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CHAPTER I
INTRODUCTION

This summary of oritiecism will be conoerned with two
aspeots of work on Faulkners: first, the artioles and chapters
of books relating to Ag I lay Dylns; secondly, those concer-
ndd with polarity and antlthos.t; characteristioc of his
novels. | f

The early oritics of A L LeY DYing objected primarily
to the subject matter of the novel. Faulkner's delight in
'mronlo, violous, and dissipated people was deplored by the
critios of the 19308 who, like Henderson, 1found his work
cheap and melodramatic since it did not even have a seoia.l
conscience. The New York Times' review of Ag I W m
declared that the novel was unfortunately second rate because
its content made 1t inferior. Granville Eicks,3thongh he ad-
mired the form of Ag 1 Iay Dying, disliked its pmoc'apatio%
with unpleasant subjects. Only a French oritic, le Breton,
admired the work, finding the writing "preoise and vivid."

George O'Donnell was the first of many to suggest liter-
ary and mythologloal parallels for the action of the novel.
He found the Bundrens' funeral journey "not unlike that of
the medliaeval soul to roduption."s The poor whiles were, he
felt, in the Sartoris tradition, keepers of thz traditionsl
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morality based on honour and courage., Warren, Howe, and



8 :
0'Connor upheld O0'Donnell's admiration for the Bundrens,

speaking of them in terms of heroic fulfilment, and dignified
courage in the face of insurmountable obstacles. Cash, par-
tieularly, was olted as showing humane sympathy and under-
standing. Having rejected the earlier oritics’ condemmation
of the movel's horrifying subjeot, the men of the 1940s up~
held the worth of As I Ley Dyipg by ignoring its grotesquely
humorous quality, and exaggerating its, to fhon, positive
contribution as a novel of aﬁ:.mticn*.

Olga Vickery made the first analysis of the novel per
88 in her discussion of the levels of communication on which
the characters operated. As the basis of her later chapter
"Dimensions of Oonsoiousnesa,"9her articl_c,lloluilo rejeoting
the 1ntrinsio .werth of what she feels 1s a "travesty of the
ritual of interment,” directs its attention to the charaoters:
and their relationships one with the other, During the 19508
there were two maln approaches: the first, arising from
Vickery's study, concentrated primarily on the characterss;
the second, following O'Donnell's earlier lead, approached
the novel from the standpoint of myth and religion in an at-
tempt to find a symbollioc and mythical structure within 4s I
Lay Drine.

In the first ocategory one might suggest Sawyer's study of
the nowel's haro,neeellner's "Closer Look at As 1 m m,zz
Stonesifer's article oconcerning Dewey D011,13and Handy's ac~-
~count of "Faulkner's Inner Eopertor.'withue Sawyer and Stone-



sifer argue the relative merits of specific characters;
Goellner defines the ages of the Bundrens and the aspect of
Addle that each child represents; and Handy compares the iron-
io difference between the Bundrens "as participants in a jour-
ney" and their "existence as living, experiencing beings.” 13
Though there are mentions of the novel as being neither a
farce nor noble, the tone of the novoi's world or its outlook
on life 131 decidedly in the background while kinship and
psychological relations are in foocus,

In the second category, symbolic parallels are gleaned
from two main sources: Collins and King choose Greek myth;
Blotner and ﬁ]a.ggoner,' ﬁo Bible. While King searches the
Janus symbel, GCollins finds a more elaborate parallel in the
Demeter (Addie), Persephone (Dewey Dell), and Kore (Cora)
-yths;”neneter's forms as mother, dolphin (Vardaman's fish),
and horse's head, together with decaying pigs (ALLD 4#51) used
in Demeter worship, and cows as Isis symbols (apparently the
Greeks equated Demeter with Isis) are all grist to Collins'®
mill, ocapped by the discovery of the title of the novel in
8tr William Mirris® translationigr The Odyssey. 18!housh less
ingenious than Collins, Blotner finds his parallel in the 0ld
Testament story of Noah who builds to encase life, in ocon-
trast to Anse whose concern is death, and whom the storm and
flood injure rather than sustaln. wassonorzginds that the
novel not only re-enascts the Eucharist, but is incarnational
in 1ts very form.

Wasiolek, at the tum of the decadse, disoussed the



distortion of As I Lay Drying through the belief that it is
an affirmative work. He emphasizes that "the 'humoux’ of Ag
I Lay Dyinz srimaces grotesquely through the doomed protest
of Addie and Faulkner against the oondition of isolation which
all men share, and against the insensitivity of shat isola-
tienQ'zlhulkner's insistence on "the bitter conditions of
man's l.tfe"zzis reiterated by Rossky who sees man as dylng
throughout his life. He finds in the novel an abyss of truth
into which Darl falls, and which sensitive men (Cash, Tull
and Dewey Dell) will glimpse but must "voor away lest they
see 1t too oclearly." BStudies whioh view &9. L Iay m
world in less tragic terms are Howell's "Jumblies" which sees
the novel "as it was meant to bé. primarily a nonsense story,"
relaxing tensions through laughter so that "a lzrind'of balance
out of which purposeful action may be resumed” is restored;
and also Slabey's treatment of the exlistential aspects of the
novel whioch deals with "the absurdity of human existence" in
such a way that a "reaffirmation of 1life 1s found, not in the
plot, but in PFaulkner's coreative and critiocal awareness and
interpretation of the situation.® ZSVOlpe discusses the novel
as a conslderation of the meaning of "life's absurd pa:m.c!.ox"z6
in a ludicrous world. He finds death and sex, non-being and
being, and 1llusion and reality as the most 1np6rtant themes
of the novel. ,
Barlier modes of analysis are also repeated in the deoc-
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ade of the 1960s; Watkins and Dillingham prove that Vardaman



28
is no idiot, and Simon traces Darl's developing soh%;ophrmla&

This conoern with character is repeated in Robert's ‘disoua-
sion of the individuals' motives, their relationships to
Addle, and to Darl who is the only sane member of the family.
xerr3:pproaohes the novel archetypally but with a new twist,
through its ironic devlation from the romance (as defined by
Northrop Frye). This somewhat theoretiocal parallel is made

' more concrete in thp form of the Arthurian legend with Anse
as Merlin, Dewey Dell as an anti-princess, and MacGowan as
the evil magician. mokerson%dds an attempt at parallelism
An her comparison of Ag I Lay Dving's theme and imagery with

that of Bllot's The Wagte Land.

The importance of Faulkner's use of tension-sustaining

devices was first noted by Warren whose essay concerned pri-
marily with Paulkner's themes, also poses the cruclial question,
"to what extent does Faulkner work in terms of polarity, oppo-
sites, paradoxes, [and] inversions of reles;'3z.'chengh both Roth
and Thompson (briefly) discuss the sentence form as, respeoc-
tively, "a way of holding polarities in bala.nce,"aznd "Faulk-
ner's fondness for the technical principle of antithesis,"”

the first clear statement of and analysis from the approach

of polarity was made by 3latoff in "The Edge of Order,"

He bellieves that

there is much evidence . . . that PFaulkmer is willing and
even anxious to leave most [parts of the Jjigwmaw puzzleJ



in a high degree of suspension, or at least é.suspﬂnsian -
that cannot be resolved in logical or ratiensl terms. Nor
has it been recognised how very much his moment to moment
presentation of experience invelves a juxtaposition of
elements which do not goon to rit together ag&.uhioh to
some degree resist synthesis or resolution.
He finds evidence of sucd intention in"opposed or contrary
suggestions," fn extended metaphors as, for example, in the
metamorphosis of the preacher in The Sound apd 3:_@9_ Furys in
the novela tha£ end without disclosure or resolﬁtlon; and in
Faulkner's most frequent use of th‘ oxymoron, a figure of
speech which 1is itself contradiotory, and defies logiocal syne
thesis or rgsolntion; He mentions, too, Conrad Alken's dis-
covery %"of deliberately uithhelg meaning, of progressive and
partial and delayed dlacloanre;;

However, both in this article and in his later book,38
which is primarily concerned with the oxymoron, Slatoff unfor-
tunately turns psychiatrist and ascribes Faulkner's use of
such devices to a "quest for fallure.” 1In this context, the
use of polarity and antithesis is analysed as being self-de-
feating and stultifying rather than as representing a valid
perceptual viewpoint, |

Mention should also be made here of Klotz's art1c1039
whioch, while being restricted primarily to Faulkner's with-
holding of syntactic intelliglibility, asoribes a positive
rather than negative purpose to this characteristic. He ana=-
lyses zsulknor's suspension of meaning as "reflexive ferer-
ence," the withholding of undcrstanding *until the concept is

completed, at which time the roader understands what might
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have been a rather lengthy narrative in a moment of time,"

Leaver's discussion of "the negative ultimate" 1s also of
interest, particularly in the positive effect achieved by the
use of words denoting "the absence of a quality which itself
in context has a negative oonﬁotation& "*2

Polarity in As I Lex Duing
The ironic qualities of As I L&Y Dyipg have been suggss-

ted in much of the oriticism to dste. “Character oriticlsm"
has been aware that the humour is based in large part on the
tension generated by »the ironioc difference between the exter=
nal and internal lives of the characters, and, like Kerr, cer-
tain of the critics have posited the ironic antithesis between
the novel and some external literary or mythologlcal souroce.
‘This paper is based on a belief that As I ley Dylng is
of particulsr importance in referemce to Faulkner's use of
polarity. Aside from its inclusion m paradoxical and anti-
thetical devices and structures, polarity forms the actual
theme of this novel which 13 concerned with the splitting of
peroeption into two antithetical and dissonantal parts, with
extreme tension involved in any attempt to reunite then,
This divided vision can also be seen in the very genre of the
novel, the tragi-comic. The study of As I Lay DyAng as a
novel central to Faulkner's concern with polarity and anti-
thesis will be made through an examination of his use of the
recurrent motif, a device that is the imagistic embodiment of
perceptual division.
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CHAPTER II

. 2

That As 1 Lay Dyipg is'based on the Quest Myth has
been apparent to several or:.tz:!.«:s.1 Some have even gone 8o
far as to speoify an allegorical or an epic form for the
novel, with a system of wvalues based on Christian or Greek
myth. It is evident from Faulkner's work that he uses as-
soclations from Christian or mythical conventions (for in-
stance, the last days of Holy Week by which The m EEQ
the Pury is dn.tod; or the Christlike assoclations of Joe
Christmas' life) without adopting the one-to-one relation-
ship of character and event that typifies allegory, nor
even the defined background of belief that would make hils
work truly symbolic. Modern literature which is generally
searching for values, often declaring a sense of loss for
former beliefs (or at least reverting to an earlier or syn-
thetio system-- g.g., that of Yeats or Blake), cannot |
therefore be assigned to the classic literary ;ategones
which take for granted the exlstence of some teleologloal
force (Fate, God, or gods) and some preordained ideal.
Genulne tragedy necessitates a fallen world from which the
hero is alienated, and the development of the work moving
toward a catharsis in which the world of the hero is puri-



12

fied by his death as well as by his reaffirmation of those
ideal wvalues which become mirrored in real life.

