Fragments:
The Interrelations of His Novels and Short
Stories in 1920s to 30s

Faulkner's Creation of a Whole from
Fragments:
The Interrelations of His Novels and Short
Stories in 1920s to 30s

lM1lt

7 ~

±1!t

•~~fo~~

9 :/,

""'< -1

'T Jv~~

~lW~

*~~

jrjjlt

x~1Vf'lEf-!l.~m~*x~~~1Vf'lE1:.
~fiiR=%

: L03R548

It !i5 :

t~ Wd {i§ ~

Preface

In my dissertation, I am going to deal with William Faulkner's
works written around the year 1930, especially focusing on relations
between novels and short stories which were at first written for popular
magazines and later built into full-length works.

The thesis moves on

several basic arguments as follows:

1. To clarify similarities between Faulkner's works and other art forms or
philosophies of the same period.
2.

To

understand

the

methodological characteristics

observed In

Faulkner's works, which might be generally called "modernist," as a keen
reaction to the contemporary social-economical situation.
3. Faulkner reverses the violent pressure from the market into the very
source of his creation especially in his novels.

He recycles prior short

stories written for commercial magazines and his longer stories are
montages of short units of stories.
4. The strategy is effective for an artist in the purpose of confronting the
violation of the market; however, the method of montage as a tool for
dealing with the difficulties brought by the modern consumer society
employs

potentialities

photographs and movies.
modern times.

of

modern

reproductive

technology

like

The writer uses the modernist to criticize the

I want to clarify this aporia.

Most of the articles that form the chapters of my dissertation have
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already been published in several academic journals.

These articles will

be the basis for chapters of the dissertation after necessary revisions.
Also, the following paper, which will show the outline of my dissertation,
was already published in a journal, and I wrote it with a plan to make it
the introduction to my dissertation.

Bibliographical information of the

first publications is shown below.
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Introduction
A Shift of Signification in Fragments: Faulkner and Modernism

The main focus of the essays contained in this dissertation thesis is
on William Faulkner's peculiar narrative technique which is salient in his
works written during the 10 years preceding and following the year 1930.
In the argument made in these essays, I am going to elaborate the
significant conflicts between fragmentation and integration, mainly in
terms of narration.

I would like to suggest that this narrative strategy

found in Faulkner's works around 1930 is not only an outcome or
realization of an 'art for art's sake' literary intention but also the
reflection of various external forces of the contemporary society in which
the writer lived.

According to the above view, which emphasizes the

influence of the society upon the formal aspect of Faulkner's works, I have
noticed one characteristic aspect-in fact, frequently examined by many
critics -

of Faulkner's formation of longer narratives;

he

makes

full-length novels composed of relatively shorter units of narrative motifs
which were often used in early sketches and short stories.

I want to shed

new light on this strategy of forming a novel by accounting that it was
generated by Faulkner's necessity to write short stories for popular
journals.

In this paper, I will try to describe the interrelation of the

writer and society, comparing the general features . of Faulkner's
narration with parallel examples from other art forms or speculative
discourses.

The latter aspect is less thoroughly examined in studies of

Faulkner so far except the much more general argument about the
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influence of Bergsonian philosophy on Faulkner's sense of time.

What I

propose here is that the methodology that the writer uses to create novels,
though it may sometimes superficially look like a compromise with the
market principle of consumer society, is the very strategy by which the
writer could defend his work from the dominant tendency of the
contemporary socio-cultural situation.

The strategy of composing a

novel itself is an expression of the author's resistance to the capitalist
commercial principle.

1

When one remembers that The Sound and the Fury was published in
1929, the year of the dissolution of the American economy, one is tempted
to interpret the instability of William Faulkner's artistic expression,
especially in terms of his shifting narrative method, to be a reflection of
the zeitgeist in early 20th century America.

The way an author relates

to a society is, at least partially, determined by his or her perceptions of
actual or perceived readers.

This is especially true in the case of

Faulkner because he was keenly aware of the explosion of mass culture in
genres such as movies and comics partly because he sent short stories to
popular magazines and also worked in Hollywood for many years.
Further, due to the overwhelming domination of every aspect of American
culture by capitalist enterprises, it was no longer possible to escape into
elite artistic realms of expression.

Direct participation in the

contemporary social-political situation was necessitated by the capitalist
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homogenization of pure art forms with pop culture.

Everything is

submitted to the measures of efficiency and profitability; the hierarchical
distinction between high art and low art can no longer be sustained.
In his third novel, Flags in the Dust, (originally written in 1927;
after an extensive cutting job by his agent Ben Wasson, published in a
shortened form as Sartoris in 1929) Faulkner re-invents his hometown
Oxford, Mississippi as a model for the fictitious city Jefferson, whose
locality releases the author's mythic, expansive imagination toward the
creation of the enormous Yoknapatawpha saga.

At the same time when

he reaches back into mythic conventions in Flags in the Dust, he
introduces the typically modernist technique of interior monologue in The

Sound and the Fury, some part of which the author possibly wrote
simultaneously with Flags in the Dust.

In Modernism in general, the

use of mythic archetypes (universal materials) gives a relatively solid
framework

to

the

vicariousness

of

modern

narrative.

However,

persistence in the indigenous native land is also outstanding (particular
materials).

Possible relations between these conflicting tendencies

propose complicated and subtle problems because such writing frequently
represents a writer's ambivalent emotion to the given social-political
condition.

The division between the universal and the particular Oocal)

reflects the central aporia of modern writers living in the 20th century.
Related to the above point, we can also notice that the coexistence of
two unrelated elements-for example, plots and characters that create no
obvious, direct conflict between each other-is the most curious feature of
Faulkner's novels in this period.

Curiously enough, the period of

7

1927·37 nearly overlaps the time of the author's gradual approach to
forming a strategy-whether it is successful one or not-against the mass
market (Matthews 3·7).

This shows a

possible reaction of an

authentically modern artist to the modern world.

The expressed

discrepancy between elements that the author wanted to put together
within one piece of work even if the elements seemed to be less related to
each other corresponds to the significant discrepancy of the contemporary
situation, which is always being generated and renewed, of the process of
alienation within the capitalist enfolding of history.

To be sure, there

are several involuntary synchronizations and strange encounters with the
quintessence of the contemporary period in Faulkner, and a sociological
approach to a work of art according to the view presented above could be
quite productive in expanding the scope of Faulknerean study.
To understand Faulkner's work in relation to the rise of mass
culture, it is necessary to survey a series of texts from The Sound and the

Fury (1929) to Absalom, Absalom! (1936).

To provide a consistent

perspective for this survey, focus will be primarily aimed at the method of
narration itself.

To elucidate the function of narration within individual

works, especially Light in August (1932) and Absalom, Absalom! (1936),
the successive developments in Faulkner's writing can be paralleled to
the history of critical theory in the 1930s, especially of Henri Bergson,
Edmund Husserl, Martin Heidegger and Theodor W. Adorno.

At the

same time, it should be acknowledged that the lines pursued by literature
and critical theory at this time had already been set in motion by painters
in the previous generation.

The fragmentation and juxtaposition so
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typical of Faulkner's narrative in this period can already be seen in the
cubist painters of the teens and twenties where one object is depicted
through multiple perspectives simultaneously presented.

Thus it is

necessary to read the literature and critical theory of this period in the
already well-established avant garde movement of Modernism.
The appearance of fragmentation and juxtaposition in modern art
primarily reflects the dissolution of claims by traditional authoritative
institutions (the church, the state, the academy, etc.) to provide a sole
abiding value to organize Western societies.

The mass migration from

the countryside to the city and the consequent construction of cities
during the early 20th century further produced a fragmented social
infrastructure.

In the workplace, people in the modern age were

alienated by the advancement of specialization and division of labor in
capitalist production and the dominant utilitarian tendency.

In this

sense, the juxtaposition of fragmented parts in art could also be
understood as a symbolic expression of the social circumstances at the
time, an allegory of isolated individuals in a disintegrated society.
Parallel to these developments in painting, literature and society,
Western philosophy called into question the model of truth which had
held sway since the 17th century.

For example in the phenomenological

philosophy of Edmund Husserl, the epistemological understanding of

Evidenz was reduced to an idea of clear evidence given within a
consciousness of an individual; the basis for understanding universalities
is moved to the cognitive faculty of an individual.

Similarly, literature

at the end of the 19th century begins to describe the process of learning.

9

If what is subjectively perceived is nothing other than a representation of

something given to one cognitive subject, what is going to be left for us as
certain and trustworthy are only images, thoughts and ways of
Description of the functions of

association of our own minds.

consciousness becomes an important task for a novelist because the only
thing we could learn exactly is movement and gradation of our own
consciOusness.

In effect, "there is nothing to learn or . . . the truth is

unknowable" (Todorov 58).

It is not strange to think that this kind of

assumption might possibly be one of the main hypotheses for modern
writers like Henry James, James Joyce and Virginia Woolfe.

The writers

who belong to the stream of consciousness school juxtapose different
perspectives to display the truth as a void, an "empty vessel" (Absalom,

Absalom! 95) to which each person projects what s/he thinks as a truth.

2

Late Impressionist painters, for example Cezanne, renouncing the
mimetic theory that had been the long tradition of European art, exhibit a
constructive phase of the human epistemic faculty by means of putting
together fragmented images of an object according to possible multiple
perspectives.

Also at this point, in a certain sociological sense, the

technique of fragmentation and juxtaposition works as a device to expose
a dynamically changed (and still changing, variegating) sense of value in
modernized and industrialized society.

Another element involved with

the emergence of Modernism is, of course, the invention of "reproductive

10

technology"; by the aid of the technology we easily accomplish a
transcendent order of perfect repetitions, and whose influence Walter
Benjamin elaborately analyzed in his 1936 essay "The Work of Art in the
Age of Mechanical Reproduction."

The consummate ability of a

photograph to provide an exact reproduction of an object overturns the
former measure of drawing, painting and sculpture, which were mainly
based on a zealous will to create an exact copy of nature, to imitate deftly
a natural thing.

An aura of "once and away"-which can only be

produced by a great art·work of an artist who has extraordinary skillsvanishes from a work of art as a result of the development of technology,
and coincidentally, parallels the loss of an absolute measure of judgment,
considered from a sociological viewpoint.

The conceptual change of

values and the advance of reproductive technology went side by side, and
both of them seem to meet in an agnostic attitude toward universal and
ultimate values.

This situation forms one of the essential elements that

determine the core of Modernist consensus.
On the other hand, Theodor W. Adorno writes as follows in Dialectic

of Enlightenment (1947), a part of which was written in Hollywood, the
world center of "the culture industry"1 where he had escaped from Nazi
Germany at the time: "The sociological theory that the loss of the support
of objectively established religion, the dissolution of the last remnants of
pre-capitalism, together with technological and social differentiation or
specialization have led to cultural chaos is disproved every day" because
"films, radio and magazines make up a system which is uniform as a
whole and in every part" (120).

The sole, abiding value becomes invisible,
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less overtly repressive, and God as a personification of the absolute value
is replaced by the supremacy of an abstract, homogeneous system.

Thus,

the supremacy of God and religious institutions in fact give its
sovereignty over people to the complete dominance of abstract principle of
efficiency in the contemporary market economy.

Below superficial

diversities and the accompanying sense of disintegration, move sets of
homogenous capitalist principles.
"The culture industry" in American mass society was established
and maintained by the

increasing sophistication of reproductive

technology, e.g., the improvement of instruments and devices or the
establishment of communication networks.

The idea of Modernism is

essentially connected with the reproductive ability of the technology from
the very beginning.

If so, the corollary question is whether the modern

artists can be simply resistant to the culture industry, or whether they
can only pretend to remain outside of it while already being inevitably
involved within the dominant system.
For an individual disintegrated by the modernization of society,
alienated and isolated by the requirements of capitalist production, the
truth becomes unknowable because, borrowing Faulkner's famous word,
"no one individual can look at truth" after the collapse of the absolute
value.

"You look at it and you see one phase of it.

Someone else looks at

it and sees a slightly awry phase of it" (Gwynn 273·74).

But at the same

time, as Adorno points out, the culture industry of mass society, by
superintending people from within, creates a homogenous collective
consciousness with unclearly defined needs and demands according to an
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inscrutable,

impersonal purpose.

The

advancement of capitalist

economy breaks up the old hierarchical combines only to guide the much
disintegrated

members

that

are

now

homogenized

under

the

mass·culturalized social situation, towards one impersonally vague, but
supposedly existing end.
There are two aspects in Modernism and I would like to assert that
Faulkner's strategy takes advantage of the crevice between them; as
reflecting the situation of the modern epoch, the method of Modernism is
regarded as a logical (rather passive) outcome of the drastic change in the
contemporary society, but with a keen awareness of what is involved by
tactically following the patterns and stereotypes, which the culture
coerces us to assimilate, modern art can describe what makes "ideology"
an effective force in the development of capitalist mass production; the
latter tactic possibly assumes the forms of ironies and parodies if an
artist allows him/herself to use a manifest means to express resistance.
When a writer is compelled to sell a story fitted to market demands,
which a publisher pragmatically estimates beforehand, the tale he tells
turns out to be just a reproduction of the Story (a collection of stories
which are based on general patterns of plots and characterizations people
are supposed to prefer) which the collective unconscious of the
contemporary people incessantly develops. However, if s/he were to
succeed in making the exact copy of the Story which consists of various
archetypes and basic structuring patterns,
ideological forces would be observed momentarily.
a central assumption of deconstructionist theory.2
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the invisibly working
Indeed, this might be

Beside his well-known Hollywood career which ran from 1932 to
1955a Faulkner wrote short stories for popular magazines in order to earn
money.

This turned into an earnest effort by the end of 1927 because the

publication of Flags in the Dust, which he regarded highly, was rejected
the same summer.

As a result, Faulkner was required to take into

consideration the demands of the mass market, foremost among the
concerns of publishers.

Despite his efforts, in most cases he failed to sell

his short stories to publishers around this time and at last acknowledged
the circumstances with mixed feelings of bitterness and resignation.

He

says, "[o]ne day I seemed to shut a door between me and all publishers'
addresses and book lists.

I said to myself, Now I can write" ("An

Introduction to The Sound and the Fury" Meriwether 710).

When he

decided to devote his attention to writing The Sound and the Fury, he
"stopped thinking ... in publishing terms" ("Introduction to Sanctuary''
Claridge ed. 4).
Faulkner said The Sound and the Fury was written when all
solicitude for commercialism was gone.

With the use of interior

monologue in narration, this novel employs an obvious fragmentation
strategy.

The novel consists of four chapters; the first three, narrated by

each Compson brother (Benjy, a castrated idiot, philosophical Quentin
and snobbish Jason), take the form of interior monologues, and the last
one uses third person objective description, through a focal point figure
Dilsey, a black servant of the Compson family.

The three brothers'

narrations continue to circle around their sister Caddy, who was morally
corrupted and had turned her only daughter Quentin IV over to her
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brother's care and concealed herself long before.

The breakup of the

Compson family, which is loosely associated with Caddy's depravity, also
functioning as an allegory of the fate of the South, is recollected and
interpreted differently within their monologues according to their
respective points of view, specific experiences, and personal feelings; and,
each discourse presents just "a slightly awry phase of it" (Gwynn 273).
Even the last chapter cannot give us a measure for judging the
truth-value of the propositions posited or negated by prior discourses.
We might feel that fragments are juxtaposed without any possible
synthesis.
Faulkner's usual strategy is to build up long novels out of an
assortment of already written short stories.

Using them as fragmentary

materials, Faulkner at first looks for a loose connection between two
contrastive plots.

Then he adds other episodic stories to these principal

lines to develop continuous gradations on the basic contrastive unit
(typically in Light in August).

Such a method of fragmentation and

juxtaposition, in one sense, has an aspect as a strategic differentiation of
a dominant cultural schema about a commercial novel because it seems to
negate a simple dramatic development that is usually employed for
market-oriented story-telling. However, the incentive of writing many
short stories during the late twenties (now used as fragmentary
materials) was apparently (relatively) easy money; therefore, we must
say the fragments themselves are already designed to cope with the
market as commercial goods.

Faulkner composes a novel using

commercial goods as parts, which could be instantly used and had already
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proved to have some commercial value, hopefully guaranteed to be
accepted by the general public.
This dual significance of fragmentation is thus a subtler problem
related to the contemporary social context than usually considered in
strictly aesthetic analysis.

Writing short stories that are going to turn

into components of, or a maquette for full-length novels, should have a
close connection with the contemporary context, against which all the
values of human experience, including even artistic activities, will be
estimated in commercial terms.

However, this does not mean a

disavowal of the aesthetic value of each story as a fragment which was
primarily a commercial venture.

Instead Faulkner's fundamental

principle for making a novel can be more clearly seen at this point than at
any other.

In a short story, the narrative perspective should not be very

unstable or overly crafted; rather it should be simple and brief in terms of
plot, character and duration of the time of the story or sequence of the
story, in short, accessible for ordinary readers.

This shows quite

unequivocally that patterns of traditional narrative tend to be observed,
or at least are not ignored in such stories, whether the conviction that
traditional narrative cannot convey our modern experience of incoherence
and discontinuity is true or not.

But the characteristics of a commercial

story are more at the level of an ordinary empirical field of an individual
perception, a perception which is already made as a story in some sense.
Writing

a

commercial

story

could

become

an

exploration

of

unconsciousness of ordinary people; when s/he tries to ascertain what the
mass wants, an artist is required to play roles of a psychologist and
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sociologist interchangeably.
One method Faulkner uses when he tries to organize a story is to fix
a narrative focus upon one character's point of view.

In full-length

novels, he juxtaposes those episodic plots, parts of which are directly
taken, often after revisions, from previous short stories.

To do so,

radical discrepancies of those narratives, and those interpretive processes
of cognitive subjects which appear in each story, are distinctly shown.
However, even if divergences are so wide that any synthesis seems to be
unlikely, the actual theme of such a novel is still a possible synthesis of
divergent points of views.

This time, it is reader, the higher-level

interpreter, who is given the obligatory role to find an integration of
fragmentary parts.

The emphasis on the role of a reader, or the

dramatization of the process of reading are important motifs especially in
his novels; and a brief look at the contemporary painting might be useful
to clarify the significance of this emphasis.

