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ABSTRACT

THE ISOLATED INTELLECTUAL

IN THE FICTION OF WILLIAM FAULKNER AND MARCEL PROUST:

AN ANALYSIS CF FAILURE AND SUCCESS IN TRANSCENDENCE OF TIME
By Helen Sharp Anderson

The constant movement of time is the most significant pattern in the
complex texture of the novels of William Faulkner and Marcel Proust. Both
authors focus on the continuity of past and present as a central theme, and use
the temporal attitudes of their intellectual protagonists as a means of
characterization, ultimately arriving at dissimilar 'conclusions concerning their
characters' ability to survive. Whereas Marcel is portrayed in a successful effort
to recall the actions of the past through the use of memory and the discovery of a
metapheric method, Faulkner's isolated intellectuals ultimately fail in their effort
to understand the discontinuity between past and present.

The quest which enthralls both Faulkner and Proust is the effort to discover
elements of timelessness in the self and in experience. In the literary portraits of
Marcel and of Faulkner's intellectual figures, they describe the protagonists'
quests for unity of being and continuity of time within the framework of past,
present, and future. With their philosophical focus on time as an eternal
phenomenon which man attempts to survive through forms of transcendence, the
Proustian and Faulknerian perspectives are remarkably parallel. While using
several of the same aesthetic; techniques, however, the two authors present their
fictional interpretations of man's effort to transcend the passage of time in
completely different manners.
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With his imagination focused on the present, and the belief that he
experiences life's reality through the repetition of sensation, Marcel realizes that
recurring sensation can restore his original sense of being, fusing past and present
into one. Reality is thus revealed in arrested moments of memory that Marcel
can then aesthetically reproduce in art, hoping that his writing will have the same
effect of restoration of being for the reader.

With imaginations held captive by the past, Faulkner's intellectuals believe
that life's only reality is to be found in the recreation of their idealistic
obsessions from a time long ago. Whereas Proust employs the aesthetic device of
arrested moments and recurrent sensation as Marcel's artistic means of
transcending time, Faulkner uses the arrested moments of his intellectual
protagonists as an aesthetic device to reveal the static, spatially frozen quality of
time created from an emotional impasse caused by the outraging of their ideals.

Through use of the identical aesthetic device of the arrested moment, which
Proust expands to be all encompassing and Faulkner contracts to be static and
rigid, both writers nevertheless emerge with a philosophical emphasis on man's
constant need for restoration of being, which represents life itself. In his focus on
the primacy of the artist, however, Proust's angle of vision is slightly different
from that of Faulkner, who, while personally demonstrating the significance of
artistic vision, refuses to approve it or prescribe it for the fictional beings he
created.

Ultimately, for both Faulkner and Proust, the concept of time as motion not
only per vades, but determines the form and content of their work. For them both
immobility is simply an aesthetic spatial technique, a momentary fixity presented

against the diachronic flow of time.
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INTRODUCTION

The principal object of this study has been to present an analysis of the
successes and failures of the isolated intellectual protagonists who search for
transcendence of time in the novels of Faulkner and Proust. In order to view the
temporal dilemmas of these characters in the proper context, I have opened with
a chapter which focuses on the twentieth century obsession with time, and have
sought to delineate the sense of "self-alienation in time," which results from the
modern fear of fusion of human consciousness with time and space.

With the theory that Faulkner's and Proust's concepts of time
ultimately determine the form and content of their novels, I have focused my
analysis on the lives of Marcel and Faulkner's isolated protagonists to demonstrate
that their temporal theories ultimately dictate the success or failure of their
searches for continuity of time and unity of being, which form the core of the
novels. The literary portraits of Marcel and of Faulkner's intellectuals provide a
technique through characterization in which Proust and Faulkner use similar
spatial and temporal elements, ultimately arriving at dissimilar ethical
conclusions concerning their characters' ability to survive.

In The Sound and the Fury, for ‘example, Quentin's conception of time is

so reminiscent of Marcel's that there is a strong likelihood that Faulkner had read

at least part of A la recherche du temps perdu before beginning to write a novel

about a time-obsessed figure. Since Swann's Way was published in the United

States in 1922, Within a Budding Grove in 1924, The Guermantes Way in 1925, and
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Cities of the Plain in 1927,1 it would not have been difficult for Faulkner to have

read them before beginning to write The Scund and the Fury in 1928.

In his library at "Rowan Oak" Faulkner had the two-volume edition of

C. K. Scott Moncrieff's translation of Remembrance of Things Past, containing all

seven of Proust's novels, which was published in 1934. Faulkner had placed his
autograph and the date, 1941, in both volumes.2 However, the inscribed date was
frequently a whimsical choice on Faulkner's part, as Joseph Blotner explains in the

Introduction of William Faulkner's Library -- A Catalogue.

There is only one reliable sign of esteem for books in his library.
Those he cared about he inscribed, usually with his name, the
date, and the place in ink. Two hundred and fifty-five of the
books are so marked. And they are, for the most part, the ones
to which he publicly gave his allegiance. ... The earliest dated
inscription is in a Christmas gift he received in 1920.... The
next two are in 1924, One is in Eric Dawson's Henry Becque: Sa
vie et son théitre. The other is in James Joyce's Ulysses. This
book is inscribed "Rowan Oak" six years before the Faulkners
moved there ... his friend, Ben Wasson, inscribed a copy of the
Anthology of Magazine Verse for 1920 to him on January 5, 1921,
and when Faulkner wrote his own name in the book, he put below
it "Rowan Oak. 1930." These two inscriptiors . ..suggest that
the reader cannot assume that Faulkner did not own the book
prior to the date he put init.

In addition to the complete volumes of Remembrance of Things Past,

Faulkner also had a copy of Un amour de Swann, published in 1919 as a limited

edition for the members of the "Club du meilleur livre."q' Although this volume
was not autographed, the fact that it was a second copy of a novel he already
owned in English is significant. As Blotner points out: %“His special
favorites . . . are marked not only by inscriptions but also by duplicates.“5

in addition to the similarity in the portrayal of time-obsessed figures,
there are other 'Qignificant links between Faulkner and Proust, which have
directed my ideas in comparing the fates of their intellectual protagonists. In

their efforts to create entire fictional worlds that endure for several generations
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in mythical villages, Faulkner and Proust create multifaceted universes from their
own imaginations. In works which juxtapose the richness of the past with the
inadequacies of the present, they search diligently to find a source of continuity
with the past. Through variations of twentieth century literary techniques which
focus on identification of the present with cultural mythology, both Faulkner and
Proust attempt to find in the past a source of meaning larger and deeper than the
rational. Both authors discover -- through myth -- a spatial bridge to the past
circumventing the modern dilemma of discontinuity.

Faulkner's creation of Yoknapatawpha was vitally important in his
literary career. Despite its mythical base, Yoknapatawpha County provided him
with grass roots rezlity and a social context in which to situate the characters of
his early romantic imagination. It was a setting in which they grew from
romantic figments of his imagination into realistic people. His fictive county
provided the catalyst in which the healthiest elements of Fauikner's romanticism
could be mixed with the realistic details of Southern custom, creating a successful
sensé of fictional tension.

Proust's sense of place was equally central to his work, with his
creation of the imaginary towns of Combray and Balbec, which were the most
important locales of Marcel's youthful experiences. Created from Ililiers, a small
town on the border of La Beauce and Perche, Combray has ultimately become the
spiritual home for readers on several continents.

In order to create a sense of continuity of life in Yoknapatawpha,
Faulkner used the same characters and settings in more than one novel. The
impulse to form a ficticnal world by linking characters and settings together goes
back to Greek epics and tragedies, the Bible, and Shakespearian history plays. Sir
Walter Scott, Balzac, Proust, Joyce, Mann, Mark Twain, and Sherwood Anderson,
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for all of whom Faulkner felt keen admiration, used this device. From Sartoris in
1929 to The Reivers in 1962, Faulkner created a genealogical network of family
trees, whose branches cover the 2400 square miles of Yoknapatawpha County,
creating a vital sense of the interconnection of life in a small community for
three generations. The fictional time span of the novels is enlarged still further
by the memories and myths of those who lived earlier -- Colonel John Sartoris,
Old Lucius Quintus Carothers McCaslin, and ‘fhomas Sutpen, dating back to well
before the Civil War.

In a similar manner, Proust's work spans three interrelated generations
of society. The society that Marcel first comes to know is the Parisian society of
the nineties, opulent and stylized with its art "nouveau." Swann typifies the
wealthy and sophisticated bourgeoisie which is newly integrated into that society.
The Verdurins are presénted as a caricature of that same bourgeoisie. As the
narrator enters his adolescence in the early part of the twentieth century, we see
the society of a civilization that is in the flux of change. And with the First
World War a new society begins to emerge with the final destruction of the social
world that he knew. Thus, Proust's novel covers approximately a century in the
lives of the characters themselves, with the focus particularly on the forty years
or so of the narrator’'s life.

In addition to the narrator's own memory, Proust adds a cultural
memory that constantly moves backwards in time. Early in the flow of the
narrative the narrator tells a story of Swann's love for the beautiful courtesan,
Odette de Crecy, which took place before the narrator was born. Although the
story seems to have no direct relation to Marcel, he suggests that this is not the

case, and at the end of A la recherche du temps perdu, the importance of Swann

to him becomes apparent.
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Prous¥ and Faulkner thus strived for more than an image of life; both
sought an image magnified and intensified by the imagination. For both writers,
literary creation was the detailed representation of life as it is, which they then
placed in constant oscillation with the imaginary vision of a more intense form of
existence. Both would have agreed with the definition of an artist as one who
"takes the essence of his special world, color or document, and creates a new

world of 'chem."7

Neither was interested only in reproducing the heroic or
pleasant things from the past. The ultimate aesthetic goal which their fiction
reveals is the creation of an image capable of incorporating both present and past
through intensification. Through the presentation of motion with artifice and
action with form, it is possible for both to attain what Faulkner spoke of as a
"rectification of the world we live in," as well as a form cf aesthetic fulfillment
which completes the "things we can never consummate ."8
And finally, in addition to the similarity of their sense of time and

place, Faulkner and Proust found a common link in their sense of history.
Jean-Jacques Mayoux's description of Faulkner's sense of the past can apply
equally well to Proust: |

He reflects and expresses the anguish of a disintegrating class

and society, of various representatives of that society and of a

class thrown by the waves of history beyond reality (as a fish

might be t§1rown out of water), and wandering in its mind in a

lost world.
Henry James's remark about Hawthorne, that "it takes a great deal of history to
produce a little literature, /and/ . . . it needs a complex social machinery to set a
writer in motion," seems to relate to Faulkner and Proust as weu.10

For all members of Southern society the Civil War created a hiatus or

interruption in identity which ended the Southern dream of an ideal society and

rendered their code of manners irrelevent. Faced with the realities of
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Reconstruction in the future, the Southerner looked to the past for security and
stability, romanticizing the aristocratic mythology of the planter, and attempting
to bury feelings of guilt and defeat. As the facts of the Civil War were
transmuted into legend, elements of chivalric romance began to be associated
with the Confederate cause and the defeat. The cavalier code which had
seemingly provided a pattern of conduct before the war, was reemphasized to
become a form of heroic recklessness.

Scrutiny of Proust's work reveals that the French society of la Belle
Epoque, situated between the Franco-Prussian War and the years immediately
after World War One, provided him with a strikingly similar amalgam of pastoral
and classical mythology. The French counterpart of the Southern agrarian myths

was the vision of ancien regime France, unsullied by revolution, where there was

nulle seigneur sans terre and nulle terre sans seigneur. This vision, which was

hardly a product of the last quarter of the nineteenth century, nonetheless was
revived by the fall of the Second Empire, and given its most vibrant expression by
the renascent aristocracy supportive of a monarchist restoration under the Comte
de Chambord.

From 1870 until the First World War, the French Assembly effectively
contained a monarchist majority, and lacked only the opportunity to rebuild its
visions of a Bourbon past in the ruins of the Third Republic. The echoes of a
non-industrial past with its a;:companying spectrum of values and priorities thus
attracted and repelled Proust for many of the same reasons that it did Faulkner.

The legendary past of la vielle France exerted a sentimental attraction in one

direction, while the impetus of the modern age clearly was progressing in another
direction. Both and neither were fully acceptable to Proust, and the juxtaposition
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of values and perceptions of both ages were compressed by him into a vision of
time in which he couid also bring mythology into play.

The historical parallels between the milieux of Marcel Proust and
William Faulkner are thus both striking and provocative: the experience of
military defeat prompting visions of earlier halcyon epochs; an evolving society
set against a static or retrograde ethos; the framework and modes of thought and
action buffeted by new technology and concepts of reality. The seemingly
parallel background is indicative of the two authors' remarkably similar
sensibilities and modes of literary response, which led me to undertake this study.

As a child of the South with roots in Mississippi, and as an adoptive
step-child of France, I thought -- with some missionary zeal -- that I had the
opportunity to establish a kind of cultural parity between the two authors. In the
end, however, while I can still, to use Lawrence Durrell's phrase, bask in their
prose "like an apple baking in its jacket," I find Faulkner somehow stunted as a
result of his Southern roots. While his imaginative, creative, and descriptive
powers clearly are equal to those of Proust, his innate distrust of purely
intellectual analysis, and his harnessing of any manifestations of such energy
within the strong traces of established cultural norms, is both characteristically
Southern and uitimately limiting.

The relative absence, and indeed, unacceptability of intellectual
activity is pervasive even today in the South, and may stem from the insoluble
conundrum of slavery. Attempts to deal intellectually with the institution and the
problems it engendered tended historically to be divisive, and very little
intellectual activity could occur without encountering race as a stumbling block.
The social reaction to this impasse was the figurative banishment of intellectual
activity and intellectuals themselves as rude intrusions into the fragile social
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framework. A code of politesse thus emerged to replace analysis or accuracy as a
measure and end of discourse.

I became fascinated by Faulkner's intellectuals, in part “ecause the
species is almost as rare and endangered in the social world of the South today as
it was in the twenties. No such social prohibitions of critical thought, however,
interrupt the flow of Proust's analytical writing. France, then as now, promotes
liberty of analysis to the point of becoming license. That fact helps to explain
why Proust managed to find an intellectual way out of his temporal labyrinth
while Faulkner chose to isolate or destroy anyone who had such pretensions.

Yet, in the shared tendency to create and people mythological
kingdoms, Proust would have had no argument with Faulkner's statement that the
underlying "aim of every artist is to arrest motion, which is life, by artificial
means and hold it fixed so tha;t 100 years later when a stranger looks at it, it
moves again since it is ‘life."11 As novelists, Faulkner and Proust both believed in
the eternal, enduring quality of art. And so in their fictional kingdom they
represented eternity, which is conceived as a quality.of human experience existing
outside of and beyond the passage of physical time, in the constant flirtation with
human consciousness of mortality.

In their loveshate relationship with the world of reality, Faulkner and
Proust were iorced to seek transcendence through the power of their
imaginations, creating visions of the world as it should have been and might still
be in their fiction. Recognizing that the world of aesthetic creation is not
adequate without the reality of the everyday world from which to spring, both
authors reached toward eternity without being willing to renounce life itself.

For Faulkner and Proust the world of reality and the world of the
imagination form a vital symbiosis, from which they were able to create the
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kingdoms of their fiction. For them the worlds of Yoknapatawpha, Combray, and
the Faubourg Saint-Germain were never complete, but always in the process of
living and changing, an evolution reflected in the constantly developing form of
their fiction, with the accretions and deletions it revealed until their deatns. It
was in their constant oscillation between the world of reality with its sense of
durational time, and the world of the imagination with the possibility of

transcendence that their art was created.
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". . . reality will take shape in the memory alone,
the flowers that people shew me nowadays for the
first time never seen to me to be true flowers."

Marce!l Proust

". ¢ . Do you mark how the wistaria ...distills
and penetrates this room as though . .. by secret and
attritive progress from mote to mote of obscurity's
myriad components? That is the substance of
remembering -- sense, sight, smell: the muscles with
which we see and hear and feel -- not mind, not
thought."

William Faulkner

*There are two worlds, one the world of time, where
necessity, illusion, suffering, change, decay, and
death are the law; the other world of eternity, where
there is freedom, beauty, and peace. Normal
experience is in the world of time, but glimpses of
the other world may be given in moments of
contemplation or through accidents of involuntary
memory. It is the function of art to develop these
insights and to use them for the illumination of life in
the world of time."

Marcel Proust
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CHAPTER ONE
OBSESSION WITH TIME IN TWENTIETH CENTURY LITERATURE:
THE QUEST FOR RECONCILIATION OF PAST AND PRESENT
IN THE FICTION OF WILLIAM FAULKNER AND MARCEL PROUST

The problem of dealing with time in the twentieth century has become
synonymous with the problem of dealing with human insecurity in a.l hostiie
universe. Attempting to maintain a rational and self-conscious time sense, artists
and writers of the twentieth century have become aware of 'a growing sense of
"self-alienation in time," as they defend their sense of self against the forces
pushing human consciousness into fusion with time and space.l

In earlier eras the human mind was conceived as a fixed spatial entity
unrelated to the flow of time, which gave man a greater sense of control over his
destiny. In traditional philosophy, including Platonic theory, the mind was
established as a static spatial entity existing apart from the flow of time. It was
possible, therefore, for man to formulate unchanging, idealistic concepts about
the temporal and spatial aspects of the universe, and believe that time was an
illusion.

More modern philosophers, however, such as Henri Bergsonz, Alfred
North Whitehead,3 and Samuel Alexanderq' have removed the conceptual barriers
that previously existed separating the human mind from time and space, the
divisions upon which were based concepts of the mind as a free agent capable of
existing as an entity apart. The twentieth century literary views of time and
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space all generally conform with the philosophical theories of reality as
constantly making and unmaking itself, never finally emerging as something
completely made. With this fusion of time and space the individual has become a
dynamic, self-creative agent, who may choose his own destiny. Paradoxically,
however, he has been deprived of an objective view of that destiny, and therefore
rendered incapable of controlling it by conscious means. Thus, rather than being a
free agent, the human mind in the twentieth century constantly risks becoming
absorbed into temporal and spatial chaos.

For many twentieth century writers the importance of a personal
solution to the time problem has become linked to attaining a sense of
self-identity, which in turn depends upon the ability to relate the pattern of
significant persona! associations to objective historical facts that occur in time.
For these novelists, attempting to answer the question, "What am I?" has led to an

analysis of "What I have bec:'-me"5 in the evolution of time.

The Influence of Objective and Subjective Attitudes
Towards Time on Literature
A literary analysis of the form, content, thought, and symbolism of all
works of fiction is predicated upon an understanding of the author's attitude
towards the concepts of time and space. One of the major roles of the critic in
the twentieth century is, indeed, determining the totality of meaning of a writer's
work by discerning his sense of man's temporality. A major literary
preoccupation, as Georges Poulet points out, is
the problem of time and the non temporal: how to deal with it;
and how to express it ... A main motivation ... is seen to be
man's singular interest in the disposition of ideas in the spaces

of his mind; in his dread of Time; or his pleasure in
duration. . . .



Paradoxically, time can be interpreted either as an immediate aspect of man's
consciousness or as a logical construct claiming objective validity, and the choice
of interpretation dictates the general frame of reference for all inquiries into its
significance.

Each author's solution to the problem of time is ultimately revealed in
the fictional techniques he employs in creating piot, structure, suspense, tempo,
causality, sequence, continuity, characterization, and point of view. The
difficulty comes from the challenge of constructing an integral fictional form
with a successive representation of developing parts, as they must necessarily be
presented in the literary time-medium. As Henry James points out:

This eternal time question is ... for the novelist always there
and always formidable, always insisting on the effect of the
great lapse and passage, of the dark backward and abysm, by

the terms of truth, and on the effect of compression,., of
composition and form, by the terms of literary arrangement.

He concludes by saying that "this is altogether to my view the stiffest problem
that the artist in fiction has to 'cac:kle."8

In its linear aspect, it is possible to view time as the mechanical
passage of seconds, minutes, hours, days, months, and years, in a flat, logical and
categorical progression. In a broader sense, however, time's natural movement
may be regarded as an ongoing action of cyclical change, change which, in the
ceaselessness of its ebb and flow, invites human interpretation via the catalysts of
memory and imagination. Every writer must negotiate some course between the
two extremes of the linear and cyclical, and emerge with a general intellectual
evaluation of time's significance for his particular age.

Although man is not corﬁpelled to philosophize on the subject of time,

he is forced by life to come to terms with time and to decide what he wants to

make of it. Each age expresses its evaluation of time in a general intellectual



formulation which creates an inescapable impact upon the individual. For each
individual there is a necessary confrontation with the dilemma of how to
incorporate memory and imagination while reconciling the mechanical (linear) and
the natural (cyclical) modes of time. The ideal relationship between man and
time is achieved by the individual who is able to involve himself in chronological
time, without allowing it to tyrannize his inner being, which he reserves as a
sanctum for dreams and aspirations.

To discover how an author's concept of time influences the value and
meaning of his novels, it is first necessary to define time as a factor or theme
present in the work of fiction, and then to analyze the "temporal and interior
spatial dimensions" of the work.9 Each novel has its own time scheme or
chronology, but the chronology only becomes a temporal problem when the
arrangement of events in the work itself assumes the proportions of a thematic
concern. Similarly, a character's reactions to the past or a novelist's treatment of
history attain temporal importance only when the novelist presents the joining of
past to present as a problematic issue. In the modern literary character's search
for personal identity or security in an alien world, his sense of time and his ability

to reconcile past with present may dictate success or failure.

Time as a Determinant of Form and Content
in the Work of Faulkner and Proust
Time is the central intellectual problem in the fiction of Marcel Proust
and William Faulkner, the two twentieth century novelists whose terhporal and
spatial visions will be the subject of this study. For both authors the constant
movement of time, which sweeps men and events along in its path, is the most

significant pattern in the complex texture of their work. Proust's concern with



time cannot be attributed to the simple fact that he is writing about the past, but
is instead related to his effort to describe the process by which the mind can

10 1 ike Proust, Faulkner deals with the

retain and recall the actions of the past.
central theme of the continuity of past and present. He uses emotional attitudes
toward time as a means of characterization and ultimately of moral judgment.
Unlike Proust, however, Faulkner portrays characters who either fail in an effort
to understand the discontinuity between past and present, or fail to make any
intellectual effort to comprehend at all.

The purpose of this study is, therefore, to indicate how Proust's and
Faulkner's concepts of time determine the form and content of their novels.
Their perceptions of reality and the aesthetic elements of their work will then be
analyzed in greater depth to determine the temporal and spatial elements that
direct the iorm of their writing in general, and to delineate the philosophical
focus and actions of their intellectual protagonists in particular.

In the modern tradition of T. S. Eliot, Ezra Pound, and James Joyce,
Faulkner's work portrays man's desire to maintain a rational time sense in
juxtaposition with the forces of the universe which are attempting simultaneously
to fuse human consciousness with the movement of time and space. Faulkner's
sympathy for a static or fixed "spatial" concept of the universe is dramatized in
the complex characterization of the isolated intellectual protagonists who appear
throughout the novels. The evolution of a "spatial" technique of momentary
fixity, whether mé.nifested in static characters or instants of arrested motion,
achieves the effect of Grecian frieze-like immobility in Faulkner's work. The use
of this spatial technique forces the reader to apprehend the diversity of Faulkner's
narrative at certain single synchronic moments, while simultaneously perceiving

the temporal aspects as they evolve diachronically in the flow of time.



Faulkner's development of "spatial™ or static form as an aesthetic
technique which attempts to achieve transcendence of time through immobility is
a central element of this study, and will be utilized as a means of analysis in the
individual character studies that occur in the ensuing chapters. The intellectual
Faulkner characters will be examined in terms of their search for continuity of
time and unity of being in the light of the Bergsonian concept of duration and the
Proustian belief in the movement of memory leading towards transcendence of
time. These two twentieth century theories influenced Faulkner's process of
characterization in different ways.

Recognizing that the problem of reconciling the past with the present
was the ultimately absorbing problem of Marcel, Proust's narrator in A la

recherche du temps perdu, Faulkner admitted in an interview with Loic Bouvard

that appeared in 1959:

...] feel very close to Proust. After I had read A la
recherche du temps perdu I said "This is it!" -~ and I wished 1 -
had written it myself.””

Although many critics have quoted Faulkner's remark, very few have analyzed the
reason for Faulkner's admiration of Proust, and no one has attempted to relate
their concepts of time in terms of similarities and differences in modes of
characterization and aesthetic form.

An analysis of the aesthetic form and philosophical focus of Proust's
work will be presented as elements embodied in Marcel's search for continuity of
time and unity of being, creating an interesting parallel with and ultimate
divergence from the quests and fates of Faulkner's intellectual prétagonists.
Although dissi.ljri:ilar in their authors' final ethical evaluation, the literary portraits
of Marcel and of Faulkner's intellectual figures provide a technique through

characterization in which Proust and Faulkner use comparable spatial and



temporal elemenis. Yet, paradoxically, by different paths, both novelists
themselves achieve the same ultimate goal of transcendence of time.

This study does not attempt to explain ali aspects of Faulkner's and
Proust's writing. In discussing the similarities and differences in the ways in
which Marcel and Faulkner's intellectuals try o resolve their temporal dilemmas,
and the consequences of their choices, the focus of the study is directed more
toward delineation of values and interpretation of meaning than toward technique
and structure. Elements of technique will be examined whenever necessary,
however, to support the theory of simultaneous use of spatial and temporal form

in the works of both authors.

The Theme of the Quest to Unite Past and Present
in Proust's Work

The quest to recapture the past and lost time as a means of regaining
the identity and continuity of the self has appeared in many fictional versions of
twentieth century literature. The theme of the quest has come to have great
significance for the novel and for modern man, and frequently is expressed in an
incorruptible dream of an absolute, which proves to be an illusion. In his fear of
the loss of this absolute, the individual discovers a split occurring between his
innoceﬁt earlier self and later disillusioned self. In his attempt to remake his life
and reestablish his personal identity by staking everything upon regaining his
ideal, the individual runs the risk of discovering that the split between his earlier

self and his later self is too deep to be mended.12

On the other hand, if the
individual is successful in his effort to gain a sense of continuity between past and
present, he will have discovered the only path that leads to achievement of

personal identity. Therein lies the correlation between the recapturing of time,



the recollective, imaginative reconstruction of one's personal past, and the
continuity and identity of the self.

From the very beginning of Proust's novel, when the protagonist
attempts to adapt himself to reality while awakening from a deep sleep, Marcel
engages in a search to understand himself in relationship to the reality of the
outside world. Not uniike Sir Galahad in Malory's "Morte d'Arthur" or Spenser's
Red Cross Knight of Holiness in "The Faerie Queene," Marcel commits himself to
a quest for the absolute. This search, although conducted in contemporary France
and Italy, will involve the protagonist in all the disillusionments and defeats
generally associated with the ancient tradition of the quest.

Proust concentrates the subtlety of his analytical ability on the
examination of possible absolutes capable of withstanding the passage of time. In
the experiences of Marcel's evolving life, the absolutes which he investigates are
friendship and the loyalty it entails, love with its passions and jealousies, and
convictions of the mind and spirit -- with their perceived philosophicai, political
or theological truths -- which seem at the time to be enduring and steadfast.
Marcel discovers that although these human experiences seem real and
immutable, in fact, when subjected to the passage of time, all of his observations
and conclusions change, and are ultimately consigned to oblivion. In The Sweet
Cheat Gone he writes:

. . . I ought really to have discovered sooner that one day 1
should no longer be in love with Albertine. When I had realized,
from the difference that existed between what the importance
of her person and of her actions was to me and what it was to
other people, that my love was not so much a love for her as a
love in myself, I might have deduced various consequences from
this subjective nature of my love and that, being a mental
state, it might easily long survive the person, it must, like
every mental state, even the most permanent, find itself one
day obsolete, be "replaced,” and that when that day came
everything that seemed to attach me so pleasantly, indissolubly,

to the memory of Albertine would no longer exist for me. It is
the tragedy of other people that they are tc us merely



shpwcges for the very perishable collections of our own

mind.
At length Marcel becomes aware that for him ultimate reality exists in the
restoration of his sense of being caused by recurring sensation, a process he
believes can be aesthetically recreated in art. He decides his writing is to be
focused on the desire to generate restoration of being, which necessitates a

painstaking account of the search for identity.

The Theme of the Quest to Recapture the Past
in Faulkner's Work

Rather than revealing the mutability of absolutes in time through a
process of self-discovery, Faulkner chooses to dramatize the lives of intellectual
characters who stubbornly cling to idealistic views they believe to be absolutes
through which they can relive the past. Unlike Marcel, Faulkner's isolated
character-types refuse to question the validity of the ideal standards which
become their obsession, stéking the success of their lives on quests to uphold
abstract concepts they believe capable of withstanding the disintegration and
decay of time.

