁ has reject®d her other
offspring in favour of Jewel, the child conceived in adultery. The Qay
.in which the parental past\(i.e., Addie’; attitudes toward her children)
influences thg fraternal past (i.e., Darl's aftitude towdard Jewel) is thus
unmista§ably obvious. As a'result of the clearness with which the link

between the family's pasf and the characters' responses to it is
S o /
demonstrated, the‘reader does nbtkhave to rely upon mere implication; but
ié expliéitly shown how and why the characters are influenced by the
family's past. This is one factor contributing to the clear and
effective Ereéentation of.the theme of "family past" which is achieved in  :
y -

the novel.

The unusual structure of As I lay Dying, with it% alternating

v

and multiple points of view, further enhances the clearness of the {

\

thematic develgpment. (leanth Brooks‘notes that

The author does not commit us to the experience -and sensibility
of one character whom we see only from the inside and whose
world we apprehend only from his point of view. Instead,
Faulkner has attempted the much more difficult role of putting
us- in some kind of sympathetic rapport with an individual
character and yet constantly forcing this character back into
“the total perspective of the world--the world of the family and
the larger world of the commuriity,

This manipulation of point of view helps to make Darl a character whom
the reader can understand, for it enables the reader to view him from a

variety of angles,

M

In conclusion, the presentation of the theme.of "family past"

5
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in this novel is at.least as effective as in The Sound and the Fury, and

1

vastly more so than in Sartoris. Furthermore, the theme in As I Lay Dying

is developed clearly and consistently throughout the whole of the novel,
rather than being concentrated in only one section and an appendix, as in

The Sound and the Fury. It is‘thePefore my conclusion that of the.three

nbvels, As I lay Dying represents Faulkner's most skilful and most

complete development.of the theme of "family past.”;

.
N
¢ .



CHAPTER V

§
i

In fﬁe preceding thfee chapters it _has been my purpose to trace
the develo?men% of the theme of "family past" and evaluate‘éhe effective-
ness of the overail presentation of the theme in three of Yaulkner's‘early
novels. It will be my'purpose in this concluding chapter to compare my
fiﬁdings in ordér to diScoyer the most important similarities and
éifferencés in the ways in which the theﬁe ofv"famiiy past' is presented
"in'these novels. I will do this by éomparing both the methods by whicb\
“the influence of the family‘pasf is demonstrated and %he téchniques used -
to develop khe theme as a whole, My goal will be to prdVg that in

Sartoris, The Sound and the Fury, and As I Lay Dying it is essentially the

e

~same theme which is developed, but that it is deveXoped by meanS'of
significantly different--and’ increasingly effective--methods and techniques.

That it is basically the same theme which is developed in all

- 8 - . -
of these novels has, I believe, become incréasihglyAevideﬁt in the course
of . the last three chapters. It has become clear that.in each novel there

is one major character who 1is influenced by his family's past to the

‘extent that his sense of personal identity, estimation of his own worth,
and responses to the present realities of his life are virtually dictated

by it. There are, of course, slight variations in emphasis. For Bayard

Sartoris it is his estimation of his own worth which is most seriously .

\ -
-

‘affected by his response to his family past, for he has become convinced
that he is a worthless coward because he is not as fearless as his brother
and ancestors. For Quentin Compson it is the way in which he perceives

W
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‘and responds to present realities which is the most outstanding feature

’

of his response to his family past; as is evident from the complexity of

e

the code of behaviour he has adopted. For Darl Bundren it'is his sense

of personal identity which is most completely governed by his response to
A S
: ¢ . .
his family past, and he constantly seeks to define himself and establish
a sense of his own identity. .In spite of these variations in emphasis,

A}

all three charactefs‘ape influénced in each of these three ways, andlall
three are ultimately destroyed by their inability te reconcile their
responses to théir families' pasts with the circumstahcés Qf‘their
Qyésent‘liveé.

[
4

* Furthermore, all three of the characters influenced in these
ways are subject to the same types of influences. Bayard, Quéntin, and

-Darl are "heir" figures in that they are subjett to the influences of

’

three different types of family past arising from three separate generations.