Without ideal values to be affirmed there can be no
tragedy. In the same way the classic comic form implies
a birth-death-rebirth ocycle with perhaps the pastoral in-
fluence as a cleansing agent in the development. The
classic configuration is perfectly exemplified in the later
Shakespearian ocomedies such as A Winter's Jale and ﬁ_o_ Ton~
gggg'uhioh culminate in a world set right, order restored,
and villains defeated., The existence of belief in sonme .
kind of order, soclial, natural, or even supernatural is es-
sentially the yardstiock by whioch character and action are
measured. The roaderiis never at a loss as to where the
right and the good lie.

Asainst the basic outline of classlical comedy and
tragedy, the genre of Ag I Lay Dying is thrown into sharp
relief.z The main action of the novel is the fulfillment
of Anse's promise to his wife that she will be buried in
Jefferson. Thé revelation in Addie's monologue that she
exaoted this promise in calculated revenge, provides the
basic dissonance at the heart of the novel, in which the
touchstone of value is shown to be itself valueless. As
Addle, both instigator and love object, rots within her
coffin, the bizarre nission becomes inoreasingly absurd,
the sacrifice meaningless. All actions and motives become
existential in their isolation from any absolute; unless
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they are sgelf-Justifying they are arbitrary.

This struggle at the centre of the novel is made man-
ifest in 1ts form. Mar from giving "simply the point of
view of the omnigcient author,'3 the splintered vision ore-
ated by the peculiar shifting of narrator, peroception, and
even position in time, communicates a most dls)ointed, even
surrealistic sense of reality. The viewpoints of the narra-
tors are s0 disparate and so frequently eccentric that the
very structure of the novel involves the formulation of a
question rather than an affirmation: The reader sees the
action and motives of the charaoters as though reflected in
& variety of mirrors rather than through a clear glass,
Since he can never see for himself, he can never truly know
which of the mirrors are distorted, and then again, whether
perhaps the least distorted shows the least truth.

The difficulty of presenting "truth" or "reality"
where values are in doubt is a problem familiar to this ocen-
tury, and the reason why the tragi-comic mode has become
partioularly important. Tragli-ocomedy contains a schizoid
view of reality in its very structure, largely conceiving of
a world in which there are no absolutes. Though the tragl-
comedy 18 not a modern invention (in English literature a-
lone one can trace certaln of 1its features to ggggg;g,;g;
Heasure, and to some of Congreve's comedies-- notably The
Way of the World), its recent popularity 1s apparent in all
literary ficldse“



At I lay DYAng is written in e tragl-comio vein with
certain gothle or grotesque overtones. In its chronologiocal
position between m m and the Fury and m&m the
novel may be seen as a meeting point for the poetio sensi-~
tivity and papohological insight displayed in the earlier
work, and the macabre horror of Sanotuary's materiallstio
modern world. The Compsons represent a tradition of decadent
grandeur based on showy pacudé-valuos: Sanotuary exemplifies
another mask, this time not an artificlal honour but an arti-
ficial evil, the banality of which must be bolstered up by a
stagey melodrama &s in the scene do;or:.bing Red's funeral.
As I I&l mﬁys absurd presentation slgnifies the death of
both good and evil. In rejecting both masks, Faulkner.‘ doos
not turn the world upside down so that good and bad or black
and white are reversed. He asserts a reality of dissonance
and flux where tension between violent opposites 'Qénstitntes
the only existenoce.

The strange quality of u 1 m m'- humour, which
frequently borders on the hyater!.oa:l., arises from the extreme
tension of the Bundrons' situation. Allenated from thelr
community by the corpse, and broken as a family as well as
within their own personalities by the doﬁth of their notho?,
the Bundrens become the objests of an extended "sick joke,”

& form of humour having strong ties with the tall tale with
which Faulkner would have been familiar since childhood. As
such, the nbvel gathers into one unity many opposing elements

14
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embodlied in the strange conglomeration of characters who seem
almost arbitrarily chosen from different modes -- the farcl-
ocal, the grotesque, and the tragio. There are the normal
*low comedy" figures ranging from the good-natured Samson to
the indefatigably pious Cora; Addie and Darl expressing the
luocid, fantastio wog.dfszfo eggeag:/yehetio and capable of ar-
ousing awe touched with fear; Jewel, born of chaos and attrac-
ted by it, whose desecription in metaphors of wood and metal
with surrealistio colorati.onswould geen to place him against
the background of W’s Popeye.

Thus, formally, the tragi-comic presentation lncorpor-
‘ates and expresses the novel's view of reality as a basic
dynamioc dissonance. This splintered vision is developed
through a device of nult.tplé narrators who represent both
& variety of theatrical mode, and a range of temporal and
ethioal perceptions the speakers describe the action from
past, present and future viewpoints (see Appendix B), and
Judge it acoording to religious, soclial and aesthetic stan-
dards. The novel's thematioc struoture is formed from a bal-
anoe of interrelated paradoxes. Volpeéohoe“s "ata.‘sis at the
oentre of motion® as the central image, with "death and sex"
and "illusion and reality®” as the subsidiary themes in "life's
absurd paradox.® In fact, the ramifications of this schizoid
or paradoxical treatment are so extensive that gohigm ltself
begones m theme of the povel, alienation the human predic-
ament. The burial proocession of Addie Bundren represents



man's attempt to cope with the naked violence of dlsorder
and to carve from it the reality in which he must live. The
fact that the reality he ocreates is meaningless seems unim-
portant; what ultimately matters 1s the process. "A ritual,”
Northrop Frye believes, "seems to be something of a volantary
effort (hence the magloal element in it) to recapture a lost
rapport with the natural o&ele."7 That Addie's funeral may
be brought to a sucocessful gonolusion, whatever the cost, 1s
a ritualistic necessity, for death presents the ultimate
source of man's alienatilon.

As the central figure of the novel, Addie Bundren 1s pre-
sented as larger than life, her position and influence sur-
reallistically magnified. Thoush.reabody is Joking, one feels
a sense of truth in his prosestdion that Addile "plcked out a
fine time to get me out here and bring up a storm” (269).
With her death the delicate balance of order 1s violently
disrupted, daylight beoomes "the ocolour of sulphur matches"
(368), and chaos extends over the land in the shape of storm
and flood, destroyilng what man has created with his sweat
(crops, livestock, bulldings) and even orippling Cash, the
man who tries to confront it. The progress of the corpse
inltlates more violence: the fire Darl sets repeats the des-
truction of the flood, while Jewel's quarrel with the towns~
people and Dewey Dell's seduotion are further manifestations
of the outrage that the buzzards represent.

In her life Addie has been obsessed with division. Her

16
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sohizoid view of l1life which polarizes equrienoe into two
irreconcilable absolutes, word and deed, prohibits her marri-
age from giving any degree of wholeness to her life, and‘oené
demns her children to a limited perception of mality. “Her"
chlldren are consigned to sotion: their realm is the earth;
Anse and "his" children of air apprehend only through th
medium of uords:s Her sgxuai fulfilaent, paradoxiocally
through Whitfield, preacher of "the Word," produces Jewsl
capable only of violence yet longing for peace. |

Addiq's;d§ath relterates division., The children become
allenated within their own porsonalitles9and loge their sense
of self. Soclally the ranily becomes progressively lsolated |
from the commmity by reason of the decaying body, angétorn
between the ethic of common sense and that of honour. The
hostility of the natural world, expresged in the contraries
of fire and water, and in the process of decay, objectifies
the Bundrens' alienation from the natural oycle.

The ritualistic Journey is an attempt to negate the div-
iskveness that Addie stood for, to draw the antithetical
poles together, The importance of the promise Addie extracted
from Anse is not the sancti@g of a person's dying wish, nor
the revenge of the dead upon the living. Addie's burial in
Jefferson is the sucoessful transformation of the promised
word into deed, a prooess that 1s reflected in the development
of the individuals involved. Cash, for instance, is by his
injury removed from the realm of action and foroced into a



verbal apprehension of the situation: Darl is driven to ac=
tion by an 1nasina£1vo reconstruction of Addie's pleas. Their
attempt "to shape and oocerce the terrible blood to ﬁhe forlorn
echo of the dead word high in Lhke alr" (#66) explains the
violence generated by the efforts to reconclle, or at least
set into a halangpd relationship, the powerfully opposing
forces, |

The journey does, to a oertain degree, resolve the ori-
8ls brought about by Addlie's death, arnd subdue the violence
with her burial. The mode of the final section of the novel,
set predominantly in the past tense, is primarily ocomio., Ad~-
die has been buried, Darl ooaaitted, and the remaining Bun=-
drens are justifiably sablsfied with their triumphant re-
acceptance into soéiety. The ohild;on of earth and air have
passed through fire and water, completing the cycle of ele~-
ments; they have brought word and deed into a harmonious re-
lationship, replaced the ecocentrioc obsessions with fish,
horse, and coffin with the more comforting and controllable
concerns of toy tralns, bananas, and a new mother who brings
the "graphophone.” The lmagery reflects the sense of accom=-
rlishment, replacing the broken elements at the beginning of
the novel -~ the smashed wagon wheel, the cracked lantern,
the broken traces of Peabody's team, and Cash's injured leg ==
with the circular images, at first sinlster like the wheeling
buzzards, and later more serene, the turning wheel upon which
Jewel rests, or the cirocular motion of train and gramophone.

18



But the resolution is entirely formal, the oconfliots,
like Darl, cast out from further oonsideration,iind the mean-
ing of the struggle avoided. Even Darl is left with no word
but his ironically affirmative "Yes," and his paradoxical
image of the two-faced coin and its antithesis, the two-
baoked figure in the spyglass., Hls future perception will
be governed by the alternate bars of light and dark provided
by his cage in Jackson. A riddle, then, remains as the per-

manent core of life, the M m of existence.
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NOTES TO CHAPTER II

Northrop Frye, in his zgg%gg . ty (New York, 1963),
P. 17, suggests that the Ques e3 at the root of
all literary genres. Cértainly the form of the early
eplos was based on the search for an objeet, person or
place, Frye sees the comedy as the fulfilled or aehﬂgvod
quest; tragedy as the gquest in terms of a preordained
cyocle. ,
An attempt to place Darl Bundren's role in the context
of tragedy or ocomedj vividly illustrates the novel's
bigarre elements as far as structure 1s concerned. In
one gense Darl could be seen as the novel's central or
heroic figure whosé overacute observation and understan-
ding together with a hesitation to act is reminiscent of
Shakespeare's Hamlet. The two systems of ethies, the
rightness of the promise aid of the demand for lmmediate
burial, clash in him and drive him to commit an aet that
destroys him. On the oth@r hand, Darl might be treated
a8 the villain of the plece, a mentally disturbed indiv-
idual whose hatred for Jewel, born of Jealousy, causes
hin to delay Addle's burial, taking away the wagon when
he knows Addle will dle, and later trying to prevent hls
family from keeping its promise to Addie. An enemy of
oonstructive action, he 1s successfully ejected from
soclety at the oonoclusion of the novel, and order is
restored.