3

Referring to Cezanne, Gilles Deleuze argues about Francis Bacon's
paintings in terms of the relation between "Peinture et Sensation" (a title
of one chapter) in Francis Bacon: Logique de la Sensation (27·31).
De leuze puts in question a series of phrases like "orders de sensation,"
"niveaux sensitifs," "domaines sensibles" or "sequences mouvantes" which
Bacon often uses in his interviews.

Deleuze says, by these words Bacon

implies that each "order," "level (niveaux)" or "domain" corresponds to a
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specific sensation.

Bacon's paintings are produced as a series; that is,

several pictures of (roughly) the same subject are drawn with a plan to be
exhibited together, and all the paintings of one series can be put together
so that we are forced to understand that these various "orders" and
"niveaux" coexist at the same instant.

An image which we have in mind

when we are in front of something is a composite of sensory-data coming
from various planes of senses and Bacon discomposes a continuous
perception and exhibits a constructive phase of perception through
senses.
One senes of Bacon's picture could constitute a closed system
confined in a contrastive composition.

However, it is possible at any

time to add a new one to the series; therefore, it goes beyond the existing
aspects to create an open, infinite assembly.
Cezanne,

summarizes

the

two

representation-description (which

ways

Deleuze, again according to
for

relates

to

overcoming
things

effects

graphical

of
and

narratorial); one is the way toward Ja forme abstraite, the other is Ja

Figure (27).

The latter is simply named by Cezanne as "the function of

sensation."

Bacon's "sensation" is an opponent of existing and

stereotyped categories, but it is also opposed to the sensational, which is
defined by Deleuze as things spontaneous.

In other words, sensation is

something between categories set by reason and the automatism of
sense-impressions.

In Bacon's paintings, a series of images makes the

sole, integral impression as a synthesis of various planes of sensation, but
the synthesis occurs within a viewer's mind.4

Sensation is what brings

about the valid perception of the true form of an object on the interface of
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things and the faculty to perceive; it is not static but fluid, and also open
to new data coming to the existing assembly of information.
In any event, in terms of the way it introduces a convergence of
plural images, Faulkner's Absalom, Absalom! (1936, hereafter AA) bears
a remarkable similarity to Bacon's paintings.

In AA, four intercepts of a

phenomenon (that of Miss Rosa, Mr. Compson, his son Quentin and a
Canadian, Shreve, who is Quentin's roommate at Harvard University)
appear as individual stories.

They try to explain the history of a

Southern planter family in cause-effect terms.

Stories are told to

another person by volitional narration and the fictional narrators'
difficulties (what they meet when they try to tell their story) are possibly
shared with Faulkner as we have seen about his short story writing that
was most enthusiastically done in the late 20s.

However, the qualities of

the intercepts (fragments) in AA are a little different from Bacon's
paintings, even though the frameworks of AA can be thought of as
analogous to Bacon's paintings, to the extent that both of them seem to
synthesize intercepts under a dominance of one transcendent impression
that is not simply reduced to only reason and sensation.

Both of them

seem to provide what is insisted as true and valid on the interface of
subjectivity and objectivity.
introduce

an

important

The purpose for comparing them is to

phenomenological problem,

recognition reaches the thing in itself.

that

is,

how

In AA, Faulkner depicts a process

of learning in which a cognitive subject,

through the effort of

reconstruction, arrives at what is probably the truth of a past or
historical event.

The meaning of this process will be clarified in no small
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measure by overlapping it with phenomenological theories, especially
Edmund Husserl's.
Within an act of narration one transmits a perspective of a
phenomenon to another subject, and the converse is also possible.
Through

an

exchange

of

inter-subjectivity is opened.

several

perspectives,

the

horizon

of

On the other hand, the method of interior

monologue is usually employed to describe directly a focal point
character's psychology without any commentary of an external narrator.
These two types of narration are quite different from each other in terms
of their possible domains of linguistic research.

In this sense the

thematic treatment of "history (his + story)" in AA can be understood in
relation to narrative technique because a real history is written through
an inter-subjective process of plural cognitive subjects.

By thematizing

the narrative act itself, or dramatizing the narrator-characters' efforts to
grasp the meaning of a historical event in their stories, does not the
author try to present an elaborate analysis of the mechanism of human
recognition?

AA dramatizes a series of narration gradually moving

forward to a valid interpretation of a historical event like Bacon's series
of pictures incurs on a viewer's mind the similar movement toward a
unique recognition of a subject which Bacon presents.

However AA has

the focus on history and an interpersonal process of attesting the truth
about a past event.
As I have remarked, Faulkner himself said that in AA he had made
the plurality of the truth its central theme, that is, the truth differs
according to the person who sees it, interprets it (Gwynn 273).
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AA has

some homogenous elements with the preceding multiple perspective
novels like The Sound and the Fury and As I Lay Dying at a purely formal
level; however, the scope of this novel proceeds further at the level of
content or meaning.
supposedly

true

The main point is the selection or identification of a
theory

among

various

perspectives

about

one

phenomenon. Apparently this question implies a phenomenological
project (I would like to say again that it is a Husserian) whose purpose is
to make an analysis about the process of attesting the truth.

In light of

the argument above, I will examine the novel more elaborately in chapter
3 in terms of a Husserlian problem as follows. How do we convince
ourselves of the correspondence of an event which exists as itself with our
cognition? How does recognition arrive at the things in themselves?
How do the things in themselves intervene in movements of our thought
and the logical rules which control our thinking?

4

Faulkner discovered these epistemological problems stated above
just when his involuntary contact with the cinema industry was
deepening more and more.

In my opinion, this did not happen purely by

chance, rather, it is reproductive technology that allows us to find a
universal essence through the juxtaposition of fragmented parts.

As I

have cited, Faulkner says, only with a greater likelihood of disability
could he write The Sound and the Fury in a complete dissociation from
the market.

In the novel, each intercept transfigures into a pure
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intercept of interior monologue unlike the cases of short story writing.
This change seems to be a qualitative one that accomplishes a jump cut
from his previous works.

However, what we should not ignore here is

that immediately after finishing The Sound and the Fury and As I Lay

Dying, Faulkner revises Sanctuary, accompanied by the following
resolution: "I began to think of books in terms of possible money.
decided I might just as well make some of it myself.

I

I took a little time

out, and speculated what a person in Mississippi would believe to be
current trends and invented the most horrific tale I could imagine . . .
("Introduction to Sanctuary" 3).

Actually, a revolutionary experiment in

narration and the creation of a novel that brought him his first big
financial success took place at the same time.

Only the discovery of an

interface between the pure intercept of stream of consciousness and the
linear development of simple stories-between two modes of narration
that seem to be conflicting-could Modernism and commercialism be
merged.

For mainly practical reasons, Faulkner partially adapts the

principle used in short story writing around this period to full-length
works.

For example, we see that Faulkner makes use of materials and

motifs used in several preceding texts for the published version of

Sanctuary.

I will explain this case fully in chapter 2.

However, I

propose the summary of the argument here: the published version of

Sanctuary is what has necessarily evolved from three previous workstwo unpublished short stories and the original Sanctuary.

The

production of Sanctuary was possible to the extent that the writing
process had gone through the assimilation with and reaction to the motifs
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and themes previously expressed in different forms.

Without the three

preceding works, the present version of Sanctuary could not have
assumed the same achievement.

A discovery of a way to synthesize the

previous materials with a clear sense of their merits and demerits, leads
to a work in which the author also finds a method to contain opposites
like present and past, male and female or art and market.
It seems to me that as the very result of a volte·face in Faulkner's

attitude toward art, an engagement with the cinema industry happens.
Paramount

Pictures

bought

the

film ·rights

to

Sanctuary

and

Metro·Goldwyn ·Mayer offered him a contract to be a screenwriter (Dardis
84·99).

I would like to assert that this encounter with the cinema

industry is not accidental for him; on the contrary, it suggests a
predetermined, cryptic correlation between Faulkner's works and what
the technology of cinema comprises in rerum natura.

The first thing to

be focused on is Faulkner's collaboration with one of the greatest
American directors, Howard Hawks, who first discovered that Faulkner's
literary talent could be adapted for the use of film ·makings.

As soon as

he read it, Hawks thought "Turnabout" (1931) would give him a good
subject for shooting.

He bought its film rights and soon after then

Faulkner signed a contract with MGM as a screenwriter.

Among the

strange coincidences between Faulkner and Hawks are that "they shared
a common interest in hunting and flying and,
story·telling"(90).

most of all, in

Faulkner met Hawks, or cinema, because he could

give up one side of himself as an innovative artist to be a nameless
narrator, storyteller of impersonal stories.
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Perhaps this observation

begins to afford a clue to how it comes about that observable qualities of
Faulkner's

narrative

technique

characteristics of cinema.

can

be

associated

with

certain

Furthermore I am tempted to say, even if it

can merely be a working hypothesis, at some period of his career,
Faulkner was supposed to keep a belief that to become an impersonal
narrator was a good way to be a sociological-psychologist of collective
consciousness of the contemporary society.
The argument above also concerns the issue of temporality because
"the mechanism of our ordinary knowledge is of a cinematographical
kind" (Bergson Creative Evolution 323).

Using the cinematic metaphor,

Bergson argues that a perceived phenomenon, an event, due to the very
mechanism that lets the phenomenon appear for us as it is , is already
inside of us.

To the extent that cinema disintegrates a continuity of time

and movements into fragments, a series of still pictures, it is a
destruction of real temporality and movement.

However, it is also the

limit of our perceptive mechanism and there is nothing beyond this
without a reconstruction of the continuous from fragments .

Certainly,

this understanding about a synthesis of subject and object is quite
negative: what is left is no more than our own imprisonment within
representation.
I would like to assert that Faulkner tried to dramatize this kind of
imprisonment, in terms of representation, through an imaginative
reconstruction of a history by Quentin and Shreve in AA.

Some scholars

have already pointed out the cinematic technique in Quentin-Shreve's
narrations and their story is the only one that could present a plausible
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interpretation of a historical event.

This may implicate that true

cognition of historicity and cinematic structure of our perception have
common features in terms of their creation of a totality from fragments.
Another biographical episode that interests us is that Faulkner wrote AA
in Hollywood, mainly in the dead hours of the night after he had been
released from all his labors for the studios (Dardis 106).

As Kawin

suggests, Faulkner thought AA would provide good material for shooting;
he adapted it by himself and tried hard to sell it to studio executives.

An

emergence of the universal from overlapped multiple perspectives in AA
is designed on the basis of cinematic technique that corresponds to the
mechanism of human perception.

It is also Deleuze who made me realize

the analogy of cinema's demi-subjectivity and Bakhtin's argument about
a use of free-indirect speech for polyphony (Cinema I 71-86).
Obscure and vexing questions about the nature of Faulkner's
textuality as a whole call for an approach to identify the 'homologue' of
the extensive concrete base structure in the contemporary world.

A

mechanical perception such as that provided by the cinematograph and
the micro camera allows us to discover surprising aspects of our own
behavioral patterns and molecular movements, and in a figurative and
metaphorical sense it enables us to introspect into an inner move, that is,
the mechanism of the psychic world.

We find ourselves by the aid of

highly refined technology, which was not possible until the technologies
were invented.

This may also suggest a part of the reason why cultures

in the 20th century had to become self-referential.

The inner movement

of consciousness discovered by introspection, and the flowing, becoming
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movement of the world, could be observed simultaneously by 'transparent
eyeballs,' a seer who has the mechanical perception of cinema.
The idea of using cameras interchangeably is what ensures the
integrity of multiple points of view narration; but multiple accesses to one
substance must meet the requirement of a preexisting homogeneous
background.

A play of plural perspectives depends on a complete

confidence in this homogeneous terrain that is supposed to underlie all
visible phenomena.

Unconscious reliance on invisible homogeneity

allows us to freely play on diverse pictures provided by a camera.
Conversely, repetitive approaches to one thing from different angles are a
necessary outcome of the thought that to depict a new thing that we have
never seen no longer brings us something really new.

At this point an

accelerated change of viewpoints is employed to strike up a universal
identity behind diverse shapes on the surface.
In short, Faulkner's innovative narration was possible only because
it was conditioned by particular ideological credos of his time; therefore,
it was also an aporia of his method, which he was believed to be well
aware of.

To produce an integral organic model of the world, a

macrocosm, from fragments initially made for commercial use, 1s
radically different from the prevalent belief in the parallelism of
microcosm and macrocosm.

In this case, the author should presuppose

the discontinuity between microcosm and macrocosm.

However, the

logical consequence of a reliance on the reproductive technology's ability
is a confirmation of the parallelism of microcosm (individual) and
macrocosm (society).

Therefore, what is needed is to consider whether
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one phase (universalist, apodictic certainty) or the other (relativist,
anti·epistemic certainty) is more appropriate to Faulkner.

However, the

necessary failure to define the real Faulkner, when trying to understand
his works around 1930 in certain perspective, is the principal factor
which

maintains

our

interest

1n

his

inconsistent elements in one piece of work.

particular

employment

of

This ambiguity is the most

curious aspect of Faulkner, which I will examine further through analysis
of individual works in this project.

Notes

1. In Dialectic of Enlightenment which was published in 1947, Adorno indicated
that contemporary mass culture, which was represented well by Hollywood movies,
worked as a subpart of the repressive social-political system under high-capitalism.
He calls such a totalitarian social configuration "culture industry."
2. However, I should add that deconstructionism would say that an exact copy is
impossible because as soon as it is exact, it changes the Story.
3. For detailed accounts of Faulkner's career in Hollywood, see Dardis.
4. However, in this regard, we might also consider the argument of Derrida's

Memoire of the Blind.

I believe Derrida would say no synthesis is possible because

no image other than the current exists, due to the limitation of sensation.
previous image is not a sensation but a memory.

Any

As a memory it is an archived

moment.

As an archived moment it is the destruction of the experience of what is

archived.

Therefore the plurality of images is in fact the destruction of sensation.

5. For a comprehensive understanding of his biography, see McCarthy, Howard
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Hawks: The Grey Fox ofHollywood.

Also, Hillier edited an attractive anthology of

criticisms on Hawks' works, in which many people, including famous directors and
movie·critics, write about Hawks.
6. For example, Shigesako points out that the frequent use of present tense at the
most important part of Quentin's and Shreve's narration works like a cinematic
camera eye.

It makes us feel the narrative tells us a true picture of the historical

event, even though it is just a story created by the narration of two young men.
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Chapter 1
Cut and Montage:
The Genetic Process of Faulknerian Counterpoint

Contrapuntal Variations of Twinship:
Faulkner's Early Period Related to a Cinematic Perception

How many suggestive observations, I wonder, would be attained
using a keyword "twins" when we try to underpin some important themes
of Faulkner's works in their inter-textuality around 1930.

John and

Bayard Sartoris in Flags in the Dust (hereafter Flags), for example, are
characterized literally as twins; however, one is already absent and the
other remains behind in sorrow and regret.
appear simultaneously in the story.

Therefore, they never

Also, Horace Benbow and Bayard

Sartoris ill could possibly be called spiritual twins because of the
similarities of the psychical problems that haunt them.

Let me define a

typically Faulknerian pair of males who are somewhat similar but
contrastive at the same time, as "twins."

In this chapter I use the term

in this extended meaning.
In the above sense, we can easily notice that many twins appear in
Faulkner's stories, especially in his early works.

Why is the twins theme

employed and how does it work in particular contexts?

An answer to

these questions may serve as an initial exploration into Faulkner's use of
"counterpoint."

As is well known, Faulkner compares the genetic

process of The Wild Palms with contrapuntal composition (Meriwether
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247-48).

By relating this comparison to the role of twins I have just

proposed, we will surely gain a perspective on the series of works from

Flags (1927) to The Wild Palms (1937).

Curiously enough, the period

1927-37 nearly overlaps the time of the author's gradual approach to
forming a strategy to sell his works to the mass market (Matthews 3-7).
In my opinion, what all these works share is the use of twins as
mutual mirror images, though subtle changes occur for the sake of
thematic development particular to the interests of each work.

Twins

are figures for bringing the theme of mirror images into the stories.
Referring to modern critical theory, mainly Bergsonism, I would like to
examine the significance of the use of twins, with particular interest in
the force of the mass market as the author moves from one work to
another.

Further, the insight into the structure of cinematic perception

argued by Gilles De leuze in Cinema I and II may help us to explain this
"becoming"1 of twins.

Finally, the WW I

aviators in several short

stories of this period represent the private persona of the author, and in
many cases the role of an actual pilot is given to one twin brother or both
of them.

So it is construed that the figures of twins and aviator have

some symbolic association.

Also in relation to the mass market, we

should examine the problems Faulkner had in rewriting his stories as it
might provide us with evidence to strengthen the thesis stated above.
Relevant to this point is Philip Weinstein's discussion of internalizing
"the voices of others" or "ideological becoming" (141-42), which is based on
Mikhail Baktin's theory.

This argument belongs to a certain critical

tendency in which narrative technique is considered in terms of ideology.
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I believe Faulkner's twins theme is deeply connected with Bakhtin's
view of the novel as "heteroglossic," a carnival of competing voices.
Moreover, internalizing the voice of the other and expressing one's own
voice through other personae are the two sides of the same creative
process.

In this article, the significance of the one twin who has a

representative name specified as "Bayard" will be grasped in terms of its
submissive relation to the external, present world, including the
contemporary market mechanism-Bayards are the defeated.

On the

other hand, the twin called "John" represents an ideal, autonomous type
with his masculinity intact.

Therefore Johns are somewhat imaginative

heroes; partially because of this, they appear in the stories as already
dead.

It is the action of an environmental stimulus (which came about

after WW I as a symptom of the loss of absolute values) on one twin and
its absence on the other that makes them discordant.

In short twins are

an instant of an experimental binary set "someone given x I 0."
For example, John Sartoris in Flags, who died when he was shot
down in combat, takes the role of the latter (intact, heroic), while Bayard
Sartoris, who cannot put up with the actual fact that heroic masculinity
was forever lost after WW I , duplicates his brother's death in a ghastly
intended parody of the original.

The two men as polar opposites are

separated into John Sartoris in "All the Dead Pilots" whose dynamic
relationship with the environment mainly belongs to the past, and
Bayard in "Ad Astra," who is reduced to a pure seeing function deprived of
any effective behavior.