The disillusionment that comes with change not only destroys the dream
of such isolated characters, but frequently results in tragedy. In the cases of
Horace Benbow, Quentin Compson, and Gavin Stevens, the idealized virtue is
feminine purity which operates as a standard upholding tradition and family name;
for the schoolmaster, Labove, the abstract ideal is feminine fertility; and for Gail
Hightower, the exalted value is courage, represented for him in a moment of
daring bravado in the life of his grandfather. For Isaac McCaslin, the dream is of
a return to pre-lapsarian innocence, embodied in the wilderness and necessitating

the renunciation of his patrimony. For Chariotte Rittenmeyer in The Wild Palms,
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the ideal of romantic love is the guiding principle; while for the Tall Convict of
"Old Man,"” an isolated but less intellectual character, the code of chivalric
conduct nevertheless provides a rigid standard.

Describing the mind-set of the Tall Convict as he rescues the woman in
the tree during the flood, Faulkner portrays the stubborn idealism of all the
isolated characters. Despite disappointment and disillusionment that the woman
he rescues is awkward and pregnant, the Tall Convict clings to his original quest,
which necessitates sustaining the original romantic concept directing all of his

actions:

. . . he watched her move, gather herself heavily and carefully
to descend -- that heaviness which was not painful but just
excruciatingly careful, that profound and almost lethargic
awkwardness which added nothing to the sum of that first
aghast amazement which had served already for the catafalque
of invincible dream since even in durance he had continued (and
even with the old avidity, even though they had caused his
downfall) to consume the impossible pulp- printed fables
carefully censored and as carefully smuggled into the
penitentiary; and who is to say what Helen, what living Garbo,
he had not dreamed of rescuing from what craggy pinnacle or
dragoPEd keep when he and his companion embarked in the
skiff.

In the case of ail of Faulkner's obsessed and isolated figures, adherence to belief
in a static absolute destroys the character's ability to live freely in the flow of
time.

Thus, both Faulkner and Proust define their characters and their
perspectives on life by the success or failure of their search to learn about
themselves and achieve a sense of identity. Their novels focus on the modern
"crisis of knowing," which in both cases is accompanied by an intense "quest for
form." The critical concern of this study, therefore, will be the formulation of
aesthetic and moral judgments on the characters' crucial decisions about the

forms their lives have assumed as they are reflected in the form of the novels.15
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Marcel's Success in Dealing with Duality of
Ongoing Natural Time and Timelessness
in Human Consciousness

In the history of literary quests for a sense of continuity, identity, and
unity within the framework of an individual's personal past, memory has always
been the key to the search to find the s,eif.16 It is the one power capable of
operating in the dual role of its personal function in human experience, and its
function within the objective succession and order oi 1:ime.17 But Proust quickly
discovers that although memory can retain cherished thoughts, impressions, and
experiences, its strength is constantly frayed by the cutting edge of time's
passage.

Ignoring the writers and philosophers who interpret time as a logical
construct with objective validity, Proust, as a disciple of Bergson, focused on the
problem of clarifying and defining the meaning of significant impressions of time.
For him the Bergsonian philosophy of durational time based on perceiving the act
of time's passage as an "immediate datum of consciousness," was particularly
t'elevant.18 With his focus on the creation of literature, Proust realize& that the
meaning of time in literature could only be found within the context of the world
of personal experience and not in the natural, objective order. Hence his
portrayal of Marcel's effort to achieve and communicate the consciousness of
time as it enters the texture of human life.

Marcel's ultimate goal, which he grows to recognize and understand
during the course of his maturation, is to liberate himself from the chronological
order of time in nature which leads inevitably towards death. He wants instead to
recapture time in human experience through the power of his imagination, rather
than to establish a timeless ideal realm in the Platonic sense. The important

theme of returning to the life of human experience rather than to an existence of

abstract stasis is constantly repeated throughout A la Recherche du temps perdu.
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Marcel constantly anticipates the next sense impression in his life of the present
in order to enjoy the magical web of hidden relationships with which it is united to
his memory of the past. He explains:

. . . let a sound already heard or an odour caught in bygone

years be sensed anew, simultaneously in the present and the

past, real without being of the present moment, ideal but not

abstract, and immediately the permanent essence of things,

usually concealed, is set free and our true self, which had long

seemed dead but was not dead in other ways, awakes, takes on
frelssn life as it receives the celestial nourishment brought to
it.
Believirg that there is a definite linkage between sense impressions, memory, and
the ability to achieve transcendence of time with the aid of them both, he
continues:

A single minute released from the chronological order of time

has re-created in us the human being similarly released, in

order that he may sense that minute. And one comprehends

readily how such a one can be confident in his joy; even though

the mere {aste of a madeleine does not seem to contain logical

justification for this joy, it is easy to understand that the word

"death" should have no meaning for him; situatec}ooutside the

scope of time, what could he fear from the future?
Using the sensory experience of the taste of a madeleine as a springboard, Marcel
discovers that such sensory stimuli, through remembered associations with similar
stimuli in a different time frame, have the power to release him from his
entrapment in the present and free him from the tyranny of time. While these
sounds, tastes, and fragrances become "ideal" in their appearance as the
"permanent essence of things," Marcel points out, however, that they are linked
with real life, and are not "abstract" entities existing only in his mind.

The differentiation between the ideal and the abstract is central in

separating Proustian thought from Platonic theory. In contrast to Plato's

philosophy of abstraction leading towards an ultimate ideal, Proust's celebration
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of transcendent imagination links the power of man's imagination to time in

21 Proust removes his ideal -- the achievement of the

human consciousness.
"permanent essence of things" -- from the timeless perfection of Platonic ideas,
and in so doing creates a form of "inverted Platonism," which celebrates the
timeless qualities in actual life experiences and in man himself.

Thus, Proust's resolution of the dualism of mutable time in nature and
the immutable lies in enduring qualities in experience and in the self. These
qualities can be found in his belief in the power of human imagination, which when
excited by mundane stimuli, soars "outside the scope of time" and releases all men
from their entrapment in the chronological order. There is, therefore, a
permanent Proustian link of memory between the action of man's transcendent

imagination and natural ongoing time. And the discovery of this link provides

Marcel with ultimate success in his "crisis of knowing."

Failure of Faulkner's Intellectuai
Protagonists to Deal with Duality of Time

Faulkner, on the pther hand, handles the duality of time in nature and
time in human experience quite differently, embodying the objective and
subjective aspects of time in varying configurations in two distinctly dissimilar
character-types. His first approach tc the duality of natural and human time is
revealed in the isolated intellectual protagonists, who seek to escape time,
nature, and reality subjectively through their romantic imaginations. Unlike
Marcel, who ultimately relates his imagination to the experience of life, in their
search for a timeless, Platonic absolving, Faulkner's intellectual figures prefer the
exaltation of death, or a static form of death-in- life, which they dedicate to the
pursuit of their ideal.

For most of the isolated Faulkner characters, dedication to pursuing an

ideal results in a life focused on a dream or fantasized version of the past.
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The ongoing power of dead figures from the past who are capable of influencing
action in the present is revealed in a conversation between Gail Hightower and

Byron Bunch in Light in August:

"Why do you spend your Saturday afternoons working at the
mill while other men are taking pleasure downtown?" Hightower
said.

"...I know now why it is,” Byron thinks. "It is because a
fellow is more afraid of the trouble he might have than he ever
is of the trouble he's already got. He'll cling to trouble he's
used to before he'll risk a change. Yes. A man will talk about
how he'd like to escape from living folks. But it's the dead ones
that lay quiet in one place and dont try to hold him, that he
cant escape from."

For Faulkner's intellectual characters who exist in a world of their own
abstractions, a flattened and foreshortened sense of time focused on the past is
more comfortable than a sense of time's ceaseless motion, in which they feel
threatened and lost. In their desire to live in dreams of the past, and prevent
continuity of the time-flow into the present and the future, Faulkner's alienated
figures assume a static pose in regard to the changing time of nature. To control
natural time, they attempt to order it with their own abstract concepts. The
perception of time as conflated and truncated reflects a "spatial" concept of
temporality, an identifiable characteristic of those who seek to transcend time,
which will be discussed in the following chapters.

Thus, it is finally the goal of attempting to transcend time by
retreating into the past which defeats all of Faulkner's intellectual characters.
And it is their defeat in achieving this goal, and the resulting failure in their
"crisis of knowing," which differentiates the Faulknerian intellectual protagonists
from Marcel. Proust's protagonist finds that the creation of art offers him the

opportunity to transcend the past and the present, and to achieve immortality in

the future.
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Faulkner's Primitive Characters Embody
Duality of Time

In a second fictional approach to the duality of natural and human time,
Faulkner takes an extremely unusual literary step in his representations of the

various intuitive "primitive" characters who appear in his fiction. In characters

such as Darl Bundren in As I Lay Dying, Benjy Compson in The Sound and the

Fury, Lena Grove in Light in August, and Eula Varner in The Hamlet, he creates

an unorthodox combination of time in human experience mingled with the
universal, objective time of nature. In the fusion of natural and human time,
while emerging with characters who seem more intuitive and less cerebral than
ordinary human beings, Faulkner creates a sense of elemental, natural force in
order to achieve continuity between nature and humanity, and to decrease man's
consciousness of alienation in a hostile universe.

In As 1 Lay Dying Dewey Dell Bundren describes the intuitive power

that allows Darl to become conscious of her pregnancy without being told:

And I did not think that Darl would, knowZ, that sits at the
supper table with his eyes gone further than the food and the
lamp, full of the land dug out of his skull and the holes filled
with distance beyond the land. ... It was then, and then I saw
Darl and he knew. He said he knew without the words like he
told me that ma is going to die without words, and I knew he
knew because if he had said he knew with the words I would not
have believed that he had been there and saw us. But he said he
did know and I said "Are you going to tell pa are you going to
kill him?" without the words I said it and he said "Why?"
without the words. And that's why2]3 can talk to him with
knowing with hating because he knows.

And in The Hamlet Jody Varner is described in his comic efforts to impose a sense
of discipline and control on the elemental femininity of his sister Eula, who barely
contains the natural force that has burgeoned into human female form:

...he wondered at times in his raging helplessness how
buttocks as constantly subject to the impact of that much
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steadily increasing weight could in the mere act of walking
seem actually to shout aloud that rich mind- and will-sapping
fluid softness sitting, even on the moving horse, secret and not
even sullen, bemused with that whatever it was which had
nothing to do with flesh, meat, at all; emanating that
outrageous quality of being, existing, actually on the outside of
the garments sh§ gvore and not only being unable to help it but
not even caring.

For Faulkner's primitives who exist in a continuum of time and space,
there is no separation of natural and human time. For their author the movement
from belief in duration to acceptance of the myth of natural cyclical recurrence,
which they seem to personify, was an apparently effortless progression. Created
as prototypes of human beings embodying elemental natural forces, Faul.kner's
primitives operate in his novels in much the same way as did the figures of Greek
mythology. Imbuing the denizens of a mythic world with supernatural qualities in
an effort to humanize the uncontrollable powers 6f nature, the ancients were
attempting to achieve the same sense of identification of natural forces with
humanity that Faulkner was secking.

Such characters created on a scale larger than life can act as catalysts
to decrease man's consciousness of alienation in a hostile world. With the merger
of human durational consciousness of time with natural, cyclical time, however,
the human mental balance becomes a delicate one, and there is no opportunity to
succeed in a "crisis of knowing" in terms of attaining self-identity. Although
Dilsey, Lena Grove, and Eula Varner are relatively successful in coordinating ‘their
lives in the flow of time, other primitive characters have progressed beyond their
fragile equilibrium. Benjy in his idiocy, and Darl Bundren in his madness have
become absorbed by the movement of natural time, to the detriment of their
human consciousness.

Thus, Faulkner incorporates a chaotic and unruly sense of natural time

in his work, portraying man's need for closeness to the earth, but, at the same

time, creating a sense of ambiguity concerning the human values which he feels
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are enduring and worthy of praise. The ambiguity is increased by the shifting of
time patterns, which frequently seem ambivalent. In the intuitive characters,
whom Fauikner seems to find praiseworthy and capable of enduring, there is a
durational time sense incorporating continuity of past, present, and future. Yet
no primitive character excites a sense of human identification in the reader. On
the other hand, Faulkner's intellectual figures, who strive and fail to attain a
transcendent sense of time, and who lead unsuccessful lives, somehow manage to
stimulate the reader's empathy. Any interpretation of Faulkner's own temporal
values in terms of his characters is, therefore, frequently problematical, and can
best be addressed through an analysis of his conflicting portrayal of durational and

transcendent perspectives on time, which follows.

Faulkner's Combination of Durational and
Transcendent Time Patterns

In order to be consistent in philosophical outlook, most authors feel the
need to choose either the durational approach to time {as followers of Bergson and
the twentieth century perspective on time), or the approach to life through the
grand pattern of transcendence (as followers of Platonic tradition, regarding time
as an illusion and thereby eliminating a sense of duration). In novels written from
the durational point of view in which time is not set up in a particular order
because past, present, and future easily melt into one, aesthetic emphasis is
placed on the individual time sense of the characters involved. In direct contrast,
fiction incorporating a transcendent perspective presents a mythical universal
pattern as being of greater importance than the individual experience of time.
The novels of Kafka and Thomas Mann, with their overarching span of time which
may cover hundreds of years, provide examples of the transcendent time pattern.
In such works the importance and impact of the protagonists' lives are minimized

in the wide sweeping scope of universal time.25
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In Faulkner's novels, however, a mixture of the durational and
transcendent senses of time occurs in different character-types, with no
immediately clear intellectual statement from him concerning the temporal
perspective which he feels will best aid man in his effort to endure and prevail.
Faulkner's innate tendency to merge durational and transcendent perspectives
without qualifying their good and bad aspects is evident in an interview with Loic
Bouvard in which he attempted to explain his concept of time. Bouvard related:

"There isn't any time," [Faulkner] replied. "In fact I agree
pretty much with Bergson's theory of the fluidity of time.

There is only the present moment, i%which I include both the
past and future, and that is eternity."

Faulkner then added, "I was influenced by Bergson, obviously."27
The statement that "there isn't any time" was Faulkner's attempt to
explain that he did not believe in the significance of natural, objective time as
measured by the clock. Although Bergson would never have bluntly denied the
existence of objective time, he probably would have recognized Faulkner as a
wayward American disciple of his durational theory.
Faulkner often proclaimed his belief in the ongoing nature of time, even
hinting at a concept of its cyclical quality in statements such as:
It's man in the ageless, eternal struggles which we inherit and
go through as though they'd never happened before, shown for a
momeny in a dramatic instant of the furious motion of being
alive.
And yet, as indicated earlier, in his portrayal of primitive figures who best reveal
a sense of continuity of past, present, and futﬁre, the characters have become
subhuman in their merging of human durational time with natural, cyclical time.
Although they seem close to the earth, they are thus scarcely the human
prototypes whom one would care to emulate. As a paradoxical contrast,

Faulkner's descriptions of many of the isolated, alienated characters permit a

greater degree of human identification.
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Although it is possible to conclude that Faulkner may not have had a
clear understanding of the distinction between the durational and transcendent
perspectives on time, and the need to decide to emphasize one or the other, a
better explanation of the mingled time sense may come from acknowledging
Faulkner's aesthetic desire to combine the two to present his own somewhat
confusing doubie focus on time. The ambiguous result of the composite is seen in
isolated, intellectual characters, who combine a distorted sense of duration, in
which they feel trapped, with a sense of transcendence which leads to death and
destruction. On the other hand, pure durational time appears in a different,
simpler guise in the primitive figures, whose serenity acts as a fictional foil for
the alienated individuals. In this presentation, Faulkner seems to embrace
durational time as a fictional technique to control and counteract his own
romantic imagination which urged him towards transcendence and isolation.

Hence, in any critical exploration of Faulkner's use of the concept of
durational time as a means of characterization, one discovers that an ongoing
sense of time can be presented either as a bane or a blessing for the individual
described. Rather than providing a constant sense of continuity and comfortable
integration with the motion of life, durational time frequently appears to portray
an enclosed, alienated reaction to reality. Duration thus becomes a means of
expressing both continuity and discontinuity of time, depending upon the
perspective of the character in which it appears.

In contrast to Proust's presentation of Marcel's ultimate acceptance and
affirmation of durational time which he learns to transcend through artistic
creation, Faulkner seems to reserve a valid sense of duration and its relation to
reality primarily for those non-intellectual characters wﬁo are closest to nature,

and non-judgmental of their fellow man. In the portrayal of his primitive
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characters, Faulkner introduces either a dramatic sense of endurance of time or
of unrelieved duration in a temporal vacuum.

In the characterization of Lena in Light in August, in her interminable

quest, for exampie, we find a time continuum marked only by intensity and
lacking any sense of length or pace. Lena seems to symbolize pure motion, which
harmonizes naturally and comfortably with the motion of earthly life, seeming to
move effortlessly and inevitably forward, encountering no obstacles or
frustrations. By self-definition, she is a natural force, and in the ceaselessness of
her movement she embodies Faulkner's major technical goal of uncontrollable
motion.

From the beginning of Light in August, Lena is described as traveling in

a quiet corridor of time "paved with unflagging and tranquil faith and peopled
with kind and nameless faces and voices."29 Using a Bergsonian image, Faulkner
describes her as viewing time as a "spoolful of events measured out and visible in
their entirety, but unbroken by any sharp divisions between past, present, and

30 The image of time Faulkner uses is a wagon that Lena watches

future.”
blending with the road behind her "with all the peaceful and monotonous changes
between darkness and day, like already measured thread being rewound onto a
spool."31 She makes no congcious temporal distinctions in her observation about
the approaching wagon. The time when she first hears the wagon approach and
the moment she climbs aboard, the moment of leaving the wagon, and the time

when it will fade beyond sight and hearing, all merge in Lena's awareness. She

simply assumes the driver will offer her a ride: -

then it will be as if 1 were riding for a half mile before I even
got into the wagon, before the wagon even got to where I was
waiting, and that when the wagon is eqpty of me again it will
go on for a half mile with me still in it.
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As the "basic dimensions of future, present and past... merge into a single
amorphous image,” we realize that Faulkner has created a character who
comprehends time sensuously rather than rationally, who grasps time at its
source, "fusing the road, the wagon, and herself, into a single continuum.">3

The same absence of an objective time sense, implying a merging of all
time into a durational rhythm characterized by the intensity of female biological

functions, is found in Faulkner's presentation of Eula in The Hamlet. He describes

her as seeming

to exist in a teeming vacuum in which her days followed one

another as though behind some sound-proof glass, where she

seemed to listen in sullen bemusement, with a weary wisdom

heired %all mammalian maturity, to the enlarging of her own

organs.
In the unusual use of the sense of hearing as a means of determining the temporal
aspect of growth, Faulkner indicates the inability of the senses to distinguish
divisions in the durational rhythm cf days, which follow one another in a "teeming
vacuum." Eula's sense of time is visceral, relating only to her physical sensations,
rather than to any vestige of objectivity.

Durational time used in a slightly different manner is again evident in

The Hamlet in the experience of the schoolteacher, Labove, who attempts to
teach in the one-room school house at Frenchman's Bend while playing football
for the University at Oxford. As one of Faulkner's obsessed intellectual
characters who strive to achieve idealized goals, Labove pushes himself to the
limit of endurance to continue teaching while playing football forty miles away.
Faulkner describes Labove's sense of the time immediately past as forming a
durational continuum with the present. But, while susceptible to a sense of
durational time, because of his more complex intellectual attributes, Labove is

able to arrest time and motion when he focuses on an event of emotional

importance.
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The Faulknerian narrative voice intones the passage of hours, days, and

months which have passed for Labove in a durational blur:

...it recapitulated, ran fast and smooth and without
significance now in his memory, finished and done and behind
him, meaning nothing, the fall itself going fast, dreamlike and
telescoped. He would rise in the icy attic at four o'clock and
build fires in the houses of five different faculty members and
return to feed and milk. Then the lectures, the learning and
wisdom distilled of all man had ever thought, plumbed, the ivied
walls and monastic rooms impregnated with it, abundant, no
limit save that of the listener's capacity and thirst; the
afternoons of practice...the preparing of coal and wood
against tomorrow's fires. Then the cow again and then in the
overcoat which the coach had given him he sat with his books
beneath the lamp in his fireless garret until he went to sleep
over the printed page. He did this for five days, up to the
Saturday's climax when he carried a trivial contemptible obloid
across fleeing and meaningless white lines. Yet during these
seconds, despite his contempt, his ingrained conviction, his hard
and spartan heritage, he lived, fiercely free -- the spurning
earth, the shocks, the hard breathing and the grasping hands,
the speed, the rocking roar of massed stands, his face ev%then
still wearing the expression of sardonic not-quite- belief.

In describing Labove as a more sophisticated, intellectual character, Faulkner
presents duration in a more controlled form. Although Labove's memory runs
"fast and smooth ... [and/ dreamlike," amalgamating time into a collage, yet at
the essential moment of consciousness, time stops for Labove, and he is able to
transcend it, "his face even then ... wearing the expression of not-quite-belief."
In contrast to Lena's and Eula's sensuous grasp of time, Labove is totally rational,
and thus able to stop the flow of time in his own consciousness as though his mind
is snapping a picture, freezing all motion in the process. This, of course, is
essentially the act of arresting time, which is more highly developed in Faulkner's
fuller characterization of Quentin Compson, Horace Benbow, Gavin Stevens, Ike
McCaslin, and Gail Hightower. Thus, in Labove, we find a good example of the

mingling of the durational and transcendent perspectives on time.
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And finally, creating an interesting temporal parallel with Faulkner's
intellectual characters, the isolated and enigmatic figure of Joe Christmas in

Light in August personifies a sense of the durational merging of present time with

the past in which he ultimately becomes trapped. Faulkner describes his state of
psychological immobilization and suspension before he attempts to murder Joanna

Burden in Light in August with the words:

The dark was filled with the voices, myriad, out of all time that

he had known, as though all the past was a flat pattern. And

going on: tomorrow night, all the tomorrows, to be a part of the

flat pattern, going on. He thought of that with quiet

astonishment: going on, myriad, familiar, since all that had

ever been was the same as all that wajssto be, since tomorrow

to-be and had-been would be the same.
Trapped in outer chronological time, yet with an inner sense of its endless
duration, Christmas finds his objective and durational senses merging into chaos
from the shock after his murder of Joanna Burden. In Faulkner's words:

He has not slept very much since Wednesday, and now

Wednesday has come and gone again, though he does not know

it. When he thinks about time, it seems to him now that for

thirty years he has lived inside an orderly parade of named and

numbered davs like fence pickets, and that one nig t he went to

sleep and when he waked up he was outside them.
Here linear, chronological time is symbolized in the "orderly parade oi named and
numbered days like fence pickets,” which Christmas is forced outside of as a
result of committing the murder. This expulsion from the world of chronology
acts as a source of disorientation, plunging him into durational time with its
nightmarish sense of the fusion of past, present, and future. Rather than bringing
the reassurance of self- identity, the beginning of a durational time sense only
serves to complete the closed circle of isolation, which describes Christmas's

existence. Because of the impossibility of identifying himself racially in terms of

black or white in a society which demands rigid categorization, he is unable to
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attzin a sense of integral wholeness. Faulkner describes Christmas's entry into

Mottstown as completing the last portion of the circle of his alienation:

. .. he is entering it again, the street which ran for thirty
years. ... It had made a circle and he is still inside of it,
though during the last seven days he has had no paved streets,
yet he has travelled further than in all the thirty years before.
And yet he is still inside the circle. "And yet I have been
further in these seven days than in all the thirty years," he
thinks. "But I have never got outside that circle. I have never
broken out of the ring of whgg I have already done and cannot
ever undo,”" he thinks quietly.

Thus, for Joe Christmas, a sense of durational time is as great a source
of entrapment and isolation as is his sense of chronological time with its "named
and numbered days like fence pickets." At the end, his goal is to escape from this
endless durational sense -- to transcend time through death. Faulkner presents
Joe's death as physical and psychological release, which he describes in terms of
spiritual triumph:

...the man seemed toc rise soaring into their memories
forever and ever. They are not to lose it, in whatever peaceful
valleys, beside whatever placid and reassuring streams of old
age, in the mirroring faces of whatever chiidren they will
contemplate old disasters and newer hopes. It will be there,
musing, quiet, steadfast, not fading and not particularly
threatful, t of itself alone serene, of itself alone
triumphant.

And so, for Faulkner, the sense of the durational is not adequate as a
vital temporal perspective for alienated or isolated characters, whose goal is to
escape from ongoing time. And in their choice of transcendence, which leads to
death, the reader is left with a sense of the inadequacy of both temporal
perspectives.

Depicting those who are able to see time as whole as being able to

endure and prevail, while yet reserving sympathy for those who seek

transcendence, Faulkner's temporal solution offers salvation only to those
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characters who can continue to hold the two divergent perspectives in
simultaneous suspension. In the same interview with Bouvard, he intimated that
maintaining a double temporal perspective could be the solution te the problem of
time .
Disagreeing with Sartre's and Camus's atheistic perspectives on life,

Faulkner expressed his personal idea of the combined durational and transcendent
nature of reality in religious terms by explaining:

"I'm not talking about a personified or a mechanical God, but a

God who is the most complete expression of mankind, a God

who rests bpth in eternity and the now . .. a deity very close to
Bergson's." "~

Faulkner's insistence on the mingling of "eternity and the now" as a literary
reflection of his perception of a God-centered universe seems to provide the
fullest explanation of the constant shifts between transcendent and durationa!
time that occur in his novels. The characters whom he seems to extol -- Judith
Sutpen, Charles Mallison, Ratliff, and Harry Wilbourne -- are those who are able
to embrace the dual perspective that "rests both in eternity and the now," while
revealing but not analyzing their concepts of both durational and transcendent
time. Thus, blga Vickery emphasizes that the key to the temporal paradox lies in
Faulkner's belief that

the communal and anonymous brotherhood of man can be re-

established if man individually cherishes ... his human identity

and accepts responsibility for all tifne as well as for the
particular time into which he was born.

In the final analysis, however, Faulkner provides no link that man can
count on to resolve the dualism of mutable time in nature and the immutable,
enduring qualities in experience and in the self. His failure to supply this link in

terms of espousing the human power of durational consciousness, of memory, or of
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man's transcendent imagination transformed into art, results in the ultimate
failure of almost all of his characters in their "crisis of knowing" themselves in
the passage of time. Hence the failed quests for form in the lives created by

Faulkner's intellectual characters.

Durationai and Transcendent Time in the
Works of Faulkner and Proust

Critics have reached different conclucions about the relationship of
durational and transcendent time in the work of Faulkner and Proust. In Temps et
roman (1946), Jean Pouillon places Proust's work in the category of the "novel of
duration,” and Faulkner's fiction under the classification of "the novel of destiny,"
because of his observation that Faulkner's representation of the past includes the
universal past rather than simply his personal pas’c.["2

This study will take issue with such a rigid critical perspective, which
places Proust and Faulkner in opposing temporal categories, and in its place will
posit the theory that a combination of the durational and transcendent approaches
to time appear in the works of both. Previous critical analyses of the two authors
have failed to discuss and compare the unusually similar mixture of the two time
senses that occur in the works of each. A duality of attitudes towards time,
appearing simultaneously in the novels of Faulkner and Proust, is the explanation
behind the mixture of temporal and spatial form in their writing. Although, as
noted above, critics analyzing Proust's mingling of the durational and
transcendent have called his philosophy "inverted Platonism" in its uitimate
emphasis on human durational time,l"3 there has been no complete critical

examination of the reason for and outcome of Faulkner's combination of the two

views of time.
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In the history of Faulkner criticism, although very little has been said
about Faulkner's inconsistency in using both durational and transcendent
perspectives within the same novel, much critical attention has been devoted to
arguments about whether his time sense is discontinuous, cutting off a sense of

future from past and present, and culminating in a fatalistic philosophy.

Critical Perspectives on Faulkner's
Sense of Time

The criticism stating that Faulkner's novels contain a fatalistic
philosophy was first stated in Jean-Paul Sartre's seminal 1939 essay on
Faulknerian time. In describing Faulkner's sense of time, in which he thought

there was no representation of the future, he wrote:

If the future has reality, time withdraws us from the past and
brings us nearer to the future; but if you do away with the
future, time is no longer that which separates, that which cuts
the present off from itself. ... Man spends his life struggling
against time, and time, like an acid, eats away at man, eats him
away from himself and prevents him from fulfilling his human
character. Everything is absurd. "Life is a L}:&le told by an
idiot, full of sound and fury, signifying nothing."