In each novel there,is a fraternal relatioﬁship, either whoily in thetpast
or'continuing into the ppese;t, which has thé most direct and most powérful
influencé upon the individual. In each.novel there 1is élso a parental
relationghip, in which again-past.may overlap with~present, and which has.
a sig{ificapt influence upon the fraternal relationéhip, and thus upon
the individual. Finally, there %s in eacH novel an anceétﬁal'past which
has some degree of influence upon fhe individual through his fraternal and
parental relationshipé.l Althoﬁgh the relative iﬁpértanCe of these thfee
types ofgihfluences varies from novel'to'no§el;.in all three the
characgers' perceptions and responses are dictatéd by the combined
’influenc;s arising from these three éspécts.of their families' pasts.
However,*although the same baéié ideavis deQeippeﬁ as a méjor

theme in all of these novels, there are significant variations in the ways

o
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»
in which it is éﬁbodied in each novel., To be more specific,'aithough
Baiafd; Quenfin; and Dafl are subject to the same basicltypes of
influences and are éffected by them in the same fundameﬁtal ways, the
exact nature of thé influence upon the chatacter is sligﬁtly different in
eaéh:DOQelJ Between ghe first of these novels‘énd the last, twoAmajor
chariges take place in the wéy iﬁ whichethe family past is shown to
influence the indivgdual. Furthermoré, theée changes in_Fau}kner's r.-thod
6} demohstrating the influéqcerf the family pést incregges the effective-

ness of the overall presentation of the theme.

The firsg(éhange which occurs is 'that the different aspects of

. the family's past covéf élprogressively'shortef time-span. In Sartoris
Young Béyard isﬁséparated from his p;rental family past by two generations
(as it-is his grandféthef and‘gfeat}aunt who rep;acevhis natural parents),
and from hi§'§ncestfal’pa$t by'fhreé gene?atio§s’or more. The remotenesé
in time of‘These.tw; éSpeéﬁs of 'his family past increases the difficulty
of demonstrating t%eir influencéé upon him, and the novel's thematic |
deQelopment is weakened by the lack of a'firmiy—es?gblished link between

Bayard's ancestral and parental pasts and his fraternal past. In. The

Sound and the Fury Quentin is separated hy only one generation from his

parental family past, and, unlike Bayard's, his fraternal family past is
fodussed,upopealiviné individual. As a result; the influeﬁce of the

parental relationship upon the fraternal one can be much more clearly and

effectively demonstrated to the reader: However, Quentin's ancestral
. , \

famil ast is as remote in time as Ba ard's, and its influenge upon him
yp y 1% nAm.

only becomes clear in retrospect when the reader turns to thé additional

» -

information provided by the Appendix. In As I Lay Dying the.

influences

of the fraternal and parental relationships are even more clearly apparent,
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e

since Darl is in daily contast with all except'one‘of the -individuals who

represent- these two aspects of his family past? Furthermore, the single
: . ' -
: - : - o B C
exception, the mother who dies near the beginning of the novel,|continues

L3

I . \ ] i .
to have a powerful influence upon him throughout. The ancestral family

. past is here reduced to a position of relative, insignificance, T s

the time-span of the family's past in this fﬂifd novel is the shortest of &

i S
~

all, for it really covers only two generatioﬁs. -As a result, the

v

influences upon the individual of the different aspects of his family

‘past can be presented with greater clarity and emphasis, and t;}s is part

of the reason why the development of the theme of '"family paét” is most

[

effective in As I Lay Dying.

‘The second chaﬁée which 5ccufs within these ﬁhree\novels'in
Faulkner's method df_demonstrating the influence of the family's past
upon the in&ividual’is that the chéracters' ruling.obséssions becbﬁe
increasingly linked to physical feality, At one'extreme is Young Bayard,l;
whose,obsessive’need to prove his fearlessneés is based solely upon an '
ésSumption about the nature‘of couragé which cannot be tested by any
. : | .

physical means. Partly)as a result of the highly abstract basis of his
obsession, its importance as a motivating factor in his actions does not