Richard Chase, American Novel ts Tragition
York, 1957):"1»%; : Tel and 1te It | (e

In plays: Beckett's - Godot, Albee's Who's
Afreid of Virginla Wool#?; 1§g§botryz lliot'sagsggnggh

and some of Auden's shorter poemss in the
novel: most of Kafka and Evelyn Waugh's work, end, closer
to Faulkner's own style and subject matter, Caldwell's

Iobgcco Boad.
Examples of this desoriptive technique may be found in
‘such passages as: "Hils pale eyes 1like wood set lato his

wooden face" (Faulkner, , e and
Lay Dylng, Bandom House %’&Mn eﬁi% ew Ierk,%?ké,
P. 339); "He springs out like a flat figure out oleanly
from tin" (498); "His face is kind of 2reen, then it
would go red and then green again" (426).

Edmond L. Vol 'g C » o
Choad Ly Volre; & Bepder's Gulde fo Hillles Faulimer

Prye, op. git., p. 15
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Y.+l would think how words go straight up in a thin line,
quick and harmless, and how terribly doing goes along

the earth, clingling to it, so that after a while the two
lines are too far apart for the same person to straddle
from one to the other . . ." (465).

This effect on thelr personalities is foreseen by Pea-
body when he defipes death as "a function of the mind ~--
and that of the ones who suffer the bereavement® (368).

The associations with the idea of being bound (0.E. -~bun-
den) and with the word "burden® that the name Bundren
evokea, emphasize this sense of isclation imposed upon
the family by their responsibility.

This attitude to experience is succinotly stated by

Tull: "Now and then a fellow gets to thinking about it.
Not often, though. Which 18 a good thing. For the Lord
ailmed for him to do and not to spend too much time think-
ing, because his brain 1t's llke a plece of machinerys it
won't stand a whole lot of racking. It's best when 1t
runs along the same, doing the day's work and not no one
part used no more than needful” (389).



CHAPTER III
MOTIFS OF ALIENATION

The Motif snd She Symbol

The particularly viclent and grotesque imagery nec-
essary to convey the gensations of the Bundrens immersed in
the outrage and allenation of thelr strange funeral Journey
finds 1ts most striking effect in the technique of recurrent
nntifs.i In terms of character, the motifs represent the in-
dividual®’s attempt to come to grips with and to understand
the aignirloance of Addie's death: Vardaman, for instance,
finds his thoughts obsessed with the fish he caught as Addie
was dying; Cash concerns himself with the coffin he builds
for his mother's body. In terms of a more general nctiork of
imagery, the use of motifs not only provides focl around which
the novel's seemingly disparate images coalesce (for example,
in the ocoffin itself are localized all images involving wood);
but also creates an ordered complex of assoclations which
operates within the novel as a whole. Thlis complex though not
definitive, 18 cuiulative and developmental; it 1s therefore
meaningful on;g within its immediate context., It differs
from a symbolic system by intensifying the reader's percep-
tion through the sensuously immedlate exploration of the ob-
Jeot on 1ts own terms, rather than by 1n£erpr§t1ng it in the
light of a fixed theory of meaning.

A symbolic work strives to etermalize the ephemeral
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events of this world by rﬁlating them to a definitive body
of bellief whose essentlal factor 1s its timelessness. In
the context of this everpresent yet unchanging symbolic re-
ferent, the insignificant can gain stature and meaning, but
only at the expense of its own particularity. The meaning
of the event, person, or object 1s developed only insofar
as it accords with the grand scheme, a requirement which in-
volves the denial of a large part of its inherent nature.
For example, the sheep is the Christian symbol of meekness,
humility, and gentleness. It is arbitrary, because a cow or
a cooker spaniel would have adequately served the purpose,
and it flattens rather than enriches the vividness of one's
sensory perception by ignoring not only the other stereo-~
typed features of a sheep (its stuplidity and blind inclina-
tion to follow the herd), but also its unique sensuous qual-
itles (the sound, smell, and feel of the animal or the way
it moves)s elements that clearly distinguish it from other
creatures.z Though the symbollc framework 1s not as narrow
as the allegorical schema's one-to-one relationship, it is
nevertheless a oonstribting rather than an expansive system,
channelling perception toward one area of understanding. In
short, it transforms life; it falls to explore it.

Thus the most important differences between a motif
and a symbol ares first, that a symbol points away from the
objJect to an external body of meaning, while a motif conocen-



trates the sensuous characteristic of the object (or situ=
ation) into a single unified foous, drawing the reader direct-
ly into the perception of the character., Thus the action of
the symbol is centrifugal in the direction of evaluation;

that of the motif is centripetal in the directionda total |
involvement. The second significant difference lies in the

fact that the symbol refers to a timeless structure of meaning

while the complex of assoclations radiating from the lndiv-
ldual motif is in flux.

The Dishotomous Nature of the Motif
The motifs of As I Lay Dying, as do its tragi-comic form
and its theme of paradox, reflect a world of schism:and disor-

der. Unlike a symbol, a motif does not need to be oons.té"cent,
but can contain and explore/ many dimensions of life. Since
the reality of a tragi-comedy such as Ag ;, _L_g_z m is inher-
ently dichotomous, it would seem logical that the motifs
should encompass facets of meaning that sustaln the tension
of dissonance, However, there is a continuumd the dissiml-
lar ranging from the harmonious Joining together of comple=
mentary opposites, to the fierce clash of two antagonistilc
and warring elements w¥hich both attract and repel one another.
The former is expressaci in motifs of integration, the latter
in motifs of alienation;3 It 1s to the second category that
the motifs of As I Lay belong, Thus the road to Jeffer-
son 18 both the means for travel and yet a hazard to be over-

come; the perfection of the coffin is countered by its basic
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imbalance ocaused by the reversed body within.

A second system of antithesis may be found in certain
palrs of motifs uhieh explore two approaches to a single,
basiocally ontological problem, The horse and the fish are
developed as motifs of life and death respectively: they ap-
proach the qasstien of boing and non-being, The road and
the baby serve to probe alienation from nature and from
society, man's dual environment., Finally, the coffin becomes
a focus of Cash's spatial perception of life in contrast to
Darl's obsession with time.

Last of all, the dualism of the motifs is reinforced by
_ the technical principle of juxtsposing contrasting perceptual
modes to create a sense of dissonance. This technique will
be considered before turning to a more detalled analysis of

the motifs themselves.

Perceptual gédga
The most elemental counterpoint between perceptual modes
that ocours in Ag 1 W m i1s the balance between the

mythical=-religlous (or abstract) mode and that of the sen-.

suous. While tending to reject symbolic or mythical traditions

generally (as mentioned above, page 11), Faulkner preserves
certain of their associations, menipulating the symbols theme
selves so that they no longer refer sélely and directly to
the body of conventional bellef from which they have been de-
rived., When Vardaman wants Tull to see the mark of the fish
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in the dmst (388), the reader will recall the early Chris-
tlans' sign of recognition and their belief that Christ
conquered death. However, it would seem clear that Faulkner
does not intend Addle as a Christ figure. For one thing her
death is final and irreversible. Rather he is exploring man's
mythologlzing instinct and the human urge to negate death.
The reference emphasizes the ironic contrast between the
Christian symbol of a simple riéh (with overtones of the
fishes of the miracles), and Addie as Vardaman's grotesque
fish which "glides out of his hands, snsérins,wet dirt on to
him, and flops down, dirtying itself again, gap-mouthed, gog-
gle-eyed, hiding into the dust like it was ashamed of being
dead" (359). The mark of the fish in the dust carries an in-
tensity of meaning in human terms comparable to that of the
Christian symbol, while concurrently stimulating a sensuous
response almost contradictory.to it.

This jarring effect created by the juxtaposition of sym-
bolic and mythioal allusions and unglamorized reality is
repeated in ironic comparisons of Addie's horrifylng funeral
Journey with the mediaeval soul's progress to paradlse, or
with archetypal myths of rebirth.h Faulkner includes these
elements for the purpose of parody rather than in any real
spirit of the original. His understanding of myths seems to
be a primarily psychological one, viewing them as human phen-
omena rather than as sources of metaphysical insight.

"Personal myth" 1s also widely used as a mode of
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perception. In this category one might oite Cash's sclen-
tific lore which to the initiated (see Appendix C) seems
hardly consistent with the realities of ensineerins; Ansc's'
belief that if he sweats he will éie contrasts both with the
biblical pronouncement that man must cultivate the land and
"In the sweat of [his) face shalfi)fhe eat bread,"sand with
commonsense, or medical sclience. The "dissonance" in these
cases 1s between "myth" and an objective instead of a sen-
suous appreolation of reality; and again 1n»theso examples,
the reader's reaotion is to express his sense of the tension
through laughter rather than shock. Yet the same contrast
in other instances can produce a reaction of horror, as 1is
shown when Vardaman bores holes through the coffin into his
mother's face in the belief that he 18 allowing her to breathe
or when Cash's broken leg is encased with cement to help it
heal. ,
" Other planes of perception that Faulkmer uses are the
rlsnraflve (blending the imaginary with the imsginative as,
for example, in Dewey Dell's "killing" of Darl, 423); the
assoclational (the reference to Jewel's horse as wone of
them Snopes hases," 415); and the aesthetic as expressed in
Darl's desoription of the coffin boards ("yellow as gold,
1like soft gold,"™ 340).

Such percoptual'nodes could presumably be categorized
almost indefinitely. Their interplay, based on the principle

of contrast, is most complex. A single motif embraces a

e et s e .
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variety of these modes in its cumulative development through
the notol. Faulkner has given a compact blueprint of the
relationship of several of these modes in Cash's monologue
whioh will now be treated in some detall.,

Cagh's Coffin (397)
| Though the average reader is not in a position to judge

the technical validity of Cash's pronouncements on stresé, it
18 nevertheless readily apparent that his theory of carpentry
embraces certaln imaginative propositions =-- for instance,
nnnber 9 -=- which must render illogical the statement as a
whole. To those with greater knowledge (see Appendix C) it
becomes even more evident that the intermingling of fact and
fiction is almost complete, Rather than a dissertation on
coffin building, Cash's monologue becomes a study of the
perceptual process and its translation of sensuous apprehen~
slon to emotional and intellectual oomprehension. Since the
coffin 1s the foous of Cash's perception, the statement is
interesting as a means of emploring the range of perceptual
modes that a motlif ocan evoke., In addition, the pattern of
imagery may be related to certain other configurations in

the novel to show the lnteweaving of complexes of assoclations
surrounding the various motifs.

The propositions in themselves show various oombinations
of 1lloglcality and dissonance. Number 1 combines correct
visual observation with inacourate analysis: there 1s more
surface to the Jjoint, but the surface by which a nall grips



is independent of this. YVerbally the statement is almost
true: there is a greater surface for the nalls themselves.
The obliteration of "to grip" (whiech might be understood as
the sole purpose of a nail) would clarify and rectify the
sentence,

Number 2 in itself is a relatively true statement, dbut
its inclusion of the word 'gripping" which was inaccurately
used in number 1 nullifies the statemént in terms of any
logical development. Emphaslis has moved from a visual
apprehension of the situation to a more abstract one.