Along with a sense of mission in life, the concept of the future was of
paramount importance to Sartre, and his criticism of Faulkner as a passive writer

who had no sense of the future must be viewed as a subjective expression of

45

Sartre's own philcsophy. With Sartre's view of life as a constant progression

into an unpredictable and elusive future, man to him was but a "moving point

46

constantly advancing into new self-creation.” And if, as he postulated --

there was no God to conceive human nature a priori, existence
preceded essence and each person made his own essence, as the
moving point, which was himself, advanced from past into
future. . . the past was a not-yet toward which man moved in
constant pursuit of an actuality which became past as rapidly as
he overto'olﬁ?it. [Then] man was nothingness continually coming
into being.
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is

understandable that Sartre should rail against the ideas of those whom he

perceived as focused on the past. In his essay on Faulkner's sense of time, he

found that both Proust and Faulkner removed the possibility of a future, and this,

he argued, was the basis for Faulkner's despair. It is worth quoting at length from

Sartre's article, for it had such far-reaching influence on the linkage and

evaluation of Faulkner and Proust which took place in the writing of later critics.

Sartre first touched on Faulkner's use of memory which he believed

paralleled that of Proust:

. « » The order of the past is the order of the heart.

would be wrong to think that when the present is past it
becomes our closest memory . ..Only its own density and the
dramatic meaning of our life can determine at what level it will
remain.

Such is the nature of Faulkner's time. Isn't there something
familiar about it? This unspeakable present, leaking at every
seam, these sudden invasions of the past, this emotional order,
the opposite of the voluntary and intellectual order that is
chronological but lacking in reality, these memories, these
monstrous and discontinuous obsessions, these intermittences of
the heart -- are not these rerg'éniscent of the lost and
recaptured time of Marcel Proust?

Sartre then acknowledged that despite the similarity in metaphysical

past was never lost but simply engulfed the present. He stated:

. « » for Proust salvation lies in time itself, in the full
reappearance of the past. For Faulkner, on the contrary, the
past is never lost, unfortunately; it is always there, it is an
obsession one escapes from the temporal world only through
mystic ecstasies. A mystic is always a man who wishes to
forget something, his self, or more often, language or q@'ective
representations. For Faulkner, time must be forgotten.

approach, Proust's real hope was to recover the past, whereas for Faulkner, the

Sartre concluded that Proust's fictional technique might be expected to be more

fragmentary and unchronological, closer in style to that of Faulkner, because of
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the similarity of their emphasis upon past time. He believed this to be a
backward point of view leading to a closed concept of the present and future,
synonymous with despair and abandonment of classical literary controls. He

wrote:

To tell the truth, Proust's fictional technique should have been
Faulkner's. It was the logical conclusion of his metaphysics.
But Faulkner is a lost man, and it is because he feels lost that
he takes risks and pursues his thought to its uttermost
consequences. Proust is a Frenchman and a classicist. The
French lose themselves only a little at a time and always
manage to find themselves again. Eloquence, intellectuality,
and a liking for clear ideas were responsible for Proust's
retaining at least the semblance of chronology.

And finally, Sartre pointed out that it is preoccupation with the problem of time
that links Proust and Faulkner, and that their ficticnal efforts are part of the
larger contemporary literary trend to deal with time on a personal, psychological

basis, which has become symbolic of twentieth century literature. He explained:

The basic reason for this relationship /between Proust and
FaulknerJ is to be found in a very general literary phenomenon.
Most of the great contemporary authors, Proust, Joyce, Dos
Passos, Faulkner, Gide, and Virginia Woolf have tried, each in
his own way, to distort time. Some of them have deprived it of
its past and future in order to reduce it to the pure intuition of
the instant; others, like Dos Passos, have made of it a dead and
closed memory. Proust and Faulkner have simply decapitated
it. They have deprive%lit of its future -- that is, its dimension
of deeds and freedom.

In his analysis of The Sound and the Fury, Sartre lamented that

"everything has already happened." He accused Faulkner of having a vision of
"the present [that/ is nothing but a chaotic din, fand7 a future that is past," which
directed his fictional efforts to reverse time. He created a striking image of
Faulkner's effort to reenter past time:

. . « Faulkner's vision of the world can be compared to that

of a man sitting in an open car and looking backward. At every
moment, formless shadows, flickerings, faint tremblings and
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patches of light rise up on either side of him, and only
afterward, when he has a little perspective, do they become
trees and men and cars.

The past takes on a sort of super-reality; its contours are
hard and clear, unchangeable. The present, nameless and
fleeting, is helpless before it. It is full of gaps, and, through
these gaps, things of the past, fixed, motionless, and silent as
judges or glances, come to invade it. Faulkner's monologues
remind one of airplane trips full of air- pockets. At each
pocket, the hero's consciousness "sinks back into the past" and
rises only to singzback again. The present is not; it becomes.
Everything was.

And finally, at the end of Sartre's article on The Sound and the Fury, he

condemned Faulkner by saying, "We live during an ége of impossible revolutions,
yet Faulkner uses his extraordinary art to describe a world which is dying of old
age and suffocation."5 3

Sartre’s interpretation of Faulkner's and Proust's temporal focus as
pointing only toward the past, however, is ultimately incomplete. There is a
major difference in the manner in which Faulkner and Proust deal with their sense
of the past, and it is not as Sartre suggested, simply a matter of decapitating time
by depri\ring it of its future. Whereas for Proust the exercise of regaining lost
time was used as a magic formula to aid in the creation of literature for the
future, for Faulkner the past becomes a fathomless swamp only in the minds of
the isolated characters who sustain themselves in their illusions of the past. For
other Faulkner characters the future constantly offers new choices, and in this
aspect Faulkner's and Sartre's outlooks are in harmony. Because both believed
that radical change is part of man's nature, for both men opposites and
contradictions could exist and develop simultaneousiy. Ultimately the works of
both Sartre and Faulkner are capable of soaring beyong logical- linear contra-
dictions, and conclude by holding opposites in simultaneity.sq'

Following Sartre's comments in 1939, during the next two decades of

Faulkner criticism, opposing schools of thought concerning his sense of time
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emerged. These critical approaches interpreted Faulkner's view of time as either
discontinuous or continuous, and have continued attracting new adherants to each
point of view.

Most of the French critics of Faulkner have chosen to follow Sartre and
have taken their stand in the discontinuous school of thought. From Jean
Pouilion, who credited "destiny" as the force which dictates that the past shall

35 to M. le Breton,s6 who

57

prevail over the present and future in Faulkner's novels,
concentrated on Faulkner's pessimism, and J.-J. Mayoux, who discussed
Faulkner's presentation of the gloomy obstinacy of time, they all converged on
what they believed to be a fatalistic Faulknerian philosophy of despair.

Even Andre Malraux, a novelist dedicated to belief in action, and a
perspicacious critic, failed to understand Faulkner's real message. In the Preface
to the French edition of Sanctuary, he stated that Faulkner creates a world in
which man is constantly crushed, a world in which

there is no "man" ... or any values, or even any psychology . . .
But there is a Destiny standing, single, behind all these

~ different xgt similar beings, like death behind a ward for the
incurable.

Projecting an aspect of his own view of the world into Faulkner, he
continued:

... Faulkner escapes into the irremediable....An
inexorable, sometimes epic force is released in his work
whenever he succeeds in bringing one of his characters up
against the Irremediable. And perhaps the irremediable ig,his
only true subject, perhaps his only aim is to crush man. ...

Although these interpretations of Faulkner's work by French critics
reveal sensitivity and intelligence and were among the earliest recognitions of

Faulkner's genius, nonetheless, the conclusions offered are misinterpretations of

his writing. They are a confusion of means with ends.
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Both Sartre and Malraux assume that Faulkner's final purpose is to
arrest motion, which is, as Faulkner insisted himself in various interviews, only a
tool or technique used to reveal the motion of life in the most dramatic mode
possible. In 1954 in an interview with Jean Stein for the Paris Review, Faulkner
said, "Life is motion," and "the aim of every artist is to arrest motion, which is
life, by artificial means and hold it fixed so that a hundred years later, when a
stranger looks at it, it moves again since it is life."0 Thus a full understanding of
Faulkner's belief in the importance of change and motion in life is a prerequisite
to a consideration of his handling of time and his use of history, which are related.
The American critics who have stressed discontinuity in Faulkner's
sense of time include Walter Slatoff and Donald Sutherland, who contend that
Faulkner is as insistent about fragmenting time as he is in fusing it.

In Quest for Failure Slatoff discusses the dual emphasis on time in

Faulkner's work, pointing out that Faulkner both "sees and presents time as
continuous and whole," while at the same time "his presentation makes time
discontinuous and seals off the past from the present." Slatoff believes that both
interpretations are correct, because "cleariy, Faulkner wants to do both of these

things, to emphasize both the pastness of the past and its presentness;" so the

resulting divergence of critical point of view is unders'candable.61

Noting that the continual juxtaposition of past and present events is one
of Faulkner's "most persistent and widely noted structural devices," Slatoff points

out that

the result of the persistent juxtaposition is in part a sense of
separateness between moments in time. We watch...the
clock jump back and forth between moments rather than move
imperceptibly from one to another. It is true that Faulkner is
very much concerred with the idea of the past fusing with the
present either in someone's consciousness or in a realm outside
time, but his method is such that the past exists largely as
moments or flashes wig? gaps in between and with gaps between
them and the present.
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In response to the argument that Faulkner's form and content both emphasize a
view of time as continuous and whole, Slatoif argues that while this may have
been Faulkner's intention, the use of such constant juxtaposition results in a
pervasive sense of fragmentation.

In "Time on Our Hands" Donald Sutherland describes his view of
Faulkner's sense of the past by emphasizing its removal from the flow of present
time. He suggests that Faulkner's "real basis of compcsition is an absolute past,
not a consecutive history. It is a flat simultaneous past over which the ‘'order of

63 In order to better describe the richness

the heart' can move as it pleases. .. ."
of the Faulknerian past and the chasm separating it from the present, Sutherland
uses strong pictorial imagery:

Faulkner's past feels like the paintings of Pompeii, which are all

as if painted the very day they were buried in ashes, an

inordinately rich and fluid sensuality arrested and separated

from us boﬂél‘by a terrible hardness of surface and a definite
catastrophe.

He concludes, "I think this hard and immobile past, separate both from us and
from the continuity of history, is the only kind of past that really convinces us."65

In contradistinction to the schoo! of fragmentation and doom, Perrin
Lowrey and Peter Swiggart, the two leading members of the theory of continuity
formulating the basis of Faulkner's portrayal of time, present a much more

positive interpretation of his works. In an essay analyzing Faulkner's handling of

time in The Sound and the Fury, Swiggart takes issue with Sartre's comparison of

Faulkner and Proust, in which Sartre states that the characters of both authors

are motivated by blind mechanical fate and live only in the pas‘c.66

Dealing point by point with Sartre's argument on The Sound and the

Fury, Swiggart analyzes the example of Quentin Compson, who is obsessed by the

past and driven to suicide to try and halt the passage of time. In response to
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Sartre's statement that Quentin's obsession is symbolic of Faulkner's own
obsession with past time, Swiggart counters that:
Quentin's dilemma...is under dramatic control. His
sophisticated self-destruction is structurally balanced by the
endurance and emotional stability of g;her characters, such as
the idiot Benjy and the negress Dilsey.
And he concludes that Sartre's interpretation simply "ignores Faulkner's use of a
dynamic concept of time that transcends Quentin's temporal dilemma and casts it

n68 Rather than mechanistic and

into both moral and dramatic perspective.
fatalistic, Faulkner's objective, according to Swiggart, lies in transcendence of

time.

Continuity and Discontinuity in
Faulkner's Sense of Time

Actually, both schocls of thought -- the discontinuous and the
continuous views of time -- are relevant to Faulkner's works, for both temporal
perspectives coexist in counterpoint. The difficulty lies in interpreting Faulkner's
ethical evaluation of the different perspectives. The continuing duality of the
Faulknerian time sense, which incorporates transcendence as well as duration, is
constantly visible in the symbolic temporal contradiction of his intellectual and
his primitive characters.

The romantic self-destructive notion of escaping chrenological time to
reach a timeless mystical realm espoused by Quentin Compson, Gail Hightower,
Ike McCaslin, and other isolated protagonists, does not represent the ideal
Faulknerian time sense. For, from his reading of Bergson and James Joyce,
Faulkner had become a disciple of duration, generally believing in the validity of

the concept of a continuous uninterrupted flow of time between past, present, and
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future. The sense of duration seemed to offer Faulkner relief from his general

pessimism about the linear time process.

Faulkner's Belief in Action and Change

Faulkner's philosophy is not ultimately one of portraying the harmony
and disharmony of man with the universe as a simplistié dichotomy. In the final
analysis, the pattern that emerges in his fiction is one of decision-making and
action, indicating steps that must be taken in order to broaden the scope of man's
interaction and communication with man and with society as a whole.

When Faulkner was at the University of Virginia he was asked whether

Ike McCaslin in Go Down, Moses could represent the predicament of modern man

who has been unable to "find a humanity that he can fit in with." Faulkner very
specifically explained, first, the possible human responses to the dilemma of
contemporary life, and then, the most admirable of those possibilities:
- - . there are some people in any time and age that cannot

face and cope with the problems. There seem to be three

stages: The first says, This is rotten, I'll have no part of it, I

will take death first. The second says, This is rotten, I don't

like it, I can't do anything about it, but at least I will not

participate in it myself, I will go off into a cave or climb a

pillar to sit on. The third says, This stinks and I'm going to do

something about it. McCaslin is the second. He says, This is

bad, and I wiil withdraw from it. What we need are people who

will say, This is baggand I'm going to do something about it, I'm

going to change it.

If Sartre could have heard this explanation of Faulkner's belief in action
and change two decades earlier as he was preparing his critical texts, he would
have been startled to realize how closely Faulkner approaches his own
Existentialist beliefs. For Faulkner regresents man as bearing his destiny within
himself, through his personal decisions creating the form of his life, while learning

to disregard the inexplicable and irrational elements which are beyond human

control.
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Although there is a certain burden of history that is passed on from
generation to generation with its element of guilt from the sins of the past,
Faulkner believes that each individual is free either to extenuate or expiate the
culpability. Through each present action, the design of the past can be confirmed
or reshaped. Thus the pattern of history is neither deterministic nor immutable;
it is not formulated by abstract laws of politics and economics, but rather, in a
durational sense, represents the emotions and actions of individuals and their
cultures, and this gives it its shape.70

While at the University of Virginia, Faulkner described his concept of
man in relationship to time:

«++t0 me, no man is himself, he is the sum of his past.
There is no such thing really as was because the past is. It is a
part of every man, every woman, and every moment. All of his
and her ancestry, background, is all a part of himself and
herself at any moment. And so a man, a character in a story at
any moment of acti;ap if not just himself as he is then, he is all
that made him. ...

Thus, according to Faulkner, man's fate is the necessity of change;
man's hope is that "by his own efforts" he can create a better form of change. It
is impossible to imagine an outlook that is more focused on the future than this
way of looking at the world.72

Faulkner spoke most revealingiy about change when he was asked the
direct question of whether he intended his readers "to sympathize more with Old
Ben (in The Bear)...or ...the hunters...." He answered:

What the writer's asking is compassion, understanding, that
change must alter, must happen, and change is going to alter
what was. That no matter how fine anything seems, it can't
endure, %cause once it stops, abandons motion, it is

dead. ...

This belief in constant change is at the very core of Faulkner's work.
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Critical Perspectives on Proust's Sense of Time

Throughout the decades of Proustian criticism, a large number of
critics have viewed Proust as living only to recover the past, thereby separating
past from present and future, and creating a discontinuous time sense. Sartre's
interpretation of the absence of the future in Proust's work is typical of the
majority view:

. « « Proust's heroes never undertake anything. They do, of
course, make plans, but their plans remain stuck to them and
cannot be projected like a br%dge beyond. the presgnt. They are
day-dreams that are put to flight by reality. ...

Many critics have mistakenly categorized Proust as following in the
tradition of a long line of debilitated neurasthénic aesthetes, and have said that
the decision to create a work of art at the end is inadequate to counteract his
flight from the realities of life. Edmund Wilsen in Axel's Castle expresses this
view, and while recognizing that Proust hoped to be able to oppose the flux of
time by the creation of a work of art, Wilson fails to attribute special significance
to the extreme intensity of the last volume in which Proust states the aspect of a
prophetic mission that he is attempting to fulfill.

Wilson seems to misinterpret the magnitude of Proust's literary effort,
which was not simply to produce a work of art, but to create something which
could defy the passage of time. Proust felt that his work could do this as no other
work of art could, because his writing was not only the means of expressing his
vision, but was a direct description of the steps by which the vision might be
attained, with the presentation of a method which demands the complicity of the
reader who reexperiences its exact effect.75

Although Proust constantly alternates the presentation of durational

and transcendent time, he is frequently critically regarded as focusing primarily
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on duration revealed in the continuous life of memory and its extension of the
past into the present. The image of the past grows ceaselessly in the present,
however, as Proust skillfully reveals in the constant change of the present that
occurs in Marcel's world.

At the end of Swann's Way Marcel describes his return many years later
to the Allée des Acacias, where he used to marvel at the beauty of Mme. Swann
as she took her daily promenade in the Bois de Boulogne. Looking at the same
forest paths in the present, Marcel becomes aware of the enormous changes that

have occurred since his days of youthful desire, which he describes:

...when I was young and had faith...I would hasten
eagerly to the spots where masterpieces of female elegance
would be incarnate for a few moments beneath the unconscious,
accommodating boughs. . .. The idea of perfection which I had
within me I had bestowed, in that other time, upon the height of
a victoria, upon the raking thinness of those horses, frenzied
and light as wasps upon the wing, with bloodshot eyes . . . which
now, smitten by a desire to see again what I had once loved, as
ardent as the desire that had driven me, many years before,
along the same paths, I wished to see renewed before my
eyes. . .. Alas! there was nothing now but motorcars driven
each by a moustached mechanic, with a tall footman towering
by his side. I wished to hold before my bodily eyes, that I might
know whether they were indeed as charming as they appeared
to the eyes of memory, little hats, so low- crowned as to seem
no more than garlands about the brows of women. All the hats
now were immense, covered with fruits and flowers and all
manner of birds. In place of the lcvely gowns in which Mme.
Swann walked like a Queen, appeared Greco-Saxon tunics ...
or sometimes, in the Directoire style, "L}gerty chiffons”
sprinkled with flowers like sheets of wallpaper.

In the movement of time from the era of the horse-drawn victoria and
low-crowned hat to the motorcar and large hat covered with fruits and flowers,
Proust reveals his awareness of the steady advance of chronological time, which
memory alone cannot halt.

Later, in The Past Recaptured, returning to Paris after many years'

absence, Marcel is astounded by the physical changes' that have occurred in his
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friends and social acquaintances of the Faubourg Saint-Germain. Encountering

them at the reception of the Princesse de Guermantes, he observes:

Some men limped, but one realized that it was not the result of
a carriage accident, but of a stroke, and because they already
had one foot in the grave. ... Some women ... half paralysed,
seemed unable quite to disengage their dress, caught on the
stonework of their tomb, and they could not straighten up, bent
over as they were, with their heads inclined, in a stooping
posture that suggested their present situation, tottering
between life and death until they should make the final
plunge. ... For I knew that these changes meant, what they
were the prelude to ... therefore this whiteness of the hair
was very impressive in the women, combined with so many
other changes. A name was mentioned to me and I was
stupefied to think that it designated both the blonde woman at
the dance whom I had once known and the thick-set lady in
white hair who was walking heavily past me. Together with a
certain high colour, that name was, perhaps, the only thing in
common between the two women, the one in my memory and
the one at the Guermantes reception, more differeﬁt from one
another than the ingenue and the dowager in a play.

With Proust's keen awareness of and despair over the passage of time, it is clear
that his work incorporates the heavy burden of the past while moving with
painstaking steps forward. This almost imperceptible movement towards the
future is akin to time itself, and is quite different from the fixity of focus on the
past which Sartre attributed to Proust's fiction.

Roger Shattuck, one of the recent Proustian critics whose approach has

been influential in the effort to reinstate A la recherche du temps perdu within

the theory of continuous time, writes:

After its complicated chronological preliminaries, the novel
moves forward in time even though the action in its
psychological and social preoccupations faces the past. The
narrative tone that results, composed of sudden apparitions and
gradual disappearances, hauntingly recalls the view from the
rear platform of an old-fashioned observation car. There one
always felt a faint wistful vertigo produced by this7§ackward
advance into the future cut of a diminishing past. ...
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Continuity and Discontinuity in
Faulkner's and Proust's Portrayals of Time

The theory that both Faulkner and Proust are ultimately trying to
present time in its continuity, albeit a continuity which contains many fragmented
and discontinuous elements, is the subject of this study. And the corollary to the
theory of continuity is the belief that unity of time implies unity of the self, and
unity of the work of art as weil. For it is the interdependence of time and the
self (or of the actions and characters depicted in and through time) that
ultimately creates the unity of the work of art. This interdependence in turn,
signifies that time, the self, and the work of art reciprocally reveal the same
pattern of identity, continuity, and unity.79

It is finally the author himself, as the creator of the work of art, who in
a literary context imposes identity and unity upon the characters. Although the
fictional character may fail in the process of self-integration, it is ultimately the
author who is responsible for representing the active, organizing and regulative
functions of the seli. Hence, the amount of critical attention that has been
devoted to the question of whether Faulkner and Proust are fatalists promulgating
deterministic philosophies of despair and hopelessness.

In their ability to present a sense of linear, clock-time, while
simultaneously including durational and transcendent perspectives to provide
possible escapes from chronology, Faulkner and Proust indicate the temporal
choices that confront mankind. Although they ultimately differ in the way that
transcendence can be attained, they are in the accord on the concept of an
"enduring, identical self [existing] in and through the experience of temporal

duration."80
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The Faulknerian and Proustian Quest for
Unity of Being and Continuity of Time

The ultimate quest for Faulkner and Proust is thus the same -- to
discover what is timeless in the self and in experience, and to celebrate the
discovery of these timeless elements in the artistic creation of their work. The
method both authors use in their search for timelessness is the literary portrait,
through which they investigate the possibility of a sense of continuity and unity of
the self in the midst of temporal succession and change.

In a literary treatment two aspects of the self are particularly
significant.  First, the self seems to reveal a tendency toward dynamic
organization which prevails over and above the succession of fragmentary
impressions and ideas. The ego is actively involved in interpreting, organizing,
and synthesizing the experience of life, and it does so from the perspective of the
self as a whole, creating a sense of unity of being. And secondly, the self reveals
a certain quality of continuity; it contains a structure which demonstrates both
unity and continuity, the structural phenomena that result in man's conception of
himself as the same person throughout his lifetime.SJ‘ Both qualities -- unity of
being and continuity in time -- are thus inherent in man's sense of self, creating
literary validity for the fictional portrayal of characters searching for a cohesive
personal identity. These two principles may in fact be considered minimum
conditions for what is known as personal identity in experience.82

In the following pages these two principles will be utilized in studying
the literary portraits of Marcel and of Faulkner's intellectual characters. First,
there will be an examination of the characters' means of attaining or failing to
attain unity of the self. In their historical search for self-identity -- through
memory, the sense of duration, the process of disillusionment, and stoic

endurance -- the growth from innocence to experience is described in terms of its
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temporal progress. Secondly, describing the characters' search for a sense of
temporal continuity, methods ranging from duration to forms of mythology and
cyclical time will be analyzed. It is in the search for temporal continuity that
Marcel and Faulkner's intellectual figures all use the technique of arrested time
with its potential for synchronous, spatial revelation.

Employing the dialectics of time and space, Faulkner and Proust thus
describe their intellectual characters in the process of self-discovery in search of
unity of being, and in the effort of reconciling past and present to achieve a sense
of temporal continuity. Although both Proust and Faulkner attain their own sense
of transcendence through art, only Proust is able to state his belief through
Marcel's evolution that the artist shall prevail and endure. In the portrayal of the
failed lives of intellectual figures whose goal is to halt the passage of time,
Faulkner reveals his ambivalence toward the artist's need to arrest motion, and,
indeed, toward any sense of artistic transcendence for mankind in general.
Ultimately he is able to conclude only that through human interaction man

himself can endure and prevail.
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CHAPTER TWO

THE QUEST TO DISCOVER WHAT ENDURES IN THE SELF AND EXPERIENCE:
SIMILARITIES AND DIFFERENCES IN THE TECHNIQUES OF MARCEL
AND OF FAULKNER'S INTELLECTUAL FIGURES

. . . say that the end precedes the beginning,
And the end and the beginning were always there
Before the beginning and after the end.

And all is always now. Words strain,

Crack and sometimes break, under the burden,
Under the tension, slip, slide, perish,

Decay with impreciision, will not stay in place,
Will not stay still.

In their effort to recapture the past and lost time as a means of
regaining the identity and continuity of the self, Marcel and Faulkner's
intellectual characters are aware of a psychic break that has occurred separating
the innocence of their earlier being from their later disillusioned concept of
themselves. Their anguish over a sense of personal "interruption,” which has
created a hiatus dividing their sense of the present from the past, is characterized
by a general sense of discontinuity, which manifests itself in their awareness of
the evanescence of all human emotion and identity in the passage of time.

Obsessed by the evidences of discontinuity in emotion and identity,
Marcel, Quentin, and Faulkner's other intellectual protagonists all attempt to find
various temporal and spatial methods with which to confront the future with a

feeling of integral wholeness rather than fragmentation. The various methods

49
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that they use, the Bergsonian concept of duration, the Proustian belief in a
metaphorical memory method, and the Faulknerian portrayal of spatial
juxtaposition in moments of arrested time, will be the subject of this chapter.
The fact that all of these techniques end in failure for the intellectual Faulkner
characters will be analyzed in terms of a comparison with Marcel's discovery of a
successful aesthetic method through which he can achieve a sense of both

continuity of time and unity of being.

The Sense of "Interruption"
and Loss of Identity
Marcel expresses the sense of loss and discontinuity of identity, which
has become characteristic of the modern condition:
One is no longer a person. How then, seeking for one's mind,
one's personality, as one seeks for a thing that is lost, does cne
recover one's own self rather than any other? ... What is it
that guides us, when there has been an actual
interruption . . .?
There is a certain existential distress that accompanies the confusion

about one's identity and purpose in life, which applies as much to Faulkner's

intellectual characters as to Proust's protagonist. In Studies of Human Time

Georges Poulet describes this phenomenon:

. . - fundamentally this anguish is of a being, who, finding
himself in an existence which nothing, it seems, can justify,
incapable of discovering for himself a reason for being,
incapable at the same time of finding anything which
guarantees the continuation of his being, experiences
simultaneously horror of a future which changes him, contempt
for a present which seems powerless to establish him, and the
exclusive need of saving himself, come what may, from his
cruel contingency by discovering in the pasf the basis of this
being that he is, and yet that he no longer is.
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The anguish of non-being is particularly nightmarish to Marcel, who
seems to feel it most keenly in the somnolent state between sleeping and waking,
a twilight time when all sense of identity deserts him. He relates his sensation of

discontinuity between himself in the past and the present in the opening pages of

Swann's Way:

...MmMy sleep was so heavy as completely to relax my
consciousness; for then I lost all sense of the place in which I
had gone to sleep, and when I awoke at midnight, not knowing
where I was, I could not be sure at first who I was; I had only
the most rudimentary sense of existence, such as may lurk and
ilicker in the depths of an animal's consciousness; I was more
destitute of human qualities than the cave-dweller; but then
the memory ... of various other places where I had lived, and
might now very possibly be, would come like a rope let down
from heaven to draw me up out of the abyss of Eot-being, from
which I could never have escaped by myself. ...

In a remarkably identical manner, Dar! Bundren, an idealistic, poetic
Faulkner character, who reveals both intellectual and primitive attributes,

expresses the same fear of loss of identity in As I Lay Dying. The apprehension of

loss of identity in sleep is compounded by the apprehension of strange rooms, a
phobia he shares with Marcel. Darl's commentary forms a virtual paralle! to
Marcel's:
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. 1 don't know what I am. I don't
know if T am or not . . . and then I must be, or I could not empty
myself for sgeep in a strange room. And so if I am not emptied
yet,lam is.
A similar description of Quentin's confusion of identity, which occurs

when he is in a trance-like state between sleeping and waking, is found in The

Sound and the Fury. He feels lost in his memories of the past, which seem to

destroy his sense of existence in the present. He relates:
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/

I seemed to be lying neither asleep nor awake looking down a

long corridor of grey halflight where all stable things had

become shadowy paradoxical all I had done shadows all I felt

suffered taking visible form antic and perverse mocking without

relevance inherent themselves with the denial of the

significance they should l'gwe affirmed thinking I was I was not

who was not was not who.

For Faulkner's intellectual characters, the sense of interruption, which

they experience both waking and sleeping, may well be attributed to a
psychological hiatus created in the maturation process of many of those in the
South in the generation following the Civil War. Faced with a sense of personal
insignificance and failure reflecting their loss, many Southerners began to
question their own sense of purpose, accomplishment, and the significance of their
very existence in the wake of the defeat and disaster that surrounded them. .

Quentin is conscious of a hopeless psychological division within himself in

Absalom, Absalom!