«

emefge:wiéb sufficient ciarity and emphasis. Quentin Compson occupies
the middle gfound, for although his obsessioh ié also based upoh an
assumption, an assumption ébout the.nature of honour, there is an obvious
. li;k befweén his obsessive éoﬁcérn for hiswkamily's.honour,and.éhysical,
reélity. -Because ngnfin has equated his;familyfs.hp;our with the’
physical circumstance of his sister's virginify;.both the nature of hié.
obseésion énd the degree to which he is métivéted by it are more clearly

apparent to the reader. Finally,_Darl Bundren'represents.the other . .-
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extreme, for his obsession Qi&h.his brother Jéhel‘is enfirely‘based upon
physical reéiity, No assumptiqps or abgiract principlés are ianlved:
Darl simply knows that»Jewel is their mothér's‘favoﬁrite child and‘that
he was conceived in adulfery. - Darl's obsessive need to torment and oppdse  '
Jewel is thereforgithe_result solely'pf his:awareness’of his mother's |
.partiality'for(Jewel,-which~invturn is a result of the circumsﬁances of
' . ‘ . . . v » _
Jewel's birth. Thus the nature of Darl's obses;ibn and the e&tent fo
which>hié responses are influenced by it ére obvious to the réader; fhfs
e ) )

is another factor which helps to make the presentation .of the theme of

"family past' in this novel clearer and more effective than in Sartoris

‘and The Souﬁdland the Fury.
in{addﬂtion to these two chéngesbin Faulkﬁer‘s method'of

demonstrating the influence of the family's ﬁast upon tHe ihdividual, én_
important change also takes place in the rechnique; he uses to develop
. the fheme,as a whole. This is a‘éﬁange in Ris héndling of characferization

S : ' , : v :
and point of view--a change which also results in an incfeasingly
effective presentation éf the theme of "fémily past." In Sartoris®
Faulknerruses the third-person omniscient point of‘view and portrays
Yéung Bayard mainly through dépiction of hié actions. Thétfeader.is thus
allowed only a few brief glimpses of Bayard's inner staté, and is often’
in doubt as to his théugﬁté and feeliﬁés. As a result, the moti?étign
for Ba?ard‘s actiéns is too often not sufficiently cleér“to‘the reader,
'and.becaus; of this both his characteriiarioﬁ and'the.developmeﬁt-of the

<

theme as a whole are weakened. .

E

»

The Sound and the Fury is narrated from the first-person point

of view, and Quentin is characterized enfirely through depiction of his )

inner state. 'His thoughts and feelings and the motivation for his actions
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ére thus much more clearly épparent to the reader. However, it seems to
me tﬁat Faulkner reélized that cgrtain aspects of Quentin's response to
h%s.family past could ngt be effectively presented from his viewpoint, for
Féulkner refers to Quentin again in the Appendix, employing the ;mniscient
point of view. Furthermory it is only'when the‘readef is’;llowed this
external view of Quentin that the influence of his ancestral family past
upon him becomes clear and the thematic develapment is completed.

My theory that Faulkner perceived the need for both an inner °

»

and an external view of the individual in order to clearly portray his

rééponée; to his family past is supported by his handling of

characterization and‘point of view in As I Lay Dyihg. The alternation of
firét—persoﬁ n;rratives told from the viewpoints of a number of characters
allows the reader to view Darl from his own point of view as well as from
the points of view of other individuals. Thus>Dari is seen from both\¥ﬁg
ins%de and the outside, and is éharagtéa}a?ﬂ"throughldepiction of his
actiops‘as well as of his thoughts and fééiings. The unusual structure
of:the novel produées in effect a combination of the first-person point
of view with the third—person objective point of view insofar as the
reader's perception of Darl is‘concerned. It seems to me obvious that
Faulkner, having experimented withrcharacterization from the third-person
point of view ip Sartoris and from the first-person point of view in The

O - :
Sound and the Fury, attempted a ®6mbination of the two in As I Lay Dying,

and succeeded -brilliantly. Therefore I conclude that this change in
. Faulkner's handling of the techniques of characterization and point of
view is yet another improvement in his development of the theme of "family

- past."
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My final evaluation of the presentations of the theme of '"family
past" in the novels I have examined is that the theme is presented least

. . . . . . 3
effectively in Sartoris and most effectively in As I Lay Dying.
- ' X

Furthermore, my examination has shown that bbth the methods by which the
inflﬁence of the family past upon the individual is demonstra%ed, and the
techniques by which the tﬁeme as a whole is presented, change and imprer
between the first of these novels and the last.‘ My conclusion is therefore
that these three novels represent William Faulkner's experimentation witﬁ

and perfection of the development‘of the theme of "family past."