Number 3 moves from & consideratimn of the "gripping
- surface” to the question of water penetration, one whioch 1is
more relevant to the coffin's survival than Cash knows ab
the time of making these observations. The proposition 1s
ocomposed of half truths, illogicalitles, and irrelevancies.
The question of water moving "easiest up and down or straight
across" 1s based, one would imagine, on an anthropomorphio
concept, since man moves with difficulty on a slant. But
water penetration 1s governed by far more compliocated laws.
This transference to water of a man's aotions may be found
also in Anse's view of the raln "a-coming up that road like
a durn man" (364). The world of As I m,m is to a sig~
nificant extent anthropomorphlic, with the natural environment
sharing man's characteristics. As Peabody puts it, "That's
the one trouble with this country: everything, weather, all,
hangs on too bong. ILike our rivers, our land: opaque, slow,
violent; shaping and creating the life of man in its implac-
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able and brooding image® (369).

Numbers 4 and § bring together the idea of people and
stress. It ishteresting that Cash's obsession with stregs
confines the meaning of the word to its physiocal sanso,‘whale
negleoting the emotional connotations of the word which:are
the more significant in the "death" situation. Both propo-
sitions fall into a definite logical pattern, with the use of
"go" and "because” pointing up their supposed developmental
process. Each takes a visual observation and misappllies it
to produce an at least partially incorrect conclusion. The
loglical process is reminiscent of Darl's simllarly strange
loglc regarding the wagon load of wood, Addle's death, and
his own existence (396), which immediatedy precedes Cash's
ﬁonolagus; The 1nplieit contrast 1s, of course, that Cash
has created something dbspite his misappliéd loglc, while
Darl is incapable of constructive action,

Number 5 is formed from a more fluent sentence than num=-
ber 4's three jérky statements. However, this movemmnt to
greater fluenoy is broken by the sharp "Except” of nnnberhé
which creates a visual and to some extent, thematic axis for
the monologue as a whole. The conditioning of the "Bxcept"
to expect a contradictory point of view or important exoeption
means that the ;frelevanee of the succeeding statement (num-
ber 7) oreates a jarring effect. It is number 8's "animal
magnetism® that 1s in fact the exception Cash has been leading
up to, since this 1s supposedly what makes the differenoe in

stress. The squareness of the cross-tie is of little mament.
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Number 7 pos;ts the close assoclation between man and wood.
Cash himself 1s a wooden men("Cash broke his leg and now the
sawdust is runniﬁs out," b91), but his body's stresses are
not tha.samo a8 those of wood. EHls leg does not withstand
his fall from the church nor his accident at the ford. In
comparing man with wood, Cash is forced into the mythlcal
realm of "animal magnetism® to explain the differenmce.
Numbers 9, 10 and 11 show the opposite method of devel-
opment to that of the earlier statements. Where the first
propositions are based on a kind of induction derived from
- visually acquired information, the serlies centred around

animal magretism 1s deductive in that it states the reason for

certain phenomena before the phenomena themselves. Quall-
tatively, the touus is much changed. Prior to the introduc-
tion of aniﬁal magnetism, the statements, though incorreot,
deal with concrete observation, and hence matters that do
exist objeoctively. With the introductlion of animal magnetism
Cash has moved over entirely ¢é the imaginative, in fact, the
the surrealistic. The idea of an 1ﬁherent ndgnetisn in a
body belongs to thg realm of primitive maglo, and the strange-
ness of such a subject 1is enhihoed by its use in the context
of scientifically objective stress. Vardaman, a child, be-
comes involved in a magico-religious figment of his imagine
ation when he transforms his mother into a fish. When he
feels the horse's "l1life running up from under my hands, up my
arms" (377), his experience is again essentially magical,
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positing some almost electrical current. Cash, however, is
8 grown man, and his unthinking acceptance of the uncanny
réroe a8 part of natural phenomena emphasizes the irration-
ality of man's mind, as well as perhaps the ultimate impos-
8ibllity of understanding the world in exclusively scientif-
ic or impersonal terms.

The statement comes full circle with Cash's repetition
of 'ﬂnade it on the bevel,® this tinme preceded by the word
"so" which presupposes that 1 through 11 have constituted
a logically valid argument.

Number 13 initiates a new approach, the aesthetic.
Cash's reactions in this sphefe may beem very limited and con-
fined to "neatnesa! As A maﬁ of deed, according to Addié's
definition, he illustrates the lack of aesthetic sensiblility
and awareness that Darl shows. Wood, not words, are Cash's
medium, His lack of fluenoy, however, means that sensitive
thought is inhibited. Words are not merely "a shape to fill
a lack" (464); they actually govern thought and feeling to a
significant extent. Cash's clumsiness in this sphere dis-
torts and renders untrue what might have made sense in, for
instance, proposition number 1. Even more than Darl's ex-
pressive and poetic speech, Cash's attempt to communicate
emphasizes the importance of the word.

The dissertation thus covers a range of perceptual modes
and oomplex of assoclations that are quite extensive. It re-

veals the inherent clash between emotional, intellectual,

imaginative, and superstitious aspects of man's thought
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processes and their effect in organlizing the raw materials

of perception, in Cash's case the visually dgrived w"facts"
about the world in which he lives. Besidas‘beina a relwvant
comment on the word-deed oonflict that Addie so dwells upon,
as part of the novel's imaglstic complex Cash's monologue
embodlies the central configuration expressed in the body of
vertiocal-horizontal 1nagory that may be found throughout the
book. S8tress, acocording to Cash, is naturally an up-and-
down oxr stralght aoross affalr, as is the movement of water.
This 1dea may be related to Anse's contention that "when

Eo@ alms for something to stay put, He makes 1t up-and-down
ways, like a tree or a man": "when He aims for’é&nothing to
be always a-novins; He makes 1t long ways like a road of a
horse or a‘uagon' (362). The coffin itself, of course, iron-
loally fits Anse's definition. Further to this, and relating
to bctﬁ bodies of bélier is Addle's division of word and deeds
"words go up in a thin straight line, . . . doing goes along
the earth, clinging to it" (465). As an objeot to be moved
along the earth and finally to be laid in it, the coffin is
once agaln readlly assignable. As a conorete object and the
result of Cash's handiwork, it is also a technologial pro-
duct of deed.

Though it 1s possible to elassit; the motifs to some de~
gree according to, for example, simplicity, surroaliap, or
extent of emotlonal intensity, 1t will be apparent that any
such ocategories are not e¥clusive but will cross-ocut each
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other in complex interplay. In this sense, the coffin shares
something of the magiocal qualities of the fish, though these
are manalstic rather than totenistic.7 Unlike the fish, it is
of central practical concern, and consequently its balance or
imbalance has repercussions on the journey as a whole. It
appears to be a simple concrete object, like fish and horse,
while carrying ramifications (such as the body of "scientific"
theory with which Cash views it) which ally it to a more in-
clusive motif suoch as the road,

On the lingulstie level of the oxymoron, the range of
contrasting perceptual modes might be traced through Faulk-
ner's use of different degrees and levels of contrast. In
addition to such obvious contradictions as "a spent yet alert
quality" (374), or "cold flames" (379), he employs the more
subtle dlssonance evoked by "infinitesimal and ludicrous
care” (458), and the mixing of perceptual senses in such
synesthetic phrases as "opaque, slow, violent" (369), or
*thin smell® (501). Such examples parallel the use of
levels and complex forms of perception embodied in the motifs.

Following this brief outline of perceptual levels, the
chosen motifs will be traced through the important facets of
their development to show the operation of the perceptual
modes in the ocontext of their antithetiocal structure.
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The motifs to be conslidered here ares the coffin, the road,

the horse, the fish, and Dewey Dell's baby. Page numbers
8lving significant references from the novel may be found
in Appendix A,

Vardaman experiences the presence of Jewel's horse (379)
through auditory, olfactory and tactile sensations., His
perception "develops” the animal as a motif of 1life (see
further, page 38) the features of which add to its over=-
tones of violence and glamour that have already been esa-
tablished in the novel (pp. 345-346).

A harncnieus view of reality is represented in the yin-

e Yyang prinoiple, in whioch light and dark, male
and female, what you will, is plotured (see
diagram) as forming a whole with the one par-
taking of the ether, the black fish incorpor-
ating a white eye, the white a black. This is
‘a motif of integration, expressing msn's
peaeeful acoeptance of l1life, in contrast to Western man's
more aggressive view of antagonistic elements.

See Introduction (page three) for specific references.
In fact, Faulkner uses many parallels from primitive as
well as from Greek and Christian conventions: most prob-
ably he derived such knowledge from Eliot's The Waste

Land.
Genesis 1ii, 19.
See further, page 39.

%%%g 1s a non-differentiated amoral force (like elec-
1ty) which pervades the universe. It may become
dangerously concentrated in significant articles (for
instance, Uzzah who was struck demd when he tried to save
the Ark of the Covenant from falling to the ground was a
victim of mana),

Totemism is a soolo-religious system of rules, in-
cluding the special relationship of each individual with
& chosen totemic animal, plant or objeot (see Ralph Lin-

ton, The Tree of Culture, New York, 1957, p. 168).
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CHAPTER IV
NOTIFS OF ALIENATION

Since it 18 Addle's death that is rosponsible_for the

novel'’s oentral action, the topic of being and non-being is
& oruolal one in the minds of her family, The title of the
book emphasizes that the dlstinction between life and death
is manifestly unclear: Addlie lies dying after she is dead,
Just as Peabody has observed that the live woman “has been
dead these ten days" (368). 3imilarly, Addie herself has liv=-
ed by the paradox that "the reason for living is getting
ready to stay dead" (467). While Dewey Dell's baby offers
the obvious counterpoint to Addie, a new life taking the
place of the old (parsdoxically the foetus is unable to be
destroyed just as the dead woman cannot be preserved), the
motifs of fish and horse sustalin an exploration into the
relationshlip between life and dsath.

"Jewel's mother is a horse. My mother is a fish" (483),
asserts Vardaman, His transubstantiation of Addie into the
form of the fish he caught as she was dylng -- ironiocally con~-
ferring upon the fish an immortality that his mother is un~-
able to possess =-- is the oulmination of a religlo-magioal
structure of belief that he bullds around the dead snimal,
The proximity of the two deaths develops in his mind into a
positive assoclation ( the presence of the fish negates his



mother's death), accompanied by ritual (his mother becomes
part of those who eat the fish), and defended in a "logical”
discussion (#09). The transmutation is completed when
Addie's rebirth in fish's form is expected: "ﬂ:_e_:; gg gome to
the Water ssain I an Eeluk %o see ber® (¥63). Thoush the
development of the motif is in the direotion of a life-pre-
serving myth, the sensuous nature of the fish-mother n@taphar
serves nevertheless to accentuate the disgust that the dead
 body arouses, The original presentation of the fish, its
"under-side caked over with dust where it 1s wet, the eye
coated over, humped under the dirt" (358), and its later des-
cription as lying "out into jagged pieces, bleedinéﬁquietly
in the pan" (380), form stronger impressions in the reader's
mind than does Vardaman's primitive strusgle to deny the fact
of death. For Dewey Dell the fish in itself becomes almost
a symbol of death in the personal language efkbelief that
Vardaman has developed. In her diream-fantasy sequence, the
girl embodles the fish in her imaginary murder of Darl: "I
rose and took the knife from the streamjing fish still hissing
and I killed Barl® (423). Instead of refuting death, the fish
motlf exaggerates life's aspect of death and decay.