Nevertheless, the contrasts are not static

oppositions for these short stories which were written for commercial

31

popular magazines.
conflicting

voices

determinations.

Here creeps an underlying mechanism by which
are

to

be

resolved

In

unconsciOus,

collective

It is "Turnabout" which puts movement and time

together by a mechanical principle and attains a happy marriage of the
potential twins, Bogard and Claude Hope.

I would like to illustrate how

this basic structure of twinship is thematically variegated during the
early period of Faulkner's career, extending their symbolic meanings to
various binary oppositions such as water/sky, masculinity /femininity or
market/art.

To Be Cut or To Be a Cut:

Flags in the Dust and The Sound and the Fury

Flags is not merely a modernist work that retains a "Lost
Generation" atmosphere (Brooks 114); rather it is a novel in which a
deconstructionist assertion about the absence of a signified is made.
Admittedly, the emphasis of the story is on figures of mythic existence
and the glory of heroic behavior.

However, the way the novel thematizes

them is through persistent depictions of the absence or breakup of heroic
values.

It is this principle that ensures the logical consistency of Flags,

even though many critics regard the structure of the novel as
decentralized because there are at least six different stories which never
converge to one climactic event.

This may have some bearing on a

novelist's convictions about acceptable ways of structuring the modern
novel; and it is what I want to call "deconstructionist" here.
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"[Ilt is no

longer possible to tell a story," says Adorno in "The Position of the
Narrator in the Contemporary Novel," but the problem is that "the form of
the novel requires narration" (Adorno 30).

It is not too much to say that

Faulkner never regarded his organization of the work as being so diffuse
that publishers would criticize and reject it; he might have done what he
had thought he should do to create an authentic modern novel.
Narrative should be told along several parallel routes from various
points of view when original access to the events through direct
experience and heroic reaction has already been lost.

Faulkner wrote

Flags in September of 1927 and sent it to several publishers, but all of the
companies rejected it.

He decided to edit it to the extent that it might be

accepted because he was still so confident in his work that he believed the
novel would make his name as a writer.

The new version revised by

Faulkner himself was again rejected when his agent in New York, Ben
Wasson presented it to Harrison Smith, who was the only person
interested in publishing the novel.

Smith requested Wasson to perform

an extensive cutting job on the work.

Initially, it might be thought that

Faulkner would want to participate in Wasson' editing, perhaps to keep
the work from becoming a disappointment, nevertheless it is Wasson who
"suggested that

... [Faulkner] should come to New York, to be there

while Ben did the cutting" (Blotner 220).

However, as he looked at what

his agent was doing, he despairingly felt the soul of the book would be lost
after the cutting.

If it were cut it would die.

Wasson's editing work

centered on reorganizing the novel to let it converge in episodes of a
declining Southern planter family, the Sartorises.
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When the edition was

completed and the book was at last published in January 1929, the title of
the book turned out to be called Sartoris.
The problems here may be summarized In two points.

First,

Faulkner might have intended to transform the novel into one that the
market would accept, but he knew he was unable to do it by himself, and
finally authorial sovereignty was completely relinquished to the charge of
another person's judgement; "[a] cabbage has grown, matured .. . you do
that [the cutting], then the cabbage will be dead" (Blotner 222).

This

may be a masochistic discarding of the author's masculine identity to an
opaque power of the market's requirements; nevertheless, it is difficult to
see whether the market is playing a masculine or feminine role in this
situation, whether raping or nurturing in order to find a way for its public
reception.

Also, the controversy about Faulkner's homoeroticism (see

Duvall) might provide support for the argument above.

"'Then we'll

make some Kraut out of it,' he [Wasson] said. 'The same amount of sour
kraut will feed twice as many people as cabbage"' (Blotner 222).
Through this, say, homosocial, collaboration, the author also tries to find
a (market) place where his private art-work is going to have an
intercourse with others.
Second, while Wasson was deranging his novel through truncation
(or castration), Faulkner writes The Sound and the Fury, his fourth novel.
It might be surprising that these different kinds of activities were

simultaneously in operation perhaps sometimes even in the same room2.

The Sound and the Fury consists of three chapters of interior monologue,
which share the same central interests.

34

The last chapter is narrated in

the third person where Dilsey, a black servant, is employed as a focal
point for observing events.

On the other hand, Flags is delivered by

third-person narration even though Faulkner sometimes uses a mode of
narration which fuses and interweaves the authorial narrator's speech
and the speech of the character, as represented speech.

Thus, while

conservative forces are at work editing the more conventional narrative
structure of Flags, Faulkner is pursuing more experimental narrative
lines in The Sound and the Fury.

Faulkner comments, "[o]ne day I

seemed to shut a door between me and all publishers' addresses and book
lists.

I said to myself, Now I can write" ("An Introduction to The Sound

and the Fury'' 710).

As he decided to devote his attention to writing The

Sound and the Fury, he "stopped thinking [himself] in publishing terms"
("'Introduction' to Sanctuary." William Faulkner: Critical Assessments
3).

However, this expression of the apparent rejection of any market

terms shows how deeply the impact of the market is internalized that it
requires Faulkner to take such a strong resolution to dissociate himself
from it.

It is the contact with otherness that is important here, rather

than money as the universal medium of correspondence; the reason why
Faulkner could have made this sudden jump from the previous attitude
toward writing is that he was already deeply violated by the force of
others and crucially internalized others' voices as wounds.
John T. Matthews points out "the beneficial effects of such apparent
violence

to

Faulkner's

more

typically

expansive

and

accretive

methods,"(33) which appear with several derivational ideas, such as "the
blind, self·centeredness of innocence, typified by children ... an idiot"
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(Meriwether 146).

The blind ignorance of the publishers allowed

Faulkner to look at things through the eyes of an idiot; being cut to pieces,
he found a unit of some kind, a "cut" as a minimum continuum of
narration into which things to be narrated must be fitted.

The discovery

of an indivisible unit occurs after the author's personality was split to
pieces under the violence of the market.

Subsequently, to layer plural

perspectives of different focal-point characters would become his
deliberate choice of narrative style; he composes a larger story by
juxtaposing minimum units of narration.

As I suggested in the

Introduction, this narrative structure is similar to the structure of
cinema.

According to Kawin, this method of narration, typically adopted

in The Sound and the Fury, may be compared to the cinematic
manipulation of montage that D. W. Griffith used in his 1916 film

Intolerance (6).
Finally, on the difference of Flags and The Sound and the Fury,
unlike the obvious absence of hero in Flags, the heroine, Caddy Compson
in The Sound and the Fury provides a more subtle play of presence and
absence since she is represented only through reflective speculations of
other family members' points of view.

In The Sound and the Fury, a lost

heroic masculinity as a central object for recollection is replaced by a
corrupted feminine fluidity that is bodily peripatetic among scores of men.
This

may

relate

to

two

thematic

senes

of

water-femininity-market, and (b) sky-masculinity-art.

opposites:

(a)

These binary

oppositions, or as I would like to term them, these "twins," perform
important narrative functions in a series of stories that I will consider in
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the following sections of this chapter.

It is the influence of mass culture

(the work done on Faulkner by publishing industry and the work
Faulkner does in the film industry) that transforms too obvious
distinction between these series into something more vicarious and more
subtle.

The ambivalence of mass culture makes the borders of the binary

oppositions ambiguous and presumably lets them be reversible.

The

mass culture itself is a kind of mirror on which the collective
consciousness of people reflects; because the mirror reflects both dreams
and reality of life, it allows the opposites to rest on it at the same time.

Sky and Sea: WW I Aviators' Stories

In

Flags,

the Sartoris family chronicle,

covenng successive

generations, is described through recollections of Old Bayard (Bayard II),
old man Falls, and Miss Jenny.

Also, even present time events which

younger people such as Young Bayard (Bayard ill), Horace Benbow and
his sister Narssisa participate in, have a much broader and deeper frame
of reference in the family history.

John I laid down a railroad, killed

abolitionist agitators from the North in the Reconstruction period, and
also became an assembly member.

On the other hand, Bayard I lost

his life when he recklessly ventured into a Yankee camp to steal
anchovies.

The youngsters redevelop this antithesis between their

great· grandfathers.

John ill, whose courage is admired as a hero's,

throws off his brother's inhibitions, penetrates the German airspace and
is shot down.

He "was in a Camel squadron ... and Sartoris [Bayard ill]
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was down there when it happened" (Collected Stories of William Faulkner
414, hereafter

CSJ. Young Bayard's death is a burlesque version of his

twin brother's; the airplane that he pilots crashes on a test flight in
Dayton.

Symbolical contrasts are given to these two names, John and

Bayard: light and shade, positive and negative, lost and bereaved.

John

Sartoris is "[flreed as he was of time, he was a far more definite presence"

(Flags 5) while Bayard is confined to the "walled tower of his deafness"
(Flags 41).
Generally, the pilots are not so much a person as a persona, in which
Faulkner becomes something he wants himself to be, and we confirm its
origin going back to early poems3 in which aviators plunge into the
ground when they vainly pursue a nymph.

In such early poems and

sketches, to drown in water would often be associated with fliers' crashes;
basically, the parallel lines, (a) water-femininity, and (b) sky-masculinity,
never meet in peace, and the case of the Sartoris twins is consistent with
this

general

rule.

A patriarchal social system

relates

to

the

symbolic·imaginative signification of "sky" in a particular way because
"[e]ncompassed by the sky, the milieu in turn encompasses the
collectivity."

Thus Gilles Deleuze says that "[i]t is as representative of

the collectivity that the hero becomes capable of an action which makes
him equal to the milieu and re·establishes its accidentally and
periodically endangered order ... "(Cinema I 146).
The tragic irony of all the Bayard characters exists in the
necessarily abortive attempts to retain his twin brother John's heroic
aura of "just for once and away" quality; what he can reproduce is only
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mere mimicries of the original.

However, a negative scanning of Young

Bayard's story, to us readers, is a sole tool which can be used to expose
these two different facets of the Sartorises because this relation between
absent person and present existence is so dialectic in Flags.

We can

reconstruct the heroic quality of Johns as long as we have Bayards as the
very opposite, reversed image of John.

But Faulkner also foregrounds

this dramatic potential of the pilot figure in his WW I stories, a
considerable number of which, some scholars say, were already embarked
on before writing Flags 4.
Against this context, a third element intersects the parallel lines of
water-femininity and sky-masculinity-it is the force of money as a
translation of different things: " "Have you plenty of money, Horace?" And
"Yes," he had answered immediately. "Of course I have." And then Bell
again, enveloping him like a rich and fatal drug, like a motionless and
cloying sea in which he watched himself drown" (Flags 285).

Money,

representing the general laws of capital, is able to make one thing
commensurate with another thing that has quite different qualities.
Horace pretends to be the person desirable for Bell, his first love.

But

for him, a man who wants to give the impression of being an artist to
other people, the world in which money circulates is somewhat foreign;
money is associated with a fallen woman comparable to the gulping sea,
with whom he fails to communicate.

Masculine subjectivity confronts

the serious danger of dissolving into nothing when it meets ocean-like
femininity connected with the ceaseless capitalist drive.

Still, as the

passages clearly show, the third element, the external force of money,
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functions at an imaginary level and the fusion of the two lines is just an
illusion.

Money never lets the two meet because Horace does not have

money (he is actually lying about having money in this scene), yet does
not have a strategy to communicate others.
Interesting variations on the series of themes explained above can
be noticed in "Ad Astra," which was written "possibly early in 1930 or
near the end of 1929" (Collins 115).

Four officers of the Royal Air Force

-Comyn, an Irishman and three Americans, Bayard Sartoris, another
Southerner Bland, and the narrator who is not named-are the main
characters.

Added to these are a subador and another American enlisted

man called Monagahn who possesses a captured, wounded German.

All

men are drunk on whisky, garrulously talking to each other about
irrelevant things, and finally get around to having a bad fight with some
French officers on the Armistice Day.

Unexpectedly, what we find in this

all·male drama of drinking and fighting are allusions to the possibility
that

femininity

might

be,

inasmuch

as

it

takes

part

In

the

subject-formation of men as a complementary factor, not only the
otherness for men which arrives externally, but also an internally
constituted element of mankind.

The notion that women are not

opposite of men but a necessary constituent of manliness can be noticed
through the plots and speeches in the story.

The idea forms a germ of

displacement and reversal which will turn something into its opposite.
As they miss the chance of heroic death, the pilots "are like men trying to
move in water, with held breath watching our terrific and infinitesimal
limbs."

Caught in water which deprives them of all effective movement,
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"watching one another's terrific stasis without touch, without contact"
(CS 407).

They are deprived of all save the pure function of watching

others in impotent stasis.

Such an equilibrium is the latest stage in the

loss of difference, and adjacent substances draw a loose loop in which they
are to be permutated, released from the previous tension, in short,
emasculated.
Deleuze uses the word "seer" to analyze a genre of post WW I
movies in which time shows itself directly without any reference to the
representation of movement (Cinema H X I ) .

Deprived of the sense of

time because people lose opportunity to act after the war, they can only
watch the same kind of impotent people drifting before them; this
description suits Deleuze's argument.

In the above scene in "Ad Astra,"

however, the situation is concerned with not so much the looped
relationship between time and movement, as the void of time generated
by pent up self-consciousness.

Only through this collusive equilibrium

the juxtaposition of the grounded aviators' fragmented speeches in "Ad
Astra" can be understood as a symbolic expression of the social
circumstance or an allegory of isolated individuals in a disintegrated
society after the war, "the outside and inside . . .

become external to one

another, they enter into a purely linear relationship which makes possible
a functional permutation of the opposite. (Cinema I 166)."

The absolute

loss of identity invites a permutation of opposites like male and female.
"The instant displacement of war's hostility by brotherhood"
(Collins 116) acknowledges the homosexual component within the
heterosexual identification.

A pertinent instance is, as Duvall notes,
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Monagahn's ardent claim that he will bring the German captive back to
America.

Other scenes in "Ad Astra" are also suggestive of homosexual

intercourse: "Doubly connoted but not directly denoted" in such relations
where "masculinity is the power to feminize the other" (Duvall 55).
Aviators need to show their manliness by disgracing another man's
masculinity.

According to Duvall, to become a man, it is necessary to

penetrate another man.

To overcome the anxiety of male subjectivity

required by the neutral suspension which erases their qualitative
differences, it is necessary to feminize the other by penetration (raping).
Such complementary (homosexual) pairs establish and expose the hidden
basis of the binary opposition of male/female.

In this distinction the

symbolism of sky/water is involved because pilots in danger of losing their
identity stay "[n]ot on the surface [of the water]; in it, within that line of
demarcation not air and not water, sometimes submerged, sometimes not"
(CS 408), to amplify the demarcation "between the old where we knew we

had not died and the new where the subadar said that we were dead" (CS
423).

They are on the very border of various binary distinctions.
There is no solid standpoint and no one who sets a distinctive

perspective to look at the world.

Then who will be able to tell a story, in

the place where every measure of judgment, every foundation for
narrative perspective wavers, and what does he tell?

Nothing would be

left except the pure optical activity of a person peering from out of the
shadows, that is, the principle of the spyglass:

"[a] man sees further

looking out of the dark upon the light than a man does in the light and
looking out upon the light" ( CS 409).
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In this story, an unnamed narrator

principally takes a role of telling the story, although sometimes the focal
point of the narration is vicarious.

Ironically, a person sees well what he

could not see when he believes he was an authentic man.

As this

passage obviously shows, still preserved is the same schematism of Flags
that shows the positive and negative sides of the representational
dimension whereby the unnamed narrator tells a story that could not be
called a story.

But, in fact, the play of presence and absence is more

complicated than in Flags.

In this story, Bayard himself plays a

considerable role again in the narrative optics in collaboration with the
unnamed narrator because the narrative is all of a sudden interrupted
when "Sartoris [Bayard] swung a chair at the single light" (CS 424).

At

least he can decide whether he continues to see what is happening before
him; he can break the light and stop watching on his own will even if he
cannot change the situation itself.

This act leads us to see that Bayard

as another central focal point of the story yet uses an unnamed narrator
as his substitute, his double.

Thus looking at actions developing in the

light, one becomes self-reflective, insofar as that which must be seen
through the spyglass is the negative half of the Sartoris twins.
looks at the other side of self, a double, through a spyglass.
becomes a story of self-introspection.

The one
The story

Breaking the light lights up

Bayard, inverts a part of Bayard's negativity into a positive image.

He

moves to a light side of himself by breaking a light through which he
could have seen well his own negative side.

The unnamed narrator acts

as the doubled self of Bayard who is given the pure faculty to see what
Bayard could not see on his own, with the aid of using the spyglass.
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It is

somewhat paradoxical that the less salient what should be told becomes,
the more the narrative act strains to show its own clear skeletal
framework.

Bayard and the unnamed narrator are doubles, and their

seeing each other is a look into self, but Bayard breaks the loop by
breaking the light.

A View from Mechanical Eyes: Memory and Perception

A vast and boundless sky might provide a space for aviators to move
into an association with an idealized-self, but, the dramatic potential of
aviators' immediate perceptions is rarely employed in Faulkner's aviator
stories.

Instead, the dramatic event of falling is usually presented

indirectly, by events preceding or following the fall, or by recollection of
the fall by another.

There is nothing for the spyglass to see in the void

space between the mirrors.
depict an action.

Self-reflective optics of the spyglass cannot

However, if (and only if) to this optic principle

mechanical perception is added, "All the Dead Pilots" would be
re-activated with the perverse application of reproductive technology
because

"the

mechanism

of our

ordinary

knowledge

cinematographical kind" (Bergson Creative Evolution 323).

is

of the

A reflection

on the inner self could possibly let a person find the inner move of
mechanism-a machine is an interface of a self and the world; and the
discovery allows the person to flip into an effective action in a world again.
Faulkner himself experienced what symbolized this scheme when he
wrote As I Lay Dying: "I had invented a table out of a wheelbarrow in the
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coal bunker, just beyond a wall from where a dynamo ran.

It made a

deep, constant humming noise .... On these nights, between 12 and 4, I
wrote As I Lay Dying in six weeks, without changing a word"
( "'Introduction' to Sanctuary''
4).