...he would seem to listen to two separate Quentins
now -- the Quentin Compson preparing for Harvard in the
South, the deep South dead since 1865 and peopled with
garrulous outraged baffled ghosts . . . and the Quentin Compson
who was still too young to deserve yet te, be a ghost, but
nevertheless having to be one for all that. ...

In addition to fearing the interruption in his sense of identity in the
present, Quentin also fears that in the future he will be unable to retain the
sentiment of emotional horror which he feels following the discovery of his
sister’s loss of virginity, a loss which reflects in microcosm the loss of the South
and its values. Because of the enormity of his pain, and the steadfastness of his
adherence to the chivalric code of sexual purity, he wants to believe that Caddy's
action is important enough to defy the passage of time and oblivion. He
ultimately, however, is converted to his father's cynical belief that

- + « people cannot do anything that dreadful they cannot do

anything very dreadful at all they cargxot even remember
tomorrow that seemed dreadful today. ...
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Marcel is also aware of the evanescence of personal identity in the
future. Like Quentin, he recognizes the power of time and change to obliterate
man's fondest loves and sorrows, which he expresses when he considers the

winnowing away of human emotion with the coming of the future:

. - . our dread of a future in which we must forego the sight
of faces, the sound of voices that we love, friends from whom
we derive today our keenest joys, this dread, far from being
dissipated, is intensified, if to the grief of such a privation we
reflect that there will be added what seems to us now in
anticipation an even more cruel grief; not to feel it as a grief
at all -- to remain indifferent; for if that should occur, our ego
would have changed, it would then be not merely the
attractiveness of our family, our mistresses, our friends that
had ceased to environ us, but our affection for them; it would
have been so completely eradicated from our heart, in which
to-day it is a conspicuous element, that we should be able to
enjoy that life apart from them the very thought of which
to-day makes us recoil in horror; so that it would be in a real
sense the death of ourselves, a death followed, it is true, by
resurrection but in a different ego, the life, the love of which
are beyond the reaézh of those elements of the existing ego that
are doomed to die.

It is not until The Past Recaptured that Marcel realizes, despite the extinction of
ind.ividual loves which he has felt for a succession of different women during the
course of his life, that it is the human capacity to experience such love which
endures. At the Guermantes' reception he recognizes:

... our love is a portion of our soul more lasting than the
various selves which die successively in us and which would
selfishly like to retain this love -- a portion of our soul which,
regardless of the useful suffering this may cause us, must
detach itself from its human objects in order to make clear to
us and restore its quality of generality and give this love, an
understanding of this love, to all the world, to the universal
intelligence, and not first to this woman, then to that, in whom
this one 16nd that of our successive selves seek to lose their
identity.

In direct contrast to Marcel's development of a universal sense of what

will endure, Quentin's determination to establish the eternal significance of his
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love for Caddy leads him ultimately to the logic of halting time's flow by his own
death. In his father's argument against suicide, he finds the rationale for his own
extinction. His father warns him:
", ..you are still blind to what is in yourself to that part of

general truth the sequence of natural events and their causes

which shadows every mans brow ...you are not thinking of

finitude you are contemplating an apotheosis in which a

temporary state of mind will become symmetrical above the

flesh and aware both of itself and of the flesh it will not quite

discard you will not even be dead and ... you cannot beiui to

think that someday it will no longer hurt you like this. .. ."

Unlike Marcel's all-encompassing realization that "our love is a portion
of our soul more lasting than the various selves which die successively in us,”" with
its subsequent conclusion that he must "give ...an understanding of this
love ...to all. the world, to the universal intelligence," Quentin's solution to
time's passage is to choose a self- centered form of transcendence in which "a
temporary state of mind will become symmetrical above the flesh . . .aware both
of itself and of the flesh.”

Both Quentin and Marcel are Bergsonian characters who seek to
transcend time by experiencing a "fragment of time in its pure sta‘ce;"12 both are
attempting to elevate a moral truth to eternity, but in completely different ways.
With identical awareness of discontinuity, they choose diametrically opposite
paths. In order to immortalize the memory of Caddy's promiscuity for eternity,
Quentin tries to destroy time itself through his suicide. In order to secure the
immortality of human experience in the flow of time, Marcel races against old
age and death to write a book containing his memories of transcendent moments.
Quentin feels that he must stop the motion of life to eliminate discontinuity of

time; whereas Marcel incorporates life's discontinuity into the continuity of his

art.
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Duration and Transcendence: Inverted Reactions
To the Passage of Time
While Marcel comes to be a firm believer in the durational concept that
all aspects of past, present, and future time exist as timeless co-presences within
each moment of an individual's existence, he also conducts a continuing search for
transcendent moments which will lift him above the flow of time. In flashes of
involuntary memory which are stimulated by various sensory experiences, he
derives a sense of transcendence that seems to defy the threat of death. He
explains:
In truth, the person within me who was at that moment enjoying
this impression enjoyed in it the qualities it possessed which
were common to both an earlier day and the present moment,
qualities which were independent of all considerations of time;
and this person came into play only when, by this process of
identifying the past with the present, he could find himself in

the only environment in which he could live and enjfg the
essence of things, that is to say, entirely outside of time.

For both Marcel and Faulkner's intellectuals, there is a similar drive
toward timelessness or transcendence in addition to a psychological preoccupation
with time or duration, which are simply two identical but inverted reactions to a
sense of the passage of time.

In their ultimate choices, however, Marcel] distinguishes himself from
all of Faulkner's intellectual characters, who follow Quentin's predilection for
transcendence rather than an existence trapped in continuing durational time.
Marcel grows into maturity using temporal perspectives, intuitively responding to
durational time, while simultaneously seeking a means of transcendence of time's
passage. The Faulkner characters, on the other hand, are identified according to
their capacity to accept the preeminence of either durational or transcendent
time, with very few attaining the creativity and harmony with the universe that

such a combined perspective would have provided.
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Duration and Other Existential Modes of Time
As Possible Solutions to Discontinuity for
Marcel and Faulkner's Intellectuals

As a basic method in their search for a sense of security in an
ever-changing universe, Marcel and Faulkner's intellectuals all develop an ongoing
theory of time in which a memory from the past has the power to affect them in
the sarme manner that a present, existent object does. When conceiving of the
past as timeless, and believing that man in the present reacts to given situations
in the same way he has throughout the centuries, they discover that it is possible
to develop an "existential” concept of time's reality, which represents their
individualistic concept of it, rathe;— than time's actual, linear, chronological
passage.15 Such a temporal concept becomes existential in the freedom of its
interpreta-tion, which depends upon the freedom of the individual interpreting its
significance. In an existential mode, time can be perceived as indivisible, ongoing
and hence timeless.16

The development of a sense of existential time seems to provide a
partial cure for the heightened sense of discontinuity experienced by Marcel and
by Faulkner's intellectuals, and serves as an antidote for their anguish over the
interruption they perceive destroying the continuity of the flow from the past to
the present and future. The existential modes of time which direct their thoughts
and actions are highly individualistic, and ccntain elements of theories of cyclical
time, "lived myth,” and durational time, which are combined in different
configurations without their direct analysis or expl::ma‘cion.17

Revealing an awareness that it is the quality of time's universality, its
duration, and its cyclical return that unite the generations of man by provoking
the same reaction to similar circumstances through the centuries, Marcel states:

. . . throughout the whole duration of Time, great tidal
wives dredge up from the depths of the ages the same angers,
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the same sorrows, the same courage, the same eccentricities,
across superimposed ngerations «..like shadows on a
succession of screens. ...
He also realizes the enduring qualities of inherited titles, which live on in time's
duration despite the mortality of the human heirs, proving that
. . « throughout all time, without interruptions, there would
come an unbroken wave of Princesses de Guermantes -- or
rather, replaced in her functions by a different woman in each
gerieration, a single Princesse de Guermantes would live for a
thousand  years, ignorant of death, indifferent to
everything . . .and from time to time and name, like a sea,
would draw together again over thos?9who sank out of sight its
changeless and immemorial placidity.
There is thus the possibility of an interconnection of past and present resulting
irom such theories of ongoing time, which provide some comfort to those
suffering from discontinuity. For all of the intellectual characters, however, a
concept of continuity of time, with the possibility of endless identification with
figures from past centuries, contains some risk of the loss of self-identity from
entrapment in the past. With the development of a heightened sense of durational
time and subsequent loss of a sharp sense of human identity, Marce!l and a few of
Faulkner's intellectual protagonists realize that they may be imprisoned in a kind
. . 20
of ongoing lived myth.
Marcel's first description of a sense of durational time, which occurs as
he is falling asleep in the opening pages of Swann's Way, reveals the ease with
which identities from the past merge with his sense of himself in the present in
his drowsy mind:
I had been thinking all the time, while I was asleep, of what I
had just been reading, but my thoughts had run into a channel of
their own, until I myself seemed actually to have become the

subject of my book: a CBllerh, a quartet, the rivalry between
Francois I and Charles V.
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Nevertheless, Marcel embraces the comforting aspect of his unbroken
consciousness of durational time, as providing at least a minimal sclution to the
discontinuity from which he suffers. In the ongoing awareness of duration, Marcel
realizes that despite mercurial changes in the revelation of his own identity over
time, his aesthetic focus has remained relatively the same in the present as it was
in the past. With almost childlike gravity he confides the discovery of continuing
identity in his uninterrupted consciousness of himself from childhood to the
present:

. « - | remembered with pleasure, because it shewed [5i¢J me
that | was already the same then as now and it was an
indication of a fundamental trait of my nature ... that even
when I was at Combray, I used to hold attentively before my
mind some object that had forced itself upon my a‘ﬁention --2a
cloud, a triangle, a steeple, a flower, a pebble. ...

Marcel thus comes to believe that duration provides a partial solution
to human perception of the multiple and fra[gmented facets of the self in time.
He speaks of his goal of incorporating a sense of time in his writing, which will
reflect the vague human consciousness of time's progress while clarifying the
individual's awareness of what he can become in the flow of time. He remarks:

.+ . everyone realises that we occupy a steadily growing
place in Time and this universality could not fail to rejoice me,
since it was truth, the truth vagueiy sensed by each, which I
must seek to make clear to all. Not only is everyone conscious
that we occupy a place in Time, but this place even the most
simple-minded person measures approximately, just as he would
measure the place we occupy in space. True, the measuring is

often incorrect, but the fact that it was considered Qgssible
shows that age was thought of as something measurable.

And at several points during The Past Recaptured he comments on the

" three-dimensional psychology that he feels he will need in writing his book to
indicate his awareness of the multiplicity of personality and the complex

interrelationship of people in time. He realizes
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...every individual -- and I was myself one of these
individuals -- measured the duration of time for me by the
revolution he had accomplished not only on his own axis, but
about other individuals and notably by the successive positions
he had occupied with relation to myseli.

And in truth, all these different planes on which Time, since
I had come to grasp its meaning . . . was arranging the different
periods of my life, thereby bringing me to realise that in a book
which aimed to recount a human life one would have to use, in
contrast to the "plane" psychology ordinarily employed, a sort
of three-dimensional, "solid" psychology, added a fresh beauty
to the resurrections of the past whichzr,Py memory had evoked
as I sat musing alone in the library. ...

Although he lacks Marcel's "three-dimensional psychology" with which

to attack his temporal dilemma, in Absalom, Absalom! Quentin nevertheless

recognizes that the problem is one related to his durationzl sense of time, which
has assumed cyclical proportions. Yet, in verbalizing his concept of ongoing time
and its ability to interconnect past and present, Quentin at first hopes that
through cyclical time all sense of discontinuity will be eliminated. He muses:

Maybe we [Shreve and [J are both Father, maybe nothing ever

happens once and is finished. Maybe happen is never once but

like ripples maybe on water after the pebble sinks, the ripples

moving on, spreading, the pool attached by a narrow umbilical

water-cord to the next pool which the first feeds, has fed, did

feed ... Yes, we are both Father, or maybe Father and I are

both Shreve, maybe it took Father and me both to make Shreve

or Shreve and me 2b§1:h to make Father or maybe Thomas Sutpen

to make all of us.
In his failure to identify successfully with Thomas Sutpen and the ruthlessness of
Sutpen's goals, however, Quentin becomes unwilling to be pulled back into the
past. He develops a sense of desperétion when he discovers that Miss Rosa Cold-
field and his father have selected him to become the modern embodiment of the

myths of the pre-Civil War South, which they attempt to leave him as a legacy.

For in the process of listening to the tales and becoming overwhelmed by the size
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and scope of the almost legendary figures, Quentin feels that he ceases to exist in

the present, that he is being drawn back into another life.

...the mere names were interchangeable and almost
myriad. His childhood was full of them; his very body was an
empty hall echoing with sonorous defeated names; he was not a
being, an entity, he was a commonwealth. He was a barracks
filled with stubborn back- looking ghosts still recovering, even
forty- three years afterward, from the fever which had cured
the disease, waking from the fever without even knowing that it
had been the fever itself which they had fought against and not
the sickness, looking with stubborn recalcitrance backward
beyond the fever and into the disease with actual regret, weak
from the fever yet free of the diseazsg and not even aware that
the freedom was that of impotence.

Realizing that the "fever" of the ghosts was caused by their adherence to the
myth of the grandeur of the Old South, and that in freeing himself from belief in
the myth, having no creed with which to replace it, he would be filled with a sense
of impotence in regard to his future, Quentin dreads a complete loss of identity
resulting in a life which becomes simply an exercise of duration-in-isola‘cion.2

In addition, other Faulkner intellectuals, Charlotte Ritternmeyer and

Harry Wilbourne in The Wild Palms fall into the trap of living a life of endless

duration in their isolation in the cabin in the woods, before Wilbourne attempts to
extricate himself by a return to an external time sense.
...the days themselves were unchanged -~ the same
stationary recapitulation of golden interval between dawn and
sunset, the long quiet identical days, the immaculate
monogomous hierarchy of noons filled with the sun's hot honey,
through which the waning year drifted in red-and-yel
retrograde of hardwood leaves sourceless and going nowhere.
He explained to his friend McCord that he had had a sense of duration-in-isolation
from the moment he had found the twelve hundred dollars enabling the two of

them to leave New Orleans, until the moment in Chicago when Charlotte told him

that she could remain employed. Her statement pertaining to the financial reality
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of their situation shattered Harry's dream- like state. He described the state of

suspended duration that he had experienced for eight months with the words:

I was outside of time. I was still attached to it, supported by it
in space as you have been ever since there was a not-you to
become you, and will be until there is an end to the not-you by
means of which alone you could once have been -~ that's the
immortality -- supported by it but that's all, just on it,
non-conductive, like the sparrow insulated by its own hard
non-conductive dead feet from the high-tension line, the
current of time that runs through remembering, that exists only
in relation to what little of reality (I have learned that too) we
know: 1 was not. Then I am, and time begins, retroactive, is
was andzgill be. Then ] was and so I am not and so time never
existed.

In describing himself as "outside of time" like the sparrcw whose "non-conductive
dead feet" insulate it from the current of time, Wilbourne is aware that in that
suspended state of duration-in-isolation which approaches transcendence, the act
of remembering (which depends on both an internal and an external sense of time)
becomes impossible. When his sense of normal external time resumes, Wilbourne
describes the return of his awareness of identity by saying, "Then I am, and time
begins retroactive." It is in duration-in-isolation that "time never existed."

Gail Hightower also expresses the problem of immobilization in time,

which he believes has created a sense of his life as duration-in-isolation in Light

e e

in August, by saying:

And I know that for fifty years I have not even been clay: I have
been a single instant of darkness in which a horse galloped and a
gun crashed. And if I am my dead grandfather on the instant of
his death, then my wife, his grandson's wife . .. the debaucher
and murderer of my grandsga's wife, since I would neither let
my grandson live or die. ...

Thus, through a reversal of roles found frequently in Faulkner's work, in which the
child becomes the parent of the man, and through personification of himself as his

own grandfather, Hightower finally realizes that he is the person responsible for
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the debauching and death of his wife, a realization that ultimately helps him

escape his state of durational suspension.

The Use of Juxtaposition of Past and Present
As a Spatial Solution to Discontinuity
For Marcel and Faulkner's Intellectuals
After exploring the possibilities of linkage through durational and
cyclical time, Marcel and Faulkner's intellectuals use a second approach in their
search for unity of time's fragmented discontinuities, which will be called
"spatial™ as opposed to temporal. In attempting to analyze the discontinuity of
their lives, which they view as studies in fragmentation, these characters are
involved in a determined and ongoing quest to have "one fragment ... move into
the life of another, to shatter the private prison and stand at least momentarily in
relationship to i‘cself."3 1
In his description of the process of spatialization of form in the

twentieth century novel, Joseph Frank defines a modern literary technique which
closely resembles the quality of arrested time that Marcel and Faulkner's
intellectuals reveal in their efforts to recapture the past. When using a spatial
perspective Frank indicates that

the time-flow of the narrative is halted: attention is fixed on

the interplay of relationships within the limited time-area.

These relationships are juxtaposed independently of the

progress of the narrative; and the full significance of the scene

is given ﬁ\ly by the reflexive relations among the units of

meaning.
Thus the aesthetic representation of this spatial approach to discontinuity is

characterized by multiple forms of juxtaposition, which will be described in the

following pages.
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Marcel's Desire to Arrest Time

With his sense of the discontinuity of past and present, Marcel admits
that there is a definite human tendency to arrest time in attempting to formulate
a conception of it:
It does us no good to know that the years go by, that youth
gives way to old age, that the most stable thrones and fortunes
crumble, that fame is ephemeral, our way of forming a
conception -- and, so to speak, taking a photograph -- of this
moving universe, hurrj'gd along by Time, seeks on the contrary
to make it stand still.

Yet he acknowledges the inadequacy of simply arresting time, which flows on

despite all delaying efforts. Speaking of searching for the past, he says:
It is a labour in vain to attempt to recapture it: all the efforts
of our intellect must prove futile. The past is hidden
somewhere outside the realm, beyond the reach of intellect, in
some material object (in the sensation which that material
object will give us) which we do not suspect. And as for that
object, it depends upon chancnghether we come upon it or not
before we ourselves must die.

The first such object concealing the past which Marcel chances upon as
an adolescent is the famous morsel of a madeleine, which he tastes with his tea.
He is both shocked and then stimulated by ensuing sensory experiences, which
seem momentarily to have the capacity to unite past and present through a flash
of involuntary memory. Although Marcel finds that the time-flow has halted, and
his attention is totally focused on the interplay of juxtaposed relationships within
the present and the time-area of his memory, yet, paradoxically, he experiences
the sensation of transcending time.

To appreciate the dramatic, central position that the episode of the

madeleine occupies in A la recherche du temps perdu, it is necessary to quote it

at length:



Many years had elapsed during which nothing of
Combray . . . had any existence for me, when one day in winter,
as I came home, my mother, seeing that I was cold, offered me
some tea.... She sent out for one of those short, plump little
cakes called "petites madeleines,” which look as though they
had been moulded in the fluted scallop of a pilgrim's shell. .. .1
raised to my lips a spoonful of the tea in which I had soaked a
morsel of the cake. No sooner had the warm liquid, and the
crumbs with it, touched my palate than a shudder ran through
my whole body, and I stopped, intent upon the extraordinary
changes that were taking place. An exquisite pleasure had
invaded my senses, but individual, detached, with no suggestion
of its origin. . . . I had ceased now to feel mediocre, accidental,
mortal. Whence could it have come to me, this all-powerful
joy? I was conscious that it was connected with the taste of
tea and cake, but that it infinitely transcended those savours,
could not, indeed, be of the same nature as theirs. Whence did
it come? What did it signify? How could I seize upon and
define it?

I drink a second mouthful, in which I find nothing more than
in the first, a third, which gives me rather less than the second.
It is time to stop; the potion is losing its magic. It is plain that
the object of my quest, the truth, lies not in the cup but in
myself. ... And suddenly the memory returns. The taste was
that of the little crumb of madeleine which on Sunday mornings
at Combray...when I went to say good day to her in her
bedroom, my aunt Leonie used to give me, dipping it first in her
own cup of real or of lime-flower tea....But when from a
long-distant past nothing subsists, after the people are dead,
after the things are broken and scattered, still, alone, more
fragile, but with more vitality, more unsubstantial, more
persistent, more faithful, the smell and taste of things remain
poised a long time, like souls, ready to remind us, waiting and
hoping for their moment, amid the ruins of all the rest; and
bear unfaltering, in the tiny and almost impalpable drop of their
essence, the vast structure of recollection.

And once I had recognized the taste of the crumb of
madeleine soaked in her decoction of lime-flowers which my
aunt used to give me (although I did not yet know and must long
postpone the discovery of why this memory made me so
happy)...in that moment all the flowers in our garden and in
M. Swann's park, and the water-lilies on the Vivonne and the
good folk of the village and their little dwellings and the parish
church and the whole of Combray and of its surroundings,
taking their proper shape and growing solid.’.fprang into being,
town and gardens alike, from my cup of tea.

6t

In the opening pages of A la recherche du temps perdu, Marcel had

explained the intensity of feeling invested in his search for lost time in terms of



65

an ancient Celtic myth, which he has alluded to obliquely in the underlined portion
of the madeleine passage quoted above. According to the myth, a human being's
ability to recognize the voice of an imprisoned soul serves as a catalyst for the
soul's release. This belief then receives confirmation in the madeleine episode.
He states:

I feel that there is much to be said for the Celtic belief that

the souls of those whom we have lost are held captive in some

inferior being, in an animal, in a plant, in some inanimate

object, and so effectively lost to us until the day (which to

many never comes) when we happen to pass by the tree or to

obtain possession of the object which forms their prison. Then

they start and tremble, they call us by our name, and as soon as

we have recognized their voice the spell is broken. We have

deliveregsthem: they have overcome death and return to share

our life.
The taste of the madeleine has therefore functioned as the voice of a lost soul
calling to Marcel from the past. The madeleine becomes Marcel's first
metaphorical description of recapturing the essence of lost time -- a discovery

that he will later put to use in his writing.

Having discovered through the episode of the petite madeleine and

through subsequent but infrequent episodes of involuntary memory that the past is
lodged deeply within us, needing only a sensation of taste, smell, or touch to
revive it in its dazzling richness, Marcel remains unsure of . the ultimate
significance of such sensations of timelessness, still failing to understand that
through them he is freed of the fear of death. The sense of having discovered a
means of transcendence of timc and hence of immortality is the cause of this
incomprehensible happiness. It is many years later during the Guermantes'
reception at the end of the novel that he realizes:
-..one can be confident in his joy; even though the mere

taste of a madeleine does not seem to contain logical
justification for this joy, it is easy to understand that the word
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"death" should have no meaning for him; situatecboutside the
scope of time, what could he fear from the future?

From the episode of the petite madeleine and other episodes of

involuntary memory that occur through the years, Marcel is at first encouraged to
rely on such flashes of recall in order to experience a sudden unity in time.
However, with longer and longer intervals between such experiences, driven by
the desire to imitate the process of juxtaposition of past and present that occurs
in involuntary memory, he attempts to devise various physical and mental
techniques of juxtaposition in order to unify his sense of time.

Béginning with the technique of displacement of space through motion,
and culminating in the discovery of a metaphorical use of juxtaposed images,
Marcel experiments with methods to achieve and explain the sensation of
transcendence which he had unwittingly stumbled upon in tasting the petite
madeleine. In his recounting of the experiences that both comprise his life and

the text of A la recherche du temps perdu, therefore, the events and images of

the work frequently seem to appear to be "juxtaposed in space" as well as
"unrolling in time," with a sense of chronology that is emotionally dlx'ected.'3 8

Thus, by the end of the Guermantes' reception, armed with a sense of
the possibilities of spatial juxtaposition, which acts as a new psychological and
literary tool when combined with psychological and temporal insight, Marcel
hopes to uncover the hidden essences of life as well as to measure and analyze

man's "steadily growing place in Time." Based on his discovery of the possibilities

of juxtaposition from the madeleine episode, as A la recherche du temps perdu

unrolls chronologically, Marcel attempts to deal with the temporal and physical
isolation separating all entities from one another with a series of innovative

techniques.
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Marcel's Technique of Juxtaposition by
Displacement of Space through Movement:
Its Success and Shortcomings

The first technique Marcel devises is the displacement of space by
physical movement. Juxtapositions can be perceived in the differing perspectives
presented by any sort of travel, from a short walk in the Bois de Boulogne, to
carriage or automobile excursions in France or Italy. Marcel found that as he
went from one place to another, intent upon a unifying activity, he seemed to
transmit to the very places themselves a sense of drawing together, eliminating
the distances that separated them.?® The ultimate intention of this _shifting
movement is to bring together fragmentary and opposite objects so that they form
a totality, a continuity "through the coincidence of contraries."

Marcel attempts to achieve unification not throhgh a process of
simplification, but rather through a proliferation of all of the characteristics of
the opposing objects. He seems to feel that he can only arrive at an explanation
of the essence of the object by an exhaustive description of the variety of detai!
which it encompasses, which both serves as a source of identification and a source
of opposition with its counterpart.l‘0

A well-known example of the technique of displacement of space
through movement resulting in unification of different perspectives, is found in
the incident of the spires of Martinville. This episode primarily describes a
movement of conjunction -- on the part of the different components of the
landscape towards one another, as well as on the part of Marcel towards the

1

landscape.4 The Martinville episode reveals the Proustian concept of the

unification of forms previously scattered in space:

At a bend in the road I experienced, suddenly, that special
pleasure, which bore no resemblance to any other, when I
caught sight of the twin steeples of Martinville ... while the
movement of the carriage and the windings of the road seemed
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to keep them continually changing their position; and then of a
third steeple, that of Vieuxvicq, which, although separated from
them by a hill and a valley, and rising from rather higher ground
in thgzdistance, appeared none the less to be standing by their
side.

Marcel's conclusion is that each place and each being offers a variety of
possible positions and perspectives, and these can best be perceived through both
physical and mental sinuosity of movement, which makes it possible to
comprehend the various aspects. Each contemplated object provides a
multiplicity of perspectives which ultimately affect space.

Employing displacement of space through movement, Marcel hoped that
he had discovered a technique which would dissolve the isolation which he
perceived surrounding all individuals, objects, and moments of his universe, and by
revealing a series of juxtaposed views, would uncover the common essence
unifying them. However, in the Martinville episode he realizes that

In ascertaining and noting the shape of their spires, the changes

of aspect, the sunny warmth of their surfaces, I felt that I was

not penetrating to the ful! depth of my impression, that

something more lay behind that mobility, that luminosity,

somethir}gs which they seemed at once to contain and to

conceal.
And then, for the first time in his life, Marcel makes a discovery which is quickly
forgotten in the onrush of events in his life: he associates the juxtaposition of
different views with the need to describe them on paper to attempt to arrest
them and capture their essence. He relates:

.. .presently their [the steeples'outlines and their sunlit

surface, as though they had been a sort of rind, were stripped

apart; a littie of what they had concealed became apparent; an

idea come into my mind which had not existed for me a moment

earlier, framed itself in words in my head; and the pleasure

with which the first sight of them, just now, had filled me was

so much enhanced that, overpowered by a sort of intoxication, I

could no longer think of anything but them ....Without
admitting to myself that what lay buried within the steeples of
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Martinville must be something analogous to a charming phrase,
since it was in the form of words which gave me pleasure that
it had appeared to me, I borrowed a pencil and some, paper . . .
and composed . . . the following little fragment. ...

After quoting his adolescent effort to describe the steeples, which he associates

with "three maidens in a legend ... timidly seeking their way, and .. .drawin
4 g 14
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closer to one another, slipping one behind the other,"”” Marcel reveals his sense

of accomplishment:

I never thought again of this page, but at the moment when ...
1 had finished writing it, I found such a sense of happiness, felt
that it had so entirely relieved my mind of the obsession of the
steeples, and of the mystery which they concealed, that, as
though I myself were a henq%nd had just laid an egg, I began to
sing at the top of my voice.

In the progression of A la recherche du temps perdu, this early episode

of the spires of Martinville and Marcel's reaction to them becomes buried in
oblivion, and as he continues through life, attempting to penetrate the isolation
existing between ail people and objects, using the technique of displacement of
space through movement and observing the myriad of aspects of each entity from
differing angles, he finds that in the very act of trying to bring things together, In
the ensuing proliferation of aspects and appearances, the result is frequently
confusion and division rather than unification.

One of Marcel's major goals in the novel, for example, is to achieve a
unified perspective of the two paths, the Meseglises and the Guermantes Ways
which seem to be opposed and mutually exclusive in his childish imagination. He
describes the reason for this separation:

. . .. there were, in the environs of Combray, two "ways"
which we used to take for our walks, and so diametrically
opposed that we would actually leave the house by a different

door, according to the way we had chosen: the way towards
Meseglise-la-Vineuse, which we called also "Swann's way,"
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because, to get there, one had to pass along the boundary of M.
Swann's estate, and the "Guermantes way."...[/DJuring the
whole of my boyhood, if Mes€glise was to me something as
inaccessible as the horizon, which remained hidden from sight,
however far one went...Guermantes, on the other hand,
meant no more than the ultimate goal, ideal rather than real, of
the "Guermantes way," a sort of abstract geographical term
like the North Pole or the Equator. And so to "take the
Guermantes way" in order to get to Me'se’glise, or vice versa,
would have seemed to me as nonsensiqﬁl a proceeding as to turn
to the east in order to reach the west.