While the fish motif by negating death paradoxiaily al-
lows it to take almost total pessession of Vardaman's per-
ception, the horse motif is developed as a touchstone of
life. The emphasis in the case of the fish motif is plain-
1y on the decaying, fleshly body of the fish-mother. With
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the horse, the body 18 characterized rather as a temporary
organization of vital properties. Hence Vardamen will des-
oribe it "as though the dark were resolving him out of his
integrity, into an unrelated scattering of conponenta;-- 
snuffings and stampings; smells of cooling f}esh and ammo-
niac hair; an.illusion of a coordinated whole of splotched
hide and strong bones" (379). It is violent chaos that the
horse embodies and which Jewel expresses in his flerce love-
hate reaction to it. The horse incorporates agpects of gla-
mour and romance with hooves like "an illusion of wings (345),
its mane "tongues swirling like so many flames" (345). In
contradistinction to this romantic presentation, it has the
slr of "a durn circus animal® (411), a "spotted oritter wil-
der than a cattymount” (413), and of "a patohwork quilt hung
on & line® (457). It also carries the slur of being "one of
them Snopes horses" (415), a reference to Flem's explolta-
tion of the original spotted horses.1 The ambiguity of the
image as both proud and comio,zdoes not blur the gquality of
life-force that the creature imparts. Darl and Jewel express
it in words and in action, but the simplest statement 1s made
by Vardamens "The 1life in him runs under the skin, under my
hand, running through the splotches, smellling up into my nose
where the sickness 1is beginning to cry.. . « I oan smell the
life running up from under my hands, up my arms" (376~77).
For Vardaman the very experience of perceiving the animal
through his senses makes him so aware of being aliYe that he
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oan assert desplte the horror of his mother's death, "I am
not afraid* (379).

It i3 Darl who applies Vardaman's fish-mother metaphor
to Jewel's horse (4#09)., It is obvious to Darl that Jewel's
relationship with the latter has for a long time paralleled
or even taken the place of that with his mother. Darl's
goading, "It's not your horse that's dead" (405) i3 an at-
tempt to make Jewel aware that the basis of his feeling, the
horse, has died with his mother, and that it cannot be per-
petuated in the animal, any more than can Vardaman lmmor-
talize his mother through the fish.

The coffin, since 1t holds Addle's body, constitutes a
direct focus of attention throughout the Jjourney, and‘like
the body, is endowed with certain quasi-magical qualities of
life-in-death. Being made of wood, it remains a central epi-
tome of the wood imagery that pervades the book., Wood is
presented as an ambivalent substance embodying death and ri-
g1dlty as well as l1life and pouer.3 Addie's dylng body is "no
more than a bundle of rotten stioks"-(369), and Jewel has
"pale eyes like wood set into his wooden face® while walking
with "the rigld gravity of a olgar store Indian® (339). Con-
versely, Dewey Dell holds 1ife in the "acorn inlhex belly®
(519); and a more surrealistic image 18 projected in Pea-
body's assertion, "Too bad the Lord made the mistake of giv-
ing trees roots and giving the Anse Bundrens he makes feet
and legs. If He'd just swapped them, there wouldn't ever be

9
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a worry about this country being deforested some dpg® (367).
In the intense scene where Cash finishes the building of the
coffin, "a thin thread of fire running along the edge of the
saw (392) a8 he works through the thunderstorm, the planks
are depicted as partaking of both light and darimess, "“like
long smooth tatters torn from the flat derkness and turned
backside out” (392).

Yotifs of Aldepation IuvRdving Nature and Scolety

Though society may be viewed as a sﬁthering of men to
help one another master and use the forces of nature creat-
ively, in thlis novel Faulkner concentrates on the various
points of frioction between soclety and nature, between soc-
lalyman and natural man. Flood and fire portray nature's
attack on man, aﬁd death which is traditibnally controlled aid
rationalized by funeral ritual and assertions of afterlife,
leads in the Bundrens' case, to soclal alienation. The motifs
which focus particularly on this problem (Jewel's horse as a
supposedly domesticated animal that 1s scarcely managesble
might also be considered 1h this connection) are those of the
road and Dewey Dell's baby.

The most dramatic presentation of the road motif is
Ange's., He must travel along the road to Jefferson in order
to fulfill his promise, whioch is his sole point of contact
with the dead Addie (as soon as he reaches Jefferson, he
feels entirely free to forget her). His perception of the
road widens from a challenge to his promised word to the cause



of each and every difficulty he experiences. It 1s the road
that brings misfortune to his doors it is responsible for
Cash's carpentry that in turn led him to break his leg, for
Darl's strangeness, for Addie’'s illness, and for the storm.
Anse's paranolic outbursts against the road strike themselves
against man's misuse of the land, which used to lie "up-and-
down ways” (363)s "It wasn't till that ere road come and
switohed the land around longways®" that the trouble started.
God "never aimed for folks to live on a road" (362). Pre-
sumably this is why "a man in his need [pan] be so flouted
by & road” (364).

It 18 clear that Anse feels this road as a part of oclv=
1lization offends natural order. Yet even he must admit
*"the Lord put roads for travelling®” (362). Without charted
paths the land would surely be a wilderness. Signboa:ds
wheel up "like motionless hand[s] lifted above th§ profound
desolation of the ocean" (4#13). Though Anse feels that the
road deters him from keeping his promise, it 1s also the
means of fulfilling it.

' The dissonance between the road and the land, socliety
and nature, is agaln expressed by Anse in his belief that
*if he ever sweats, he will die" (348). He therefore cannot
work on the land as befits the natural man. Instbgd&hhcop-
erates comfortably in the social sphere,‘manipuiatins people
with a Snopes-like facility, confident they will do his work

for him., Here he illustrates the other side of the social and
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natural friction. Though he sees the road as a soclal objeot
impinging on him and his land, it 1s the natural force which
oppresses him in this instance, as social man alienated from
the land.

Dewey Dell 1is in a similar position, caught between
soclal and natural forces. She considers her relationship
with Lére (s name significantly similar to "life") to have
been something fated, natural, almost outside her control:
"And so it was because I could not help it" (356). Lafe is
contrasted with Anse; he iz the natural man who worked Anse's
land. Yet Lafe 13 a city boy who no doubt Jeers at country
people and who suggests to Dewey: Dell the inherently unnat-
ural act of abortion. What is natural in the pastoral scene
of the cottonfield gives rise to an awareness in Dewey Dell
of soclial allienation. Though the child makes her feel "like
a wet seed wild in the hot blind earth®” (384), she must con-
sider it a terrible misfortune, To MacGowan Dewey Dell's
condition is a Joke. The absurd paradox of her situation is
summed up in Moseley's contention that "the lLord gave you
what you have, even if he did use the devil to do it"™ (488),

Notifs of Alienstion Involving Time snd Space

It 18 worthy o: note that the Bundrens speak almost en-
tirely in the present tense until Addie is buried, when all
except Vardamen (523) and Darl (527) revert to the past. The
onlookers or ichorus,' though they too spéak in the present
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at the beginning of the book, swiftly move into the past
tensg. They describe actions that are over and finished,
while bhe Bundrens remain at an earlier point in tino; still
involved in the present tense‘télling of these actions. This
oontiast between the Bundrens And the narrative's nbre‘objeo-
tive observers 111ustrates:the significance of the temporal
distortion that the family experiences throughout. A normal
manner of speech should not involve the translation of pres-
ent aotion continually into words, a process that 1s illoglcal
because of the 1nsv1tab1e‘t1ma-lag between the two. It would
seem thﬁt the Bundrens' realm of consciousness has become lim-
1t§d to the period of perception that lies immedlately between
present and past. The result of this 1s an artificial preser-
vation of action by recording it in the present tense, It
becomes literally a "freezing® of tins.* \ ,
Faulkner's statement that."the aim of every artist is
to arrest motion, which 1s life, by artifiocial mesns and hold
it tixed,'h finds its expression in his work in the repetitive
device of frozen movement with 'the ouﬁuard senblance of form
and purpose, but with no 1nrerense of mbtion, progress or
retrograde” (504). Without progress, movement becomes defined
within an increasingly spatial rather than temporal context.
Man's perception and his artistic expressions distort

the sclentifically real world where time and space are func-

| tions of one another. For the ordinary man, time and space

are disorete entities, Literature (particularly the novel,



which 18 based on the loglcal development of events in the
form of a "story") is, by virtue of its literary structure,

& primarily linear and thus temporal medium. A non-linear
apprehension of reality generally gravitates toward expression
in the wholly spatial medium of graphic art. Faulkner's im-
pression of this process may be traced to several passages

of Ag I Lay Dyings Jewel and his horse are "rigid, motionless,
terrific® (346); "they stand in rigld terrific hiatus® (346),
"like two figures garved for & iableau savage" (italics mine,
345). For Cash, Addie's "gaunt face framed by the window in
the twilight. . . 1s g gomposite picture of all time since he
Wa8 a ohild" (itallocs again mine, 371); "the coffin on the
saw-horses [18] ‘1like a oubistic bug" (498).

The basic tension between time and space in man's per-
ception and in artistic expression is examined through aeteral
of Faulkmer's chosen motifs., The coffin obviously represents
the most direct and pragmatic way to approach Addle's death,
and as such is particularly adapted to Cash's personality.
This somewhat eccentric expression of his love forms a cen-
tral motif on numerous levels. Of particular interest is
the signifiocance of the coffin as mute representative of
Cash's primitive ontology. As & carpenter he voices his
thoughts and feelings in the language of his trade: "Folks
seems to get away from the ¢oldon right teaching that says to
drive the nalls down and trim the edges well always like it
was for your own use and comfort you were making 1t" (510).



He transfers his emotions over his mother's impending death
to,the coffin, and once she 1§ nalled into it, refers only
to the box and not what lies within. Even time becomes a
matter of spatial conaidération, for "Cash like sawing the
long hot sad yellow days up into planks and nailing them to
something” (355). The coffin's "olock-shape" (400) epitom-
izes this perceptual foous.