William Faulkner: Critical Assessments

The turning point is looking into an internal mechanical movement,

realizing that works of the human unconscious are literally mechanisms;
opposite things such as male/female and machine/human are opposite
insofar as the same subterranean passages extend and penetrate into
their essences from the beginning.

The mechanical principle is the basis

or interface of various binary oppositions.

This change in the

significance of machine should be directly related to the accelerating
experiment in pursuit of narrative method.

In As I Lay Dying, the

accumulative method of individual interior monologue is extended
quantitatively (59 times), and the number of narrators proliferates to 15.
The multiplication of internal narratives by speculative subjects gives the
rather converse impression that it is a novel narrated wholly in third
person because it parlays the proliferation of subjectivity into objectivity,
and behind this highly visible process, machines move peristaltically: "I
think the hum of the dynamo helped me.

If ever I get rich I'm going to

have a little dynamo built to hum away in my room" (Stallings 28).

An

introspection into a deeper self hits the common ground of ourselves-it is
something like a machine, actually-and opens up a passage to a world
through the bottom of the self.
The dead become perceptible by the optics so far examined; once lost
identities are revived through the discovery of mechanical principle by
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which we have a relation to the world.

Additionally, "All the Dead

Pilots" represents machine-like functions as internalized organs, or the
human body built into a larger framework of mechanical principles.

The

unnamed narrator of "All the Dead Pilots" is a peculiar combination of
disjuncture and correspondence.

While "trying to get used to a

mechanical leg," he has the duty of censoring the mail from all squadrons
of the Wing by means of a special synchronized camera.

Further, he is

interested in "the synchronization of the machine guns" on the planes and
would like to talk with a sergeant of another squadron about it.

Through

a deliberate act of censorship ratified by one camera, postcards and
envelopes (the divergent flow of ecriture filled with plausible lies and
sometimes harsh realities) is controlled by an anonymous seer, who was
perhaps a pilot once, but is now confined to the role of seer because of his
missing leg.

The individual letters are incorporated into one series of

images by the transcendent camera eye.

"The courage, the recklessness,

call it what you will, is the flash, the instant of sublimation; then flick!
the old darkness again ... ," he says in a cheerful manner, and by the
instrumentality

of

mechanical

perception

the

light/darkness,

positive/negative distinction seems to become reversible: "And so, being
momentary, it can be preserved and prolonged only on paper: a picture, a
few written words that any match, a minute and harmless flame that any
child can endanger, can obliterate in an instant" (CS 531).

By the aid of

a machine, opposites are united; plurals are integrated in a whole; and an
anonymous narrator seems to celebrate the marriage.
vicariousness of present phenomena in a
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The transient

world shows defensive

complexities and no discernible pattern for a person who lives within it,
unless through a particular filter or media the complexities of the world
are extended or decoded into a fixed, preserved meaning.

The decoded

appearance of the world can only be legible under the light.

But, even a

minute flame turns the representation of the world into nothing at the
very moment it provides us with enough light to decipher it.

The

principle of the spyglass continually turns up here; however, the dialectic
of light and darkness can never find a stopping point due to its internal
principle.

We find a machine which gives us an occasion to participate in

a world; but it throws us into an endless movement because opposites are
reversible and therefore never fixed in a flux of the actual world.

Now

the total aspects of the twins as a coexistence of actual and virtual images
are about to appear in the foreground.
"Every moment of our life presents the two aspects, it is actual and
virtual, perception on the one side and recollection on the other . . . the
continual duplicating of his present into perception and recollection"
(Bergson Mind and Energy, qtd in De leuze, Cinema D 79).

At this

point, the twinship of John and Bayard could be brought into focus
according to this actual/virtual distinction in which perception is actual,
so far as it relates to current action, while recollection is defined as
virtual because it is preserved in memory as a present moment that is
now past (duree).

What we should not go unnoticed here is the stealthy

dialectical transformation between absent hero and bereaved impotent
seer, via a relational reversion that takes advantage of perverse optics,
into a disclosure of duplicating appearances in the same substance as the
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coexistence of actual and virtual.

"[A]n actor playing his part

automatically" is the metaphor Bergson uses to illustrate this coexistence
of duplicating self, the nature of dual temporality: "listening to himself
and beholding himself playing."

So it is not surprising even if the

role-playing metaphor will be found in passages that describe John
Sartoris midst the most exciting action: "He [John] found a bottle of wine
under the bar and broke the neck off against the edge of the bar, and he
told how he stood there, looking at himself in the mirror behind the bar,
trying to think what it was he had come to do.
said" (CS 522).

"I looked pretty wild," he

John's mirror image, that is his virtual image compels

his other, actual self to recollect the original purpose of the action he is
currently doing.

Here, the author rather optimistically admits the

division of the self-present/past, action/recollection-which occurs even
in the most dynamic action at a present time.
The mechanical principle of our mind helps us to change a mirrorwhich in other earlier works of Faulkner is a symbol of narcissism-into
an interface, a bridge between opposites including split selves like John
and Bayard.

Since "the cinematographical character of our knowledge of

things is due to the kaleidoscopic character of our adaptation to them"

(Creative Evolution 323), twins are to meet in a mirror image, which
Deleuze takes as one example of cinematic "crystal-image."

By

crystal-image, he says, cinema lets perception and recollection meet,
integrates them into the same short circuit to express the duplicating
temporality of human consciousness (Cinema D 68-97).

Faulkner's

"Turnabout" (1932) makes clear something that is only implied in "All the
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Dead Pilots" through obvious mirror opposites; on the one hand, the
American air force captain Bogard, who is described to look like a Rhodes
scholar, and on the other hand the drunken British torpedo boat crewman
Claude Hope who is "like a masquerading girl" (CS 475).

Crystallized Instant of the Mechanical Movement

The story line in "Turnabout" is a lot clearer than in other stories.
A cerebral man named Bogard and an agent of dramatic action, Claude,
encounter one another within the conflicting montage of immobility and
mobility.

This happens when Bogard, an aviator, is placed in a maritime

predicament.

"[A] man sitting in a convertible looking back"(228) is

Sartre's famous formulation of a typical Faulknerean character whose
faculty

1s

limited

to

recollection,

and

Bogard

adopts

backward -looking posture in the torpedo boat attack.
confinement

of human

consciOusness

1n

circular

this

Also the

recollection

comparable to "plane flight made rough by air pockets ... "(Sartre

1s

228).

As Bogard comes to lose his bodily sense on the boat due to its excessive
speed ( CS 505), his sense of time disappears since a person like himFaulkner uses him as a reflective type in contrast to Claude as an active
type-owes his temporality to spatial sensibilities.

Bergson criticizes

this sort of "time sensation based on spatiality," using a crystal metaphor:
"There is, beneath these sharply cut crystals and this frozen surface, a
continuous flux which is not comparable to any flux I have ever seen" (An

Introduction to Metaphysics 11). We should break through these crystal
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surfaces (congealed temporality) to reach the real temporality as
duration; however, Bogard still hangs on to the indirect representation of
time as a camera eye that records the trajectory Claude's movement is
describing just before him.

"High above them the freighter seemed to be

spinning on her heel like a trick picture in the movies" ( CS 504).
Bogard's cinematic perception is juxtaposed with Claude's action; Claude
never loses the practical sense to choose an appropriate course of action,
which is compared to that of a practiced watch maker (CS 505).
Clockwork and action are allotted to Claude, while the loss of a sense of
time and cinematic perception are appointed to Bogard.
behaves, and Bogard is who records.

Claude is who

This is partially overlapped with

the contrast between John and Bayard.

But now the twins are at the

same time and the same place, without the mediation of a mirror.
"They run by a clock," Bogard's fellow aviators say of torpedo
boatmen, "[y]ou can see the condition of one of them after sunset and
almost tell what time it is" (CS 482).

An important point in this figure is

that they do not refer to and confirm the time measured by a machine, but,
on the contrary, the mechanism that discloses direct time already exists
deep inside of them.

Time becomes visible through their behavior

because it flows according to an internal mechanical principle.

Crystals

are used in clocks because they vibrate with an exactly regular beat when
electricity passes through them.

Although crystalization is often the

figure of making fluid continuity into a fixed, abstract product of human
intelligence, another significance of the same metaphor indicates the
internal mechanism of temporality, the unconscious mechanism of human
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being.

As I explained in the last section, it helps split selves to meet.

Cutting into pieces and re-uniting the fragments by the use of
montage, mingled with the characterization of twins, makes it possible
for a narrative to achieve a duplicating description in which action
toward the world and introspection into an inner world coexist.

The

inner movement of consciousness discovered by introspection and the
flowing, becoming movement of the world can be observed simultaneously
by "transparent eyeballs," a seer who has the mechanical perception of
cinema.

However, the dialectic process of doubling could integrate

subject into object and vice versa, as we see in Bergson's argument about
the actual and virtual, only if it is dual expressions of one and the same
substance.s

The happy marriage of split selves has its basis in the

complete merger of a self in the world in terms of the mechanical
principle, which could be paraphrased as a capitalist drive internalized in
each individual who is living in a contemporary world.

What this

substantial unity could be is still a work in progress for Faulkner in the
critical period of the 1930s.

Notes

1. For Deleuze, "becoming" is a technical term used to describe a destabilization
between an actuality and the appearance of the actuality such that neither may be
taken as an original reality.

In other words, similarities and differences appear as

a result of a dynamic interaction between the twins rather than as a static relation
between autonomous, self-identical characters.
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2. By suggesting that "Faulkner did take a hand in the reshaping" in the end,
Blotner lays stress on the attachment Faulkner felt for Flags (223).
that Faulkner might have written Flags and

It also implies

The Sound and the Fury

interchangeably; therefore their thematic structures and strategic patterns could
possibly be related to each other, in spite of Faulkner's myth-giving emphasis on

The Sound and the Furys dissociations from previous works.
3. One of these poems is "The Lilacs," which is later put at the very beginning of a
collection of poems The Lilacs.

Virginia University Library contains the

typescript of the poem on which we can see the following passage crossed out: "The
Lilacs to A ... and H ... , R.A.F., 1918."

It is difficult to tell whether this means

the date of the poem was finished or something else, but it is generally inferred
that the poem was written at least before 1920.

See ;J, Jl1 369n.

4. Before mentioning aviator stories which appeared after the publication of Flags

(Sartoris), I should briefly explain another character group represented best by
Horace Benbow, which I would like to call the Rhodes scholars.

To make parallels

that may be seen in Faulkner's real life, it is worth pointing out that Horace
Benbow went to Europe during WW I, not to go directly to the front, but instead, to
perform service in the rear.

Also, after going back to America, he married his first

love who had already been married and divorced when she met Benbow.

However,

Horace, an advocate whose characterization is surely based on the author's
personal experience, is also a kind of caricaturized intelligentsia educated at
Oxford University, England.

In addition, a Southerner named Bland in "Ad Astra"

(who also appears in The Sound and the Fury) had won a Rhodes Scholarship to
study at Oxford: "But he had transferred out of an Oxford battalion--he was a
Rhodes scholar--with a barnacle and wound-stripe" (CS 408).

52

Looking at Captain

Bogard in "Turnabout," "one thought, not Phi Beta Kappa exactly, but Skull and
Bones perhaps, or possibly a Rhodes scholarship" (CS 475).

This can be taken as

meaning that where necessary aviators and Rhodes scholars are equatable
personae.
5. Faulkner seems to use the idea of disjunctive synthesis like Deleuze-Guatari's

Anti-Oedipus, that is two things bound together (synthesis) but retaining their
individuality (disjunction) but for Bergson there is a single reality if we can
overcome the illusion of dualism.
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Chapter 2
Gaze of Others and Gender Representation:
"The Big Shot" I "Dull Tale" and the revised Sanctuary

We see that Faulkner, for the published version of Sanctuary, makes
use of materials and motifs used in several preceding texts.

In his notes

for Uncollected Stories, Joseph Blotner presumes that one such text, "The
Big Shot" had been written sometime earlier than Faulkner's first novel,

Flags in the Dust (1927).

In "The Big Shot," Popeye, who later becomes a

central character of Sanctuary, makes his first appearance as a man
working under a gangster boss, Dall Martin.

Likewise, Rhenny, the

daughter of Martin, is supposed to be an initial form of Sanctuarys
Temple Drake.

Since January, 1930, this story was successively sent to

publishers but failed to be accepted, and then finally was turned into
another story called "Dull Tale" after quite a good deal of revision.
the revised story was also rejected in November.

But

On the other hand,

Ur-Sanctuary was possibly written at some point in the first half of 1929.
In the fall of 1930, perhaps one and a half years since it had been written,
Faulkner received the galley proof and decided on the extensive revision
(Blotner 268).

In fact, both of the revisions, one for the short story and

the other for the novel, were done exactly at the same period.
In this chapter the focus will be on the treatment of gazes in these
four texts-"The Big Shot," "Dull Tale," the original and the published
version of Sanctuary-because I would like to assert that all of them more
or less treat issues of gender identity, or more precisely, masculine
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subjectivity based on an exclusion of a feminized other, in relation to a
gaze upon him (the feminized other).

Part of this motif was already

touched upon in the case of the aviator stories.

In the four texts which I

am going to deal with in this chapter, a man is represented as a seeing
subject, while an object to be seen is described with feminine figurization.
But such matters concerning gender representation only refer to the
problems seen from a male point of view.

What is important is to become

a manly man or to degenerate into a feminized man.

Real women are

purged from the men's eyesight; this is often criticized as an example of
Faulkner's homosocial inclination or male

chauvinism.

This is

especially obvious in the case of two short stories, which feature the
narcissistic relation of a man to his mirror images, into which gazes of
others are not allowed to enter.
However, what is the most striking in both revisions are moments of
shifts when the narrative viewpoints move to the inside the characters
whom the author had described only from outside in the previous works.
Other gazes enter and they are juxtaposed along with a gaze which
formerly excluded any other gazes.

This reversal of inside and outside

produces equilibrium among multiple perspectives; moreover, it shows
the fundamental instability of binary relations such as men and women
based upon the logic of inside and outside.

To provide an explanation of

Popeye's function in terms of his relation to gender representation is the
key to understanding a situation which allows a reversal of inside and
outside.

Whereas the two short stories dramatize the interplays of gazes

as rather simple binominal relations,
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the revision of Sanctuary

strengthens Popeye's role and transforms the exchange of glances into
triangular relationships.

This may reflect the belief that the formation

of masculinity does not so much take place only within a narcissistic,
imaginary self-relation, as it already comprises socialized elements,
external determinations to be able to form a generalized gender
representation of male and female.

Though in the revision of "The Big

Shot," Popeye was wiped away from the textual surface-possibly to
emphasize the conflict between the two principal characters: Martin and
Dr. Blount-the revised Sanctuary does the opposite.
Popeye's role is strengthened.

After the revision,

For instance, in both Horace Benbow and

Temple Drake, a narcissistic relation to mirror images appear as the
primary motifs, and Popeye is, at the same time, inside and outside the
very imaginary circle which a character draws with his/her mirror image;
he is able to become anything-male or female , man or animal-in answer
to the gaze of a person whom he meets from time to time.

Popeye himself

is a kind of mirror; but on which only an extreme asymmetry of a person
who looks at it will be reflected.
As a hypothesis, I put these four texts in a straight line of evolution,
and regard the published version of Sanctuary as its terminus ad quem.
To explore this interpretative line, especially focusing on Popeye's role,
the function of gaze will be examined with a view toward clarification of
how it works to produce gender representations.

1. Gazes in "The Big Shot" and "Dull Tale": Relations to Imaginary

Father/Mother
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It is curious indeed to see in how many ways "The Big Shot" and
"Dull Tale" deal with mirror images; for example, the former relates it to
the rite of initiation, in which one becomes a man through an effort to
identify with an authentic, symbolic father: " ... he would hide and talk
to himself, using boss' gestures and tone to his own shadow on the wall of
the barn or the bank of a ditch" (509).

Martin, a poor white boy, was one

day forced to turn away at the door of the planter's big house, without
even being able to pass the message, which he was given by his father, to
the planter.

The way he chooses to become a man is to exactly imitate

the gestures and diction of the planter who has now become a symbolic
figure of the Father.

In the passage quoted above, Martin gives an order

to his own shadow, imitating the vocal characteristics of the planter.

At

this point, we understand that Martin's behavioral mimicry of the
symbolic father-that means someone, or anyone who gives an absolute
imperative to his son-alienates and simultaneously enslaves his own
shadow, which is the weaker part of him to be overcome by becoming a
real man.

What this mimicry implicates is that Martin internalizes the

father figure as his own superego and the pre-subjective, fragile ego is, by
repression, transformed into an indistinguishable shadow.

In addition,

this premature part of himself is described by a feminine metaphor: "that
female part of every child where ambition lies fecund and waiting" (510).
In short, when Martin decides to become a man by identification with the
symbolic father, he must repress his inner femininity rendering it as a
shadow.

Identification with the Father and alienation of the feminine
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half of the self are made at the same time by the use of mediating mirror
images.
The narration of "The Big Shot" centers upon the story of a gangster
boss, Dal Martin, and lays various supplementary characters and their
episodes-his daughter Rhenny, Popeye and Dr. Blount, who was born in
a

prominent

Southern

family

and

holds

debutantes-around this principal story.

the

annual

ball

for

By contrast, "Dull Tale"

emphasizes the contrast between Martin and Blount by getting rid of all
the other secondary plotlines.

But at first, we should notice that both

works have several features in common; both of them depict a young boy's
traumatic experience in relation to an actual/symbolic father.

What is

different about the two works is how Blount and Martin react to their
traumas respectively.

When he is verbally abused by his father, young

Blount in "Dull Tale" hides in the darkness of a closet which is supposedly
a substitute figure of the mother's womb.

This is partly because he

strives to shelter himself from the other's (in this case, the father's) gaze
by shutting out the light with closed doors-the light by which he is going
to be exposed to someone else's gaze.

This closet is an imagined

sanctuary, of which there are other locations including a car and also his
office.

These places are "the equivalent of the linen closet of his

childhood" (532).

All these are substitutes for the state of perfect unity

with what exists around a person that possibly existed when one was in
the mother's womb.

This Blount's reaction to the traumatic experience

seems escapist, while as we saw in Martin's case, masculine operation
about danger includes identification with the symbolic father through
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mirror reflection or a partial alienation of a weaker self reflected in a
muror.