With this physical separation of the two paths, Marcel describes the mental

barriers which he placed between them:

.« . The habit we had of never going both ways on the same
day, or in the course of the same walk, but the "Mécs€glise way"
one time and the "Guermantes way" another, shut them up, so
to speak, far apart and unaware of each other's existence, in
the sealed vessels -- between which q@ere could be no
communication -- of separate afternoons.

And he stresses the symbolic importance which they play in his life over time:

.. .it is pre-eminently as the deepest layer of my mental
soil, as firm sites on which I still may build, that I regard the
Méséglise and Guermantes "ways." It is because I used to think
of certain things, of certain people, while I was roaming along
them, that the things, the people which they taught me to
know, and these alone, I still take seriously, still give me
joy. . . . The "Més€glise way" with its lilacs, its hawthorns, its
cornflowers, its poppies, its apple-trees, the "Guermantes way"
with its river full of tadpoles, it water-lilies, and its buttercups
have constituted for me for all tirrh% the picture of the land in
which I fain would pass my life. ...

The very act of bringing entities and aspects together causing a
proliferation of 'appearances and perspectives, however, frequently results in
confusion and division, rather than unification. In a desire to enumerate all of the

various views, impressions, sensations (and their opposites) of which he becomes

conscious while attempting to employ the technique of sinuous displacement,
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Marcel develops an approach which becomes a rambling stream of consciousness
leading to no discoveries of truth and few hidden essences.

The following paragraph reveals such a proliferation of appearances
that can result from using the displacement of space through movement as a
technique of unification. Marcel's response is confusion as he attempts to sort out
the symbolic significance which such memories of emotional ambivalence hold for

him:

All day long, during these walks, I had been able to muse upon
the pleasure that there would be in the friendship of the
Duchesse de Guermantes, in fishing for trout, in drifting by
myself in a boat on the Vivonne; and, greedy for happiness, I
asked nothing more from life, in such moments, than that it
should consist always of a series of joyous afternoons. But
when, on our way home, I had caught sight of a farm, on the
left of the road, at some distance from two other farms which
were themselves close together, and from which, to return to
Combray, we need only turn down an avenue of oaks, bordered
on one side by a series of orchard-closes, each one planted at
regular intervals with apple-trees which cast upon the ground,
when they were lighted by the setting sun, the Japanese stencil
of their shadows; then, sharply, my heart would begin to beat, I
would know that in half an hour we should be at home, and that
there, as was the rule on days when we had taken the
"Guermantes way" and dinner was, in consequence, served later
than usual, I should be sent to bed as soon as I had swallowed
my soup, so that my mother, kept at table, just as though there
had been company to dinner, would not come upstairs to say
good night to me in bed. The zone of melancholy which I then
entered was totally distinct from that other zone, in which I
had been bounding for joy a moment earlier, just as sometimes
in the sky a band of pink is separated, as though by a line
invisibly ruled, from a band of green or black. You may see a
bird flying across the pink; it draws near the borderline, touches
it, enters and is lost upon the black. The longings by which I
had just now been absorbed, to go to Guermantes, to travel, to
live a life of happiness -- I was now so remote from them that
their fulfillment would have afforded me no pleasure.... And
so it was from the "Guermantes way" that I learned to
distinguish between these states which reigned alternately in
my mind, ... going so far as to divide every day between them,
each one returning to dispossess the other with the regularity of
a fever and ague: contiguous, and yet so foreign to one
another, so devoid of means of communication, that I could no
longer understand, or even picture to myself, in opg state what
1 had desired or dreaded or even done in the other.
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As his mind becomes bewildered by the innumerable aspects and
incarnations of the very tools with which it sought to create a comprehensive
view of the symbolic significance of the "Guermantes way," the experience of
movement as a unifying force ultimately meets with defeat.

Marcel thus expresses his ultimate sense of frustration and failure in his
memories of the two ways, which he had at first believed led him to discoveries of
symbolic beauty and truth from his past. In his associations of important
memories with the two paths, he finds that he projects his desire to experience
the past into the people whom he associates with the Guermantes and Me'se'glise
"ways," feigning the desire to rekindle the same emotion in the present, when in
fact, what he is really seeking is a means of discovering in the present the
phenomenon he had experienced along these two paths: the ability to "feel
separate things at the same time" -- to achieve a juxtaposition or confluence of
opposing sensations. He confesses:

No doubt, by virtue of having permanently and indissolubly

combined in me groups. of different impressions, for no reason
save that they had made me feel several separate things at the
same time, the Méseglise and Guermantes "ways' left me
exposed, in later jife, to much disillusionment, and even to
many mistakes. For often I have wished to see a person again
without realizing that it was simply because that person
recalled to me a hedge of hawthorns in blossom; and I have been
led to believe, and to make someone else believe in an

aftermath of affecg.}on, by what was no more than an
inclination to travel.

And then, years after Marcel has relinquished the hope of unifying
disparate objects and entities by a process of displacement of space through
movement, his old friend and first romantic love, Gilberte Swann, points out to
him the physical possibility of uniting the different paths. While visiting her on

the Swanns' estate of Tasonville, Marcel recounts:
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I remember that, in the course of our conversations while we

took these walks, she said things which often surprised me

greatly. The first was: "If you were not too hungry and if it was

not so late, by taking this road to the left and then turning to

the right, in ;Ess than a quarter of an hour we should be at

Guermantes."
Although Gilberte simply describes the physical linkage that can occur between
the two paths by cutting back and forth between them, for Marcel her statements
immediately become symbolic of a deeper significance. He interprets:

It was as though she had said: "Turn to the left, then the first

turning on the right and you will touch the intangible, you will

reach the inaccessibiy remote tracts of which we neveg upon

earth know anything but the direction, but . . . the "way."
From the realization that Gilberte's directions seem somehow to lead towards a
sense of the ineffable -- which is what he has been seeking in life -~ Marcel is
amazed to hear her suggest,

"If you like, we might go out one afternoon, and then we can go

to Guermantes, taking the road by Meseglise, it is the nicest

walle" a sentence which upset all...fthisT childish ideas by

informing . .. fhim? that the:’tho "ways" were not irreconcil-

able as . . .fhefhad supposed.

The conversation at Tasonville provides Marcel's first inkling that the
two ways might ultimately merge, a perception that ultimately occurs for him at
the end of the novel during the Guermantes' reception when he meets Gilberte's
daughter, Mlle. de Saint-Loup. Progressing beyond a technique of displacement of
space through movement, Marcel realizes that in the appearance of Mlle. de
Saint-Loup he has found both a physical and a metaphorical unifying link, not only
for the memories and diverse impressions of the Mése'glise and Guermantes

"ways," but for the sense of discontinuity that divided past from present. He is

struck by the unification of perspectives which she symbolizes, and asks:
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... does she not resemble the star-like crossroads in a
forest where paths leading from the most different points
converge, also for our life? Many were the paths of my life
which met Mlle. de Saint-Loup and radiated outward from her.
First of all, there came to an end in her the two principal
"ways" where I had taken so many walks and dreamed so many
dreams -- through her father, Robert de Saint-Loup, the
Guermantes way: through G%berte, her mother, the Meseglise
way, which was Swann's way.

Thus Mlle. de Saint-Loup, in her youth and beauty, is able to serve as the missing
metaphorical link in Marcel's life -~ through her mother, Gilberte Swann, and her
father, a member of the Guermantes clan -- symbolically unifying the Méséglise
and Guermantes "ways." In addition, Marcel describes her as the embodiment of
time and his own youth, thereby discovering in her form a metaphorical
connection between past and present defying all sense of discontinuity. He

salutes her image as though it is a work of art, and says:

Time, colourless and impalpable, had, in order that I
might . . .see and touch it, physically embodied itself in her
and had moulded her like a work of art . . . Laughing, fashioned
of the very jy:ars I had lost, she seemed to me like my own
youth.

And ... this idea of time had a final value for me; it was
like a goad, reminding me that it was time to begin if I wished
to achieve what I had occasionally in the course of my life
sensed in brief flashes ... which had encouraged me to regard
life as worth living. How much more so it appeared to me now
that I felt it possible to shed light on this life which we live in
darkness and to bring back to its former true character this life
which we distort unce%ingly -- in short, extract the real
essence of life in a book.

Thus Mlle. de Saint-Loup acts both as a muse and an inspirational goad for the

writing which Marcel is about to begin.
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Marcel's Discovery of a Metaphorical Technique
To Reveal Juxtaposition

As a mirror image of the desire to juxtapose the past with the present,
the creation of metaphorical linkage to unite disparate entities is the ultimate
technique Marcel develops in his portrayal of reality. He has learned from the
madeleine experience that reality exists in the relation established between a
moment of the past and a moment of the present through the discovery of a
shared sensation; and in addition, from the Martinville episode he realizes that
reality exists in the relationship between two sensations, objects, or memories
revealing a common denominator or essence, which may be expressed
metaphorically in literature.

It is only in retrospect, however, that Marcel is able to conjure up the
experience of Martinville and the happiness he felt as he created a metaphorical
description of his impression of the three steeples. The Martinville episode had
remained buried in his memory, and the truth it revealed is only rediscovered
twenty-five or thirty years later when precipitated by the appearance of Mlle. de
Saint-Loup.

Thus, Marcel has finally progressed to the realization that

What we call reality is a certain relationship between...
sensations and the memories which surround us at the same
time (a relationship that is destroyed by a bare cinematographic
presentation, which gets further away from the truth the more
closely it claims to adhere to it) the only true relationship,
which the writer must recapture so that he may forever link
together in his phrase its two distinct elements. One may list
in an interminable description the objects that figured in the
place described, but truth will begin only when the writer takes
two different objects, establishes their relationship -- and
. .. makes their essential nature stand out clearly by joining
them in a metaphor, in order to remove them from the

contingencies of time, and links therr57together with the
indescribable bond of an alliance of words.
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And he realizes that the discovery of such metaphorical links, which he calls
“spiritual equivalents of reality," are simply the mysterious inner beings of
inanimate objects that have so tantalized and mystified him from an early age,
which he will endeavor to describe in his own writing. His discovery is
all-encompassing:
. - - whether objective impressions such as I had received

from the sight of the spires of Martinville, or subjective

memories like ... the taste of the madeleine, I must try to

interpret the sensations as the indications of corresponding laws

and ideas; I must try to think, that is to say, bring out of the

obscurity what I had felt, and convert it into a spiritual

equivalent. Now this method, which seemed to g the only

one, what was it other than to create a work of art?

In order to justify his. choice of using the abstract technique of
juxtaposition in analyzing people and experiences in life, Marcel explains that he
feels that descriptions which express immediately visible outward appearances
lack the inner verisimilitude with reality that his own metaphorical pictures
possess. He comments:

The reality to be expressed, I now understood was to be found,
not in the outward appearance of the subject, but in the extent
to which this impression had penetrated to a depth where that
appearance was of little importance, as was symbolised by that
sound of a spoon against a plate, that starchy stiffness of a
napkin, bot§9 of ... priceless value for my spiritual
renewal. ...

Thus, in his desire to explain the beauty of something "through
something else," which becomes its "spiritual equivalent,” Marcel devises a
complex metaphorical technique of spatial juxtaposition of two disparate entities.

To emphasize the centrality of this inner approach to truth not only in
his own writing. but in that of others, Marcel declares a metaphorical, poetic

perspective of literature to be the only "realism," as opposed to the literary

school of that name. He comments:
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The [metaphoricall relationship may be uninteresting, the
objects mediocre and the style bad, but without that relation-
ship there is nothing. The literature that is satisfied merely to
"describe things," to furnish a miserable listing of their lines
and surfaces, is, notwithstanding igsopretensions to realism, the
farthest removed from reality. . ..

He then progresses automatically and effortlessly from a state of feeling or
poetic vision of the object, person, or event into intellectual ana.lysis.61
In looking to the past for literary precedents with which to reenforce
himself, Marcel names Gerard de Nerval and Baudelaire, who both use a similar
method of "transferred sensation," explaining the characteristics of one object
metaphorically througn another. Of Baudelaire Marcel says:
Here is the poet hihself who, with more variety and more
indolence, purposely seeks in the odour of a woman's hair or her
ﬁ;‘;ast, for example, inspiring resemblances which shall evoke for

L'azur du ciel immense et rond

and

Un port rempli de flammes et de mats.52

By refusing to deal with simple surface impressions, and by struggling
to reach a more profound awareness of the essence of an impression, Marcel
discovers that metaphorical descriptions can link his visual perceptions with those
of related people, objects, and events in his memory and imagination. It is then,
in drawing interpretive parallels, that his analysis comes into play in the effort to
classify, interpret, and explain.

Thus, Marcel's metaphorical theory in which one object or entity may
be imaginatively placed beside another when they share a common essence, is
simply the literary result and extension of his earlier discovery that a moment of
the past may be juxtaposed with that of the present when they are united by a

common sensation through involuntary memory.
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Examples of Marcel's evolution of a metaphorical method date from his
childhood, when he uses a simple, youthful form of linking images which seem to
share a common essence. When Marcel envisions his Aunt Léonie's sitting room in
Combray, he associates it with the smell of soot, which reminds him of a great
open, country hearth or a large, covered mantel in an old castle into which he

could retreat from the harshness of the weather outside. He recounts:

.. .before I went in to wish my aunt good day I would be
kept waiting a little time in the outer rcom, where the sun, a
wintry sun still, had crept in to warm itself before the fire,
lighted already between its two brick sides and plastering all
the room and everything in it with a smell of soot, making the
room like one of those great open hearths which one finds in the
country, or one of the canopied mantelpieces in old castles
under which one sits hoping that in the world outside it is
raining or snowing, hoping almost for a catastrophic deluge to
add the romancespof shelter and security to the comfort of a
snug retreat. ... '

Then he goes on to associate the combined fragrances of the cupboard, the
chest-of-drawers, the patterned wallpaper, and the flowered quilt -- all in the
process of being toasted by the fire -- with the appetizing smell of a pie whose
ingredients have been puffed, glazed, fluted, and swelled into a country cake or

"immense puff-pastry" by the morning's wintry freshness.

...the fire, baking like a pie the appetising smells with
which the air of the room was thickly clotted, which the dewey
and sunny freshners of the morning had already "raised" and
started to "set," puffed them and glazed them and fluted them
and swelled them into an invisible though not impalpable
country cake, an immense puff-pastry, in which, barely waiting
to savour the crustier, more delicate, more respectable, but
also drier smells of the cupboard, the chest-of- drawers, and
the patterned wall-paper I always returned with an unconfessed
gluttony to bury myself in the nondescript, r%i@nous, dull,
indigestible, and fruity smell of the flowered quilt.

In attempting to explain the essence of a setting metaphorically in

terms of other entities, Marcel focuses first on the sooty smell, which becomes a
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common denominator conjuring up the country hearth and the castle mantel in his
imagination. The hearth and mantel are then placed in juxtaposition with the
fireplace in his aunt's antechamber. Subsequently, the crusty and fruity smell of
the furniture, wallpaper, and quilt evoke the mental image of a pie, cake, or
puff-pastry, with the fragrance of baking acting as the metaphorical link.
Through the exploration of warmth and fragrance, Marcel has attempted to
penetrate the inner essence of comfort and charm that his Aunt Léonie's sitting
room holds in his memory.

As an adult listening to Vinteuil's septet being played in Mme.
Verdurin's drawingroom, Marcel employs the same poetic metaphorical style,
expressing more complex ideas. He attempts to interpret and describe the music
in terms of the vibrant colors of sunlight scattering through a prism, which evokes

the richness and exoticism of the jewels described in the Arabian Nights, before

shifting his focus to the grandeur of the frescoes on the ceiling of the Sistine

Chapel.

A page of symphonic music by Vinteuil, familiar already on the
piano, when one heard it rendered by an orchestra, like a ray of
summer sunlight which the prism of the window disintegrates
before it enters a dark dining-room, revealed like an
unsuspected, myriad-hued treasure all the jewels of the Arabian
Nights ... The joy that such chords had aroused in...
[Vinteuil7, the increase of strength that it had given him
wherewith to discover others led the listener on also from one
discovery to another, or rather it was the composer himself who
guided him, deriving from the colours that he had invented a
wild joy which they seemed to evoke, enraptured, quivering, as
though from the shock of an electric spark, when the sublime
came spontaneously to life at the clang of the brass, panting,
drunken, maddened, dizzy, while he painted his great musical
fresco, like Michelangelo strapped to his scaffold and dashing,
from his supine position, tlg?ultuous brush-strokes upon the
ceiling of the Sistine Chapel.

From describing the joy of the sound of such chords in terms of the

dancing sunlight with its rainbow prism, Marcel progresses to a description of the
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ecstasy produced through the sense of the music's touch. By metaphorically
associating Vinteuil's creation with that of Michelangelo, he conjures up the vision
of God's hand touching that of Adam on the ceiling of the Sistine Chapel as a
parallel moment when "the sublime camé spontaneously to life.! Through a
progression of metaphorical allusions the orchestral sounds are thus translated
into the visual perception of vibrant color and the tactile sensation of a
life-giving caress.

As the final example of Marcel's use of metaphor, it is necessary to
include the famous example of the hawthorn blossoms and the revelation of
varying emotions that they communicate over time. From his earliest memories
of Combray, Marcel focuses on the hawthorn, whether he sees the blossoms
arranged on the altar of the cathedral, or whether he discovers them blooming in

profusion on the Me'se'glise Way. In A la recherche du temps perdu the hawthorn

becomes a sort of leitmotif which appears throughout the novel, binding together
Marcel's disparate impressions. In his early impressions he describes them in

religious terms:

I found the whole path throbbing with the fragrance of
hawthorn-blossom. The hedge resembled a series of chapels,
whose walls were no longer visible under the mountains of
flowers that were heaped upon their altars; ... the scent that
swept out over me from them was as rich, and as circumscribed
in its range, as though I had been standing before the
Lady-altar, and the flowers, themselves adorned also, held out
each its little bunch of glittering stamens with an air of
in}r:xttentiorgs. .here spread out into pools of fleshy
white. ...

And then he states his familiar lament over the inability to penetrate the secret
essence which the flowers seem to guard within themselves:
.. .it was in vain that I lingered before the hawthorns, to
breathe in, to marshall before my mind (which knew not what to

make of it), to lose in order to rediscover their invisible and
unchanging odour, to absorb myself in the rhythm which
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disposed their invisible and unchanging odour, to absorb myself
in the light-heartedness of youth, and at intervals as
unexpected as certain intervals of music; they offered me an
indefinite continuation of the same charm, in an inexhaustible
profusion, but without letting me delve into it any more deeply,
like those melodies which one can play over a hundred, times in
succession without coming any nearer to their secret.

Marcel then progresses from his early associations of the white
hawthorn with a childhood vision of purity to associate them with his desire for
Gilberte Swann, whom he first glimpsed as a child among a hybrid variety of pink

blossoms. He remembers:

Suddenly I stood still, unable to move, as happens when
something appears that... involves a deeper kind of
perception and takes possession of the whole of our being. A
little girl, with fair, reddish hair, who appeared to be returning
from a walk, and held a trowel in her hand, was looking at us,
raising toward us a face powdered with pinkish freckles. ...
and her hand, at the same time, sketched in the air an
indelicate gesture, for which, when it was addressed in public to
a person whom one did not know, the little dictionary of
manners which I carried in my mind supplied only one meaning,
namely, a deliberate insult.... And so was wafted to my ears
the name of Gilberte ... unfolding through the arch of the
pink hawthorn ... the quintessence of their familiarity ...
with her, and with all that unknggvn world of her existence, into
which I should never penetrate.

Later, as an adult when he is a guest at Tasonville long after Gilberte
has married his friend, Robert de Saint-Loup, Marcel finds, through a
conversation with her, that his impression of her early disdain has been quite
mistaken. At this point, the latent sexuality which had been hidden in the image
of the pink hawthorns bursts forth, and he realizes that this aspect of the flowers
is the essence that he had been aware of subconsciously from the beginning,
without consciously making the connection of sexuality and promiscuity in his
linkage of Gilberte with the blossoms. Marcel recounts his discovery:

I said to her: "You were speaking the other day of the iittle
footpath, how I loved you then!" she replied: "Why didn't you
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tell me? I had no idea of it. I was in love with you. Indeed, I
flung myself twice at your head." "When?" "The first time at
Tasonville, you were taking a walk with your family, I was on
my way home, I had never seen such a dear little boy. I was in
the habit," she went on with a vague air of modesty, "of going
out to play with little boys I knew in the ruins of the keep of
Roussainville . . . I can't tell you how I longed for you to come
there too, I remember that quite well that, as I had only a
moment in which to make you understand what I wanted ...1I
signalled to you so vulgarly that I am ashamed of it tc this day.
But6§ou stared at me so crossly that I saw that you didn't want
it

Thus Marcel realizes, with Gilberte's prompting and in refocusing on his
impression of so many years ago, that he had been mistaken in his conclusion of
her coldness, and "had ruined everything by . . . /his] clumsiness."70
It is only in one of his final encounters with Gilberte at the Guermantes'

reception, that Marcel perceives her as a stout, older woman, finally divorced
completely from the earlier imagery with which he has associated her. He
realizes that because of his love of the mystery that had pervaded the image of
Gilberte, he had been able to imbue her with romance and project his cwn
predilection for Romanesque architecture and hawthorn blossoms upon his concept
of her.

Thus it was that the shadow of Gilberte lay, not only before a

church in the Ile de France where I had pictured her to myself,

but also on the path of a park along the Me€seglise way

... [But] Gilberte was now to me only Mme. de

Saint-Loup ... All the memories that made up the earliest

Mlle. Swann were, in fact, eliminated from the Gilberte of the

present. moment, held very far away by the magnetic forces of

another u9'iverse - - . saturated with the fragrance of hawthorn

blossoms.

Thus, through the coming of self-knowledge, Marcel realizes that the

hawthorns are another metaphor produced from his facile imagination and linked

to the young girl he had once loved, reflecting his emotions and ideals rather than
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hers. In the progressive feelings he associates with the hawthorns, they as much

as any other image, act as a source of unification for the novel as a whole.

Marcel's Failure to Find a Spatial Solution to
Discontinuity Through Juxtaposition Alone
Georges Poulet describes Marcel's various methods of juxtaposition as

the act of "giving up the idea of a vertical representation of the real,” in order to

distributfe] the different elements of the real on a horizontal

plane; that is, on a surface where, the ones situated beside and

not above the oth.ers, they present themselv;i isolated, distinct,

and nonetheless simultaneously to the gaze.
An analysis of this technique reveals that it is the opposite of a technique
involving motion. It is simply an act of assembling ﬂxecf images, with the
frequent displacement of remembered images from the past, which are placed in
instantaneous juxtaposition with images of the preserit. The result of the
juxtaposition is not unification or multiplication of aspects, but simply a static
situation which eliminates duration, in which images are isolated and placed in
linear relief to create an aura of wholeness, with no literary explanation to unite
the disparaté traits. Before the movement initiated by involuntary memory,
Marcel's vision of the world seemed to be composed of a few scattered places, and
between them there seemed to be almost an "absence of space," a dimension that
was closed and ir'npoenetrable.?3

Although the process of involuntary memory provides a means of

restoration for lost places as well as lost moments, these images of instants and
places refound tend to remain inviolate, unable to be incorporated either into

external space or into duration. Regained moments and regained places must, it

seems, inevitably remain isolated entities, insular and unincorporated.
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Thus the miracle of involuntary memory seems only able to evoke
isolated images without solving the problem of reconquering lost time and space.
Despite Marcel's assertion of the dual goal of recapturing the time and space that
he feels he has lost, neither time nor space is compietely regained until the end of

A la recherche du temps perdu. What is actually regained is not time itself, but

only a few moments of time. Affective memory simply does not have the power
to extend into duration for a great distance beyond the lived moment. The mind
is not able to penetrate into all of the closed pockets of past moments, which
stretch out through the long path of past existence like a strand of beads shining
in the void of oblivion.”*

Thus in its composition of distinct episodes constructed on the
principles of "intermittence and occlusion," from one perspective, the novel seems
to relinquish its claim to have temporal continuity. Nevertheless, the episodes
exist side by side in harmony, each adding a distinct element to the whole.
Georges Poulet describes the Proustian episodes as vignettes which are

intact, always similar to themselves, always enclosed, and as if
localized in the interior of their frameworks, . .. [they/present
themselves in an order which is not temporal, since it is
anachronistic, but which cannot be other than spatial, since,
like an array of jars of jam in the cupboards of our child_hoo% it
arranges a series of closed vases in the caverns of the mind.

In searching through the distances of time past, and discovering
memories that are separated from each other by the emptiness of oblivion --
Marcel has thus established a spatial perspective, combined with
three-dimensional psychology, which ultimately ﬁ'ansforms negative time, or
non-being, into a dimension.;'6 He promises:

This dimension of Time...I would try to make continually -

perceptible in a transcription of human life necess%ily very
different from that conveyed by our deceptive senses.
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Thus, Proustian time is slowly constructed into a tangible entity, which
is created of relations of fragmentary and isolated moments, filling the depth of
temporal space with their !uminous quality. Time assumes a form which is more
concrete than simply vacant; it is a diffuse form composed of all the moments the
mind remembers. The problem comes in trying to unify the collection of
dissimilar moments, which contain modes of feeling which ére mutually exclusive.

At first, Marcel's view of time seems, therefore, fundamentally
impressionistic -- because to remember one moment does not necessarily mean
the possibility of regaining it at another time when it may perhaps be permanently

lost and forgot'cen.78

It is only at the end of the novel that one realizes that the
discontinuous multiplicity of episodes which have been presented as a series of
isolated and juxtaposed pictures, resemble a Cubist as well as an Impressionist
technique, and can compose themselves into a psychological reality of images
relating coherently to each cther.79 The final coherence is achieved through
Marcel's consciousness of time's flow and integral sense of artistic identity that
embrace all of the disparities and juxtapositions. It is only after the netwo;k of
interwoven references has beeﬁ made, therefore, that the novel can conclude by

proving its internal unity.

A la recherche du temps perdu ultimately presents a panoramic vision
80

of space set free and transcended when viewed through the perspective of time.
And time is finally omnipotent in its capacity to assemble and coalesce the
opposed fragments of space, divesting them of their episodic and momentary

nature. Marcel concludes The Past Recaptured with the words:

... If, at least, there were granted me time enough to
complete my work, I would not fail to stamp it with the seal of
that Time the understanding of which was this day so forcibly
impressing itself upon me, and I would therein describe
men -- as occupying in Time a place far more considerable that
the so restricted one allotted them in space, a place, on the
contrary, extending boundlessly since, giant-like, reaching far
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back into the years, they touch simultaneously epochs of their
lives -~ with countless inteyver{ing gfys between -- so widely
separated from one another in Time.

And then, the final question. With time setting space free from its
fragmented nature, what power can achieve the same goal for time? Can time be
unified by a supra-temporal action which would permit the possibility of viewing
all of its successive aspects simultaneously?

The circular answer has already come in the form of Proustian memory,
in the belief that the metamorphic action of memory can ultimately conquer
time. Marcel reasons that the mind has become capable of discovering hidden
identities through metaphor in the regained moments of its existence. The human
mind can thus discover its own essence, which is a common element in each
moment that is remembered. Through art the mind is then able to apply its
timeless essence to all of existence, and through metaphor the mind can view the
temporal horizon as it stretches away, creating a vision of metaphoric memory,
which is able to complete the extension of time. Thus it is that the Méseglise and
Guermantes "ways" along with all of the episodes of Marcel's life have come

together.

Arrested Time in the Lives of
Faulkner's Intellectuals
In comparison with Marcel's analytical efforts to comprehend emotional
.and sensuous impressions, which result in a series of psychological and literary
juxtapositions, Faulkner's intellectuals almost all. refuse to analyze the events and
choices leading to immobility, discontinuity, and fragmentation of the self. In

Absalom, Absalom! Quentin is the lone intellectual protagonist who attempts to

analyze the past in an effort to discover the source of his discontinuity; and in

The Sound and the Fury we learn that his effort was a failure.
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As in the case of Marcel's history, however, the events in the lives of
Faulkner's intellectual figures are similarly recounted as though they are

"juxtaposed in space” as well as "unrolling in time,"82

with a chronology which is
individualistically and emotionally directed. Revealing a variation of "spatial"
form created of non-sequential and juxtaposed elements, the histories of these
characters are related in terms of their desire to halt the time-flow of the
narrative. With attention totally focused on the interplay of relationships within
the confines of certain time-areas, the juxtaposition of past and present events in
their perception effectively isolates the intellectual characters from the ongoing
action of the narra‘cive.83 The intensity of their outlooks is revealed in the
reflexive interaction among the elements of the cbsessions which absorb them;
but the distortions of their perspectives are best understood when analyzed in
comparison with the perspectives of more integral characters in Faulkner's work.