. NOTES

Chapter I

lFredePiCk;L. Gwynn and Joseph L. Blotner; eds., Faulkner in
the University: Class Conferences at the University of Virginia 1957-1958
(1959; rpt. Charlottesville: University of Virginia Press, 1977), p. 84,

’In selecting editions of these novels I have relied upon the
authority of James B. Meriwether, "The Books of William Faulkner: A Guide
for Students and Scholars," Mississippi Quarterly, 30, No. 3 (Summer,
1977), 417-428. ' ‘

For The Sound and the Fury Meriwether lists as one of the
reliable texts of the novel the 1967 Modern Library College Edition
paperback which I have used. 1In addition, a note at the end of this text
indicates that "The plates for the text of this new edition were produced
photographically from a copy of the first printing, which has fewer errors
than the 1946 setting." :

_ For’As 1 Lay Dying Meriwether lists as a reliable text the
1964 Vintage paperback edition which I have used. Also, a note on the
dedication page of this text indicates that "The corrections in this
edition are based on a collation, under the direction of James B.
Meriwether, of the first edition and Faulkner's original manuscript and
typescript." :

Unfortunately, 1 was not able to choose a text for sartoris in
the same way. Meriwether lists as reliable texts for this novel the 1929
Harcourt and Brace first edition, the 1932 Chatto and Windus edition, the
1933 Grosset and Dunlap edition, and the 1961 Random House edition; ‘
however, none of these editions are contained in the library holdings of
this university. I selected as my text the only edition readily available
to. me, the 1964 Signet-New American Library paperback. This text contains
~ a foreword by Robert Cantwell and an afterword by Lawrance Thompson, and,
as these two critics are both established scholars of Faulkner's works, I
“have taken their sanction of this edition as evidence of the reliability
. of the text. Finally, I have chosen Sartoris as my text for Faulkner's
third novel rather than the original typescript version, Flags in the
Dust, because the latter was not published until 1973, and, as a result,

‘almost all of the scholarly criticism of the novel is based upon Sartoris.

3John L. Longley, Jr., The Tragic Mask: A ‘Study of Faulkner's
Heroes (Chapel Hill: University of North Carolina Press, 1963), p. 11
(emphasis his). ‘
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‘Chapter 11

lWilliam Faulkner, Sartoris, Signet Classic edition (1929; rpt.
New York: New American Library, 196u) p. 19. - All subsequent references
to S are to this edition, and will be given in the text parenthetically,
by title letter and page number,

2Cleanth Brooks, William Faulkner: The Yoknapatawpha Country
(1963; rpt. New Haven: Yale University Press, 1966), pp. 103-10%4.

3Frederick J. Hoffman,'William Faulkner (1961; rpt. New York:
Twayne, 1966), p. u6.

T ‘
Hoffman, p. 47,

: Irving Howe, William Faulkner: A Critical Study (1951; rpt.
Chicago: University of Chicago Press, 1975), p. 34. :

) :
Howe, p. 35.

7. : s ’ .
Irving Malin, William Faulkner: .An Interpretation (1957; rpt.
New York:- Gordian Press, 1972), p. 12. '

8Kenneth E. Richardson, Force and Faith in the Novels of
William Faulkner (The Hague: Mouton, 1967), p. 20.

9Richardson, pp. 21-22,

OJames,Gray Watson, "'The Germ of My Apocrypha': Sartoris and
the Search for Form," Mosaic, 7, No. 1 (Fall, 1973), 18-19.

llOlgé W. Viékery, The Novels of William Faulkner: A Critical
Interpretation (Baton Rouge: Louisiana State University Press, 1959),
p. 26, ' :

2 * ' ' o '

Lawrance Thompson, Afterword, Sartoris, by William Faulkner,
Signet Cla351c edition (1929; Ppt New York New American Library, 1964),
p. 309. ‘

3
1 Wétson, p. 24.
luWatson, p. 23.

15Arnold Goldman, "Faulkner's Images of the Past:. from Sartoris
to The Unvanquished," Yearbook of English Studies, 8 (1978) 111,
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l6Peter Swiggart, The Art of Faulkner's Novels.(Austin: -
University of Texas Press, 1963), p. 34, notes that Young Bayard's
preoccupation with his brother, John Sartoris, is analogous to Old
Bayard's preoccupation with hlS father, Col. John Sartoris. Pointing out
the repetition of the name, Swiggart says of the two John Sartorises,
”Although both figures are dead their personalities control the thoughts
of the living." It seems to me no coincidence that the two Bayards are
first introduced to the reader in terms of their relationships to a John
Sartoris, for it serves to emphasize the similarity of their situations,
thereby suggestlng the continuance of certain.attitudes and responses
from generation to generation in the Sartoris. family. However, it must
not be forgotten that the relationships are essentially different, as one
~is son to father, and the other is brother to brother. :

P

7 e - ‘
Vickery, p. 21, notes the close similarity between these two

L2

passages.

l.8T. H. Adamowski, "Bayard Sartoris: Mourning and Melancholia,"
Literature and Psychology, 23, No. 4 (1973), 152.