Added to this, if one man becomes an object to be watched and

transfigured into something else under the force of other's gaze, he will be
regarded as feminine:" ... through the fitted coat he [Blount] had so long
since taught himself to feel the impact of eyes ... that he now carried the
impact of them on with him like specks of pepper on a piece of raw fish,
until the door of his coop had shut behind him" (530).

Nothing but the

substitute of his mother's sacred body-in this case, a car-makes it
possible for Blount to avoid the gaze of others.

Maternal unity in an

imaginative world provides him a sanctuary where he does not suffer any
pressure from the gaze of others (I use this term "others" to represent
general otherness).
The two stories describe the attempts and failures to become a man;
and, the initiation and regression in both cases on Martin and Blount
symbolically relate to the figure of the father or mother which is
represented as a mirror image generated by an often self-referential
interplay of gazes, or a closed door which shut other gazes out.
women are completely outside of men's representations.

Real

In summary,

Martin represents an inflated masculinity while Blount rather refers to
the unstable basis of the masculinity, the border of masculinity and
femininity which is regarded as the dislikes of an authentic masculinity.
However, what should be noticed here is that in "The Big Shot," Dr.
Blount is portrayed only from the outside according to the viewpoint of
Martin, and that is the partial reason why Blount is described with a
feminine

metaphor because

he

is
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outside

Martin's

caricaturized

masculinity

and

therefore

unknowable

concept.

Martin

cannot

understand Blount; therefore, for him Blount is an external being which
is appropriately represented by a feminine metaphor.

But "Dull Tale"

sets these two persons in sharp contrast, one embodies a quite modern
form of masculinity whose obligation is to constantly overcome and renew
itself, and the other is regarded as feminine because it shows a premature
or regressive stage of masculinity.

At this point we see the very germ of

a juxtaposition of inside and outside, which we will analyze more closely
when we look at the evolution of the interplay of gazes in the triangular
relation of Sanctuary.

Contrary to "The Big Shot," "Dull Tale" starts

with the viewpoint of Dr. Blount and to do so, it provides us another
perspective on the same substance and phenomenon to be described in the
story: "Seated behind his bare, neat desk, Dr. Blount looked at his caller.
He saw a thick, broad man, a little bald, with a gray, impassive face ... "
(527).

A similar thing happens when Faulkner revises Sanctuary.

While

the original Sanctuary focuses on Horace Benbow's inner conflicts, mostly
following the stream of his consciousness, the published version moves
one significant scene-the first encounter of Benbow and Popeye at a
spring side-to the very beginning of the book; what this change suggests
is that the author shifts the emphasis of the story from Horace's
self-consciousness to the drama generated by this contrastive pair.

In

the spring scene, the author newly inserts a short paragraph of Popeye's
viewpoint which did not exist in the original.

This creates an effect like

a reverse shot of cinematic montage and here the author interchangeably
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uses different perspectives for presenting one sequence of events.

Thus,

we understand that the two cases of revision have some common
strategies: both of them strike up another gaze which in the previOus
works was handled as an absolute other, as the outside.

2. A Shift from Binary to Triangular Relation: Narcissism Unstabilized
by the Asymmetric Gaze of Others

Polk states that the change of the book's opening-from a scene
before a prison in the original text to Benbow's encounter with Popeye
beside the spring in the new version-effectively epitomizes an important
shift of the central themes between the two versions, that is, from
Benbow's imprisonment within narcissism to his initiation in the evil of
society (Polk "Afterwords." Sanctuary: The Original Text).

However,

Irwin places much value on the new version's multifold symmetry by the
use of the mirror (Irwin 205·6); the move of the spring scene to the
opening of the book where Horace discovered Popeye's silhouette through
his own reflections upon the water exactly corresponds to the final scene
where Temple Drake looks into her compact with a completely empty gaze.
Irwin relates the mirror solely to narcissism, convinced that all
difficulties and conflicts situated around Benbow can be explained in
terms of a replaced or transformed desire of narcissism (211-13).

Popeye

is understood as Horace's double, his mirror image, for the reason that he
comes out of Horace's reflections on the surface of the water.

The

relation of Popeye·Temple also parallels that of Horace and his
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step-daughter Little Belle since both of the men desire their female
objects as substitutes for the mother.

Irwin says, making use of Lacan's

theoretical framework, a love for the mother is also a transmogrified form
of self-love, replacement of narcissism, in several of Faulkner's works
including Sanctuary.

Furthermore, what Popeye did with a corncob to

Temple is interpreted as a substitutional act for what Horace secretly
wants to do to Little Belle (222).

After he hears Temple's confession

about how she was raped by Popeye, he vomits; if Popeye's deed is
supposed to be a projected form of Horace's forbidden desire that is rooted
in narcissism, it is probable that Popeye's perverted expression of
unfulfilled desire makes Horace sexually excited and that vomiting
becomes an inverse ejaculation (Beikasten 247·48).
If we deem this kind of analysis as inappropriate, the reductive

account of Sanctuary to narcissistic fixation overlooks the critical aspects
of the work, we should elucidate further the distinctive feature of

Sanctuary compared to the two short stories that we have dealt with in
this chapter as a paratext of Sanctuary, according to our present
attention to the mirror, gaze and closed place.

It is Popeye who makes

two-terms, narcissistic relations to a triangular, social relation.
Let me call attention to the following passage which appears in "The
Big Shot" next to a description of Popeye: "Have you noticed how people
whose lives are equivocal, not to say chaotic, are always moved by homely
virtues.

Go to the brothel or the convict camp if you would hear the

songs about sonny boy and about mother" (505).

"Equivocal" people are

moved by homely virtues; therefore we can expect to see typical familiar
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emotions of people in the most aberrant things and phenomenon.
Conversely, familiar things have in themselves what necessarily leads to
a crisis, a possible deviance from the norm.

By applying this to the

relationships of Horace· Popeye and Temple· Popeye, we understand
Popeye plays the role of an intruder for both of them, a sudden
disturbance that breaks through their self-confinements.

For example,

Temple's is her absorption in her own image in the compact; and yet both
of them project their narcissistic desire upon their closest relatives of the
other sex, making it an expanded form of self-love.

Popeye is a queer

being, because he lacks everything that determines an average gender
formation in a primal social relation.

His father runs away from home

before his birth, his mother is mad, and he is physically impotent because
of the presumed syphilis of his father.

His sexual identity is unstable,

biologically and culturally, and therefore it is converted into a metaphor
of pure possibilities for becoming; he is supposed to become anything
which others think he is to be because he lacks everything which he needs
to become something.

He can be both a man and a woman, in response to

the gaze of another person.
There are two ways to define who Popeye is: the first, as a
transcendent seer, the second, as someone who has phallus substitutes.
These definitions overlap each other since both of them function as a kind
of zero symbol in gender formation which is at once both a signifier for
emptiness and an empty signifier.

What Gresset emphasizes about the

spring scene where Horace and Popeye first met is that Popeye was there
from the beginning, even though we readers mistakenly deem him to
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suddenly appear because our viewpoints gradually adjust to that of
Horace's.

It is Popeye who dominates the scene's perspective as a

primary viewer (194·98).

If the spring and his own reflections on the

water represent the imaginary world of Horace's narcissism, Popeye's
previously unnoticed existence suggests realms of imagination, Lacan's le

imaginaire, necessarily presupposes a transcendent (outside) signifier
that is a source of all signification.

In this case, Popeye is always

throwing out a principal glance to anyone from inside.
Horace discovered Popeye's image on the water, instead of his own,
immediately after his reflections disintegrated into myriad fragments
while he was drinking water from the spring.

Also, Temple always

carries a small compact by which she confirms whether she looks right or
not whenever she feels anxiety.

She is obedient to the gazes of others

and the compact is an important tool for her to see herself assuming
another's gaze.

Thus Temple is confined in a self-referential relation of

the mirror like Horace.

Popeye's role, which relates to the narcissistic

self-relation of each-Horace and Temple-is also similar in both cases
because we can point out that the same structure of interplaying gazes,
which forms a keynote in the spring scene, also dominates in Temple's
case.

Narcissistic self-relation is suddenly broken by Popeye's intrusion

and it happens when the surface of the mirror, on which she expected to
see her own familiar image, becomes too diffuse to reflect something: "She
watched the clock face, but although she could see a warped turmoil of
faint light and shadow in geometric miniature swinging across it, she
could not see herself'' (152·153).

Two hours of silence with calm
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self-reflection ("For two hours she had lain undisturbed, listening" (157))
is exactly the same time period as that of the confrontation of Horace and
Popeye at the spring.

As seen in the following passage, many details are

correspondent with those of the spring scene; both Temple and Horace
find that Popeye is already there when they take notice of something:

She could distinguish voices now from below stairs.

She had been

hearing them for some time, lying in the room's musty isolation.
Later a mechanical piano began to play.

Now and then she heard

automobile brakes in the street beneath the window; once two voices
quarrelling bitterly came up .... She just happened to look toward
it after how long she did not know, and saw Popeye standing there,
his hat slanted across his face.

(157·58)

Also, at this time Temple recollects one story which is deftly employed to
suggest the function of the third term within the genesis of sexuality:
"The worst one of all said boys thought all girls were ugly except when
they were dressed.

She said the Snake had been seeing Eve for several

days and never noticed her until Adam made her put on a fig leaf'' (152).
"The worst one" (means the ugliest one) said this against other girls who
garrulously chat when they are dressing, insisting that it is better to go
out without dressing because men will be more glad to see them naked
than with a beautiful dress.

While the other girls perceive their bodies

as the direct object of men's sexual desire, this girl argues that Eve could
be an object to be desired for someone only when Adam tries to hide Eve's
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naked body with a fig leaf and one is looking at Adam's behavior.

It is

not the female body itself but another man's operation upon the female
body that creates male sexuality in general; men learn what and how they
desire by assimilating their yearning gazes to other masculine subjects'
desiring gazes.

Sexuality is more related to gender as a cultural

construction than to sex grasped in a biological sense.

The following

remark emphasizes the preexistence of the Snake: " ... she said because
the Snake was there before Adam, because he was the first one thrown
out of heaven; he was there all the time."

Although Eve's sexual

attraction seems to urge the Snake to come out, this woman says, the
truth is converse; that is, sexuality needs or presupposes the gaze of the
Snake, the transcendent gaze of a third person, to let it come out.

If we

regard the Snake as a phallic substitute according to the general
understanding for Christian symbols, it is apparent that the phallus is
equated with the transcendent gaze which already exists beforehand.
The preexistence of the phallic symbol as a transcendent signifier cannot
be dispensed with Adam and Eve to arise as a man and woman, for the
genesis of sexuality.

3. A Reversal of Inside and Outside, a Signifier and a Signified: Popeye as
a Queer

Even in a narcissistic realm of imagination, which is sometimes
associated with the mother's womb, there lurks the zero signifier, the
transcendent gaze, which brings signification upon things to organize
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them into a symbolic system.

This may relate to what Bleikasten says

about the instability of inside and outside in Sanctuary, closely
examining the uses of doors in the story (Bleikasten 230-33).

In the

night at Frenchman's Bend, Temple, gnawed by anxiety, asked Tommy to
watch at the barn's door and not to let anyone enter the room, but Popeye,
as we might have expected, is already waiting inside the barn and slowly
climbs down the ladder toward Temple.

Added to this, as we see in the

passage which describes Popeye immediately after he shot Tommy, the
automatic pistol suggestively works as a phallic substitute, especially for
a sexually impotent person like him.

But an interesting point is that the

pistol as phallic symbol seems the most erotic substance just when Popeye
shoots, or penetrates another man by it: "looking at Popeye's tight back
and the ridges of his coat across the shoulders as he leaned out the door,
the pistol behind him, against his flank, wisping thinly along his leg"
(102).

The corncob which impotent Popeye uses to rape Temple is the

substitute of the substitute (the automatic pistol) and his raping is the
further replacement of his perverted assertion of manliness; he becomes a
man by penetrating another man.

Only by feminizing some other person

can he become a man.
Conversely, it could also be said that Popeye is forced to be a man in
relation to Temple, a female.

Since he cannot have normal sexual

intercourse, he brings one young man named Red to the room where he
and Temple are staying and lets them have sex in front of him.

At this

point, we should recall Rene Girard's triangular model of desire: for
Popeye, Red is a tutor from whom he learns how a man deals with a
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woman as an object of his sexual desire, but the instructor necessarily
becomes a competitor for the same desired object if the learner correctly
learns how a man desires a woman.1

Popeye as a transcendent seer, a

phallic substitute, falls into an object to be determined by someone whom
he previously dominates within the symbolic system of signification (it
was Popeye who took Red in the room and therefore he should be the
sovereign of the play held in the room).

"The two of them would be

nekkid as two snakes, and Popeye hanging over the foot of the bed
without even his hat took off, making a kind of whinnying sound" (258).
Red and Temple transform into Snakes and now Popeye is an impotent
seer who can do nothing but utter a whinnying voice like an animal,
which signifies nothing, just a representation of his unsatisfied desire.
"Dont you wish you were Red?
what he can do?
you?" (232).

Dont you?

Dont you wish you could do

Dont you wish he was the one watching us instead of

Indeed, it is Temple Drake who urges Popeye to become a

man, lets him produce phallic substitutes and wave them.

The means

that Popeye discovers for recovering his manliness is to shoot Red
between his eyes; penetrating another man to show his manliness and
also erasing the model of masculine desire (Red) to move back to the reign
ofatranscendentsee~

According to Duvall, "the prostitute will serve primarily as an agent
to effect a displaced homoerotic consummation" (57).

Also Polchin,

opposing Irwin's reductive analysis of Sanctuary which he executes in
terms of narcissistic self-love, insists that "Popeye uses Temple Drake to
project his own self into a sexual relationship with a man" (156).
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Homosexuality could be an antithesis to the completion of the Oedipal
triangle if we believe (following the recent observation of feminist
research) that homophobia is inextricably linked to a wish to strengthen
the homosocial bond between men, that a narcissistic relation to a mirror
image is an indispensable part of a larger symbolic order, which is
generated through the mediation of phallus as a transcendent signifier.
Here I would like to propose a less extreme proposition; Popeye
represents an original ambiguity which theoretically precedes the
existing social system based on Oedipally structured desires.

He 1s a

dissident element in a society that the author sets against solid gender
relations, which is established to maintain a hierarchical organization of
a society.

In fact, an episode of Popeye's childhood in which he escapes

from his house by climbing down a rainpipe, has an echo in "The
Appendix" of The Sound and the Fury (1946) in which Quentin N does
exactly the same thing.

Their escapes can be compared with water

leakage because it disturbs a quiet surface of water.

This quiet surface

represents a person's self-sufficient relation to a mirror image and this
narcissistic relation of self is a necessary basis for oedipully structured
family conflict, which then becomes a minimum model of the whole social
system founded upon gender distinction.2
Horace goes back to a home which he hated (""Home," he said. "I
dont care. Just home'"' (292)).

Also, Temple looks into the compact

mirror again beside her father Judge Drake rigorously putting his hands
on his stick.

Popeye cusses at an executioner to fix his disheveled hair in

the end of the book.

What he can use to see his own mirror image is the
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executioner's gaze who is going to take him to the journey to death.

In

summary, the revised Sanctuary emphasizes the dual aspects of Popeye:
first, he embodies an initial, transcendent gaze which is theoretically
pr1or to the Lacanian mirror-image phase; second, he is the one who
breaks into the narcissistic relation with a mirror image by disturbing the
mirror surface.

These two phases are prior to and after the static

oedipal structure completed within narcissism, and Popeye's being
vacillates between these poles.

He represents the otherness, the

absolute difference to such a structure necessitated by social regulation.
The outside always, already lurks inside a system and it refers to an
ambiguity which can be or cannot be both masculine and feminine.
Popeye is a symbol of ambiguity that a system uses to establish itself by
dissociating itself from outside.

Such a strengthening of Popeye's

position is connected to the shift from a simple binary opposition
employed in the short story revision to a triangular dramatization which
is crafted to analyze the basis of gender formation.

This triangular

relation is the very foundation of the formation of static structure indeed,
but it also comprises within itself a likelihood of bringing destruction to
such a structure.

Notes

1.

Rene Girard provides a famous triangular model for desire.

According to

him, an individual person desires a certain object because he identifies himself
with another subject as a guiding model, who wants the same object prior to him.
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Sedgwick transforms this model from a feminist viewpoint and paraphrases the
object to be desired as a woman, and the subjects who project desires on each
other as men.

Her own version is called a homosocial triangle in which women

are handled only as medium by which men can exchange their own desires.
Through this exchange, men disguise their homoerotic desires and direct them to
female bodies.
2.

To do so, they try to strengthen the bond between themselves.

Deleuze·Guatarri's concept "ligne de fuite" designates a passage by which we

are led to the outside of an Oedipally structured world.

This word has

implications such as a line of least resistance and a point of leakage.

Also it

refers to a "'diverging line' . . . the term for the real or imaginary lines which
converge on the vanishing point in a perspective drawing" (Bogue 110).
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Chapter 3
The Parallelism between Faulkner's Narrative Technique in

Absalom, Absalom! and Edmund Husserl's "Free Variation"
Theory

The Thematization of Narrative Process and the Reappearance of
Narrators

William Faulkner, though still preserving plural perspectives in
narration in The Sound and the Fury and As I Lay Dying; relinquishes
the strict use of the interior monologue in Absalom, Absalom! (1936,
hereafter AA); the effect of this change in narrative structure is what
makes the novel significantly different from the preceding books.

One of

the results is a reappearance of an impersonal, transcendental narrator
on the textual surface and a fluid shift of a visual point, which was done
so consciously and artificially when the strict use of the interior
monologue was maintained, becomes possible once again.

Added to such

a narrator's (re·)appearance at the discourse level of the narrative, the
highlighted figures of speakers and hearers as the dramatic characters in
the story appear in the content level.

What is happening here can be

called thematization of the narrative act itself.

The author features

people who narrate a story or are told a story by somebody intimate to
describe the psychology of how and why they want to tell a story and the
effect that occurred for the person who were told a story.

The method of

interior monologue describes a continuing flux of a certain character's
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consciousness completely from the inside of the person being described,
eliminating any commentary about what is focused upon during the
narration from an outer and omniscient point of view.