Rather than developing an analytical ability akin to Marcel's three-
dimensional psychology in order to reveal the significance of different time planes
in the arrangement of different periods of human life, Faulkner's intellectuals all
seem to refuse to acknowledge the passage of time. They remain immobilized in
a static, abstract outlook, reflecting only the intensity of their emotional
impasse. Instead of developing Marcel's successful combination of spatial
juxtapesition and psychological insight, these intellectual protagonists focus only
on the juxtaposition of elements of their complexes, which imprison them in
aberrations far removed from the time-flow of the narrative and from life itself.

Despite the difference in the outcome of their lives, however, there is a
remarkable similarity between Marcel's technique of juxtaposition of the planes of
time and the tendency of Faulkner's intellectual characters to

dissociate the planes of an object for event/...and to
rearrange them in a picture, so organized that they will give a

truer emoti%}?l or structural sense than the original
"appearance."
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Both Marcel and Faulkner's intellectuals manifest an aesthetic view of life
generally associated with Cubism; however, the difference in their final
techniques is absolute. While Marcel gives a complete cubistic three-dimensional
vision of an event or object, revealing a synthesis of views from all sides as well
as from within -~ which adds a fourth dimension -- Faulkner's intellectuals reveal

only one plane of vision, which is both narrow and inc:omplete.85

What they
perceive, rather than the whole person, emotion, or event, is simply a portion of
each, interpreted in an individualistic and temporally dislocated manner.
Attempting to use the process of juxtaposition in a manner paralleling
Marcel's, Faulkner's intellectu‘al'.s arrest images from the present, and place them
in instantaneous conjunciion with arrested images from the past in the hope of
transcending time. But without Marcel's three-dimensional psychology and
metaphoric action of memory, the result is a static perspective of life in which
the images seem isolated in space, incapacitating the individual who attempts to

use them as the basis of his view of reality.

In The Sound and the Fury, Quentin speaks of the arrested moment

which exists into eternity as that which he seeks with Caddy.

That's it if people could only change one another forever that

way merge like a flame swirling up for aiéé'nstant then blown

cleanly out along the cool eternal dark. ...
Quentin's goal is the search for deliverance from the prison of selfhood in order to
attain union with Caddy, thereby achieving transcendence of all time.

Perhaps Faulkner's most celebrated example of coexistence of past and

present creating an arrested moment occurs in the fusion of imagination which
unites Quentin and Shreve with Henry Sutpen, Charles Bon, and the Sutpen story

as a whole in Absalom, Absalom!
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In the isolation of Quentin's and Shreve's tomb-like room at Harvard, all
sense of linear, chronological time disappears. The two roommates' sense of
objective, physical time thus merges with that of subjective, psychological time,
thereby fusing the experiential with the abstract. Their discussion of the past is
predicated upon a desire to attain a spatial sense of time, halting its flow, and
thereby creating a merger of identities between figures from the past and
present. Thus Quentin and Shreve absorb themselves in recreating the history of
Thomas Sutpen by identifying themselves with him.

... it did not matter to either of them which one did the

talking, since it was not the talking alone which did it,

performed and accomplished the overpassing, but some happy

marriage of speaking and hearing wherein each before the

demand, the requirement, forgave condoned and forgot the

faulting of the other -- faultings both in the creating of this

shade fof Thomas Sutpen/ whom they discussed (rather, existed

in) and in the hearing and sifting and discarding the falsg, and

conserving what seemed true, or fit the preconceived. ...
From their original union of minds and imaginations, they simply step back in
history and become absorbed with the characters they are trying to understand.
And finally the ultimate union of time and identity takes place:

They were both in Carolina and the time was forty-six years

ago, and it was not even four now but compounded still further,

since now both of them were Henry Sutpen and both of §§em

were Bon, compounded each of both yet either neither. ...

The sense of momentary juxtaposition in space is created as Quentin
and Shreve attempt to reconstruct the story of Henry and Bon's departure from
"Sutpen's Hundred" together. In their ability to concoct the fictive explanation
that Sutpen had refused to acknowledge Bon as his son, Quentin and Shreve find

that they have become fused with the histories of Henry and Charles, which they

are in the process of imaginatively recreating.
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So that now it was not two but four of them riding the two
horses through the dark over the frozen December ruts of that
Christmas Eve: four of them and then just two -- Charles-
Shreve and Quentin-Henry ... So it was four of them who rode
the two horses through that night and then across the bright
frosty North Mississippi Christmas day ...to the River and
the steamboat . . . the two of them (the four of them) held in
that probation, that suspension, by Henry who knew but still did
not believe, who was going deliberately to look upon and prove
to himself that which, so Sggeve and Quentin believed, would be
like death for him to learn. .

Faulkner's creation of the four young men fused into a double image has a
dramatic impact upon the reader's sensibility, which is the result, not of pictorial
reproduction, but of the unorthodox unification of disparate ideas, emotions, and
identities forged into a complex presented (spatially) in an instant of time.
Through such intense identification with the historical figures they were
analyzing, Quentin and Shreve hoped to be able to leap over the intervening years,
and establish a sense of unbroken continuity into the present.

Similarly, in Light in August Gail Hightower's quest is to arrest time in

order to achieve deliverance from his sense of discontinuity. The interruption or
psychic break in Hightower's life which engendered his sense of fragmentation,
dates back to the untimely death of his grandfather, who died before creating an
identity for himself that would have provided an adequate legacy for his romantic
and idealistic grandson. Hightower wastes his life imaginatively reexperiencing
his grandfather's brief moment of reckless bravado before he was killed in the
Civil War while raiding a hen house. His recurrent vision of the last cavalry
charge of his grandfather's unit, which tried bravely and hopelessly to counter the
Yankee incursions near Jefferscn, not only obsesses him, but serves as a symbol of

tragic and meaningless Southern action resulting in fajlure. In Light in August the

vision of the phantom cavalry charge becomes a recurrent leitmotif of arrested

time, simultaneously deriving its strength in Hightower's imagination from the
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defeat in the past, and struggling to overwhelm his effectiveness in the present,

which it infects with reckless and romantic bravado.

He hears above his heart the thunder increase, myriad and
drumming. Like a long sighing of wind in trees it begins, then
they sweep into sight, borne now upon a cloud of phantom dust.
They rush past, forwardleaning in the saddles, with brandished
arms, beneath whipping ribbons from slanted and eager lances;
with tumult and soundless yelling they sweep past like a tide
whose crest is jagged with the wild heads of horses and the
brandished arms of men like the crater of the world in
explosion. They rush past, are gone . . . Yet, leaning forward in
the window ... it seems to him that he still hears them: the
wild bugles and the clashing sabres and the dying thunder of
hooves.

The moment of arrested motion for him occurs each Wednesday and
Sunday nighté at the exact time when his former congregation would have been
filing into the church for the evening service. In returning constantly to these
moments of arrested time, Hightower seems to have developed the ability to see

into both the past and the future from a removed and lofty vantage point, and at

such times he feels he has reached the "apotheosis of his own histc:»ry."91

Waiting, watching the street and the gate from the dark study
window, Hightower hears the distant music when it first begins.
He does not know that he expects it, that on each Wednesday
and Sunday night, sitting in the dark window, he waits for it to
begin. He knows almost to the second when he should begin to
hear it, without recourse to watch or clock. He uses neither,
has needed neither for twenty-five years now. He lives
disassociated from mechanical time. Yet for that reason he has
never lost it. It is as though out of his subconscious he produces
without volition the few crystallizations of stated instances by
which his dead life in the actual world has been governed and
ordered once. Without recourse to clock he could know
immediately upon the thought just where, in his old life, he
would be and what doing between the two fixed moments which
marked the beginning and the end of Sunday morning service
and Sunday evening service...It has seemed to him always
that at that hour man approaches nearest of all to God, nearer
than at any other hour of all the seven days. Then alone, of all
church gatherings, is there something of that peace which is the
promise and the end of the Church. The mind and the heart
purged then...the week and its whatever disasters finished
and summed and expiated by the stern and formal fury of the
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morning service; the next week and its whatever disasters not
yet born, the heart quiet now §‘f a little while beneath the cool
soft blowing of faith and hope.

Hightower's original choice of the ministry as a vocation reflects his
early awareness that it would be a suitable and protective profession for one
whose imagination was lost in arrested time. The call that he believed he had
heard to enter the ministry symbolizes security and removal from the bruising
encounters of real life. He uses the metaphor of a "classic and serene vase" to
describe the insulated form that he directs his life toward:

When he believed that he had heard the call it seemed to him
that he could see his future, his life, intact and on all sides
complete and inviolable, like a classic and serene vase, where
the spirit could be born anew sheltered from the gale of living
and die so, peacefully, with only the far sound of the
circumvented wir§|3 with scarce even a handful of rotting dust
to be disposed of.

In the image of the vase, Faulkner's sensitive, intellectual figures
frequently find an all-encompassing symbol with which to halt the time-flow
around them, focusing exclusively on their interplay of emotions and juxtaposi-
tions of time within its safe confines.%

Thus, upon his return from the First World War, Horace Benbow brings
with him a glass-blowing outfit with which he attempts to duplicate the glass
objects he has seen in Italy and which he describes to his sister, Narcissa, as being
"sheerly and tragically beautiful . . . macabre and inviolate; purged and purified as
bronze, yet fragile as soap bubbles."95 After several mishaps he creates one
"almost perfect vase of clear amber, larger, more richly and chastely serene,"
which he believes contains arrested time and which he

kept always on his night table-and called by his sister's name in
the intervals of apostrophizing both of them impartially in his
moments of rhapsody over the realization of the meaning of

peace and the unblemished gg.ainment of it, as "Thou still
unravished bride of quietness."
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In the case of Gavin Stevens, moments of arrested time occur as a
result of his boyhood passion for Eula Varner, whom he conceived of as a type of
mythical goddess. He at first fails to believe that it is possible for Eula to have

produced a daughter, thinking

obviously she must not, must not duplicate: very Nature herself
would not permit that to occur, permit two of them in a place
no larger than Jefferson, Mississippi, in one century, let alone
in overlappigﬁ succession, within the anguished scope of a single
generation.

But then, upon realizing that Linda exists, and that he still loves her mother, as an
idealistic intellectual, Gavin begins to fantasize that Linda is actually his child,
and becomes emotionally fixated in contemplating the moment when Linda was

conceived. He muses:

Remaining which will always remain, never to be compietely
empty of that olden anguish. So no matter how much more the
blood will slow and remembering grow more lascerant, the
blood at least will always remember that once it was that
capable, capable at least of anguish. So that girl-child was not
Fiem Snopes's at all, but mine . . . since the McCarron hoy who
begot her ... in that lost time, was Gavin Stevens in that lost
time; and, since remaining must remain or quit being remaining,
Gavin Stevens is fixgg by his own child forever at that one age
in that one moment.

Thus, Gavin is forever immobilized in the passage of time, caught in his obsession
for a woman he idealizes, yet is never able to touch. Even when Eula later
suggests that he marry her daughter, he is unable to detach himself from his
unrequited love for Eula. He exgplains that for him the motion of time is one that
he measures by the perennial renewal of his anguish:
. . . as another poet sings, That Fancy passed me by And
nothing will remain; which, praise the gods, is a damned lie
since. . .. Nothing cannot remain anywhere since nothing is
vacuum and vacuum is paradox and unbearable and we will have

none of it even if we would, the damned-fool poet's Nothing
steadily and perennially full of perennially new and perennizally
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renewed anguishes for me to measure my stature99against
whenever I need reassure myself that I also am Motion.

Gavin ultimately and ironically deludes himself that while trapped in emotional
immobility, he is part of the world's motion.

In a similar fashion, Ike McCaslin's time sense is arrested in his
emotional allegiance to an earlier period of history when the wilderness had not
been spoiled by subdivision into property for man's exploitation. As a disciple of
Sam Fathers, while listening attentively to the myths of several centuries ago,
Ike's emotions become fixated on an ideal in the past, which dictates the

renunciation of his patrimony. In Go Down, Moses, Faulkner explains:

. . . gradually to the boy those old times would cease to be
old times and would become a part of the boy's present, not
only as if they had happened yesterday but as if they were still
happening, the men who walked through them actually walking
in breath and air and casting an actual shadow on the earth they
had not quitted. And more: as if some of them had not
happened yet but would occur tomorrow, until at last it would
seen'iobo the boy that he himself had not come into existence
yet.

In his obsession with the purity of the past, lke loses his sense of present identity,

becoming ultimately an impotent and ineffective figure.

The Failure of Spatial Juxtaposition as a
Technique for Faulkner's Intellectuals to Solve

the Dilemma of Discontinuity
All of Faulkner's intellectual figures use arrested moments as a
psychological device to reveal their sense of static, frozen time, a perspective on
time created from an emotional impasse of their idealism and their sense of its
outrage. Rather than adapt to the changes and convolutions that time brings,
Quentin Compson, Horace Benbow, Gavin Stevens, Ike McCaslin, and Gail

Hightower prefer clinging to cherished obsessions. Therefore, for them, the
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arrested moments contract time spatially to disguise its passage; whereas for
Marcel, reaching an understanding of arrested moments serves to expand them to
eternity. 101

o Any unity in the lives of Faulkner's characters, therefore, seems to
come purely from intuition and not through the development of intellectual
devices, understanding, or knowledge. The fates of the intellectual characters, in
fact, seem to reveal their author's predisposition against acquiring knowledge.
Although Faulkner presents the inner workings of the consciousness of his

protagonists, 102

at no point does he reveal them in the process of intellectual
comprehension of their role in life. In any case, there seems to be almost a sense
of confusion and ambivalence both in these characters and in the authorial
perspective, resulting from the absence of clear opposition between feeling and
knowing.103
Although it is difficult to describe this merging of feeling and knowing,
which is best revealed in the absence of logical, analytical exposition in Faulkner's
prose, an example of the fusing of the sensual with the intellectual can be seen in
The Hamlet in the description of the schoolmaster Labove's passion for Eula
Varner. In adoration of Eula's sexuality, the schoolmaster loses his sense of
identity and respect for the academic knowledge he has attained with such
difficulty. He longs to be absorbed in Eula's sexual primitivism, attributing to her
a form of experiential knowledge or wisdom.

It would not be himself importunate and prostrate before that

face which, even though but fourteen years old, postulated a

weary knowledge which he would never attain, a surfeit, a glut

of all perverse experience. He would be as a child before that

knowledge. He would be like a young girl, a maiden, wild

distracted and amazed, trapped not by the seducer's maturity

and experience but by blind and ruthless forces inside herself

which she now realised she h?&lived with for years without
even knowing they were there.
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In describing the force of Eula's sexuality in a classroom setting, Faulkner
portrays her power to "abrogate . .. human thinking and suffering which is called
knowledge and wisdom" through the overpowering instincts which she arouses in
those who come into contact with her:

She was neither at the head nor at the foot of her class . . . not

because she declined to study . .. but because the class she was

in ceased to have either head or foot twenty-four hours after

she entered it. Within the year there even ceased to be any

lower ciass for her to be promoted from, for the reason that she

would never be at either end of anything in which blood ran. It

would have to be but one point, like a swarm of bees, and she

should be that point, that center, swarmed over and importuned

yet serene and intact and apparently even oblivious, tranquilly

abrogating the whole long sum of human thinking and suffering

which is called knowledge, education, wisdom, at 165¢e

supremely unchaste and inviolable: the queen, the matrix.
Having associated human thinking with suffering (which is feeling rather. than
thought), Faulkner then links them both to knowledge, education, and wisdom,
which become impotent when confronted by the driving power of sexuality.

From this merger of the sensual and emotional with the intellectual, all
of Faulkner's intellectual protagonists suffer without being able to conceptualize
and analyze the cause of their anguish. Thus, only rarely do most of the
intellectual characters manifest the desire to understand their fates in order to
deal with them with intelligent understanding. None of these characters, with the
possible exception of Quentin and Harry Wilbourne, ever becomes "sufficiently
tragic, in the literary sense of the term, to arrive at a self-recognition

106 In their desire only to remember and to relive the past, the

scene. .. ."
Faulknerian intellectuals are actually failed intellectual figures and emotionally
disturbed individuals, incapable of succeeding in their "crisis of knowing," and
unable to achieve unity in their lives.

For such protagonists, spatial juxtaposition as a technique for

transcendence is thus inadequate as a means of achieving a solution for
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discontinuity. Lacking a coherent sense of identity, the intellectual characters
are unable to lend a sense of unity to Faulkner's novels in which they appear.
Faulkner's efforts at unification are achieved through the interplay of different
characters and disparate elements in a cubistic process, which finally coalesces

into an aesthetic whole created of fragments held in opposition.107

The Failure of Memory as a Method to
Solve the Dilemma of Discontinuity
For Faulkner's Intellectual Characters
Although memory plays a primary role in the lives of the isolated,
intellectual characters, almost all fail to use it as a creative power, which when
combined with intellectual analysis, might be capable of freeing them from their
obsessions with the past. In Faulkner's work, unlike Proust's, those who remember
become entrapped in their emotional falsifications of the past.

In The Sound and the Fury, for example, Quentin associates the

fragrance of honeysuckle with Caddy's promiscuity, which the flower's perfume

brings constantly back to haunt him. He recounts:

.+« ran down the hill in that vacuum of crickets like a
breath travelling across a mirror she was lying in the water her
head on the sand spit the water flowing about her hips there
was a little more light in the water her skirt half saturated
flopped along her flanks to the waters motion . . . I stood ¢n the
bank I could smell the honeysuckle on the water gap the air
seemed to drizzle with honeysuckle and with the rasping of
crickets a substance you could feel on the flesh....then she
talked about him clasping her wet knees her face tilted back in
the grey light the smell of honeysuckle....I could hear her
heart going firm and slow ...the water gurgling among the
willows 15k the dark and waves of honeysuckle coming up the
air....

From the association of honeysuckle with his sister's sexuality, which he abhors,
Quentin is unable to cope with his own overpowering sexual fears, preferring
death as a means of transcendence to escape from the torture of the present.

Unlike Marcel, who makes the attempt to "marshall before fhig/mind" the early
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significance of the "invisible and unchanging odour" of the hawthorn from
Combray, which he associates with his first love of Gilberte, Quentin refuses to
permit himself to analyze the full ramifications and impossibilities of his love for
his sister. He prefers to immortalize his emotion through death as a romantic
gesture.

Another example of the Faulknerian failure to use memory creatively is

found in Absalom, Absalom! in Miss Rosa's dedication of her life to the process of

remembering the past and its losses -- the South's loss of the Civil War and her
own failure to find a suitable husband. She, too, insists upon remembering without

analyzing and comprehending. She asks:

...Do you mark how the wistaria ...distills and
penetrates this room as though...by secret and attritive
process from mote to mote of obscurity's myriad components?
That is the substance of remembering -- sense, sight, smell:
the muscles with which we see and hear and feel -- not mind,
not thought: there is no such thing as memory: the brain
recalls just what the muscles grope for:. no more, no less: and
its resultant sum is usyally incorrect and false and worthy only
of the name of dream.” "~

And yet, having said that a life devoted to memory involves no thought and
becomes only a dream, Rosa proceeds to entrap herself in a mausoleum of
remembered inaction.

And for lke McCaslin in The Bear, the memory of his ancestors' greed in
taking their plantation land from the Indians dictates. the choice to renounce his
patrimeny. Despite his cousin McCaslin Edmonds's efforts to help him analyze
and comprehend his responsibility as an legal inheritor as well as his role as a
spiritual heir of the land from Sam Fathers, lke ironically believes himself to be
free of the past, when in fact, he sacrifices his life for his obsession with
idealistic purity. His cousin tries to persuade him to accept what is rightfully his

by saying:
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... mark. You said how on that instant when Ikkemotubbe
realised that he could sell the land to Grandfather, it ceased
forever to have been his. All right; go on: Then it belonged to
Sam Fathers, old Ikkemotubbe's son. And who inherited from
Sam Fathers, if not you? ... And he [Ike]

"Yes, Sam Fathers set me free."“o

Ike's sense of freedom and discontinuity from the past resulting in freedom from
responsibility in the present becomes ironic when juxtaposed with the inactivity
and impotence which characterize his life.

Harry Wilbourne in The Wild Palms is the only intellectual figure in

Faulkner's work for whom memory does ultimately play a creative role. In
deciding to choose life in prison rather than death, Harry hopes not only to exist
in the memory of his love for Charlotte, but to analyze and comprehend what led
to her death. At the end he attempts to analyze his refusal to commit suicide:

So it wasn't just memory. Memory was just half of it, it wasn't

enough. But it must be somewhere, he thought. There's the

waste. Not just me. At least I think I dont ;/mean just me.
Hope I dont mean just me. Let it be anyone. ...

In believing that their love had a universal significance, memory for Harry
becomes a creative process for which he realizes he must continue to live in order
for someone to continue remembering. He realizes:
.« . if memory exists outside of the flesh it wont be memory
because it wont know what it remembers so when she became

not then half of memory became nqt and if 1 become not then
all of remembering will cease to be.” ~—

Thus for Harry, Faulkner hints that memory may become a potential springboard

to self comprehension and to transcendence of time as it had for Marcel.
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"Fecund Works of Art" Versus a "Scrap of Paper:"
Two Different Views of Immortality

Despite all the efforts of Faulkner's intellectual protagonists,
paradoxically, transcendence of time in Faulkner's fiction can be achieved only
through the calm acceptance of its passage. As an intellectual figure who avoids
the Prufrockian pitfalls of idealism and isolation, Judith Sutpen in Absalom,
Absalom! is a character who seems aware of the need to engage in the process of
psychological involvement with humanity in order to achieve a three- dimensional
understanding of time that closely resembles Marcel's. Her statement about the
need to continue trying to weave one's pattern in life despite all obstacles reflects
elements of stoic endurance. She describes all men as. "trying to make a rug on
the same loom only each one wants to weave his own pattern into the rug.""13

Marcel expresses almost the identical idea about the constant weaving
process that goes on in life, producing the sense of interconnection and
simultaneity. He experiences this sense of interconnection with particular
intensity at the moments of involuntary memory, observing:

...it is even more true that life is ceaselessly weaving
other threads between human beings and events, that life
crosses these threads with one another and doubles them to
make the weft heavier, so that, between the tiniest point in our
past life and all the gther poigts, a rich netwcirlli‘ of memories
leaves us only the choice of which road to take.

Thus, perhaps for Faulkner's and Proust's characters the lesson to be
learned in confronting 'the dilemma of discontinuity is simply endurance and
continuing the weaving process of life, a process that might be summed up in the
stoic formula suggested by Georges Poulet: "To endure is to be present, and to be

present is to be present to things distributed in a sort of time-space."u5
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For Marcel and all Faulkner's characters who are determined to survive,
however, the act of being present seems inadequate as a goal. Despite
differences in philosophical emphasis, driven by an awareness of discontinuity,
both Proust and Faulkner attempt through various temporal and aesthetic
techniques to reveal many of their characters surmounting the difficulties of
discontinuity, intermittence, and oblivion by developing an existential sense of
time. It is this ongoing sense of time which the two authors actively incorporate
into the texture of their fiction.

In A la recherche du temps perdu Marce! reaches the conclusion that

the immortality of the world of art, in its survival from generation to generation,
provides the link to eternity for which he has been searching. He eulogizes art as
that which is able to endure in the passage of time, by saying

Thanks to art, instead of seeing only one world, our own, we see

it under multiple forms, and as many as there are original

artists, just so many worlds have we at our disposal, differing

more widely from one another than those that roll through

infinite space, and years after the glowing center from which

they emanated has been extinguished, be it called Rembraﬁdg or

Vermeer, they continue to send us their own rays of light.
Yet he is able to remark with ironic amusement:

Victor Hugo said,

Il faut que l'herbe pousse et que les enfants meurent.

But I say that it is the cruel law of art, that human beings
should die and that we ourselves must die after exhausting the
gamut of suffering so that the grass, not of oblivion but of
eternal life, may grow, the thick grass of fecund works of art,
on which future generations will come and gaily have their
"picnic I[T9Ch’" without a thought for those who sleep
beneath.

With less idealism and irony than Proust bequeaths to Marcel, Faulkner
ultimately affirms man's chances of immortality in a manner which is both muted

and tinged with stoicism. Despite his awareness of the artist's need to arrest
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time, he permits no fictional fulfillment for his intellectual characters
manifesting signs of aesthetic interest, artistic creativity, or the desire to rise
above the inexorability of time. Only in Judith Sutpen's suggested response to
life, in her encouragement of active communication between individuals, is there
the indication that a "scrap of paper" may possibly endure. As a character who

seems to speak for Faulkner's point of view in Absalom, Absalom! she suggests:

", ..if you could go to someone, the stranger the better,
and give them something --a scrap of paper -- something,
anything, it not to mean anything in itself . . . at least ﬁ 8would
be something just because it would have happened. .. ."
Faulkner's real belief in man's endurance, as portrayed in his novels is, however,
based more on the possibility of human interaction and communal brotherhood
than on any lasting impulses of artistry or surviving scraps of paper.
Although in "Four Quartets" T. S. Eliot laments that "words strain,
crack and sometimes break, under the burden" of time -- Proust and Faulkner as

authors and creators of complete fictional universes have both made the effort to

communicate messages which may yet endure the passage of time.
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61Jean Pouillon comments that:

Proust chose to know, or rather he chose to go from
experiencing to knowing, from pure enjoyment of the past to an
intellectual understanding of it. For him, recapturing time
meant understanding it just as much as reliving it. (Jean
Pouillon, "Time and Destiny in Faulkner,” in Faulkner: A
Collection of Critical Essays, ed. Robert Penn Warren
[Englewood Cliffs, N. J.: Prentice- Hall, Inc., 1966], p. 86.)
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741t is misleading to compare Proustian duration to the Bergsonian
concept of duration. Whereas Proustian moments are characterized by emptiness
and discontinuity, with duration as a plurality of isolated moments removed from
one another, Bergsonian duration, on the other hand, is a continuity. Marcel
explains:

...we live over our past years not in their continuous
sequence, day by day, but in a memory that fastens upon the
coolness or sunparched heat of some morning or afternoon,
receiving the shadow of some solitary place, enclosed,
immovable, arrested, lost, remote from all others ... (Proust,
I, 1003).

In Studies in Human Time, Georges Poulet writes:

.. . if Proustian time always takes the form of space, it is
because it is of a nature that is directly opposed to Bergsonian
time. Nothing resembles less the melodic continuity of pure
duration; but nothing, in return, more resembles what Bergson
denounced as being a false duration, a duration the elements of
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which would be exteriorized, the ones relatively to the others,
and aligned, the ones beside the others. Proustian time is time
spatialized, juxtaposed . . . (Poulet, Studies in Human Time, pp.
105-106).

The important thing to realize, as Proust himself once remarked, is that durations
of such difference must necessarily be explored by the mind in different ways.
(Poulet, Studies in Human Time, p. 316). In comparison with the easy and flowing
manner in which Bergson conceived of the mind allowing him to merge with the
continuity of the past through reverie, for Proust the exploration of the past
demanded intense effort and the hope of grace.

75Poulet, Studies in Human Time, p. 105.

76Pou1et, Studies in Human Time. p. 317.

77F’rous1:, Im, 1121.

78Pou1et, Studies in Human Time, p. 318.

791n his search to find a sense of continuity in time and space, Marcel's
literary technique is frequently described as having much in common with the
technique of late nineteenth and early twentieth century Impressionist artists and
their depiction of the natural appearances of objects with dabs or strokes of pure,
unmixed colors to simulate reflected light. Yet, it is also possible to view the
Proustian technique as a literary precursor of Cubism, which Apollinaire described
as the

dissociatfion off the planes of an object seen, and ... fthe?
rearrange/ment ofJ them in a picture, so organized that they will
give a truer emotional or structural sense than the original
"appearance." (Lionel Abel, trans., The Cubist Painters, by
Guillaume Apollinaire [New York, Wittenborn and Co., 19447, p.
12, quoted in Scott, p. 216.)

Although his writing reveals evidence of both the Impressionistic technique of
constructing the novel through dabs and strokes of color and the Cubist principle
of abstract structuring based on a mental concept, Proust's comments serve only
to link the creative vision of the writer with that of the artist in general:

- . . the writer realises that, if his dream of being a painter
could not come true in a conscious and intentional manner, it
has happened to come true anyhow, and the writer finds that
he, too, has been making a sketchbook without knowing it. For,
impelled by the instinct that was in him, long before he thought
he might somehow be a writer, he systematically ignored so
many things which caught the attention of others that he was
accused of being absent-minded and himself thought he could
neither listen nor observe. But all the while he was instructing
his eyes and ears to retain forever what seemed to others to be
childish trifles -- the tone in which a sentence had been spoken,
the facial about whom perhaps he knows nothing else -~ all this
many years ago and only because he had heard that tone of
voice before or felt that he might hear it again, that it was
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something enduring, something which might recur. ... (Proust,
1, 1016.)