This view of time-spaoce isg countered by the development
of Darl's obsession with the tenpotal. Théugh he originally
sees the path in geometric terms, "stralght as a plumb line,"
ourved “at four soft right angles® (339), as his sense of
alienation increases after Addie's death, his perception alters
so that the road seems "back running, tunnelled between the
two sets of bobbing mule ears, . . . Vanish[ing beneath the
wagon as though 1% were & ribbon and the front axle were g
spool® (365). If the road in front is wound onto the axle,
there is presumably no road behind them, no bast; This pro-
cess by which space becomes time 1s further developed when
Darl sees Jewel's horse approaching and feels it 1s "as
though time and not space were decreasing between us and 1it"
(413). He looks at their way sacross the ford "as though the
space between us were time: an irrevocable quality, 1t 1s
as though time, no longer running stralght before us in a
diminishing line, now runs parallel between us like a looping
string, the distanoce being the doubling accretion of the thread
and not the interval between" (4#43). By reducing reality to
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an obverse funoction of time, Darl becomes obsessed with its
"irrevocable" commanding presence, and like Quentin Compson,
also becomes a viotim of temporality.

Cash and Darl flatten reality by their simplistic in-
terpretations. The image of Addle herself, her body time-
bound in death as in 1ife (2 condition made manifest by the
prooess ot decay), expresses more powerfully the 1npossib11-
ity of separating‘timo_froh space. Dewey Dell's baby, the
counterpart of the dead Addlie, gives the girl a similarly
oomprehensite application of thé dynéﬁfo‘quallty of reality:s
"Ihap's mhat they mesn by the womb of time: the agony and the
despair of spresding bones, the hard sirdjd in mhlch lle the
outresed entmils of evemts® (422).

Ihe Disappearance and Transformation of the Motifs of Aliena-
tion

The motifs that have been the prime consideration in
this paper are As I L&y Dying's ecoentrioc motifs of aliena-
tion, the expression of people aware of the fragmentation of
an unharmonious world. As the funeral Journey progresses
and the Bundfens successfully overcome the various obastacles,
these motifs slowly fall away or undergo & metamorphosls
into a more normal and controllable form of expression. The
-road which "so flouted" (364) Anse, and was responsible for
all his bad luck becomes "a public street and he reckonﬁ]ho
{haélas much right there as anybody” (4#88). Once Anse has
overcome his inability to move, the road poses no impdssible
threat; it becomes the street where the new Mrs. Bundren will

- o

.t S

k6



“

live, the square where the family can sit in peace eating
bananas. Jewel allows Anse to trade his horse so0 that they
may continue the Jjourney, abandonins_the idlosynoratic rel-
ationship he hqd with it, as he comes to reslize that the
basis for this relationship, his feelings for his nother,

no longer needs a substitute. He can express his violent love
in personal sacrifice as he saves Addie's body from the water
and:the fire. Vardaman too, loses the need for his eccentrio
oomprehengion of death, His pieoooupation with the fish dis-
integrates when Darl provides him with the culturally accep-
table form of Addie "ocalling on [@oél e « o to hide her away
from the sight of man. . . So she can lay down her life" (495).
In place of his oclaim that "My mother does not smell like that.
My mother is a fish" (483), Vardaman can at last tell his sis-
ter, "I can smell her. . . Can you smell her, too?" (497).

The coffin is lald in the earth, its violence spent in the
final savage attack on Darl as the Bundrens leave the grave-
yard, snd Dewey Dell is relieved of her ten dollars and thus
the possibility of breaking the natural cycle of conceptlon
and birth,

It is Darl who embodies the alienation and who is sac-
rificed for the others' re-integration into society, a reac-
ceptance capped by Anse's comic marriage. Darl has not fo-
cused on one partioular motif to the extent that the others
have, His mother's death means more a loss of the pgésib;l;tx
of having a mother than the loss of a mother's love. Jewel
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booomeg the embodiment of Darl's own rejection, and the re-
lationship between Jewel and the horse seems in many instan-
ces to obseas Darl's thoughts (for example, every mention of
his brother and the horse in section 470-472 is in italics).
It seems primarily this ;g;;g;gggggg that preoccuples him,
Just as 1t 1s the relationship between time and space or
between 1llusion and reality that necomes his ohief oconoern.
It is procegs that constitutes Derl's central motif rather
than any conorete object which serves as a focus for his per-
ception of reality. Darl approaches the world through words,
translating his perception into vivid imagery and estabiish-
ing some control over reality throﬁgh his oblique loglc. In
his discussion with Vardamen (409) and in the "logical proofs®
of his owm existcnoo,6his words read like parodies of phllos-
ophical discourses based on such premises as "coglto ergo
sum.” His verbal apprehension operates on two levels: the
transposition of a detalled perception of reality into woxrds,
and the manipulation of words themselves in an attempt to
manipulate reality.

This use of words to explain the individual's place in
& world from whichhs feels alienated is liable to increase
his alienation by keeping it in the forefront of his mind., It
1s noteworthy that Darl's attempt to come to terms with Varda-
man on the logical level does 1little to inorease the child's
understanding of hig situation. Darl's use of words is, how=-

ever, despite 1ts dangers, an honest attempt to come to terms
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with the world, unlike, for instance Anse's based on the
attempt to manipulate his fellows and to fill the vold of
real feeling. "The Lord giveth" (399), or "I don't begrudge
her 1t* (458) are idioms expressing little. It is Darl's in-
slstence on the near magiocal power of words that leads him

to provoke Jewel about his relationship with fho horse, and
to tell Dewey Dell, "The reason you will not say Ethat you are
pregnant] 18, when you say it, even to yourself, you will know
it is true" (365). Darl tries to bring his family to a dir-
eot acoeptance of reality without the intervention of 1llu-
sion to cushion its harshness. He himself has a clear under-
standing of the separation between illusion and reslity.

It is ﬁotmrthy that his often violent imagery is al-
ways presented in the form of a simile or conditional con~
struction: "his coat, bunching, tongnes swirling mg 80 many
flames® (italics mine, 345); "It is ag thoush the space be-
tween us were time" (italiocs mine, 443); Jewel "ig enclosed
by & glittering mage of hooves ag by su jllusjon of wings"
(italics mine, 345). But, unlike the others who sustain the
horrors of the journey, Darl breaks down. When he takes Var=
daman to the coffin, the distance between reality and its
perception 1s lost: Addle is talking. Woxrds have betrayed
Darl, Just as they had previously led him to the truth. This
breakdown in his verbal apprehension and ability to manipul-
ate the world is replaced after the fire, but lost, presum-

" ably permanently, after he is rejected by his family to the



point where he can no longer speak apart from the ironic
*Yes." The schizold state of his personality in which he
speaks of himself in the third person (526=527) reiterates
that split in reality that seems a basic premise of the
novel.

The development of the explicitly comlc imagery, as
agalnst that of the grotesque motifs of alienation, has been
"~ mentioned above (page |3). The toy train, the gramophone,
and Anse's teeth are also aspects of the Journey from the be-
ginning, and with the Bundrens' departure from the wilderness
of storm and flood, fire and birds of prey, and thelr arrival
in civilisation, these take pre-eninenoe,7just a8 thg new Mrs.
Bundren with pop-eyes and duck shape replacos the sensitive
though disturbed Addie as the centre of their lives.
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NOTES TO CHAPTER IV

This story i1s to be found in the chapter "Spotted Horses"
in the novel The Hamlet (i140).

The ambivalence of the image seems related to Gell High-
tower's vision of galleping horsemen (ILi Et 1n A

{132), which illustrates g %@L ty
of the Southern myth. Where tower sees only the gla=-
mour and bravery that the Southern soldiers embodied, thls
- 18, in fact a romantioc view of what was frequently Jjuven-
ile derring-do and bravado bordering on stupidity. High-
tower's grandfather, it will be remembered, was killed in
& dashing attack on & henhouse,

The tree representing life and death is well known as &
Christian symbol, for instance the oross and the tree in
the Gerden of Eden.

Jean Stein, "William Faulkner: An Interview," m
’ ’ ryﬂﬂl

%L M, edited by Hoffman and Vickery (New Yo
Volpe (Edmond L. Volpe, A Besder' . w;u,;g Faulk-
per, New York, 1964, p: %3%3% 8 "si senge"

description of scenes at whioch he 138 not present as a funo-~
tion of the mind "free of the limitations imposed by his
body. He is beyond time." However, it would seem that
this gift reveals a congquest of s not time., He ocan
never, for instance, project his into the future
(which would warn him, for example, of his family's inten-
tion to commit him). He is not beyond time but engulfed
in 1t, and desirous of becoming one with it, "If you could
Just ravel out into time. That weuld be nice. It would

be nice if you could just ravel out into time® (492).

In a strange room you must empty yourself for sleep. And
before you are emptied for sleep, what are you. And when
you are emptied for sleep, you are not, And when you are
filled with sleep, you never were. I don't know what I am.
I don't know Af I am or not. . . . Beybnd the unlamped wall
I can hear the rain shaping the wagon that is ours, the
load that is no longer theirs that felled and mawed 1t nor
nor yet theirs that bought it and which 1s not ours either,
lie on our wagon though it does, since only the wind and
the rain shape it only to Jewel and me, that are not asleepn
And since sleep 13 is-not and rain and wind are wag, it 1s
not. Yet the wagon 1s, because when the wagon is %
Addie Bundren will not be., And Jewel is, so Addie en
must be. And then I must be, or I could not empty myself
for sleep in a strange room. And so if I am not emptled



yet, I am }s. (396)

In this oconnection it is interesting to note Northrop
Frye's catalogued outéine of oonc and traglc archetypes
(hblos of Identit , Nem York, 1963, pp. 19-20). It may

® observed that A ]T; npm's tragi~-comlo structure
18 boxrne out by tho application of this silhouette to

the novel., See Appendix D.
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CHAPTER V
CONCLUSION
Though Ag I Lay Dylng is perhaps the work most oentrally
concerned with the splitting of perception, Faulkner seens
constantly to be preoccupied with the problem of ambivalence,
& problem that recurs, in one form or another, in most of his
novels., "Life is not interested in good and evil," Faulkner
belleved;
Don Qulxote was constantly choosing between good and evil,
but then he was choosing 1n his dream state. He was mad.
He entered reality only when he was so busy trying to cope
with people that he had no time to distingulsh between
good and evil, Since people exist only in life they must
devote their time simply to being alive. Life is motion,
and motion 18 concerned with what maekes a man move ==
which 1s ambition, power, pleasure. 1
Faulkner's compulsive interest in ambivalence is probably
due in large part to the reglon that forms the setting of most
of his work. Faulkner's South was obsessed not only with its
purltannical Baptist heritage, the division between good and
evil ("moral conscience . . . the curse M had to accept
2
from the gods in order to gain from them the right to dreanm® ),
but with the intense social repercussions in the separation
of the white man from the black. The situation was invested
with the symbollic overtones of whiteness as purity, blackness
a8 evlil, yet made ambivalent by the black man's properties of
redeemer as well as devil, the taint of the inherently super-

ior white man being derived from the morsl gullt of enslaving

53



& people, ’ ’

In addition to this, the cultural milieu was permeated
with the division and dissonance separating myth and reality,
and past and present. The hold of the past over the present
(as 1llustrated, for example in The M and the Fury, or =
"A Ro#e for Emily”) was extreme and damaging, since it embra-
oed both the outdated values by which people still tried to
live, and the historical fact of slavery. The Southern Myth
(that hody of verbal tradition and legend which expressed the
ideal values of the Ante-Bellum South) was further destruc-
tive since 1t idealized a m that had never been. The gla-
mour that had made Southerners look backward to thelr former
glory, instead of forward to a creative future, was a sham,
and its falsity 1s revealed in a work such as m 'M’ uished

In terms of the individual -~ and it is about people that
Faulkner always insists he is writing ~- the various contra-
dictory positions seem, as Addie says, "to be too far apart
for the same person to straddle from one to the other" (465).
Joanna Burden of Lightin August 1s tortured by the separation
of white from ’blaok; Rev. Hightower 1s obsessed with the myth
of the past so that he cannot cope with the exlgencies of the
present; Bayard Sartoris of Sertoris (and Addie) can see life
only in terms of death; and Addie expresses her internal sense
of shattered experience in the separation of word from deed. ‘
Those foroed to incorporate both extremes, like Joe Christmas
(Light in August) and Bon (Absalom, Absslom!) who are part
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white and part Hack (whether genetiocally or imaginatively ie
not important), generally embody violence and destruction.