When a novelist

adapts this method, the existence of a meta ·functional (transcendental)
narrator is obliterated on the surface level of the text; this happened in
the narrations of the novels like The Sound and the Fury and As I Lay

Dying.

On the other hand, AA's characters mainly speak to people who

are present in front of them; speakers talk to other people and their inner
voices are less frequently depicted compared to prior novels.

In this

sense, narratives presented in the novel are real stories, not only because
of the tale of the Sutpen family, which is well known to country people as
a folk tale, but also because the stories are told by one person to another
person (formal level).

To give a dual focus to the form and content of the

story, the writer seems to clarify the psychological significance of
storytelling.
In this paper, the term "narrative" or "story" will be understood in a
broader sense.

In some contexts, it means a basic structuring pattern of

perception attained through language, which a human being uses to
recognize the world.

Thus extensively defined, the term also suggest an

argument on an ideology in Marxist theoretical framework.
forced to rely upon and trust in stories.

We are

They are indispensable for our

lives and an artist's task is to look straight into them and clarify how it
works within a human mind.

Arguments which relate to this point

include Weinstein's mention of internalizing "the voices of others" or
"ideological becoming"(141-42), which is based on Mikhail Bakhtin's
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dialectic theory on novel.

This kind of argument belongs to a certain

critical tendency in which narrative technique is considered in terms of
ideology.
Through narration, one person tries to transmit his/her perspective
about a phenomenon which s/he perceives, to another person, and
conversely s/he may be asked to be a hearer of a story by the other person
who also wants to tell his/her own interpretation about the same
phenomenon.

Through such an exchange of several possible perspectives

the horizon of inter-subjectivity will be opened up.

In contrast, the

method of interior monologue is usually employed to describe a focal point
of a character's mental state with the least amount of commentary from
an external narrator, whose viewpoint is possibly the extension of the
author's.

These two types of narration-that is, 1. a narrative told by a

narrator who appears in the story written by the writer and 2. interior
monologue-are quite different from each other in terms of the target
which each one aims to make its field of exploration through language.
A real history is written through an inter-subjective process of
plural cognitive subjects: this is what the reading of AA urges us to
induce from the treatment of "history (his + story)" which was made
possible by its peculiar narrative technique.

By putting the focus on

narration itself, and vivid dramatization of narrator-characters' efforts to
grasp the meaning of a historical event in their interpretations, the
author tries to present an elaborate analysis of the mechanism of human
recognition.

As I quoted, if we took the author's word at face value here

as a working hypothesis, the plurality of the truth is the central theme in
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AA, that is, the truth differs according to a person who sees it or

interprets it (Gwynn 273).

It is true that AA shows similar motifs and

structures to those of preceding multi-points of view novels like The

Sound and the Fury and As I Lay Dying.

Nevertheless, it is important to

ascertain how further this novel proceeds compared to prior novels.

In

my opinion, Faulkner's interest apparently shifts from the elaborate
description of the inner flow in a human consciousness to the process of
making a history which is involuntarily done through an accumulation of
stories.

The point

IS,

among various perspectives (stories) about a

phenomenon, which one do we choose as the supposedly true theory?
Apparently this question implies a project, whose purpose is to make an
analysis about the process of "attesting the truth."

Which one do we pick

as most plausible among various interpretations which are taking the
form of a story about a past event?
what he urges us to ask.

It is the question the author asks, or

Depicting a truth-establishing process which

appears through an accumulation of narratives, Faulkner shows us our
own cognitive condition as history=story; history could only be formulated
through many endeavors to tell a consistent story.

Under the light of the

argument above, I will examine the novel in terms of a Husserlian
problem as follows.

How do we convince the correspondence of an event

which exists as itself, to our cognition?
events themselves?

How does recognition impact the

How do the events in themselves intervene in

movements of our thought and logical rules which control our thinking?
In short, how do we know the objective truth if using the subjective efforts
of our mind to understand it?
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1. Narrative Technique 1n Absalom, Absalom!, Free Variation and

Essential-Seeing

Levins, hypothesizing that each character has definite individual
characteristics, elucidated the features of four narratives told by four
narrator-characters in Absalom, Absalom!.

However, as John Irwin said,

these four stories have their own sufficient significance on condition that
all these appeared in the consciousness of Quentin Compson, who attends
all the occasions where these narratives are being told.

The stories, that

of Miss Rosa's, Mr. Compson's, Shreve's cynical recounting what Quentin
already informed him of, and the two young men's collaborative narrative
which seeks to answer the successive questions Shreve asks, all pass
through Quentin's mind because he is a participant of all these occasions
of narrations.

Also, all stories have one common goal: these stories are

told by the narrators to give a coherent explanation to the mystery of the
Sutpen family's tragedy.
Husserl's concepts, "free variation" and "essential seeing," are
chiefly concerned with the appearance of a bodily object, but they are also
adaptable to the level of an interpretation about an event even if the
latter is a more subjective and complicated phenomenon.

With one look

towards one object only one aspect of the object can be obtained.
However, at the next moment, because of the move of the object itself, or
of the move of the vantage point (a viewer changes his place), another
aspect of the object can be recognized.

76

The back side, nevertheless it is

an invisible part of the object at the present time, can be retrieved by the
viewer's imagination, as long as the images of that part are obtained at
preceding moments and preserved in memory.
In this case, we understand that even the simplest cognition, e.g.,
that of a bodily object, comprises a composition of plural images.

The

narrative acts in AA are more complicated because their purposes are to
capture the essence and the true meaning of the tragic drama happened
in Thomas Sutpen's life.

However, overlapping the structure of AA's

narration with Husserl's two concepts is absolutely legitimate because
obvious parallels can be noticed between them.

In "free variation" theory,

Husserl emphasizes the function of "fantasie' which is almost equivalent
to imagination.

When we attempt to recognize one object we set at first

some perspective for interpreting it by imagination.

Then, through "free

variation," the imagination puts another perspective to the initial
perspective which is arbitrarily chosen as a starting point.

The same

trial is repeated again and again for reaching the state of "essential
seeing."

"It [the essential seeing] is based on the modification of an

experienced or imagined objectivity, turning it into an arbitrary example
which, at the same time, receives the character of a guiding "model," a
point of departure for the production of an infinitely open multiplicity of
variants.

It is based, therefore, on a variation .... Thus, by an act of

volition we produce free variants, each of which, just like the total process
of variation itself, occurs in the subjective mode of the "arbitrary"
(Husser! 340·341).

Thus, by such free imaginative varying of the mental

image of an object, sometimes through an inference drawn from the
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synthesis of the plural perspectives, or, through a discovery of the object's
invariable feature which remains as trustworthy as truly existent, the
"essential seeing" comes to us.

What I want to point out here is

Husserl's statement about a qualitative difference between the state of
free variation and that of essential seeing.

Our imaginations go around

and around an object on which we try to understand its essential
attributes through a free variation process; and an essential seeing

IS

possible only when a qualitative change-a sudden leap from one state to
another state of mind-occurs during the process.

"It then becomes

evident that a unity runs through this multiplicity of successive figures,
that in such free variations of an original image, e.g., of a thing, an

invariant is necessarily retained as the necessary general form, without
which an object such as this thing, as an example of its kind, would not be
thinkable at all" (341).

We find the indispensable part and attribute of

an object, without which the object cannot be an object of its kind, after
freely changing it in imagination.

At one point the object stops to be an

object of the sort because it loses the essential quality as the sort of the
object in free variation; conversely, at this point, we already obtain an
idea of which qualities it should have to be an example of the sort.

This

is the essence of "essential seeing" achieved through "free variation."

2. The Productive Activity which Consists in Running through the
Multiplicity of Variations

The first tale of AA, Miss Rosa's narrative, shows a strong emotional
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involvement toward Thomas Sutpen, who is the very center of her version
of the Sutpen story.

Joseph Reed, emphasizing the fact that Rosa is a

participant of the event which she tells, says she mythologizes the whole
event to make it bearable for herself, therefore her story is the most
distant from the truth (162).

Accoding to Brooks, Rosa does not

understand the meaning of what happened.

Rosa says there is no

"rhyme or reason" (12) and the murder took place because Thomas Sutpen
was a devil, hence he brought about the seed of the curse to his family and
caused the final catastrophe.

Her strategy is mainly based on such

mythic simplification of complicated, actual events.
If we set a distinction between "involvement" and "detachment,"

following the Basic's "involvement" versus "distancing" distinction (141),
Rosa's narrative can be seen as the most involved, while the next narrator,
Mr. Compson's narrative, is the most detached.

In Shreve's and

Quentin's collaborative narrative that chronologically (not sequentially
follows in the discourse of the novel because Rosa's narratives reappear
after Mr. Compson's; this is an important point) follows Mr. Compson's,
too much logic and rationality in his story and his detached attitude are
severely criticized.

Thus shifts from one narrative to another are

demarcated by the criticisms for antecedent narratives or narrators; one
narrative always starts as a disapproval to a preceding narrative.

As I

will argue later, if we suppose the plural narratives turn into free
variations within Quentin's mind, it is naturally deduced that the greater
the differences between succeeding narratives are, the more intensive the
essential seeing as the last stage of the free variation process is.
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As many critics point out, Compson's narrative is very rational.
tends to avoid transference to its material as much as possible.

It
His

narration starts by talking about Miss Rosa, the quality of her narrative,
and tries to tell which is genuine or spurious in her interpretation of
Thomas Sutpen.

The method which Compson's narrative as a rational

criticism against Rosa's narrative takes up at first is to set up a schema
according to an artificial binary opposition.

For example, the conflict

between Henry Sutpen and Charles Bon is explained as what was caused
by the meeting of a puritan country boy and a weary amorist (Vickery 89).
He often generalizes this opposition into that of Anglo-Saxonness and
Lateness, but the most important point is that, in the end, he regards
such a schema unsuitable for the explanation and gives it up: " ... like the
mask in Greek tragedy interchangeable not only from scene to scene but
from actor to actor and behind which the events and occasions took place
without chronology or sequence ... " (49).

This is what he says when he

criticizes Miss Rosa's "demonizing" theory, but we readers easily notice
that it is rather Mr. Compson's intelligence and classic knowledge by
which he finds a framework of Greek tragedy within Rosa's mythologizing
and also adapts it to what he found in his storytelling by design.
Proceeding from the comparison of Rosa with Cassandra, he attempts to
structuralize his story as a means for explaining what actually happened,
with an adaptation of a literary form, that is, Greek tragedy in this case.
Though the method of mythologizing is the main point when he criticizes
Rosa, now he himself, actively but not positively, uses the same tool for
making his story.

This is an expression of his cynical attitude toward
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life, and represents his will to fictionalize the actual; he wants to turn life
into a story.

By the use of typical characterization and narrative

structure of Greek tragedy, what happened to the Sutpen family, which
could happen only in a peculiar locality of the South, is dramatically
sublimated and generalized.
The resolution to discard the use of rational binary opposition
happens parallel to mythologizing a reality, or we might say the rational
schema itself is created as that which is set up for only a temporal use,
with an intention of throwing it away later to jump into the mythologizing.
At any rate, what should be noticed is Mr. Compson's transference to
Charles Bon: "[h]e is the curious one to me" (74).

He qualifies Bon as

"completely enigmatic" (7 4) and shifts the focus of his interpretation upon
the relation between Bon and Henry.

When he does so, he seems to

endeavor to found a principle for an explanation by projecting his own
personality onto the figure of Charles Bon.

His statement about Bon,

"the calculation, the surgeon's alertness and cold detachment," (88) is
apparently similar to his own character and attitude toward life.

The

proceeding of Compson's narrative is strangely analogous with that of
Rosa.

For her, the significance of Thomas Sutpen's infamous proposal

was far beyond the scope of her understanding; he proposed to her to try
once and if she begot a male child, he said, he was going to marry her.
Because of the incomprehensibility of his proposal, she had no choice
except to mythologize Sutpen as a demon.

Her thought draws a passage

which was led through an encounter with the unknowable to an inevitable
mythologizing.

Indeed, Compson's narrative, which started as a
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criticism of Rosa's story, is converged into the object of its own criticism.
He was trying to construct a consistent story for an explanation according
to rational schemas, but he ran into a blank wall suddenly because of a
necessary limitation of rational thought when one attempts to explain
human emotions.

He murmurs "[i]t just does not explain. Or perhaps

that's it: they don't explain and we are not supposed to know (88)" and
gains a right to create an arbitrary myth, based upon the legend of the
Sutpen family as a raw material of his storytelling.

Frye points out

there are two reductive formulas for explaining tragedy.

At one

standpoint, people assign the origin of a tragic process to a hamartia
(fault) of somebody who participates in the tragic process; Rosa's
demonizing of Thomas Sutpen, in general, corresponds to this theory
because she ascribes the cause of the catastrophic event that happened to
the Sutpen family to the evil spirit of Thomas.

The other theory of

tragedy is that a tragedy demonstrates the omnipotence of fate (209).
We can see easily that Compson's interpretation of the Sutpen tragedy
refers to this second direction.

In spite of very different feelings and

impressions they give to us, Rosa's and Compson's narratives are
complementary.

However, the difference between the degrees of

transference which they do to in their narrations is maximum, hence
their interpretations exhibit a wide range of variation.

3. The Unitary Linking in Continuous Coincidence

Although he tries again and again to reorganize the materials at his
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hand, Mr. Compson cannot produce a seemingly valid interpretation:
" ... you re·read, tedious and intent, poring, making sure that you have
forgotten nothing, made no miscalculation; you bring them together again
and again nothing happens . . . " (80).

At last he decides that to

understand the true meaning of the tragic event is impossible and turns
to arbitrary myth-making, but "what matters is that the variation as a
process of the formation of variants should itself have a structure of
arbitrariness,

that

the

process

should

be

accomplished

in

the

consciOusness of an arbitrary development of variants," according to
Husserl (342).

We know a self-consciousness about its own arbitrariness

and groundlessness already appeared in Rosa's narrative:" ... so who will
dispute me when I say, Why did I not invent, create it?" (118).

One

function of Rosa's reappearance in chapter 5 could be understood as a
self-criticism on her own demonizing theory.

All narrators are at least

partially aware of the insufficiency of their own interpretation of a
historical event and are also conscious of the artificiality of their
accounts.
The dialogue of Quentin and Shreve sets out, already accompanied
with a

full

interpretation.

consciousness

about the

arbitrariness of their own

However, while Compson's attitude toward Rosa's tale

changed, as I stated above, from a dissociation to an assimilation with it,
the relation of two young men's tale to the antecedent narratives moves in
a contrary direction, that is, they starts their dialogue by imitating
father Compson's story.
confirmation

that

they

Or, more precisely, they begin with the
are

already
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imitating

the

father's

tale

involuntarily.

Quentin's statement "Yes, we are both Father (210)"

surely implies his masochistic self-denial in front of the absolute
supremacy of the Father, concerning the disappointment about their own
ineffaceable phallocentrism.

Their tale is also masculine like Mr.

Compson's to the extent that it tends to repress the feminine, irrational
account of Miss Rosa's, which shows the highest degree of involvement in
the event being told.

At an earlier part in their narrative, Quentin

expresses his sense of abnegation about the resemblance of Shreve's
discourse with his father's, but he finds out even his own discourse
resembles his father's.

Realizing such a situation in which both Quentin

and Shreve are caught, Quentin recognizes an Oedipal yoke; all men,
including himself, shall become a father in an inevitable relation to
women and sons.

However we should notice that their narrative does

dissociate from the father's tale because they have the recognition that
they might not be able to avoid identification with the father.
Preceding narratives are overlapped in Quentin's mind with a
critical awareness of his own work.

Through this process, that is, a

rearrangement of previous materials with the awareness of the merits
and demerits of the stories including his own, both commonalties and
differences of plural narratives become clear in his mind.

Although

Quentin's word, "[m]aybe nothing ever happens once and is finished
(210)" is that which immediately follows another statement of his own

"Yes, we are both Father," we can suppose the former statement as
Quentin's severe criticism, which offered from the inside of the
patriarchal system, on his father's discourse which went through the
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agnosticism to mythologizing.

The frequently-cited "ripple" figure of

Quentin's speech forms a metaphorical expression of the continuity
between past and present, or self and others; thereby it comes to be an
antithesis to Compson's narrative that, on the contrary, emphasizes the
discontinuity of heroic past and dwarfish present.

Quentin does not look

away from the inevitable continuity of the past experience which extends
into the present.

Yet he tries to dissociate himself from the confines of

the past with the full understanding that he can probably never avoid
being identical to his father.

Here, merging with the antecedent

narrative and criticizing it make two sides of one coin.

A pool connected

with others barely by minute paths of water which like a biblical cord,
sends through the path a ripple which communicates the intensity of the
original accident to another pool.

This poetical trope of Quentin can be

read as a metaphor of inter-subjective structure of the world, and it gives
a symbol to the relation of one subjectivity with another within the world.
In the world of inter-subjectivity, the ripple as the sign of the original, not
signifying an absence of the meaning when it is delivered for
communication by copying itself again and again, but the ripple as the
sign still remains continuous with the original event.

Furthermore, if

time is considered as irreversible, it will be natural to think that the
reconstruction of the original can be done only by imagination.

Thus,

this metaphor suggests that we are allowed to believe in the possibility to
reconstruct the original meaning of a past event by the use of imagination
exercised upon the signs and ruins left to us.
In the second stage of the free variation process, cognition of the
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differences among diversities created by the free variation will be
produced.

Together with this cognition of diversity (an understanding of

possible aspects of a phenomenon brought about by imagination) we can
also clearly recognize the identity between them.
called essential seeing.

We have seen this is

"It is clear that things cannot enter into conflict

which have nothing in common" (Husserl 347).

Paradoxically, through

the differentiation of the free variation process which produces different
stories on arbitrary designs, a cognitive subject is led to the discovery of
the essence, the invariable core of these plural interpretations as stories:
" ... naturally, the presupposition of this is that the multiplicity as such
is present to consciousness as a plurality and never slips completely from
our grasp" (343).

When multiple variants, that is, these many stories,

pass through Quentin's mind one by one with diversities between them
still unbroken, the passage to the essential seeing is opened.