8oPoulet, Studies in Human Time, p. 319.
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82k rank, The Widening Gyre, p. 10.

835ce definition of spatial form in Frank, "Spatial Form in Modern
Literature," p. 231,

8L"See definition of Cubism in Sheldon Cheney, A Primer of Modern Art
(New York: Boni and Liveright, 1924), p. 101, quoted in Scott, p. 215.

85Ai'though the intellectual characters manifest only a partial vision of
their lives, Faulkner himself attempts to provide enough artistic perspective on
their inadequacies in the complete vision provided in his novels to permit such a
synthesis of views for all sides and aspects. Like Picasso, "moving round an
object, he seized several successive appearances which, when fused into a single
image, reconstituted it in time." (Thomas Craven, Men of Art [New York: Simon
and Schuster, 19367, p. 498, quoted in Scott, p. 215.)

Guillaume Apollinaire called this kind of complete vision "the fourth
dimension ... representing the immensity of space eternalizing itself in all
directions at any given moment." (See Apollinaire quoted in Scott, p. 216, as
indicated in Note 78.)

86Faulkner, The Sound and the Fury, pp. 194-195.

87 Faulkner, Absalom, Absalom! p. 316.
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89 aulkner, Absalom, Absalom!, pp. 334-335.

90Faulkner, Light in August, p. 69.

91

Faulkner, Light in August, p. 347.

92Faulkner , Light in August, pp. 345-347.

9:"'Faulkner, Light in August, p. #53. In 1922, in his review of Joseph
Her gesheimer's novel, Linda Condon, using a Keatsian image, Faulkner wrote:

Linda Condon is not a novel. It is more like a lovely frieze: a
few unforgettable figures in silent arrested motion, forever
beyond the reach of time. (See William Faulkner, "Books and
Things: Joseph Hergesheimer,"” in William Faulkner: Early
Prose and Poetry, ed. Carvel Collins [Boston: Little Brown and
Company, 19677, p. 101, quoted in David Minter, William
Faulkner; His Life and Work [Baltimore: Johns Hopkins
University Press, 19807, p. 43.)
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Faulkner's review of Hergesheimer's book is very revealing in terms of its
reflection of his own work in its evocation of the still garden in The Marble Faun.
His commentary is as judgmental as it is sympathetic, however, in statements
such as: "One can imagine Hergesheimer submerging himself in Linda Condon as in
a still harbor where the age cannot hurt him and where rumor of the world
reaches him only as a far faint sound of rain.” (Faulkner, "Books and Things:
Joseph Hergesheimer," quoted in Minter, p. 43.)

9L"‘l'he image of the vase is central to Faulkner's art, signifying not only
an aesthetic escape from the world of reality, but having erotic and aesthetic
connotations as well. For Faulkner, the image of the vase may have originated
with Keat's use of it in "Ode to a Grecian Urn" as "Thou still unravished bride of
quietness," a phrase which Horace Benbow uses when addressing the amber vase
he keeps at his bedside and calls by his sister's name. Whatever its origin, the
image of the vase is one in which Faulkner can find solace from the bruising
contact of the world, as well as one which can embody love and defy time and
death as an aesthetic entity created by the power of his imagination.

In addressing his use of the vase as a pervasive image in his fiction, Faulkner
explained:

There is a story somewhere about an old Roman who kept at his
bedside a Tyrrehenian vase which he loved and the rim of which
he wore slowly away with kissing it. I had made myself a vase,
but I suppose I knew all the time that I could not live forever
inside of it, that perhaps to have it so that I too could lie in bed
and look at it would be better; surely so when that day should
come when not only the ecstasy of writing would be gone, but
the unreluctance and the something worth saying too. Iit's fine
to think that you will leave something behind you when you die,
but it's better to have made something you can die with. ("An
Introduction to The Sound and the Fury,” ed. James B.
Meriwether, Mississippi Quarterly, 26 [Summer 1973], #10-415,
quoted in Minter, p. 102.)

In this statement of 1933, Faulkner is referring to the vase as both Caddy, the
beautiful creation of his imagination, and as The Sound and the Fury, the novel he
created in which she might dwell in privacy and peace while attaining
immortality. The vase is thus an expansive image, "a haven or shelter into which
the artist may retreat; a femine ideal to which he can give his devotion; a work of
art that he can leave behind when he is dead; and a burial urn that will contain at
least one expression of his self as an artist." (Minter, p. 102.)

In addition, the image of the closed vase is important as a Proustian symbol of a
classical container holding the distilled essence of magic moments from the past.
In The Past Recaptured, Marcel muses:

An image presented by life brings us in reality at that
moment multiple and varying sensations. ... An hour is not
merely a hour. It is a vase filled with perfumes, sounds, plans
and climates. What we call reality is a certain relationship
between these sensations and the memories which surround us
at the same time. ... (Proust, II, 1008.)
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9~5William Faulkner, Sartoris (New York: New American Library of
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Vintage Books, 1961), p. 133.
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99Faulkner, The Town, p. 135.

looWilliam Faulkner, Go Down, Moses (New York: Random House, Inc.,
Vintage Books, 1973), quoted in Mendilow, p. 97.

101In The Time of William Faulkner, Maurice Coindreau emphasizes the
parallelism and divergence between the Faulknerian and Proustian styles of
dealing with time.

Faulkner's style . . . is not without some obvious analogies with
that of Proust. It is a poetic styie, loaded and sometimes
overloaded with images, interrupted by interminable incidents
which follow the slow progress of thought, the meanderings of
introspection and the sinuousities of analysis. Proust, however,
nourished more on classical disciplines, accepts certain
conventional restraints. Chronology, for example, inspires in
him a respect that is unknown in Faulkner. (Maurice Edgar
Coindreau, The Time of William Faulkner: A French View of
Modern American Fiction, trans. and ed. George McMillan
Reeves [Columbia: University of South Carolina Press, 19717,
pp. 70-71.)

Coindreau might have added that Proust as an intellectual was dedicated to
achieving an understanding of the temporal approaches he employed, and making
them work successfully in the larger context of life.

1OzWa.lter Slatoff cogently describes the power of Faulkner's prose to
address itself to man's inner being.

It is the degree to which Faulkner provides this last kind of
experience [contact- with inner tensions and dynamic
procesglthat most marks him off from other modern novelists
who try, as he does, to give their readers an essentially
empathetic experience through interior monologues, spiral
movement, sensory emphasis, hypnotic repetition, evocative
images, and symbols. And it is this which accounts for much of
the peculiar force of his work. (Walter J. Slatoff, Quest for
Failure: A Study of William Faulkner [Ithaca, Cornell
University Press, 19607, p. 246.)

1031n the view of the French critic, Jean Pouillon, it simply is not
possible to understand Faulkner's point of view without making a distinction
between "consciousness" and "knowledge." Faulkner, he believes,
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places himself on the level of the former. Consciousness is
inevitable, knowledge only a possibility. Since one does not
necessarily attain knowledge, Faulkner can omit it without
deforming human nature, especially in the kind of characters he
chooses. (Pouillon, p. 83.)

But Faulkner, Pouillon continues, ultimately involves himself in an "antimony,"
with confusion resulting from the absence of clear opposition between feeling and
knowing. He comments that feeling and knowing even seem to complement and
reenforce one another, parallelling Proust's interrelationship of emotion and
knowledge. However, the ambivalence revealed in the failure to differentiate
cieariy between the two ultimately distinguishes Faulkner's art from Proust's.

10["William Faulkner, The Hamlet (New York: Random House, Inc.,
Vintage Books, 1964), p. 119.

lo51='aulkner, The Hamlet, p. 110.

1061‘~loe1 Polk, ed., Afterword, Sanctuary, The Original Text, by William
Faulkner (New Y ork: Random House, Inc., 1981), p. 312.

107See Jean Defrees Kellogg, Dark Prophets of Hope: Dostoevsky,
Sartre, Camus, Faulkner (Chicago: Loyola University Press, 1975).

108
Faulkner's.)
109

Faulkner, The Sound and the Fury, pp. 168-169, 171. (Italics are

Faulkner, Absalom, Absalom!, p. 143 (Italics are Faulkner's.)

11ch: Down, Moses, p. 300.
111

The Wild Palms, p. 228. (Italics are Faulkner's.)

1J‘21=‘aulkner, The Wild Palms, p. 228. (Italics are Faulkner'.)

1]‘3l=‘aulkner, Absalom, Absalom!, p. 127.

LAp oust, 1, 1111.

1pouet, Studies in Human Time, p. 37.

Uép oust, 11, 1013.

U7 oroust, I, 1116.

118F‘aulkner, Absalom, Absalom!, p. 127.




CHAPTER THREE
MARCEL'S SEARCH FOR UNITY OF BEING AND CONTINUITY OF TIME
IN A LA RECHERCHE DU TEMPS PERDU

Words move, music moves

Only in time; but that which is only living

Can only die. Words, after speech, reach

Into the silence. Only by the form, the pattern,
Can words or music reach

The stillness, as a Chinese jar stil

Moves perpetually in its stillness.

Predicated on a realization that "that which is only living can only die,"

Marcel devotes his life in the long volumes of A la recherche du temps perdu to

search for that which is capable of transcending the passage of time. Believing
with the poet that words "reach into the silence,” Marcel earnestly seeks "the
form, the pattern" by which both his life and art may reach the aesthetic
stillpoint, which is eternity.

Marcel's search is, therefore, ultimately the search for a moral and
aesthetic design through which to attain both continuity of time and unity of
being. An analysis of this search, which the narrator presents in a historio-
graphical framework, provides the major subject matter for this chapter. As
"historiography" is the narrative presentation of historical perspectives based on
a critical examination, evaluation, and selection_ of materiais which are subjected
to various philosophical criteria, Marcel's recounting of the story of his past will
be cast into a historiographical framework for analysis of the underlying design.
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In his subjective recounting of past actions in the present, with tools ranging from
intellect and contemplation to intuition, Marcel investigates his experiences in
friendship, aristocratic society, the world of artistic dilettantism, and the realm
of romantic love. And rather than a realm of transcendence, he discovers a world
of myth in which friendship, society, frivolous artistry, and romance are simply
ill-founded beliefs of worldly significance, which are held uncritically by those
who have vested interests in them.

In Proust's portrayal of Marcel actively searching for "being, itself,"
unity of being in all of its mysteriousness,2 Marcel manages to escape Sartre's
definition of the greatest existential sin, that of "being in stasis and taking

3 a definition which seems more appropriately applied to

identity from the past,"
Faulkner's intellectual protagonists.. The difference between Marcel's search and
that of Faulkner's isolated intellectuals as they pursue their individual paths
towards self definition or unity of being is, however, both subtle and significant.

In an examination of Marcel's initiation into life, it is apparent that he
evolves beyond the quality of "inrocence" based on a sense of blind trust in
rationality which characterizes the philosophical posture of Faulkner's intellectual
figures. While maintaining idealism and romanticism as residual elements of his
personality, Marcel does not become intransigent in his beliefs as they collide
with the resistance of reality. Alfhough he is frequently amazed by his practical
discoveries, which differ from the fantasies he has created, he is more fascinated
by the discrepancies between his dreams and the reality than he is "outraged" in
the Faulknerian sense. Marcel succeeds, therefore, in the effort to grow from

innocence to experience, ultimately attaining total vision through affirming his

identity as an artist.
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The Power of the Will in Attaining
Unity of Being

In seeking to attain an integral pattern for his life, Marcel finds that
the appearance of Mlle. de Saint-Loup at the Guermantes' reception is
instrumental in providing the necessary goad to spur his will to accomplish the
literary task he has set for himself. With a renewal of moral dedication, he
commits himself to begin writing his oft-postponed book, which will complete the
search for a moral design.

Having lived the life of an inactive and ineffective aesthete excusing
his laziness with constant ill health, Marcel has never been able to force himself
to enter into life or to begin writing. From the "Overture" at the beginning of the
book, however, it appears that the only real sickness that afflicts Marcel as a boy
is a maladie of will brought on by an overly protective mother. Realizing that he
must move towards a disciplined "mastery of [his/ life" in order to be able to
accomplish his literary purpose, Marcel is determined to replace the capitulation
of moral strength which he had suffered as a child with his new-found resolve.*
Praising the will as "toiling without intermission," Marcel describes it by saying:

... It is as invariable as brain and nerves are fickle, but as it
is silent, gives no account of its actions, it seems almost
non-existent; it is by its dogged determination that the other
f:onsti_tuent parts of our personality are led, but wit'hogt sgeing
it, while they distinguish clearly all their own uncertainties.
Marcel's original lack of will power can be attributed to a major event of his early
childhood, which was the probable cause of his ensuing loss of self-identity.

As the b<-)ok opens in Combray, Marcel affirms his sense of childish
identity by deciding not to go to sleep without his mother's goodnight kiss, and he
is surprised and somewhat confused to discover that his hypersensitivity is being

indulged beyond his wildest dreams. When his mother abdicates her parental
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resolve and spends the night in his room, he lacks the self control to confess that

he would actually prefer to have her not do so after all. He says at the time:

... for the first time my unhappiness was regarded no
longer as a fault for which I must be punished, but as an
involuntary evil which had been officially recognised as a
nervous condition for which I was in no way responsible: I had
the consolation that I need no longer mingle apprehensive
scruples with the bitterness of my tears; I could weep hence-
forward without sin ... I ought then to have been happy; I was
not. It struck me that my mother had just made a first
concession which must have been painful to her, that it was a
first step down from the ideal she had formed for me, and that
for the first time she, with all her courage, had to confess
herself beaten. It struck me that if I had just scored a victory
it was over her; that I had succeeded, as sickness or sorrow or
age might have succeeded, in relaxing her will, in altering her
judgment; that this evening opened a new era, must remain a
black date in the calendar. And if I had dared now, I should
have sgid to Mamma: "No, I don't want you; you mustn't sleep
here."

At the end of the novel Marcel goes through a sequence of symbolic
events analogous to those of his childhood, but with a completely different
outcome in the appearance of Mlle. de Saint-Loup. This encounter, which is a
mirror image of the episode so long ago in Combray, reverses his earlier
abdication of will. At the Guermantes' reception he conjures up the memory of
that evening long ago and muses:

it was that evening, when my mother abdicated her authority,

which marked the commencement of the waning of my will

power and my health. ... Everything was predetermined from

the moment when, unable any longer to endure the idea of

waiting unti! the morning to press a kiss upon my mother's face, I

made up my mind, jumped out of bed and, in my nightshirt, went

and sat by the window through which the moonlight came, until I

heard M. Swann leave. e I heard the door open, the bell tinkle

and the door shut again.
In her mingling of the blood of the Guermantes and the Swanns, Mlle. de
Saint-Loup provides linkage between the disparate fragments of Marcel's life,

creating a sense of his unity of being by physically testifying to the continuity of

past and present.
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And now Mlle. de Saint-Loup stood before me. She had
deep-set, clear-cut, profoundly searching eyes. [ was struck
with the way in which her nose, modelled on her mother's and her
grandmother's, ended sharply at a perfectly horizontal line below
it, exquisite albeit not short enough. A single feature as
distinctive, even had one seen nothing else, would have made it
possible to identify one statue among thousands, and I marvelled
how nature had come back in the nick of time for the grand-
daughter, as she had for the mother and grandmother, to give the
mighty, deciding stroke of the chisel, like some great and unique
sculptor. That charming nose, slightly prominent like a bird's
beak, had the curve, not of Swann's but of Saint-Loup's. The soul
of that Guermantes was gone, but the charming head of the
departed bird, with its piercing eyes, had come and taken its
place on the shoulders of Mlle. de Saint-Loup, to plunge her
father's friends into dreamy musings.

It is in the appearance of Mlle. de Saint-Loup and the happiness that
Marcel feels upon seeing her, that he recognizes the parallelism of the current
sentiment with the earlier feeling of happiness that he had experienced upon

tasting the petite madeleine. Rather than existing in the actual person of Mlle.

de Saint-Loup, the joy that he feels is completely within his own mind and
imagination, and is caused by his ability to envision her as a metaphorical link to
the past. From this experience Marcel recognizes the endless possibilities within
his imagination to create additional metaphors for the truths and immortal
essences which he perceives in life.
Creating a metaphorical bond between "time, colourless and
impalpable" and the image of Mlle. de Saint-Loup, he says:
. « . this /metaphorical/ idea of time had a final value for me;
it was like a goad, reminding me that it was time to begin if 1
wished to achieve what I had occasionally in the course of my
life sensed in brief flashes, along the Guermantes way or while
driving with Mme. de Villeparisis, and which had encouraged me
to regard life as worth living. How much more so it appeared to
me now that I felt it possible to shed light on this life which we
live In darkness and to bring back to its former true character
this life which we distor§ unceasingly, in short, extract the real
essence of life in a book.

From his sense of time as incarnate in the form of Mlle. de Saint-Loup,

Marcel develops the idea that it is incarnate within each of us, needing only to be
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released through involuntary memory or through intuitive awareness of eternal

essences which can then be expressed in metaphor. He explains:

Even at this moment, in the mansion of the Prince de
Guermantes, I heard the scund of my parents' footsteps as they
accompanied M. Swann and the reverberating, ferruginous,
interminable, sharp, jangling tinkle of the little bell. ... I heard
these sounds again, the very identical sounds themselves,
although situated so far back in the past. ...l had to descend

again into my own consciousness. It must be, then, that this

tinkling was still there and also, between it and the present

moment, all the infinitely unrolling past which I had been

unconsciously carrying within me. When the bell tinkled, I was
already in existence and, since that night, for me to have been
able to hear the sound again, there must have been no break of

continuity, not a moment of rest for me, no cessation of
existence, of thought, of consciousness of myself, since this
distant moment still clung to me and I could recapture it, go
back to it, merely by descending more deeply within myself. It
was this conception of time as incarnate, of past years as still
close held within us, which Iowas now determined to bring out in
such bold relief in my book.

Realizing that his experiences themselves thus have a timeless quality

in the "infinitely unrolling past" which exists in his subconscious mind, Marcel

concludes in The Past Recaptured that his memories can be corporealized in his

writing. His hope is that through the act of creative imagination -~ the act of

recreating the past in literary form -- the continuity of time will be revealed, and

his monumental effort to attain unity of being will serve as a model for other men

to do likewise. He says:

I had a ... modest opinion of my book and it would be incorrect
to say even that I was thinking of those who might read it as "my
readers. For ...they would not be my readers but readers of
themselves, my book serving merely as a sort of magnifying
glass, such as the optician of Combray used to offer to a
customer, so that through my ﬁook I would give them the means
of reading in their own selves.

Having had his metaphorical method validated in the appearance of

Mlle. de Saint-Loup, and having discovered his identity as an artist through a long,

historiographical search, Marcel feels that he has survived his "crisis of knowing"
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in the newly discovered unity of his being. The answer to his "quest for form" is

contained in A la recherche du temps perdu, which relates the experiences that

comprise the continuity of his life -- the search for eternal essences, the joy of
sensing eternity in flashes of involuntary memory, and the disillusionment of the
myths in which other human beings invest lasting value.1?

In attempting to establish a relationship between the attainment of his
identity and the achievement of a moral perspective from which to view life,
Marcel thus assumes the role of a man of interpretation, who, through an analysis
of several failed designs in life, attempts to discover the flawed hypotheses upon
which they were based.13 In examining the lives of Swann and of various
members of the Guermantes family, Marcel becomes a kind of intellectual hero
playing the role of poet, critic, and spectator of problematical fates that are less
successful than his own. With the hdpe that memory and artistic ability may
provide a means of understanding the past and present, he thus devotes many
years to reconstructing and translating the significance of the lives of the wealthy
and titled people who fascinate him. And Marcel's interpretations are ultimately

successful because of his moral growth, which evolves into an understanding of

the configuration of th= lives of those around him.

Marcel's Search for Unity of Being in Myths of Love:
Swann's Love for Odette

Within A la recherche du temps perdu the story of "Swann in Love"

functions as a carefully constructed paradigm or model within the whole,
containing many of the themes of the larger novel in miniature. It is a unit of the
whole, a love story, which it is suggested later may not even be true. Near the
end of the book, Swann's friend, the Baron de Charlus, informs Marcel that the
version of the story which he had recounted to Marcel is simply fiction, that the

events themselves were quite different.lq Marcel, nevertheless, recounts the
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story of Swann's love affair as though it is all historical fact, revealing a use of
historiographical imagination not unlike Quentin's and Shreve's in the reiteration
of the Sutpen saga. He relates:

I would often lie until morning, dreaming of the old days at

Combray ...and, by an association of memories, of a story

which, many years after I had left the little place, had been told

me of a love affair in which Swann had been involved before I

was born; with that accuracy of detail which it is easier, often,

to obtain when we are studying the lives of people who have been

dead for centuries than when y§ are trying to chronicle those of

our most intimate friends. ...

Although it is presented as a separate microcosm, the story of Swann's
love for Odette de Crecy is placed in the midst of Marcel's recounting of his own
adolescent love for Swann's daughter, Gilberte, and the parallel placement of the
two creates a layered convergence of past and present in an aesthetic attempt to

indicate continuity of time and to achieve a sense of order from the past. Thus,

in A la recherche du temps perdu, Marcel seems to be using an impressionistic

variation of twentieth century mythical methodology to examine Swann's past.
For Marcel Swann's image always represents a fascinating existence in
which art and society can relate to one another harmoniously. In his childhood
Marcel receives the prints of Giotto and the Venetian scenes that Swann brings
him, and later on he learns that Swann knows the novelist Bergotte personally and
collects paintings by Corot. By relating the stody of Swann Marcel gives free rein
to his belief in the myth of the artistic hero and the myth of romantic love,
hoping to have Swann evolve as a heroic figure from his past who can seem real in
the present, and therefore worthy of his emulation. Although Marcel hopes to
create a bridge to the past through the myths of Swann's life and loves, his
discoveries deflate the grandeur of the myths in which he had enveloped them,
and he is left with the discovery that Swann was actually a failure as an artist, art

critic, and as a lover.
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It is only at the very end of the novel that in his imagination Marcel
sees the shadowy figure of Swann coming towards him down the garden path of
Combray, and intuitively understands the symbolic importance that Swann has had
in shaping his life and influencing his work. In retrospect the story of "Swann in
Love," which seemed so disconnected at the beginning, takes on new meaning in
relationship to Marcel's own life and development of awareness.

Swann's love for Odette de Cre?:y springs from his admiration of art and
his knowledge of late Renaissance form, with which he associates her beauty. In
his desire to possess Odette, who reminds him of Jethro's daughter painted by
Botticelli in one of the Sistine frescoes, Swann deludes himself into elevating her
aesthetic appearance over a pretentious and avaricious bourgeois reality. Marcel
observes:

In the case of Swann's relationship with Odette, it is only when
he becomes aware of her striking resemblance to Botticelli's
Zipporah, that he is actually able to become attracted to her,
with his aesthetic sense predominating over his natural human
desire. The words "Florentine painting" were invaluable to
Swann. They enabled him (gave him, as it were, a legal title) to
introduce the image of Odette into a world of dreams and
fancies which, until then, she had been debarred from entering,
and where she assumed a new and nobler form. And whereas
the mere sight of her in the flesh, by perpetually reviving his
misgivings as to the quality of her face, her figure, the whole of
her beauty, used to cool the ardour of his love, those misgivings
were swept away and that love confirmed now that he could
re-erect his estimate of her on the sure foundations of his
aesthetic principles; while the kiss, the bodily surrender ...
coming, .as now they came, to crown his adoration of a
masterpiece in a gallery, mixgt, it seemed, prove as exquisite as
they would be supernatural.

Marcel continues to analyze the relationship between Swann and
Odette, discovering many parallels with his own predilections in affairs of the
heart. Like Swann, Marcel finds that he constantly chooses to love young women
who are not of his class and style. He attempts to understand the peculiarity of

such passions by focusing on Swann's love for Odette. He comes to understand

Swann's suffering because of the passion which Odette inspired:
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To tell the truth, she never was "his kind" even later on. And
yet he loved her at that time very deeply and greatly to his
sorrow. Later he was surprised at this contradiction; but there
is no contradiction in it if we stop to think what a great amount
of suffering is caused in men's lives by women who were "not
their kind." That may be due to many causes: in the first
place, since they are not our kind, we let ourselves be loved at
first without loving in return and in that way we allow a habit
to get a grip on our life which would not have been the case
with a woman of our kind, who, feeling herself desired, would
have set up a resistance, granted only an occasional rendezvous
and not become so intimately connected with every hour of our
life . .. In the second place, the hold they get on our affections
is only a sentimental one, because it is not based on deep
physical desire and, even if love develops, the mind works still
more — instead of a need, we have a romance. We feel no
distrust of women who are not our kind; we let them love us and
if we then come to love them, we love them a hundred times
more than the others but withcwt experiencing with them the
contentment of satisfied desire.

Marcel then notes the personality changes that such a love can evoke
when one is constantly unsure of the loved one's state of mind and whereabouts.
Assuming the tone of an omniscient narrator, he describes Swann's search for
Odette along the Parisian boulevards in various cafes one night when he missed
seeing her at a party from which he had planned to drive her home. Marcel

recounts Swann's subjective sense of time as it approaches a durational frenzy:

... every few yards his carriage was held up by others, or
by people crossing the street, loathsome obstacles each of
which he would gladly have crushed beneath his wheels, were it
not that a policeman fumbling with a note-book would delay
him even longer than the actual passage of the pedestrian. He
counted the minutes feverishly, adding a few seconds to each so
as to be quite certain that he had not given himself short
measure, and so, possibly, exaggerated whatever chance there
might actually be of his arriving at Prevost's in time, and of
finding her still there... What! all this disturbance simply
because he would not see Odette, now, till to-morrow, exactly
that he had been hoping, not an hour before.... He was
obliged to admit also that now, as he sat in the same carriage
and drove to Prevost's, he was no longer the same man, was no
longer alone even -- but that a new personality was there
beside him, adhering to him, amalgamated with him, a creature
from whom he might, perhaps, be unable to liberate himself,
towards whom he might have to adopt some such stratagem as
one uses to outwit a master or a malady. . . .18
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Dating almost from the moment of its aesthetic inception, Swann's love
for Cdette is asscciated with and realized in a special musical passage from a
sonata by the composer Vinteuil. Swann speaks of these musical bars as a "little

phrase," with which their love becomes identified:

. . . the pianist would play to them -- for their two selves,
and for no one else - that little phrase by Vinteuil which was,
s¢ to speak, the national anthem of their love. He began,
always, with a sustained tremolo from the violin part, which,
for several bars, was unaccompanied, and filled all the
foreground; until suddenly it seemed to be drawn aside ...
infinitely remote, in colour quite different, velvety with the
radiance of some intervening light, the little phrase appeared,
dancing, pastoral, interpolated, episodic, belonging to another
world. It passed, with simple and immortal movements,
scattering on every side the bounties of its grace, smiling
ineffably still ... he looked upon the sonata less in its own
light — as what it might express, had, in fact, expressed to a
certain musician, ignorant that any Swann or Odette, anywhere
in the world, existed, when he composed it, and would express
to all those who should hear it played in centuries to come —
than as a pledge, a token of his love, which made even the
Verdurins and their little pianist think of Odette and, at the
samle9time, of himself — which bound her to him by a lasting
tie.

Confusing art with reality, and the extent to which his own emotional ou';look
influences his perspective on each, Swann is unzble to perceive the truth about
Vinteuil's sonata, interpreting it as a reflection of his own sentimental mood.
Then, for a single moment in a flash of penetrating awareness, he realizes that
strong emotion must not be permitted to shape reality according to his desire, and
that in interpreting art, feeling must be sacrificed to a critical assessment of the

aesthetic elements 'u'wolved.20

But after focusing on the emotional beauty of the
"little phrase" in the sonata, Swann sacrifices his artisﬁc awareness of the music
itself, to concentrate on the personal pleasures which it can provide.ZJ‘

In his egotistical interpretation of Vinteuil's work, Swann thus assesses

the parts of the sonata in terms of his own emotional intensity, believing

erronecusly that his love for the "little phrase" and his identification of it with his
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love for Odette will create an immortal bond between himself and Odette for
all of those listening. Swann vainly hopes that through identification with
Vinteuil's music, he and Odette will be immortalized in the manner of the nymph
and satyr on Keats's Grecian urn. His error confirms his position as a dilettante
who, in the fervor of his admiration, believes that an art work can represent the
admirer as well as its creator.

Despite the earlier promises of the "little phrase," upon hearing the
same haunting melody later after many disillusionments in his relationship with
Odette, Swann ultimately recognizes his own inexorable solitude. Although he had
longed to believe in the music's intimations of immortality concerning the passion
he had experienced, in the decline of his love he comes to recognize the
constantly changing aspect of his existence in time. Despite the sense of
communion with Odette he felt while hearing the sonata, in the final analysis
Swann clings to the enjoyment of something no one else can share.