-
.

19Watson, p. 26.

‘QOJohn W. Corrington, ”Esdape into Myth: The Long Dying of"

Bayard Sartoris,'" Recherches Anglaises et Américaines, 4 (1971), 40, as
quoted in Cleanth Brooks, William Faulkner: Toward Yoknapatawpha and
Beyond (New Haven: Yale University Press, 1978), p. 394.

, QICorrington, 40, as\quoted in Brooks, Yoknapatawpha and Beyond,
p. 394, : )

22 Cleanth Brooks, William Faulkner: Toward Yoknapatawpha and
Beyond (New ‘Haven: Yale University:Press, 1978), pp. 394-395.

23Watsoh, p. 31.

Chapter III

lCleanth Brooks, William Faulkner:. The Yoknapatawpha Country
(1963; rpt. New Haven: Yale University Press, 1966), p. 334.

'
2Mark Spilka, "Quentin Compson's Universal . Grlef "' Contemporary
Literature, 11, :No. 4 (Autumn, 1970), 465.

3. . : : -
Spilka, 465, : ‘ o~
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uKenneth\Et Richardson, Force and Faith in the Novels of
William Faulkner (The Hague: Mouton, 1967), p. 27.

5Richardsdn, p. 72.

!

5

6André Bleikasten, The Moét’Splendid Failure: Faulkner's The
Sound and . the Fury (Bloomington: Indiana University Press, 1976), p. 104.

7Bleikasten, pp. 111-112, bases this argument upon a comment
Faulkner made at the University of Virginia when he was asked the reason
for Quentin's failure: ' ' ‘

Tt was a--something had happened somewhere between the first
Compson and Quentin. The first Compson was a-bold ruthless man
who came into Mississippi as a féee forester to grasp where and -
when he could and wanted to, and established what should have
been a princely line, and that line decayed.

Apart from the fact that am author is not necessarily the best critic of
his work, it is obvious that Bleikasten has attached a meaning all of his
own to Faulkner's words: ' '

If Faulkner is to be believed, Quentin's most redoubtable
antagonist is none other than this pioneering dncestor, the
long-dead founder of the family line. . . . if we follow the
author's suggestions, the overpowering paternal figure with
whom Quentin is confronted is not at all his real father: it
is embodied in the daunting features of the founding father
[Quentin_MacLachan Compson]. . . . Mr. Compson's weakness may
be said to derive primarily from the fact that he too, just
like his son, is a powerless hostage of this ancestral shade.

A comparison of Faulkner's comment with Bleikasten's gquickly shows that
the latter bears little resemblance to what the author actually said.
Bleikasten offers no further evidence, textual or otherwise, to support
his assertion, o

8Olga W. Vickery, The Novels of William Faulkner: A Critical
Interpretation (Baton Rouge: Louisiana State University Press, 1959),
p. 37. : ‘

>

\

9Vickery; p. 38.

lOJohn W. Hunt, William Faulkner: Art in Theological Tension
(Syracuse: Syracuse University Press, 1965), p. 46.

llHunt, p. 48, ,
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Throughout my examination of ,Quentin's section I have relied
‘upon the "Chronology of Scenes" and "Guide to the Scene Shifts" provided
by Edmond L. Volpe, A Reader's Guide to William Faulkner (New York:
Noonday Press, 1964), pp. 365-377, in identifying the events and points
in time to whlch Quentfn s thoughts and memories refer.

.

14 William Faulkner ‘The Sound and: the Fury, Modérn'Library College
edition (1929; rpt. New York: ' Random House, 1967), p. 93. All subsequent
‘referénces to SF are to this edition and wlll be glven in the text,
parenthetically, by tltle letters and page number.

5. \
. Richardson, p. 72.
16Hunt, pp. 56-57.