Inspired by

Mr. Compson's letter which had notified them about Miss Rosa's death,
the narrative of Quentin and Shreve started again after the quite
extension of a break, which signifies a stoppage in their interpretation.
Most of the letter detached from the desktop because of its crease while
their dialogue went on.

Indeed, this letter makes a symbol of the

inter-textuality in which memories of preceding narratives are preserved.
The letter put on the desktop in an unstable manner, symbolizes an
interface of Miss Rosa's, Mr. Compson's and Quentin's and Shreve's
narratives; the past affecting the narration at the present.
Yet, another important element for preserving diversities of the
stories within Quentin's mind is Shreve's role in their dialogue.
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Let me

notice the use of the pronoun "he" for an example.

Early in their

dialogue, whenever Quentin says "he" to refer to Sutpen, Shreve teasingly
adds "demon" to Quentin's speech for the purpose of imitating Rosa's
speech.

In that way, he urges Quentin to be aware of preceding stories.

When their talk proceeds on and the empathy between them increases,
there is no longer necessities to confirm which one the "he" refers to
between them (249).

Even in such a use of one pronoun we can clearly

see their moving through a conflictive state to the incorporation.
Perhaps because Shreve's narrative consists of the information that
Quentin gave to him prior to their collaborative retelling of the Sutpen
story, Shreve mainly takes up the method of parody, when he tells back
the story to his very informant: ". . . instead of widowed Agamemnon to
her Cassandra an ancient stiff-jointed Pyramus to her eager though
untried Thisbe . . . " (144).

Adding more pedantic flavor to it, Shreve

wants to compose a parody of Mr. Compson's story, which tries to
sublimate the Sutpen story by adapting it to the framework of archetype
narratives.

4 .The Active Identification which Brings Out the Congruent over against
the Differences

The narrative of Quentin and Shreve starts from imitating
antecedent discourses with parodic tones and banters, examining mainly
the truth and false of the preceding Compson's narrative in its details
("And maybe this was one place where your old man is right" (273);
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"Because your old man was wrong here, too!" (275)), goes further towards
building a more plausible hypothesis.

However as we see in Shreve's

sayings like "Let me play a while now (224)" about which we might feel he
does it as if he plays a game, this process can be thought of as a free
variation by imagination.

Here, notice that they are playing a game to

create the most plausible story making very important changes by
imagination, such as it was not Bon but Henry who was wounded in the
battle field (275).

At the very final stage of their storytelling a jump,

which lets them reach the essential seeing, occurs.
Donald

Kartiganer

examined

this

In

terms

We already know

of an

imaginative

identification of the narrators with the narrated: "... it does not depend
on a closeness to historical fact, but on the vitality of the telling and the
passionate involvement of the narrators with their subject and each
other ... " (92).

According to the argument so far, Kartiganer's view can

be viewed as valid only when what he says as "the passionate
involvement" is understood as a qualitative change of the relation
between the narrated object (phenomenon) and the narrators (cognitive
subject) from a passive one to an active one.

This means we should also

explain the difference of Rosa's involvement and Quentin's and Shreve's.
Rosa's involvement is passive as far as the personal bias prevents her
from making a plausible explanation about the past event due to the need
to defend herself.

Added to this, the most important point is that we

understand two young men's narrative in the context of a mimic
differentiation of preceding stories.

Destroyng the legitimacy of the

preceding accounts is done by imitating the antecedents and it becomes a
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deconstruction of the father's story.

Their story attains the truth, or

some aspect of the truth, as long as it contains both association with and
dissociation from the father's story.
The hypothesis of Bon's black blood which they reach at the very end
has no ground in actual fact, therefore there is no way to judge whether
the hypothesis is true or not.
plausibility that it is true.

Nevertheless it appears with great

One reason why they could present the most

plausible theory in their narration is that, being conditioned by the
strong empathy between the narrator (himself) and the narrated (in this
case, Henry Sutpen), Quentin, who was inspired by the similarity of the
situations under which both of them (Quentin and Henry) were confined,
projected his emotion upon Henry the narrated, and turned him into his
own persona, a mouthpiece of the narrator.

Tempted by Shreve as a

psychoanalyst, through the mask of Henry, Quentin expresses his own
conflicts substitutively; that is, Quentin, for examining the biggest fear of
Henry Sutpen a Southerner, is urged to confess the biggest Angust of
himself, who lives in the 20th century also as a Southerner.

It is the fear

of miscegenation which threatens the identity of whites (~ [MJ 90·92).
"This means that it is passively preconstituted as such and that the
seeing of the eidos rests in the active intuitive apprehension of what is
thus preconstituted-exactly as in every constitution of objectivities of
the understanding, and especially of general objectivities" (Husserl 343).
If we paraphrase such a Husserlian discourse by Freudian terms, the

essential seeing can be understood as a process of making the
unconsciously given things conscious.
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The story of Henry and Bon told

by Quentin functions in the same manner as "dream" in Freudian
psychoanalysis.

By using Henry as a persona, Quentin expresses his

repressed unconscious emotional conflict in the form of a story.

Shreve

involuntarily plays a role of psychoanalyst, interprets Quentin's version
of the Sutpen story as a dream.
However due to the complete identification with Shreve, Quentin is
coerced to reach the self-recognition as the discovery of his own repressed
conflict.

Hereupon the essential seeing of the phenomenon is absolutely

overlapped with the cognition of the self.

If we see it as a

self-recognition, the reason why their version of the story attains the
authenticity without any factual evidence might be explained logically.
The discovery of the truth about Henry Sutpen's shooting his friend Bon
relies on Quentin's recognition of his own racial anxiety; therefore the
empathy with the narrated person and the candor to clarify his own inner
conflict which is surely shared with Henry are the sole necessary
elements to find the truth about the past case.
within his own mind.

The truth already lies

Added to this, Husserl says essential seeing can

evolve from fact or fancy.

He says, a general judgment of essence, which

he calls the same as essential seeing, does not differ whether it depends
on perception or fancy.

A sensory perception posits not only an entity or

an image, but also the essence of a perceived object, and the content of the
perception, which is posited as what exists, can be treated the same as
what is created by fancy.
The method of stream of consciousness deals with the process of
perception or recognition as its main theme, and phenomenology, which
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was the center of the philosophical trend during the twenties and thirties,
is understood as an epistemological research of human cognitive faculty.
The conceptual framework of Husserlian transcendental phenomenology
offers us several tasks; to clarify the connection between the real
existence and recognition and hence elucidate the interrelations among
action, meaning and object.

This methodological framework of Husser!

can be of great help when we attempt to examine the significance and
function of the narrative structure in AA, because the novel, dramatizing
the speculative process which leads to the truth (or that which supposedly
true) through the accumulation of interpretive acts, questions the basis of
human cognition itself.
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Conclusion
Historicized Narrations in Faulkner's Appendix to The Sound

and the Fury.
A Metacritique of Totalizing Power through the Dialectic of
Integration and Fragmentation

The

argument

in this

last

chapter

is

concerned with

the

interrelation of The Sound and the Fury (1929) and "Appendix: Compson:
1699·1945" which Faulkner wrote 16 years later to provide somewhat of
an explanation of the former.1

Examination of the Appendix makes us

aware of a strengthened historical consciousness compared to the original,
and I try to understand the significance of the Appendix's integration of
four excerpts, which are the fragmented components of the original, into
one chronological or genealogical framework.

This involves, in my

opinion, the author's increasing attentiveness to society acquired through
his extended work as a screenwriter in Hollywood, which is the very
center of what Adorno calls the culture industry.2

Though superficially

it seems to construct an integrated view, which the original novel refuses
to present, of the narrated world, the Appendix in fact secretly throws
away, or more exactly, deconstructs, what it has apparently built.
The above claim is based on attention to female characters like
Caddy Compson, her daughter Quentin N and Dilsey, a black servant of
the Compsons.

Principally, I draw the line between the different types of

relations depicted in the Appendix; 1. the relation of who gives a name
and who is given a name represents living in a history accepting various
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determinations of outer forces and 2. the interplay between who sees and
who is seen is closely related to resistance to history as an inevitable
flowing of time.

What I want to show is that the Appendix, acting as if a

transcendent, objective portrayal of the tragic history of the Compson
family, empathizes with these women who are trying to escape from the
restrictions of social systems, and that their given names are the signs of
their being in a history.

It is not attempting to become an objective,

impersonal account of a tragic history of the Compson family as it might
possibly seem to be; but actually, it is a sort of a lament for females as
symbolic archetypes of people who are defeated by the inevitable flow of
time or history.

1

It is an image of Caddy Compson, Faulkner says of The Sound and
the Fury, that drove him to start writing the novel: "Caddy climbing the
pear tree to look in the window at her grandmother's funeral while
Quentin and Jason and Benjy and the Negroes looked up at the muddy
seat of her drawers" ("An Introduction to The Sound and the Fury." The

Southern Review N.S.S, 710).

However, Caddy Compson never appears

in the novel as a focal character whose consciousness is directly depicted
from inside, or as a dramatic agent of the story told in the novel.

She

becomes an object, an empty vessel, to be filled by interpretations of other
narrator-characters.

Even in this first image of her climbing up the pear

tree, which turned out to be the root of the whole text, what Caddy sees
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and what she thinks are not conveyed to readers; we are provided only the
Compson brothers' external views of young Caddy.

Despite the fact that

she acts willingly to see what is happening, Caddy is absent on the
surface of the story, and thrice given interior monologues of the brothers
form the basic structure of the narrative.a

Moreover, the plural images

of Caddy presented by the three brothers do not overlap and converge
with a total, ultimate acknowledgment.
In the last section which immediately follows the three interior
monologues, an anonymous, transcendent narrator tells the story over the
shoulder of a black servant Dilsey who, in the later part of the section,
attends the Sunday service at a local black church.

She feels an ecstatic

sense of unity during a visiting reverend's sermon and arrives at a strong
conviction: "I've seed de first en de last" (297).

What is suggested here is

that Dilsey takes a transcendent position of a seer over the whole history
of the Compson family, as much as the anonymous narrator; however, we
hear nothing but the declaration of having seen the first and the last.
Yet we do not know what the first and the last are-we do not know the
actual content of the integrated perspective of the Compsons' history
which Dilsey insists to have seen clearly.

Surely, this is partly because

Dilsey is not given the occasion to deliver her own interior monologue in
the novel.

As the narration does not get to a faithful representation of a

history, the very last understanding is left open to each reader.

The

novel negates a reductive convergence to a settled form, a unitary
meaning.
Thus, given the argument stated so far, the significance of the
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Appendix grows to be more important than ever, for the reason that it was
initially planned to be just an introductory passage for the Dilsey part,
which was going to be included in Malcom Cowley's edition of The

Portable Faulkner.

As said by the author, the Appendix is "the key to

the whole book"-after reading it other sections will "fall into clarity and
place" (Selected Letters of William Faulkner
implication" (Cowley 36·7).

220)-"a piece without

The Appendix, another way to tell a story

already told four times (Meriwether 245), sorts the people involved in the
history of the Compsons into a catalogue and shows their episodes
individually divided under particular headings.

Also, the whole drama

of the Compson clan is put in a chronological order to present a panoramic
view; the Appendix appears to illustrate the first and the last that were
never offered visually in the original text.
Both

the

descriptive

catalogue

of the

Compsons

and

the

chronological reorganization of the narrative part, which was once said

The Sound and the Fury, might be arranged to give easier access to the
original text that many readers regard as difficult to understand.
Indeed, the same strategy of providing an easy access is adopted even at
the content level.

By introducing the chronological order and the central

vantage point from where the narrated world is totally seen, the
Compsons' family history takes the form of tragic fate.4

Northrop Frye

writes that the sense of tragedy usually comes from "the recognition of
the inevitability of a causal sequence in time" (Frye 214); that is, the
ordered time sequence in the Appendix could be conductive to reducing
the many facets of the Compsons' history into a single image of the tragic
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collapse of an old -established Southern family.

A good example for

explaining this observation is the transforming role of Caddy, who was
absent on the textual surface of the original work.

Unlike the former

treatment as an object of her brothers' introspections, the Appendix
pushes her into social-political contexts often with concrete references to
contemporary phenomena.

She "[m]arried 1920 to a minor moving

picture magnate, Hollywood California" (337) and divorced 1925.
1940 she disappeared in Paris under the German occupation.

In
One

picture, in which she sat in the seat of an expensive car beside a German
staff general, was issued on a "slick magazine" five years after her
vanishing in Paris.

Thus, Caddy's life becomes a tragic process of

corruption; she falls into Hollywood, a capitalist symbol, and then into
the Nazi swastika which American movies repeatedly draw as the
materialization of eviLs Out of the worlds of subjective speculations, the
figure of Caddy is moved into the social-political context in the Appendix.
Caddy's absence in the original text, says Donaldson, results from
the failure of the Compson brothers' interpretive trials, the purpose of
which is to bring a coherent meaning to her behavioral fluidity, to
stabilize and tame her on the behalf of the orders they prefer (31-3).
Caddy escapes from the patriarchal system.

Her aloofness from any

interpretation means that her flight is yet unconstrained; she is still
outside of the representation of masculine gazes which intend to catch
and fix her.

However, the sequel story of Caddy in the Appendix implies

the closure of her flight from the system because eventually she is caught
by other repressive systems like the culture industry based on market
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principles (Hollywood) or the totalitarian political authority (Nazis).
Her resistance to patriarchy has crisscrossed the flight from the dominion
of masculine gazes where women are confined to stereotyped notions of
sex or gender role,s but, once replaced in the relations with larger
external forces, Caddy gets contained in "an open powerful expensive
chromium trimmed sports car" (339), eternally imprisoned in a page of a
popular magazine by the impersonal gaze of the camera.

If so, it is likely

that in writing the Appendix, the author wraps up the story with Caddy's
transformation into a still image and that is the announcement of her
defeat, the stoppage of her flight from the Oedipal conflicts under
patriarchy.

2

According to the chronological sequence, the Appendix reshapes the
previous text, which disperses plural discourses around empty Caddy,
into the Compson tragedy represented best by Caddy's corruption against
social-cultural backgrounds.

In this case, I wonder if the whole text of

The Sound and the Fury, including the Appendix, presents the ultimate
interpretation about the whole event dealt there.

Do they resolve the

perplexing suspension of meaning at the very end of the story by
excluding other possible explanations, as did the contemporary detective
story which was a popular novelistic form in 1920-30s?7

Reading the

Appendix carefully, it is noticeable that the author dissociates himself
from such a dominant form (like detective stories) of telling a story.
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One

of the elements which divides Faulkner's Appendix from detective stories
is the way it exhibits an inevitable causal sequence of a history through
its narrative framework.

Remember Frye's observation that I mentioned

earlier: a chronological rearrangement of a story compels one to recognize
the inevitable causal sequence of events, which will be the source of tragic
sense.

For instance, the word "doom" is frequently used in the Appendix,

a supposed implication of a history that is fatally determined, necessarily
irreversible.

Faulkner begins to retell the story of the Compsons by

putting an episode of a Native American chief, Ikemottube, at the very
beginning.

Notice that by a clever linguistic distortion of the name

Ikemottube, Faulkner manages to equate the word "man" with the word
"doom."

Actually, Faulkner introduces the man=doom equation so that

later he can discard it:

A dispossessed American King.

Called 'Du Homme' by his

fosterbrother, a Chevalier of France, who had he not been born too
late could have been among the brightest in that glittering galaxy of
knightly blackguards who were Napoleon's marshals, who thus
translated Ikkemotubbe's Chickasaw title meaning "The Man";
which translation lkkemotubbe,

himself a

man of wit and

imagination as well as a shrewd judge of character, including his
own, carried one step further and anglicised it to "Doom."

(329)

What is happening here is that Ikemottube's Chickasaw name, which
means "the man," is translated into French, Du Homme, and then, with
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the aid of their phonetic association, Ikemottube himself translates it
again into an English word "doom," significantly changing the denotation
but still preserving, or expanding, the deeper connotation of the former
words.

This episode implicates that a man's name is a fatal determinant

of a man's life.

Given the name "Ikemottube," one Native American

person assumes a function of an allegoric personification of the doom; the
fate to which human beings in general are destined.

Moreover, this

episode will remain as a frame of reference for the Compson history to be
told thereafter.

Namely, the misery of one white family seems to entail

the doomed history of Southern culture in generaLs

What I want to

assert is the visible dominance of the allegoric structure over the whole
text-a particular man becomes a representative of universal doom.
name is a symbol of the fatally determined existence of ourselves.

A

Once

given a name, the life of a person has a reference to a larger social context
like a family history or a tribal root.
But we should immediately negate the claim above partly because it
is easy for us to point out one noteworthy grammar mistake intervened
within the succeeding translations through Chickasaw via French to
English.

I would like to notice that at least Faulkner is not insensitive

to the error since he said he used "Du Homme" intentionally, instead of de
l'homme (correct form), when he was asked by Cowley ( "I know it's de
l'homme" (Cowley 43)).

It could be presumed that the author chooses

"Du Homme," knowing it is grammatically inappropriate, just to associate
"the man" and "doom" by the phonetic resemblance.

He uses a

grammatically wrong expression to produce a man=doom equation.
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The

possible implication of showing this verbal transition as natural and
necessary is an underlying allegoric framework of the novel, including the
Appendix, in which a particular tragic event represents omnipresent fate.
However, the plausible appearance of this allegorical relation between
particular and general is nothing but a sham, a dramatic device the
author uses with an awareness of its illusory function.
What is concluded from this observation is quite important:
superficially, the Compson history becomes a symbol of general human
tragedy in this kind of structure, but in fact, such an allegoric circle of
particular and general can only be found by a transcendent subject like a
story teller, in this case, a narrator who fictitiously connects the meaning
of an individual event with a larger frame of reference (social contexts) to
tell a history.

History is something generated accidentally, for example

by a morphosyntactic error, or it is a story invented by "a man of wit and
imagination."

There lies the work of subjectivity behind the objective

semblance of this allegoric narrative which urges us to find the tragic
nature of life, the doomedness, through the chronologically extended
panorama of a history: it is ourselves who find a tragedy in a history.

I

assert Faulkner frequently calls attention to what exists behind history
and allegory at many places in the Appendix, and this is an example of
the author's deepened recognition, compared to the original text.