For Faulkner the most important confliot lé between the
past, which contains the sources of duslistic peroeption, and
the present which must be lived creatively that such divisions
may be negated. The past with its aura of falsity and gullt
becomes man7§?$ftatest liability, impinging upon hbs present
perception so’that, a8 in the case of Quentin Compson, it
can eventually gain a stmglehold on 11fe.3

;g,;,ggx,ﬁzzgg and Igg{§gggg,gn§,f§g,z§;x are in a sense
sister novels, deplicting the alternate sides of the paht/pre-
sent conflict. Enmeshed and immobilised in the past, the
Compsons have lost the ocreative abllity to perceive and adapt
to a new situation. Thelr degeneration and deeay reveals
their urge to self destruction. The Bundrens, in conbbast to
this, are faced with & orisis that means the ultimate loss of
8 governing force whodly capable of shaping men's minds.
Where the Compsons are s0 bound by the past that the present:
slips by unnoticed, the Bundrens have had their past destroyed
and are forcgfully oast into the present. It is the ordinary
people uho.will be left the task of "burying" what remains gf
the old aristocratic life after 1ts spirit has passed away.
The Bundrens are infinitely freer to oome to terms with a
present existence than are the dompsons 8till burdened by a
past that has imposed its apparent security and order on a
twisted reality. The ultimate level of this confliot is the
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philosophical clash between absolutism and relativity. It is
 noticeable that Ag I Lay Dying is perhaps unique in its avoid-
ance of what Leaver calls "Negative ultimates! those terms ex-
Pressing the absolutes of the "human hoartﬁs With Addie's
death the static absolutism of the past is superseded by the
relativity of a present which acospts the principle of life

in motion.

As I Ley Drins: Ihe Ides of Conflict

As L L;x m 1s at the same time one of the sinpieat
and yet most literary of Fhulkner's novels. Its ocomparatively
small number of characters and its unity of action gives a
straightforward story unimpeded by elaborate tlge-shifts,
awkward fragmsntation or contradlictory reports. Though
Paulkner could not entirely resist the temptation to withhold
certain information from the reader,7the novel is markedly
uncomplicated by the oblique use of diction and sentence
structure, or of dellberately confused motivation. Time is
almost entirely limited to the nine to ten days between
Addie's death and her burial; place, to the forty miles be-
tween the Bundrens®' house and Jefferson. | |

The literary effect of the novel's disciplined from is
strengthened by the almost perfect balance of antithesis and
paradox, to the point where these become the ogntral theme
of the novel. Since conflict, rather than ocertalin particular
confliots, i1s the main foous, the novel becomes one primarily
concerned with ideas rather thm with charactsr or plot. 1Its
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nythi;al and ritual overtones depersonalize the Bundrens to
& certain degree so that they booois figures representing
universal man faced with death's inescapable destruction,
The confliot of As I L&I m 18 clearly expressed
because Faulkner seems less inclined than in other novels
to allow "the characters themselves [pc;] rise up and take charge
and finish the J<>b."8 He preserves an ironic distance between
reader and characters that prevents too much involvement with
personalities to the negleot of ldeas. Faulkner's emotional
involvement in, for instance, Fhe Sound and the Fuxy, pro-
vides an aura of tragedy to the action of the novel, The
figures, even the neurasthenic Mrs. Compson, are drawn in a
depth that forces the reader to take them seriously as human
beings. Even Dilsey, whose idiosyncratic trapplngs and ster-
eotypic raclal mask tend to blur the personality within, is
& figure of grandeur. The Bundrens, however, remain tragl-
comic figures. Capable of poetic speech and heroio aets,
ignorant stupidity and obstinscy, they simultaneously attract
and repel the reader, preserving his oritical detaohment, EHe
is not distracted in any way that would blind him to the
novel's statement, the agony of man's divided vision.,
Finally, the novel's thematic concern with words them-
selves, and the tension between the spatial and the temporal,
glve some insight into the problems Faulkner experienced as
& writer. S8ince his style embodles so many téohniquss of
polarity and dissonance, the novel's comments which are
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relevant to the literary process itself are of particular
interest in regard to Faulkner's attitude to his work.

Technigues of Polarity snd Antithesis

It is apparent that devioces suoch as the oxymoron and
motif differ significantly from the techniques of polarity
and tension that oritics havc discussed in oonnaction with
Faulkner's work. Though he is sometimes inolinod to abuse
tension-arousing devices by employlng them in thc manner of
& thriller to involve and frustrate his readog, much of
ganlkner's use of antitheslis in structure, th;ne and style
is a meaningful attempt to reproduce the tensions arising from
man's amblvalent attitude toward the world in which he lives,
and the sense of dissonance evoked by the 1nposéib111ty of
resolving this ambivalence.

Structurally the principle of antithesis ranges from the
Juxtaposition of disorete entitlies to a more central enbodi;
ment of peroeptual relativity. Requiem for a Nun (1951) al-
ternates a play about Temple Drake wlth prose conoerning the
historical background of Jefferson; The Wild Palms (1939)
Juxtaposes two dlscrete stories. Faulkner explains his reason
for creating the 1attegrwork in this form:

That was one story -- the story of Charlotte Bittonnayef
and Harry Wilbourne, who saorificed everything for love,
and then lost that. I 4id not know it would be two separ-
ate stories until after I had started the book. When 1
reached the end of what is now the first sectlon of The

s 1 realized suddenly that something was mlssing,

it needed emphasis, something to 1lift it like counterpoint
in music., 8o I wrote on the "0ld Man" story until *"The
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Wild Palms" story rose back to pitch. Then I stopped the

*0ld Man" story at what 18 now its first section, and took

up *fhe Wild Palms" story until it began again to sag.

Then I raised it to pitch agaln with another section of its

antithesis, which 18 the story of a man who got his love

and spent the rest of the book fleeing from it, even to

the extent of voluntarily going back to Jall where he would

be safe, 3hoy are only two stories by chance, perhaps

necessity. ‘
In Light in August (1932) the "perhaps necessity" is no longer
in doubt. Though the stories of Joe Christmas, Lena Grove,
and the Bev. Hightower are clearly distinquishable, they are
Anterwoven to form ort whole, balanced work. This movement is
further pronounced in The Sound snd the Fury snd 4s I Lay
Dylng in which the balance 1s created by different narrators
who foous on what is essentially one story. Here the accent
is on different kinds of pergeption rather than on a balance
of stories. ‘

Similarly, tension and dissonance appear in the irreso-

lution of a great number of Faulkner's stories. m fox
& Nun, M gm and Absglom, Absalom? (19736) end in a
statement of paradox or apparent irrelevance rather than in
- any attempt to resolve the problems involved. In The Sound
and the Fury and As I Lay Dying the lack of synthesis is
qualitatively different. BRather than leaving the reader
barfled by a somewhat tangential statemént, Faulkner presents
him with a central question; that of the valldity of an idiot's
order restored by a baslcally evil man, or thq complex state-
ment of antithesis in the image of Darl's two-faced coin,

his two-backed telescope which pose the unanswerable riddle



of life: and of truth, honour, courage and all the other ab-
solutes of the Southern heart. The Juxtaposition of contrary
elements as found in the interminable sentences of um n
August, in the time shifts of The Sound and the PFury and in
the withheld and contrary information of Absalom, Absalom!

are further attempts to create a literary texture that ocorres-
ponds to life's complexity.

The oxymoron and the motifs of g < 18y DBying differ from
these devices because they are centrally concerned with the
ambivalence of perception per ge instead of being peripheral
to the question. However, it is apparent that the imagistic
motlf is far more sophisticated than the fhetorioal device.
The oxymoron states the conflict in sensuous apprehension; the
motif, while firmly based on sensuous perception, oreates a
complex of assoclated imagery expressing a gestalt or anaggsio
revelation of the work of art within which 1t is defined.

In its realization of the two-way process of perception, where
the percelver imposes hls personal configuration on the situ-
ation, besides being influenced by the situation itself, the
motif involves ms_: of perception which pertain to many
levels of thought, émotion, and ultimately ontology.



NOTES TO CHAPTER V

1 Jean 8tein, "William Faulkner: An Interview," m Faul-

%ng: Decades of edited by Hoffman and
iokery (New York, 1%53 s Do ’ ,

2 w.’ po 800
3 Jean-Paul Sartre sees the time view of ﬁ_ ﬂ_m ___4 __g_

10

in the inage of
8 man sitting in a oconwertible looking back. At,evory
moment shadows emerge on his right, and on his left
flickering and quavering points of light, which become
trees, men, and oars only when they are seen in pers-
pective, The past here gains a surrealistic quality;
its outline is hard, clear and immutable. The indefin-
able and elusive present is helpless before it it is
full of holes through which past things, fixed, motiocn-
less and silent, invade it. . . . The present does not
exist, it becomes; everything was, . . . and the present
makes its way in the shadows, llike an underground river,
to reappear only when it has become paat.

Jean-Paul Sartre, "Time.in Faulkner: E% g%d; %_g Fary"
%!g,ygggggg %;Qt;gisn, edited by Hoffman and
Michigan, 1951), p. .

In this connection Faulkner may have been aware of the mean-
ing of the name Addie (Adelaids, Adeline) a8 "of noble birth"

See Introduction, page 7.

The only charaoter whose sections provgde consistent misin-
terpretation of the action is cGra, and her blindness is
made very apparent.

A delibcrate step in this direction 1s shown by his substi-
tution of "Addle Bundren" instead of "maw®™ and of "box" in
place of “coffin" in Darl's first speech .(340). See George

P, Garrett Jr., "Some Revisions in As Qz;gs ' Modern
Language Notes: LXXIII (June, 1958), hiu§%¥7

Jean Stein, gp._git., P 73.

Ibid., p. 75-76.

In thls sense it 1s somewhat similar to Klotz's reflexive
referente. See Introduction, pages 6-7.
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APPENDIX A

SOME SIGNIFICANT REFERENCES TO THE MOTIFS

Page

’ P age

Page

The Fish

358 through first paragraph of 359.