7Bleikasten,‘p, 98, is one of several-critics who have noted
‘the symbolic meaning underlying Quentin's plunge into the hog wallow:
"His leap into the hog wallow is the enactment of an old Puritan metaphor,
the symbolic performance of what his first and no doubt last sexual
experiment means to him: yielding to the urges of the flesh equals
wallowing in filth." ' :

: 18Again, Bleikasten, p. 10u, points out the symbolic nature of
Quentin's punishment of Caddy: "As Caddy does not Yeact in the expected
way, he smears her body with mud. Symbolically he thus drags her down
with him into the mire of sin, forcing her to share his assumed guilt.

R "I do not, however, agree completely with Bleikasten's ,
interpretation of Quentin's motives. He asserts that Quentin is trying to
re-establish, through shared defilement, the intimate relationship with.
Caddy which hlS game with Natalie has jeopardlzed Although this may be
" part of the reason for. Quentln s actions, it seems to me obvious that he
feels Caddy is at least equally guilty because of her failure to enforce
his code--that she too has "dirtied" hergelf by her 1nd1fference to hlS
"dirty" behaviour with Natalie.

\
lgVickery, p. 38.

2OBleikasten, p. 100.
21
I am aware that with regard to this part of Quentln s section,

several questions might be raised concerning inconsistencies and/or
improbabilities in the plot: how does the little Italian girl get into
the bakery without ringing the bell? why does she follow Quentin? why
does she pretend not to understand English? how does she manage to reach
the wall beside the river before Quentin does? and, strangest of all, how
does she know the exact point.at which Quentin will scale the wall so
that she can wait for him there? Interesting though these questions may
be, they will not enter into my consideration of this part of the section,
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‘as my purpose in this chapter is to examine Quentin's responses to
external realities, not those realities themselves, in order to define
the ways in which these responses are influenced by his family past.

22Vickery, P 39,1

2?Hunt, p. 59, points out that Quentin's confession of incest is
one of the ways in which he tries to assert the presence of meaning in

his experience: y
| ;

. . he needs in some way to relate sex to time and nature so
that by establishing meaning in them he will prove Caddy's
sexual deviations meaningful. . . . If he can outrage time and
nature by some act so serious that his father and Caddy cannot
deny its seriousness, he will establlsh if ‘only negatively,

. some meaning in the nature of things. . . . Thus it is that
incest becomes the means by which he can at once relate himself
to Caddy's world of experience, give significance to her world,
and isolate himself with her in an eternal atonement for their
violation of meaning.'

Chapter IV~

: Andre Blelkasten, Faulkner's As I Lay Dying, trans. Roger -
Little (1973; rpt. Bloomington: Indiana University Press, 1974), p. 89

2Kenneth E. Richardson, Force and Faith in the Novels of
'William Faulkner (The'Hague: ‘Mouton, 1967), p. 75.

Olga W. Vickery, The Novels of William Faulkner: A Critical
. Interpretation (Baton Rouge Louisiana State University Press, 1959),
p. 58. . :

Calvin Bedient, "Pride and Nakedness: As I Lay Dying,"
Modern Language Quarterly, 29 (March, 1968), '

o

5Cleanth Brooks, William Faulkner: The YOknapatawﬁha Country

- (1963; rpt. New Haven: Yale Univ%Esity Press, 1966), p. 158.
\

6Brooks, p. lu44,

7Vickéry, p. 58.

i 8Jack Gordon Goellnery "A Closer Look at As I Lay Dying,"
Perspective, 7, No. 1 (Spring, 19%), 49..
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’gFrederick J. Hoffman, William Faulkner (1961; rpt. New York.:
- Twayne, 1966), p. 62.

. lOIrving‘Howe, William Faulkner: A Critical.Study (1951; rpt.
Chicago: University of Chicago Press, 1975), pp. 181, 180.

N

i

llThis'is;noted by Bleikasten, p. 88.
12yickery, p. 52.

lSWilliam Faulkner, As I Lay Dying, Vintage Books edition (1930;
rpt. New York: Random House, 1964), p. 10S. All subsequent references
to AILD are to this edition and will be given in the text, parenthetically,
- by title letters and page number. ' '

: , luEdmond L. Volpe, A Reader's Guide to William Faulkner (New
York: Noonday Press, 196u), pp. 377-382, analyzes the textual evidence
and assigns the events of .the novel to a time-span of ten days. According
to his chronology, Addie dies in the late afternoon of the first day and
is buried in the morning of the ninth day; thus her family is burdened
with her corpse for nearly eight’ days.