The

original text proposes the ultimate absence of objectivity, disposing
different subjective interpretations that are sometimes contradictory
with

each

other,

while

in

the

Appendix

Faulkner

exercises

a

transcendental analysis of objectivity, how a subjectivity works under the
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semblance of objectivity.

If the argument above is correct, the state of

being able to see the first and the last-the core of the Appendix's

perspective constructed within a mind of a single subject.

Thus, the

be

understood

as

.

Imaginary

status-should

also

.

an

descriptive

presentation of a consistent perspective about the Compson's family
history is also a transcendent analysis of how we create a history through
the work of imagination.
Actually, the story of Caddy's flight from patriarchy had to be
re-adjusted to the widened scope, expanded into the range of generations,
probably because the Appendix targets capitalism more than patriarchy
for critical examination.

By the consequence of this development, we are

shown not just one first and last, but many firsts and lasts: history turns
out to be an endless repetition of first and last.
of the historicization in the Appendix.

This is another meaning

Faulkner lets us see first and

last; but, they repeat themselves endlessly.

The history shows itself as

finite when we project our limit of recognition over it.

However, once the

scope is widened, it is possible to infer that it is infinite.

The historical

story of the Appendix makes it appear that the Compsons have repeated
the efforts to escape from dominant powers at various times.

It shows

that such a repetition of flight and entrapment is inevitable, akin to what
could only be called fate.g

For example, the first Compson who turns up

in the chronicle, Quentin Maclachan, runs away from Culloden Moor to
Carolina because of standing against an English king.

Due to his

unsuccessful conspiracy "to secede the whole Mississippi Valley from the
United States and join it to Spain" (331), Charles Stuart is forced to flee
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just like his father.

They do so, urged by what is supposed to be the

Compsons' nature; the nature is explained like "[f]led by night too,
running true to family tradition" (332).

At this point we understand that

Caddy Compson and her daughter, Quentin IV, are legitimate heirs, far
from outcasts, of the family tradition.

Then, as if imitating her mother,

Quentin resists her tyrannical uncle Jason, steals back $7000 which the
uncle has stolen from her, and escapes.

Their legitimacy in terms of the

family tradition of escape from power could be confirmed only when the
history of the Compsons is seen retrospectively.

From this, we may

notice another reason why Faulkner historicizes the story that was told
before and why he retells the story in such a peculiar way in the Appendix.
The Appendix alludes to a role reversal in which women oppose powers,
and as we saw, flight is the right expression of the Compsons' fate.

We

understand these women are the legitimate heirs of the Compsons when
we are shown the panoramic picture of the whole Compson history.
Let me summarize the argument so far.

First, the Appendix surely

thematizes history; however, it does not present a linear unfolding of one
history as at first it appears to do.

In reality, history is an accumulation

of inevitably repeated stories of flight and entrapment.

What could be

designated by words like doom and fate is this repetition, which is
imposed on us by our existential condition as vacillating between
opposites-that is, flight and entrapment.
point.

This relates to the second

In the usual framework of allegory, an individual is just a

representation of a general idea, a personification of a transcendent
entity, and tragedy perceived in this sense proves "the omnipotence of an
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external fate" (Frye 209).

But as we saw in Ikemottube's case of naming,

doom is found through a subjective judgment on the basis of introspection,
which sometimes includes definite errors.

Doom is derived from our own

nature in which we repeat flight and entrapment; also we are
predetermined to fail in a flight toward absolute freedom.
As Caddy Compson, "[d]oomed and knew it, accepted the doom
without either seeking or fleeing it" (336), is finally captured by a larger
social system symbolized by Nazism, the Appendix comprehends a history
in terms of the necessary failure of escape, with which the passivity of
human beings in history may be associated.

Caddy's behavior could be

thought of as an ethically affirmative response to the necessity of history,
as far as she accepts the doom-in other words, the passive nature of our
being-knowing acceptance certainly leads to some loss.

She commits

herself to it, without looking away from it.

3

When we look back at the origin of the family history in the
Appendix, it is understood that the mother-daughter series of Caddy and
Quentin faithfully represents the essential character of the Compsons.
This may be aptly illustrated by taking notice of their attitudes toward
naming.

As I have said, the Appendix speaks about doom which

implicates the irreversible movement of history in a principal sense.
Related to this, as the symbolic expression of this abstract doom, the act
of naming, or a succession of a name, fills the foreground of the story.10
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Naming is employed to make prominent the definite role of "other" who
exercises an influence over another in a causal chain of events.

Name is

a pure given, as it were, because a name is unavoidably imposed from
outside, regardless of, or prior to the will of a person given the name.
Conversely, a person who gives a name imposes his/her will upon another
person.
influence

In this sense, naming appropriately expresses an exterior
of

the

other

(meaning

otherness

1n

general),

whose

arbitrariness turns into inevitability on the side of recipient (we cannot
avoid being given a name).

Also, the extension of such a scheme leads to

an exploration of the source of power within concrete relations of
individuals; through the use of the naming theme, the author explains the
minimum model of power between individuals and it also forms a
minimum model of irreversible history.

Thus, taking the dramatic form

of naming, the Appendix grasps the significance of doom in terms of direct
relations with concrete others.
The first Compson whose behavior could be examined on naming is
Jason Lycurgus, who came to Jefferson in the beginning of the 19th
century, forced "by the compulsion of the flamboyant name given by the
sardonic embittered woodenlegged indomitable father" (332).

What we

should pay attention to is that name-givers bear crucial losses; in this
case, Jason's father, Charles Stuart, is physically handicapped, and his
wooden leg is an outcome of defeat in war.

Through naming, unfulfilled

wishes of the father are inscribed on his son, and the name becomes a
strong driving force in his life.

Such a determination made by others is

arbitrary and accidental, but it forms a necessary origin of a personal

104

history on the side of whoever involuntarily accepts the determination
represented by the name.

In this way, naming

IS

a metonymic

expression of a process in which contingent impacts from others are
transformed into internal, necessary principles within receivers.

This is

caused by the asymmetry of who gives a name and who is given a name,
which the irreversible flow of time necessitates.

The arbitrarily given

names become the absolute determinations, based on the asymmetry of I
and you in flowing time.

Thus the historical necessity, often called doom,

is considered in singular and concrete relation, and it is not limited to the
relation of parents to children.

This minimum model of naming is

extended in human relations in general; as we saw in Ikemottube's case,
naming in the sense explained above, takes place between foster brothers.
The implication of this naming model is that otherness is the decisive
determination from outside; however, it is not transcendent but internal
and also concrete.
In the past, the Compson menfolk have been involved in their fates
-fates understood as the absolute relation to others in the above sense,
but now it is women who could be responsible for an ethic of being in a
fatal relation represented well by naming.

Let me cite the following

example to illustrate how Caddy relates to naming: "[w]as two months
pregnant with another man's child which regardless of what it's sex
would be she had already named Quentin after the brother ... " (337).
This sexually perverse naming is incurred by Caddy's resolution to give
the dead brother's name to her child.

In fact, the Appendix often

provides a standpoint from which such reversals are regarded as
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necessary.

In this case, Caddy is guided by the fatal power of the name

which was given to her when she invites a gender reversal through
naming.
daughter.

Caddy achieves a gender reversal by giving a name to her
However, Caddy herself seems to be fatally determined by the

almost obsolete meaning of her given name.

"Caddy" originally means a

servant boyn; the neutrality of the word underlies Caddy's capacity to
produce a constant agitation against stereotyped gender roles.

Certainly,

the name Caddy gives to her daughter shows proof of her active
engagement in life, but it is possible only as long as she accepts her own
fundamental passivity through her given name.

She passes the will to

escape on to her daughter by naming, presumably because she can look
straight at the existential condition of being named, being in a world as
one who comes after others in the world, and understands the
exitless·ness, the impossibility to escape from such a determination for an
individual being.
Compared to these features in Caddy, the male Compsons who live
in the 20th century seem to evade reality.

They escape from reality and

enter into the realm of ideas, the world of imagination.

The dipsomania

of Jason III, the desperate growl of Benjy, Quentin's drowning in a river
and Jason N's obsession with hoarding-all these are the symptoms and
results of their escapes.

Quentin III breaks the watch bequeathed from

the father, and Benjy feels less uncomfortable when he goes around the
square counterclockwise-a defense mechanism again, done for the
imaginary negation of the inevitable flowing of time.

A rational

sophistication of this sort of defense mechanism gets at Jason's strategy
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of hoarding because theoretically, money is a pure possibility that can be
exchanged for any goods, at any time and any place.

His obsession for

saving money is supposed to be one form of keeping possible choices at
hand, which gives him a sham of freedom, a false impression of temporary
emancipation from time and history.
This contrast between men and women
domestic discord of Jason ill and Quentin N.

IS

highly salient in the

As the last embodiment of

the Compson tradition, Quentin N elopes with "the pitchman who was
already under sentence for bigamy" (347).

But unlike her mother's, her

flight from the closed system no longer leads to some place.

It is an

invisible journey catering to a call from the chaos: "whatever occupation
overtook her would have arrived in no chromium Mercedes; whatever
snapshot would have contained no general of staff' (348).

On the

contrary, Jason's wish "of catching her without warning, springing on her
out of the dark" (34 7) designates his effort to re·entrap what escapes, to
fasten it under the control of his gaze.

This is the only way for him to

renounce the complete passivity which is coerced by history as the
inevitable flow.

Males pretend to be an active agent by glossing over

their impotence with fantasies, while females like Caddy and Quentin
physically face the impacts of external forces.
At this point, we discern two different attitudes toward time and
history as an irreversible flow.

The relation posed between to name and

to be named is unchangeable as long as it belongs to the time sequence of
real life.

In the Appendix, this relation serves as a metonymy of the

essential passivity of our being, by which accidental impacts from others
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necessarily turn into something absolute for one being.

To live in this

total passivity tends toward the repetition of flight and entrapment for
the early male Compsons, and also for the female Compsons of the 20th
century like Caddy and Quentin.

The antithesis to such a participation

in history through submissiveness is indicated by a relation between a
seer and an object to be seen.

A seeing subject puts something under the

control of its gaze, turning it into an analyzable object which can be fit
into an order he prefers.

This attitude refuses to accept time as an

irreversible flow in terms of the desire to stabilize a movement, and it is
the modern male Compsons who adopt this strategy to secure themselves.
The last issue I want to ascertain is which of the two attitudes does
the Appendix's formal structure take a stand on?

With which one doe the

author indicate more empathy, or tempt us to think as legitimate?

It is

still ambiguous because such a transcendental judgment is modestly
reserved in the Appendix, as we might expect.

When we come closer to

the end of the story, the narration of the Appendix gives us an impression
finally that now we see the whole of the Compson chronicle, the first and
the last, in an extended sense.

It seems that an anonymous narrator at

last completes the narrative, and there will be no successor of the family
name after Quentin N; at least we cannot know if anyone will succeed the
Compson name in the limit of the scope the Appendix provides us.
However, I would like to call attention to Adorno's predictive remark,
which suggests that nothing can evade the fatal repetition forced by
history, "[b]oth escape and elopement are pre designed to lead back to the
starting point" (Horkheimer and Adorno 142).
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The very fact that we

cannot see the whereabouts of Quentin N-how she shall return to the
starting point-is evidence of the outside, the gap which remains within
the narration that seems to have come to an end.

Quentin N is still

escaping from the transcendent gaze of the narrator; so the story/history
is still moving on.
invisibly.
subject

The history never ends; it still continues to enfold

In my opinion, the Appendix regards the relation of a seeing
and

a

seen

object

patriarchal-capitalist power.

as

another

minimum

model

of

I would like to return to Dilsey in order to

conclude the analysis so far carried on.

4

According to Donaldson, based on the distinction marked between to
see and to be seen, The Sound and the Fury depicts a male as one who
wants to be a seeing subject and a female as an object to be watched
(Donaldson 31).

This subject-object hierarchy overlapped with to see/to

be seen distinction, is deemed to be a model of larger structures of
social-political power.

To give an account of this, look at the case of the

librarian Melissa Meek, which becomes the longest episode introduced in
the Appendix.

She was a schoolmate of Caddy Compson and now works

at a public library.

As a librarian who has a free hand for arranging

books; she hides her favorite books, like Forever Amber and Tom Jones,
from dirty-minded boys by placing them on the corners of shelves where
they cannot be seen.

Such deeds in a sense imitates that of males as

seeing subjects; for example, we see at Jason's store that "the goods it
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contained were not shown but hidden" because he did not wish to show
Negro customers "what they could learn to want."

Rather he wants "to

supply them on specific demand with what they could not help but need"
(338).

Like Jason, within the limited place where she is allowed to

behave as a ruler, Melissa Meek controls the demarcations of what can be
seen and cannot be seen without any restraint.

However, one day she

was almost overcome with madness when she happened to see a picture in
which her former classmate appears with a German staff general.
Caddy is put into a frame full of prominent motifs-a popular slick
magazine, chromiumed Bentz and Nazi general-Adorno would say all of
them connote totalitarianism, or more exactly, the totalizing power of an
abstract

system.

Melissa's

madness

comes

from

the

desperate

confirmation that Caddy's flight has failed, that her escape from
patriarchy finally ends, being entrapped by another masculine social
system.

But the first response she takes to save Caddy is to consult with

Jason ill, who refuses to accept Melissa's proposal to take some action to
rescue Caddy.

Moreover, Jason does not even confirm that the woman in

the picture is Caddy.

Even if it is Caddy, that is good news for him to

hear that now his sister has stopped trying to escape, and has re-entered
the control of a masculine gaze.
On the contrary, Jason himself is afraid of being held under the
control of the other's gaze ("simply considering the police" (343)), because
it means to be an object to be seen; to be feminized.

This fear is

apparently related to the reason why he has a dreadful feeling toward
Dilsey, "so fearing and respecting only the Negro woman" (343).

110

As

repeatedly mentioned, in The Sound and the Fury, the original text, she
was given the vantage point from where she could watch the first and the
last.

Her competence to see things is said to be clairvoyant, "as if her

eyes could and did penetrate the walls and ceiling" (270).

However,

when Melissa comes to see Dilsey with the purpose of getting her to
confirm that the woman in the picture is Caddy herself, she is almost
blind because of old age: "'My eyes aint any good anymore,' she said. 'I
cant see it"' (341).

But what she is losing is just the physical faculty to

see things, because she can immediately understand what is happening
even if she cannot see them directly.

For example, Dilsey knows what

Melissa has already done before coming to her because she refers to Jason
by "he" from the very beginning of their conversation, as if she already
assesses what is really going on, as if she knows Mellisa already
consulted about the matter with Jason.

In truth, it is obvious for these

two women that what they see in the picture is Caddy, but at this point
Dilsey refuses to judge by seeing whether it is Caddy or not.

We cannot

say she loses her former status as a transcendent viewer because her
refusal to judge whether it is Caddy or not, is believed to be intentional.
To evaluate something by putting it before oneself and looking at it in its
stasis is exactly the same behavior which a masculine social system
coerces us to do.

By becoming a seeing subject, we give ourselves to a

total subjection to an imperative of the social system.

Dilsey knows that

she will be entrapped by the very system when she becomes a judge by
seeing something from a transcendental point of view: " ... she didn't
want to see it know whether it was Caddy or not because she knows
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Caddy doesn't want to be saved ... " (342).

She knows Caddy knows that

re·entrapment is the fatal result of an escape.

By pretending to be

blindly ignorant, she tries to dissociate herself from a conspiracy which
men form with an abstract totalizing system when they agree to enter the
politics between gazes.

So, the refusal of a transcendental position

where one can see first and last means a denial put against the
patriarchal-capitalist social system.

The refusal to see and judge is a

behavior of resistance at this point.
The anonymous narrator of the Appendix modestly follows this
action which was made by Dilsey with dignity.

The narrator watches

firsts and lasts from a transcendental standpoint and by this s/he makes
us able to see the repetitive structure of history.

But the vacuum

Quentin N left behind by her escape does not allow the structure to close
itself for complete stasis.

Although s/he (the narrator) seems to be

beyond the limit of being named because of his/her anonymity and
behaves as if an absolute sovereign by occupying a place of transcendence,
the narrator shares with Disley one attitude: what both of them implicitly
negate is a final interpretation based on the insatiable desire to stop the
movement of history as repetition.

Notes

1. For detailed accounts of the production of the Appendix, see Blotner, Faulkner: A

Biography 466·76, Dickerson 317-321.
2. In Dialectic of Enlightenment which was published in 1947, Adorno indicated
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that contemporary mass culture, which was represented well by Hollywood movies
worked as a subpart of the repressive social-political system under high-capitalism.
He calls such a totalitarian social configuration "culture industry."
3. Donaldson gives us a summary of a dominant critical trend that points out the
interrelation of narration and voyeurism in The Sound and the Fury (28).
4. For example, Dickerson's following remark takes this type of view: "Faulkner has
surely shown us the first and the last for a more complete tragic recognition" (323).
5. According to Adorno, the culture industry and Nazism are alike in terms of the
totalitarian strategies they use on the public.

See chapter 4 of Dialectic of

Enlightenment.
6. Donaldson claims that Caddy's flight from masculine gazes overlaps with the
author's own resistance against the market's demand which comes out in the
appearance of agents like editors and publishers.
7. Popular fiction of 20·30s favored certain narrative patterns and imageries.
Wenska points out that the typical anti-heroic figures in those stories were
requested to come forward by male readers of this time because they were in the
serious danger of their masculine subjectivity and wanted to have substitutive
figures of a strong man.
8. Relevant to this, Davis criticizes Faulkner for his supposed desire to re-establish
white masculine subjectivity, of marginalizing women and blacks in the Appendix's
narration.
9. Peek regards that the vacillation between order and flight is quite essential to

The Sound and the Fury as a whole, that is, including the Appendix.
10. What becomes apparent first is the succession of the names like Quentin and
Jason when the Appendix shows the Compson history in the chronological and
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genealogical manner.

In this sense, names have significant roles in the Appendix.

11. "2.a. A lad or man who waits about on the lookout for chance employment as a
messenger, errand-boy, errand-porter, chair-man, odd-job·man, etc" (OED).
notice that the kind of service is to carry or to bear.
her role of bearing a child.
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Also,

This may have a relation to
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