364, penultimate paragraph through first para-
graph 365.

376, first paragraph.

378, bottom of the page.

380, fourth paragraph.

386, seoond paragraph.

387-388, several references

398, Vardaman's ssatement,

99, middle of the page.

5, end of Tull's section.
409-410, Vardaman's section.
Li6-4448, Vardaman's section.
422-423, second paragraph.

483, italioised seotion.

The Path

339.
362“36"’.
365, second paragraph in Darl's section.
373, 1taliolised paragraph.
389, final line,
13, soend paragraph.
422, first paragraph.
488, final paragraph.
513, first line.

Zhe Baby

355-356, Dewey Dell's section.
365, final paragraph.

375, first paragraph.
379-38%, dispersed references throughout this

section,

. 422, seoond, third and fourth paragraphs.

435, last sentence of Darl's section.
484488,
517=523.



me

Page 340, second paragraph.

347, dispersed references.

350, first three paragraphs.

371, third and fourth paragraphs ending on
page 372..

384, references throughout Vardaman's section.

390, fourth paragraph.

391-396 Darl's. section.

397, Cash's approach to the coffin (reproduced
in Appendix C).

400, several references.

414, first paragraph.

44l, second paragraph.

46, third paragraph.

452, penultimate paragraph.

458, last paragrsph.

475, second and fourth paragraphs.

8, second paragraph. :
501, last paragraph.

Zhe Forse

Page 345, second paragraph and page 346.
376, third parsgraph ending on page 377, first
paragraph.
879, firast paragraph.
bgs-uos several references.
Fe
411, end of Darl's seotion, beginning of Ansge's.
412-414, references throughout Darl's section
his, beginning of Samson's section.
418, bottom of the page.
gg7-b35, Darl's section.

k45, third parsgraph.
446, third parasgraph.
470-472, references in italics.

475, first paragraph.
478, bottom of the page through page 481,
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APPENDIX B
USE OF TENSE
U - t o (pnor to or

or Fut
later than its chrono%oé%osl position in the novel) is noted.
All other passages describe action that iz chroneloglcally

correct.

Passages by onlookers (non-Bundrons) are marked *,))

Darl

Jewel 347

Darl (348;
#Cors (351
Dewey Bb;%(BSS)

OCOra 320}
)

3
1 (365)
*PeabodY(366)
Darl (371)
Vardaman(376)
Dewey 9011(239)
Vardamen
*Tull (386
Darl (?91)

Anse
*samgon(415)

Dewey(Dell (422)

*Tall (424)
Darl (427;
%435
Darl 438
Vardaman(446)
*Tull 4#8;
‘Darl (451
Cash (hss)
#Cora (4 2
Addie (461)

Present .

Past then present
Present

Present

‘Present

Past

Past and present mixad

Present

Present

Present

Predominantly present (first pragraph past)
Present

Present

Present

Predominantly present (past and fubure in-
Past (future agtion insert) serts)

Present

Predominantly present

Present

Predoninantly present (begins in past)
Present

Present

Pregsent

Present

Present

Present

Present

Present

Past

Present

Past beoomins present
Past (past w) .
Past

Present

Past ending in present
Past

Present

Past

Past (pagt mmg

Past (past sction



*yhitrield (468)
Daxrl (470)
*Armstid (4;3)
Vardaman (481)
#Moseley (48%4)
Darl (490)

Darl (504)

Cash (509)
*Peabody (515)
#MacGowan (517)

Vardaman §523)

Darl (526

Dewey Dell (528)

Cash (529)

Past ( ‘agtion)
Past ending in present
Past

Present

Past

Present

Present

Present

Present

Present

Predominantly past
Present

Past

Past

Past

Present with past inserts
Past and present

Past

Past
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APPENDIX C

s

I MADE IT ON THE BEVEL

i.
2.
3.

4.
5.
6.
7.
8.
9.
10,

12,
13.

There is more surface for the nalls to grip.
There is twice the gripping-surface to each seanm,

The water wlll have to seep into it on a slant,
Water moves easiest up and down or stralght across.

In a house people are upright two-tirds of the
time. So the seams and Joints are made up-and
down. Because the stress is up-and-down.

In a bed where people lie down all the time, the
Joints and seams are made sideways, because the
stress 1s sldeways.

Except.

A body is not square like a cross-tie.

Animal magnetism,

The animal magnetism of a dead body hakes thse stress

come slanting, so the seams and jJoints of a coffin
are made on the bevel.

You can see by an o0ld grave that the earth sinks
down on the bevel.

» While in a natural hole it sinks by the centre, the

stress being up-and-down.
80 I made 1t on the bevel.
It makes a neater Job,



1.

2.

3.

k.
5.

(0

8.

9.

10,
11.

13.
13.
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SOME COMMENTS ON CASH®S "SCIENTIFIC THEORY"

(Prom a letter (dated 23 April, 1965) of Prorésgor William
Bruce, Faculty of Engineering, McGill University.)

Technically speaking, the statement is of little walue.
The followlng comments are from a technigal point of view.

The surface by which a nail grips is independent of the
type of Joint, If the Joint were glued, then the state-
ment that more surface for gripping is avallable, is true.

Bevelling tends to give more rigidity than a right-angled
Joint, and in this sense the statement is true.

Gravity (that is the earth's force of attraction) means
that water will move downwards most easily; certainly not
upwards. Such things as absorptivity, tightness of Joint,
etec. will affect the ease by which the water penetrates a
Joint. Therefore statement No. 3 has little meaning
technically. ,

Nonsense!

In supporting a mass stresses are distributed in the sup-
porting member in various ways. However, the expression
gideways has some gsignificance (in layman's terms). There
18 no doubt that vertical as well as horizontal stresses

are present.
?

A cross-tie of circular section 1s not unlike the shapw
of & body. However, this statement 1s of no consequence
with regard to the construction of the coffin.

This term might be conceded in regard to & living organ-
ism but has absolutely no significance in the construc-
tion of a coffin.

Shades of Edgar Allen Poe.

Any granular material such as 801l has a particular co-
efficlient of friction which will determine the natural
slope existing under the action of the Barth's gravity.
Therefore old grave, sand pile, ditch, or post=hole will
behave in similar fashion.

Properly done, this is true and makes not only a neater
Job but a stronger Joint.



APPENDIX D

mmmsagmug:_mmmmm
Yisions" spplied to As I Lay Dying |

1 In the comic vislon the human world is a community,
or & hero who represents the wish-fulfilment of the
reader. The archetype of images of symposium, commun-
ion, order, friendship and love. In the traglic vision
the human world is a tyranny or anarohy, or an imdivid-
ual or isolated man, the leader with hls back to his
followers, the bullying giant of romance, the deserted
or betrayed hero. Marriage or some equivalent consum-
mation belongs to the comic vision; the harlot, witoh
and other varieties of Jung's "terrible mother" belongs
to the tragioc one. All divine, herolc, angelic or
other superhuman communities follow the human pattern.

As I Ley Dying falls into the comb pattern with the Bundren
famil& as the community whose purpose of fulfilling,Addie's
wish finds sympathy with the reader. Anse's marriage at the
end of the novel belongs to the comic vision. The novel's
tragic vision is expressed in the Bundrens' growing isolation
from the community at large, and in Darl's betrayal by his
family. ‘Addie may be seen as the "terrible mother" in her
instigation of the painful jJjourney, in the vliolence her body
arouses in both people and the natural elensntd.and in her
adultery with Whitfield.

2 In the comic vision tho.gg*égl world is a communlty

of domesticated animals, ¥ a flook of sheep, or

& lamb, or one of the gentler birds, usually a dove,

The archetype of pastoral images. In the tragic vision

1

L Nogthrop Frye, Fableg of Identity (New York, 1963),
PPt 9-20,
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the animal world is seen in terms of beast and birds

of prey, wolves, vultures, serpents, dragons and the

like.
The snimsls of Ag I Lay Dying range from the domesticated
cows and mules (the latter, of course, being stércotyploally
stubborn rather than gentle), to the buzzards as somewhat
debased bir&s of prey ("the buzzard was a useless kind of

2 " -
hawk" ). Animal imagery of both kinds is prevalent: "the
flashing limberness of a snake" (345), "the hair pushed and
matted up on his head like a dipped rooster" (369).

3 In the comic vision the vogetable world is & sardqn,

grove or park, or tree of 1life, or a rose or lotus.

The archetype of Arcadian images, such as that of Mar-

vell's green world or of Shakespeare's forest comedies.

In the tragic vision it 1s a sinister forest.like the

one in Comug or at the opening of the Inferpo, or a

heath or wilderness, or tree of death.
As farming land, the Bundrens' habitat, though by no means
Arcadian, 13 baslcally though somewhat scantily frultful.
With Addle's death the storm, flood, and fire destroy man's
work (orops and animals) but @4 not render the land sinister
nor a wilderness. "If nothing didn't happen and eve:ybody
made & big ocrop, do you reckon it would be worth the raising?
(403) represents the gaheral view towards man's tragl-comic
Plight. The "tree of life" and "tree of death" are presen-
ted as wood -~ the wood from which Addle's coffin 1s made,
the wood imagery through which Jewel's violence and Addie's
dead body (see adove page 39) are presented. The images are

g: ~
Shorter Oxford English Dictionary (Oxford, 1959), p. 242
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ambivalent, reppresenting both death and rigidity, life and
power. |
4 In the comic vision the g;ﬁg:gl,uorld is a oity, or
one building or temple, or onw stone, normally a glowing
precieus stone -~ in faot the whole comic series, espec-
ially the tree, can be conceived as luminous or fiery.
The archetype of geometriocal images: the "starlit dome"
belongs here. In the tragic vision the mineral world
is seen in terms of deserts, rocks and ruins, or of
sinister geometrical images like the cross.
Jefferson represents the comic world. Perhaps a certain lu-
minosity may be asoribed to Vardaman's view of the town at
night when "the lights pass on the windows when we pass. The
lights are in the trees around the court-house” (523). The
land wasted by the flood, or seen as having the quality of
the "profound desolation of the ocean" (443) tends toward
the tragic. The ambivalence of the geometrical image may be

seen in the oclrcle, which both buzzards and the toy train

trace.
5 In the comic vision the Eﬁ‘tﬁfﬂ world is a river,
traditionally fourfold, whic uenced the Rendssance

image of the temperate body with its four humours. 1In
the tragic vision thlis world usually becomes the sea,
a8 the narrative nyth of dissolution 1s so often a flood
myth. The combination of the sea and beast images gives
us the leviathan and similar water-momsters.
The frultful river in which Vardamsn catches his fish be-
oones the source of the flood which destroys life, the flood
being referred to as the "wasted world" (443). Apart from
this there seems little relevance of proposiﬁion 5 to the

novel in question.



In summing up, it would seem apparent that As ; E&I
Dying consistently embraces both tragic and comic aépects of
the imagery discussed, both in the separate forms, and in
ambivalent imagery. This result upholds the assumption
that Ag L Lay Dving hes a tregi-comic form. |
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