15Bleikasten, p. 118,

'16Howe, p. 183,
17, . :
Bleikasten, pp. 88-89,

18William J. Handy, "As I Lay Dying: Faulkner's Inner Reporter,"
Kenyon Review, 21, No. 3 (Summer, 1959), uhh-uys,

, critics have varfed widely in describing Darl's unusual powers . .
of perception. Some (e.g., Brooks, p. 146) contend that he merely
imagines the scenes he narrates.from afar, without any real knowledge of
what is taking place. Others (e.g., Hoffman, p. 64) recognize that
Darl's perception is unnatural in that it.is not limited by time and
space, but do not attempt to give a name to his special abilities.
Following the example of André Bleikasten, I have chosen "clairvoyance"
as the most accurate word to describe Darl's superhuman powers of
perception. Of course, Darl's capacity for seeing and knowing far exceeds .
that which is commonly described as clairvoyance. However, throughout my
discussion of the novel I will be using the term "clairvoyance! in the
larger sense defined by Bleikasten; that is, Darl's ability to both
'report two scenes at the same time" (p. 55), only one of which he
actually witnesses, and to discover "the secret links which bind the
Bundrens together and . . . the hidden motivations which guide their
behavior" (p. 57). o S .



127

20 .
Bleikasten, p. 89.

21,.
Vickery, p. 58.

-

, 221t is, of course, because Darl cannot know by any natural means
what has occurred during and after his mother's death that the reader

would be inclined to question the accuracy of this account. Howevery the
parallels-which are shown to exist between Darl's account and those of

- Dewey Dell and Dr. Peabody establish, through precise duplication of
detail, the fact that Darl is not 51mply speculating upon what may be
’happenlng, but is actually observing and reporting the scene clalrvoyantly.
By endowing Darl with superhuman perception, Faulkner is able to elevate
him to the position of omniscient narrator at certain points in the novel.

3The reason Darl gives for Jewel's. inability to lose his identity
is amblguous but most probably refers to Jewel's illegitimacy, revealed
much later in the novel. Because of it Jewel "is not what he is" (i.e.
he is not really Anse's son|, although almost everyone believes him to be)
and "he is what he is not" (i.e., he is actually Whitfield's son, although
“he is not recognized as such). ' =

4 ’
2 Bedient, p. 68,
25,

Vickery, p. 6l1.

6 . ' . . . ' .
Bleikasten, p. 92, is one of several critics who noté this
parallel. ' :

27 : ‘
: Peter Swiggart, The Art of Faulkner's Novels (Austln
University of Texas Press, 1963), p. 120.

»

28Vickery, p. 5u.
29Vic}<ery, p. 54.
%) eikasten, p. 88, | o
31Brooks,.p. 147,

32Brooks, pp. 159-160,
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‘Chapter v ' .

lOf course, in Darl's case the influence of the ancestral past
is only very indirect: his grandfather s outlaock upon life influenced
his mother's attitude toward life and toward her husband and children,
which in turn influenced Darl through hlS fraternal relationship with
Jewel. .

'QAndré Bleikasten, Faulkner's As I Lay Dying, trans. Roger

Little (1973; rpt. Bloomington: Indiana University Press, 1974), p. 81,
makes the interesting observation that in a sense Addie represents both
the parental and ancestral family pasts, and that this accounts for her
tremendous power to influence her descendants:

Dead, and transformed by death into an indestructible presence,

she exercises even more absolute power, comparable to that of

the great paternal or ancéstral shades which one senses hovering

over so many of Faulkner's novels, and which seem by their very

remoteness to increase their hold over the llVlng

If Bleikasten's argument is accepted, it is clear that although there is
no significant ancestral influence in As I Lay Dying, the novel does
nevertheless conform in a general way to the pattern of fraternal,
parental, and ancestral pasts found in Sartoris and The Sound and the Fury.

31 do, however, recognize the different natures of the two
undertakings. Obv1ously, it is far more difficult to effectlvely portray
a character enslaved to the notion that his remote ancestors were better
men than himself than to portray a character who is jealous, and for good
reason, of a present and living brother. - It is my opinion that in As I
Lay Dying Faulkner is attempting less, but carrying out what he does
attempt far more efectively, than in Sartoris and The Sound and the Fury

»
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