The charm that he had been made to feel by certain evenings in

the Bois, a charm of which Vinteuil's sonata served to remind

him, he could not have recaptured by questioning Odette,

although she, as well as the little phrase, had been his

companion there. But Odette had been merely his companion,

by his side, not (as the phrase had been) within him, and so had

seen nothing -- nor would she, had she been a thousand times as

comprehending, have seen anything of that visioTBWhich for no

.one among us . . . can be made externally visible.
Although Swann loves life and loves the arts, he regards them both from within
the context of his own ego, which makes it impossible for him to distinguish
between the two. He effectively encloses himself inside his own abstraction of
life as a collection of artifacts. Swann's choice is thus remarkably parallel to

Quentin Compson's decision to exist alone inside his concept of purity in an

idealized version of southern life in The Sound and the Fury.

Ultimately all that remains in Swann's relationship with Odette are the

efforts of pursuit and imprisonment, which become the major themes in their
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love. As he is forced to pursue a thousand Odettes, whom he attempts to reduce
and circumscribe into the Odette he has before him, he is never able to force the
facts to reveal the single, final truth about her. In his anger and jealousy, Swann
engineers the maneuvers, the quarrels, and reconciliations that punctuate their
relationship, with the same goal ever-present — to destroy the outer Odette,
while carefully resurrecting his image of her inner being.

« + « by the process of memory, Swann joined the fragments
together, abolished the intervals between them, cast, as in
molten gold, the image of an Odette compact of kindness and
tranquility ... But how rare these moments were, and how
seldom he now saw her! Even in regard to their evening
meetings, she would never tell him until the last minute
whether she would be able to see him, for, reckoning on his
being always free, she wished first to be certain that no one
else would offer to come to her. She would plead that she was
obliged to wait for an answer which was of the very greatest
importance, and if, even after she had made Swann come to her
house, any of her friends asked her, half-way through the
evening, to join them at some theatre, or at supper afterwards,
she would jump for joy and dress herself with all speed . .. and
when at length she was ready, and, plunging into her mirror a
last glance strained and brightened by her anxiety to look well
... Swann wouid be looking so wretched that she would be
unable to restrain a gesture of impatience as she flung at him:
"So that is how you thank me for keeping you here till the last
minute!  And I thought I was being so nice to you...."
Sometimes, at the risk of annoving her, he made up his mind
that he would find out where she had gone, and even dreamed of
a defensive alliance with Forcheville 1:’anoth€‘2r3 of her suitors/,
who might perhaps have been able to tell him.

But Swann's efforts of appropriation through persuasion and seduction, accusation,
coercion, and blackmail all fail because his sole purpose is to enclose his beloved
in his own image of her. Love as he experiences it is simply a form of "idolatry,
an attempt to hold both idol and idolater within a closed timeless space from

which change is eliminated."zl*

Marcel's Love for Gilberte
In his search for a moral and aesthetic design through which to attain

unity of being, Marcel first investigates his own love relationships as potential
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embodiments of immortal thoughts and feelings, through which he can transcend
time. And as he analyzes each affair to discover its lasting qualities, he evaluates
it with the story of Swann's love for Odette, and the debilitating flaws he believes
that reveals. Despite his attempts to penetrate the mysterious essences of each
of his great loves, however, Marcel finds that his intellectual analysis fails to
reveal that which seems to him to defy the passage of time.
From the very beginning of Marcel's childhood passion for Gilberte
Swann, she represents an image of mystery, vitality, and seductiveness with which
he wants to identify and become inextricably assimilated. Soon after his arrival
in Paris he discovers her playing in the Champs-Elysees where her governess had
taken her for an outing. From then on, as though by appointment, Marcel
arranges his afternoon walks with Francoise so that he might be able to intercept
Gilberte. But these outings are always characterized by intense anxiety, for
one never knew for certain from what direction Gilberte would
appear, whether she would be early or late, and this perpetual
tension succeeded in making more impressive not only the
Champs-Elysees in their entirety, and the whole span of the
afternoon, like a vast expanse of space and time, on every point
and at every moment of which it was possible that the form of
Gilberte might appear, but also that form itself, since behind its
appearance I felt that there lay conce%ed the reason for which
it had shot its arrow into my heart. ...
And once they were together Marcel discovers that he is unable to experience the
happiness he has anticipated; filled with doubts about her affection for him, he is
unable to formulate a mental concept of all that she means to him from the
juxtaposition of views that she presents. He acknowledges:
. - . those moments which I spent in her company, for which I
had waited with so much impatience all night and morning, for
which I had quivered with excitement, to which I would have
sacrificed everything else in the world, were by no means happy
moments; well did I know it, for they were the only moments in
my life on which I concentrated a scrupulous, undistracted

attention, and yet I could not discover in them one atom of
pleasure. All the time that I was away from Gilberte, I wanted
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to see her, because, having incessantly sought to form a mental
picture of her, I was unable, in the end, tg do so, and did not
know exactly to what my love corresponded.

Even at such an early age Marcel becomes aware that in his fantasies he is
creating a vision of Gilberte in his own image. Having received from her a copy
of a small book by the novelist Bergotte dealing with Racine's use of myth, Marcel
is enraptured by her thoughtfulness, and projects the two of them into a daydream
in which Gilberte will play the role of his intellectual disciple and literary

collaborator:

I was touched by my friend's kindness in having procured the
book for me; and as everyone is obliged to find some reason for
his passion, so much so that he is glad to find in the creature
whorn he loves qualities which ... are worthy to excite a man's
love, that he assimilates them by imitation and makes out of
them fresh reasons for his love, even although these qualities be
diametrically opposed to those for which his love would have
sought, so long as it was spontaneous -- as Swann, before my
day, had sought to establish the aesthetic basis of Odette's
beauty -- I, who had at first loved Gilberte, in Combray days, on
account of all the unknown element in her life into which I would
fain have plunged headlong, have undergone reincarnation,
discarding my own separate existence as a thing that no longer
mattered, I thought now, as of an inestimable advantage, that of
this, my own, my too familiar, my contemptible existence
Gilberte might one day become the humble servant, the kindly,
the comforting collaborator, who in tr% evenings . . . would
collate for me the texts of rare pamphlets.

Yet, in Gilberte's refusal to avow her feelings of love for Marcel, he is in a
constant state of doubt as toc the degree of her affection. He describes the
emotional state of flux into which his emotions have plunged him, portraying the

power of his imagination in terms of a weaving metaphor:

. .. while my love, incessantly waiting for the morrow to
bring a confession of Gilberte's love for me, destroyed,
unravelled every evening, the ill-done work of the day, in some
shadowed part of my being was an unknown weaver whe would
not leave where they lay the severed threads, but collected and
rearranged them, withcut any thought of pleasing me, or of
toiling for my advanfgge, in the different order which she gave
to all her handiwork.
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Shocked by the different aspects of herself which Gilberte revealed, and having as
yet no theory of the multiplicity of the self with which to understand either her or
himself, Marcel attributes her constant mutability to the different legacies of

personality which she has inherited from her parents. He remarks:

. . . there were, at the least, two Gilbertes. The two natures,
her father's and her mother's, did more than just blend them-
selves in her; they disputed the possession of her -- and yet one
cannot exactly say that, which would let it be thought that a
third Gilberte was in the meantime suffering by being the prey
of the two others. Whereas Gilberte was alternately one and the
other, and at any given moment no more than one of the two,
that is to say incapable, when she was not being good, of
suffering accordingly, the better Gilberte not being able at the
time, on account of her momentary absence, to detect the
other's lapse from virtue. And so the less good of the two was
free to enjoy pleasures cf an-ignoble kind....Indeed, the
disparity was at times so great between these two Gilbertes that
you asked yourself, though without finding an answer, what on
earth you could %ve said or done to her, last time, to find her
now so different.

After enduring the first phase of their friendship characterized by
Gilberte's playful indifference, Marcel decides that it is the superficial foundation
of their relationship which is at fault, and attempts to reestablish a deeper
emotional involvement as a New Year's resolution, a proposal which he sends to
Gilberte in a letter. Waiting in vain for her reply over mé.ny weeks, he becomes
ill, and it is only then that a note expressing sympathy and inviting him to tea
arrives.  Still believing that love is best expressed in a straightforward way,
Marcel is confused that the lack of response to his emotional overtures was
foilowed by the sympathetic invitation. His sense of the juxtaposition of
unhappiness followed by the mysterious fulfillment of his desires is keen;

- . . when Gilberte cnce broke out: "Who would ever have said
that the little girl you watched playing prisoners' base, without
daring to speak to her, would one day be your greatest friend,
and you would go to her house whenever you liked?" she spoke of
a change the occurrence of which I could verify only by

obezrving it from without, finding no trace of it within myself,
for it was composed of two separate states on both of which I
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could not, without their ceasing to be distinct from one another,

succeg&! in keeping my thoughts fixed at one and the same

time.
Thus, added to the various glimpses of the multiplicity of visual images and the
multiple forms in which the personality can manifest itself, Marcel comes to
realize that there is a certain element of chance which interjects its own
vicissitudes and rewards for the unsuspecting lover. These variables make no
sense to him at all, and lead him into confusing the Swanns' eagerness to have him
as their daughter's suitor with Gilberte's own sentiments according to which he is
an imposition.

After a year of attending her tea parties and calling constantly upon
the Swanns, Marcel finally accepts the reality of Gilberte's indifference despite
her protestations of love. Realizing that he must renounce their relationship in
order to prevent her from retaining a contemptuous memory of him, Marcel sets
himself the arduous task of never seeing her again in order to allow the process of
oblivion to begin. His resolve almost gives way several times:

That future in which I should not love Gilberte, which my
sufferings helped me to divine although my imagination was not
yet able to form a clear picture of it, certainly there would still
have been time to warn Gilberte that it was gradually taking
shape, that its coming was, if not imminent, at least inevitable,
if she herself, Gilberte, did not come to my rescue and destroy in
the germ my nascent indifference. How often was I not on the
point of writing, or of going to Gilberte to tell her: "Take care.
My mind is made up. What I am doing now is my supreme effort.
I am seeing you now for the last time. Very soon I shall have
ceased to love you." But to what end? By what authority should
I have reproached Gilberte for an indifference whiﬁh ...1 too
manifested towards everything that was not herself?

Marcel's final disillusion arrives at the moment when he feels that
perhaps Gilberte has reconsidered the possibilities of their relationship.
Receiving an invitation from Mme. Swann to attend a luncheon which Gilberte is
having, Marcel feels that his happiness is once again within "arm's length."”

Devising a plan to send her "the finest flowers that grew" each day for the next

year, he goes out to sell a large antique Chinese porcelain bowl, which had been
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left to him by his Aunt Leonie. Having received ten thousand francs from the
sale, he is in a carriage bound for home when he sights Gilberie walking with
another man:
. . - in the failing light, I thought I saw, close to the Swanns'

house but going in the other direction, going away from it,

Gilberte, who was walking slowly, though with a firm step, by

the side of young man with whom she was conversing, but whose

face I could not distinguish. I stood up in the cab, meaning to

tell the driver to stop; then hesitated. The strolling couple were

already some way away, and the parallel lines which their

leisurely progress was quietly drﬁwing were on the verge of

disappearing in the Elysian gloom.
Having been told by her mother that Gilberte had said she would be out with a
young woman, Marcel returns home with his ten thousand francs, confirmed in his
final resolution never to see her again. And as time goes by and he continues to
refuse to answer her polite notes, Marcel's main regret is that he had given up an
opportunity to enter the diplomatic service in order not to separate himself from
Gilberte, and he laments:

We construct our house of life to suit another person, and when

at length it is ready to receive her that person does not come;

presently she is dead to us, and we liv%Qn, a prisoner within the

walls which were intended only for her.
These words will prove to be ironic in his next relationship with Albertine, whom
he physically imprisons in his home. But as time goes by Marce! recognizes that
although he is still tortured by his memories of Gilberte and his jealousy of her
mysterious other suitor, he has finally liberated his imagination to be invested in
another romantic encounter. He finally turns his thoughts from the past to the
future:

Meanwhile there was in me another force which was striving

with all its might to overpower that unwholesome force which

still shewed me, without alteration the figure of Gilberte

walking in the dusk: to meet and to break the shock of the

renewed assaults of memory, I had, toiling effectively on the
other side, imagination. The former force did indeed continue to
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shew me that couple walking in the Champs-Elysees, and offered

me other disagreeable pictures drawn from the past. ... But the

other force, working upon the canvas of my hopes, outlined a

future far more attractivel;t‘developed than this poor past which,

after all, was so restricted.
It is not until twenty years later that Marcel discovers the mysterious young man
was in fact Mlle. de Vinteuil, but by the time of Gilberte's revelation, he is
indifferent enough to forget to teli her that in the magnitude of his early love, he
had sold his finest possession to buy her flowers. Thus, through the relationship
with Gilberte Marcel makes his initial important discoveries of the multiplicity of

personality, of the impossibility of possessing the beloved, of passion excited by

jealousy, and of the inevitability of oblivion despite intense suffering.

Marcel's Love for Albertine

There are many interesting and ironic parallels existing in the three
love stories of Swann and Odette, Marcel and Gilberte, and Marcel and Albertine.
Following in Swann's footsteps in falling in love with a woman who is beneath him
socially and not of his "genre," Marcel manifests the same jealousy and over-
protectiveness in his own affairs as he had discovered in Swann's great passion. It
is only in retrospect that Marcel remembers Swann's admonition that
"assumes . . . the importance of a prophetic warning, which . .. fhe7 had not had
sense to take."35 Swann had advised:

"Nervous men ought always to love, as the lower orders say,
‘beneath' them, so that their women have a material inducement
to do what they tell them. ... The danger of that kind of love,
however, is that the woman's subjection calms the man's jealousy
for a time but also makes it more exciting. After a little he will
force his mistress to live like one of those prisoners whose cells
they keep lighted day and nigh§6 to prevent their escaping. And
that generally ends in trouble."

In his love for Albertine, the character which Marcel reveals of his

beloved is more a portrait of his own psychological weaknesses than of an actual
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woman. Her external reality is gradually incorporated into the inner world of
Marcel's fantasies and passions. And as he becomes completely absorbed in his
jealous imaginings about Albertine's feelings and conduct, Marcel retreats more
and more inside himself, ultimately inhabiting an abstract mental universe in
which the real and the imaginary merge.

In his attempts to circumscribe Albertine within the confines of his
emotion, Marcel finds the same proliferaticn of perspectives and aspects of her
personality that he had discovered in Gilberte. In the multiplicity of facades
which Albertine presents, Marcel finds that his concept of her has become a series
of juxtapositions:

I have said that Albertine had not seemed to me that day to be

the same as on previous days and that afterwards, each time I

saw her, she was to appear different. But I felt at that moment

that certain modifications in the appearance, the importance,

the stature of a person may also be due to the variability of

certain states of consciousness interposed between that person

and us. One of those that play an important part in such

transformations is belief; that evening my belief, then the

vanishing of my belief, that I was about to know Albertine had,

with a few seconds' interval only, rendered her almost insignifi-

cant, then infinitely precious in my sight; some years later, the

belief, then the disappearance of the belief,3t7hat Albertine was

faithful to me brought about similar changes.
Thus the mutability of the self, Marcel suggests, has as much to do with the
emotional perception of the lover as it has to do with the manifold and varied
manifestation of the loved one's physical and spiritual being.

In his first meeting with Albertine in Balbec on the beach, Marcel is
less attracted to her than to her friends in the band of girls. It is only upon the
discovery of her reputed lesbian interests that he become jealous and obsessed
with protecting her from such deviancy. He freely admits:

My hesitation between the different girls of the little band, all
of whom retained something of the collective charm which had



134

at first disturbed me... allow/ed]/ me later on...a sort of
intermittent and very brief liberty to abstain from loving
[Albertine/....From having strayed among all her friends
before it finally concentrated itself on her, my love kept, now
and then, between itself and the image of Albertine a certain
"play" of light and shade which enable it, like a badly fitted
iamp, to flit over the surface of each of the others before
settling its focus upon her; the connection between the pain
which I felt in my heart and the memory of Albertine did not
seem to me necessary; I might perhaps have managed to
co-ordinate it with the image of another person. Which enabled
me, in @ momentary flash, to banish reality altogether, not only
external reality, as in my love for Gilberte (which I had
recognised to be an internal state in which I drew from myself
alone the particular quality, the special character of the person
whom I loved, everything that rendered her indispensable to my
happiness),Bé:ut even the other reality, internal and purely
subjective.

Marcel believes that the power of jealousy is such that it can create a kind of love
relationship despite the fact that the person is neither one's objective or
subjective choice. Thus, he realizes that his love for Gilberte had depended upon
his ability to create a concept of her in his imagination; whereas, his love for
Albertine is simply a coincidence, an unfortuitous uniting of himself with a young
woman for whom he feels neither a strong external or internal attraction.
Relying on Albertine's affections simply becomes a habit, which is constantly
reenforced by Marcel's jealousy and curiosity to discover her inner truth, which
continues to elude him.

The fabrications of Albertine's motives and personality which he
creates each day remove him steadily from her. In his obsession to possess
Albertine, Marcel becomes a caricature of the impossibility of "penetrating,

39

circumscribing, and appropriating the world of another human being." He

realizes belatedly that by trying to control all of Albertine's actions, he has
simply created a mobile cat and mouse game.
... I had managed to separate Albertine from her
accomplices, and, by so doing, to exorcise my hallucinations;

even if it was possible to make her forget people, to cut short
her attachments, her sensual inclination was, itself also,
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chronic and was perhaps only waiting for an opportunity to
afford itself an cutlet. Now Paris provided just as many
opportunities as Balbec. .. .In leaving Balbec, I had imagined
that I was leaving Gomorrah, plucking Albertine from it; in
reality, alas, Gomorrah was dispersed to all the ends of the
earth. And partly out of jealousy, partly out of ignorance of
such joys ... I had arranged unawares this 8ame of hide and
seek in which Albertine was always to escape me.

In his desire to discover the truth in the myriad of falsehoods with which
Albertine disguises her activities, Marcel thus evolves from protector and possible

fiance to detective and jailer, holding her prisoner in his home in Paris:

.« . My gaze enveloped her still while she passed ahead of me
under the arch, and it was still the same inert, domestic calm
that I felt as I saw her thus, solid, flushed, opulent and captive,
returning home quite naturally with myself, as a woman who was
my own property, and, protected by its walls, disappearing into
our house. Unfortunately, she seemed to feel herself a prisoner
there, and to share the opinion of that Mme. de Lla
Rochefoucauld who, when somebody asked her whether she was
not glad to live in so beautiful a home as Liancourt, replied:
"There is no such thing as a beautiful prison"; if I was to judge by
her miserable, weary expression that evening as we dined
together in my room. I did not notice it at first; and it was I
that was made wretched by the thought that, if it had not been
for Albertine (for with her I should have suffered too acutely
from jealousy in an hotel where all day long she would have been
exposed to contact with a crowd of strangers), I might at that
moment be dining in Venice in one of those little
res‘caurantiI ..from which one looks out on the Grand
Canal. ...

Ironically, it is during the week when Marcel makes the decision to tell
Albertine that he is not in love with her and prefers to leave alone on a trip to
Venice rather than marry her, that she escapes from his home. The agony of
having his intimacy with her terminated before he had been able to prepare
himself for it emotionaliy sends Marce! into frenzied arrangements to have her
return immediately. Although intellectually bored by Albertine, he is emotionally

bereft in her absence. In the The Sweet Cheat Gone, Marcel solaces himself by

thinking:
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.+« "It is only a matter of time, by the end of the week she
will be here." But this argument did not alter the fact that for
my heart, for my body, the action to be performed was the
same: living without her, returning home and not finding her in
the house, passing the door of her room -- as for opening it, I
had not yet the courage to do that -- knowing that she was not
inside, going to bed without having said good night to her, such
were the tasks that my heart had been obliged to accomplish in
their terrible entirety ...

Immediately after hearing that Albertine is willing to be reunited with
him, however, he receives a telegram from her aunt informing him of her death in
a riding accident. For a period of time Marcel's grief knows no bounds, and in her

very death Albertine seemed more real to him that she had in life.

And now she no longer existed anywhere, I might scour the earth
from pole to pole without finding Albertine. The reality which
had closed over her was once more unbroken, had obliterated
every trace of the creature who had sunk into its depths. She
was no more now than a name. ... But I was unable to conceive
for more than an instant the existence of this reality of which
Albertine had no knowledge, for in myself my mistress existed
too vividly, in myself in whom every sentiment, every thought
bore some reference to her life. Perhaps if she had known,
she would have been touched to see that her lover had not
forgotten her, now that her own life was finished, and would
have been l{goved by things which in the past had left her
indifferent.

He deludes himself into believing that perhaps the accident was a great romantic
hoax, and that she might return to him at any minute. His desire to believe that
she was alive leads him to read books on table-turning, and his love for her
becomes almost mystic.

My imagination sought for her in the sky, through the nights on

which we had gazed at it when still together; beyond that

moonlight which she loved, I tried to raise up to her my affection

so that it might be a consolation to her for being no longer alive,

and this love for a being so rggote was like a religion, my

thoughts rose to her like prayers.
Yet, despite the fervor of his love, Marcel is simultaneously aware that through
his enforced separation from Albertine, he will ultimately arrive at the same

indifference that he had created deliberately in his separation from Gilberte. And

in Venice only a year or so later, he realizes:
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As soon as oblivion had taken hold of certain dominant points of
suffering and pleasure, the resistance offered by my love was
overcome, I was no longer in love with Albertine. 1 tried to
recall her image to my mind. I had been right in my
presentiment when, a couple of days after Albertine's flight, I
was appalled by the discovery that I had been able to live for
forty-eight hours without her ... Death acts only in the same
way as absence. The monster at whose apparition my love had
trembled, oblivion, qtbxad indeed, as I had feared, ended by
devouring that love.

Marcel has finally become cognizant of the fact that in a universe
which is characterized by alternation, contradiction, and intermin:tence,#6 any
sort of stable emotional relationship involving "possession" of the beloved is
impossible. His growing recognition of the elements of time, change, and
unpredictability that are stacked against any lover's attempt to find happiness
with another lends an air of pathos to his descriptions of even the most ridiculous
love affairs, and reveals their inadequacy as a successful vehicle to attain either

unity of being or a sense of continuity of time through immortality of emotion.

Marcel's Love for the Duchesse de Guermantes

Soon after Marcel and his family move from Combray to Paris, his
infatuation with the Duchesse de Guermantes occurs. Remembering her from his
childhood, and discovering the rarefied social position she occupies in Paris, his
feelings for her are as much the result of his dazzled view of her ancestry and her
social power in the exalted inner circle of the Faubourg Saint-Germain as they are
a personal response to her as a woman. She becomes the center of his idealized
mythical world, and he worships her as the embodiment of his social fantasies and
aspirations. However, from the moment he first glimpsed her in the church at
Combray, he had been disappointed in her physical appearance, which he had
subsequently enhanced in his imagination. She had at first appeared to be less

than he had dreamed. He described her as
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«..a lady with fair hair and a large nose, piercing blue
eyes, a billowy scarf of mauve silk, glossy and new and brilliant,
and a little spot at the corner of her nose. And because on the
surface of her face, which was red, as though she had been very
warm, I could make out, diluted and barely perceptible, details
which resembled the portrait that had been shewn to me ...
there was, indeed, but one woman resembling the portrait of
Mme. de Guermantes who on that day, the very day on which
she was expected to come there, could be sitting in that chapel:
it was she! My disappointment was immense. It arose from my
not having borne in mind, when [ thought of Mme. de
Guermantes, that 1 was picturing her to myself in the colours of
a tapestry or a painted window, as living in another century, as
being of another substance than the rest of the human race.
Never had I taken i@to account that she might have a red face,
a mauve scarf....

But several years later, when his family had taken up residence in a rented portion

of the Guermantes' h&tel particulier in Paris, Marcel has the opportunity to

observe her comings and goings, and admire the style of her clothing and manners.
He is therefore overwhelmed a few months later when she recognizes him from
her balcony at the Opéra-Comique, and smiles directly at him. For Marcel her

recognition was equivalent to being named a duke of the realm:

... when I turned my eyes to their box, far more than on
the ceiling of the theatre, painted with cold and lifeless
allegories, it was as though I had seen, thanks to a miraculous
rending of the clouds that ordinarily veiled it, the Assembly of
the Gods in the act of contemplating the spectacle of mankind,
beneath a crimson canopy, in a clear lighted space, between
two pillars of Heaven. 1 gazed on this brief transfiguration with
a disturbance which was partly soothed by the feeling that 1
myself was unknown to these Immortals; the Duchess had
indeed seen me once with her husband, but could surely have
kept no memory of that, and it gave me no pain that she found
herself, owing to the place that she occupied in the box, in a
position to gaze down upon the nameless, collective madrepores
of the public in the stalis, for I had the happy sense that my
own personality had been dissolved in theirs, when ... the
Duchess, goddess turned woman, and appearing in that moment
a thousand times more lovely, raised, pointed in my direction
the white-gloved hand which had been resting on the balustrade
of the box, waved it at me in tcken of friendship;
. . - fandlremember/ingl me, shoygred upon me the sparkling
and celestial torrent of her smile.
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As Marcel allows his memory to dwell on the quality of the Duchess's smile and
the warm feeling that it had given him, he begins to consider investing his

imagination in romantic feelings about her:

...ever and again, the scintillating smile of Mme. de
Guermantes, the pleasant sensation it had given me, returned.
And without exactly knowing what I was doing, I tried to find a
place for them ... beside the romantic ideas which I had long
held and which Albertine's coldness ... and...my deliberate
and too long sustained separation from Gilberte, had set
free. ... Compared with these ideas my memory of Mme. de
Guermantes at the Opéra-Comique was a very little thingma tiny
star twinkling beside the long tail of a blazing comet. ...

As Marcel remembers his feelings on this occasion, he attempts through a process
of juxtaposition of similar but different experiences from the past, to reach a
clear understanding of his image of the Duchess, to realize exactly what she

means to him:

... my memory of her ... passed gradually into a unique and
definite association -- exclusive of every other feminine
form -~ with those romantic ideas of so much longer standing
than itself, it was during those few hours in which I remembered
it most clearly that I ought to have taken steps to find out
exactly what it was; but I did not then know the importance
which it was to assume for me; it was pleasant merely as a first
private meeting with Mme. de Guermantes inside myself, it was
the first, the only accurate sketch, the only one taken from life,
the only one that was really Mme. de Guermantes; during the
few hours in which I was fortunate enough to retain it without
having the sense to pay it any attention, it must all the same
have been charming, that memory, since it was always to it, and
quite freely moreover, to that moment, without haste, without
strain, without the sl'%htest compulsion or anxiety, that my ideas
of love returned. ...

In the process of crystallization of his love for the Duchesse de Guermantes,
Marcel is attempting to aiscover a spiritual equivalent in his own imagination "to
find out exactly" what she signifies in his mind and emotions. The validity of this
process, the same one that occurs in each of his romances and each of his
movements of metaphorical memory, is subsequently confirmed as a tool through

which literature can be created in the symbolism of Mlle. de Saint-Loup, the
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great-niece of the Duchesse de Guermantes, who appears at the end of the novel.
But at this earlier point Marcel is unsure how to seize and examine the memory in
his imagination, saying, "as gradually those ideas fixed ... /the memory/more
definitely, it acquired from them a proportionately greater strength but itself
became more vague; presently I could no longer recapture it."51 This experience
thus parallels his other episodes of involuntary memory in becoming vaguer with
increasing focus on the sight, sound, smell, taste, or feeling which have inspired
the memory.
After this event, Marcel follows the Duchesse de Guermantes during
her daily outings, trying to make it seem as though each meeting were by chance:
_ .+ . NOW every morning, long before the hour at which she
would appear, I went by a devious course to post myself at the
corner of the street along which she generally came, and, when
the moment of her arrival seemed imminent, strolled home-
wards with an air of being absorbed in something else, looking
the other way and raising my eyes to her face as I drew level
with her, but as though I had not in the least expected to see
her . ... For never was devotee of a famous actress whom he
did not know ... never was angry or idolatrous crowd ...
never were these so stirred by their emotion as I was, awaiting
the emergence of this great lady who in her simple attire was
able, by the grace of her movements ... to make ofszher
morning walk . . . a whole poem of elegant refinement. . ..
It is during the course of these walks that Marcel realizes the metaphorical
associations with which his imagination has imbued the image of the Duchesse.
From describing her as "a drawing that was a masterpiece of art,"”” he also is

|54

reminded of “some Saint of the early ages of Christianity. In addition, his

frequent dream of a "gothic fortress rising from a sea whose waves were stilled as
in a painted window" probably pertains to her as well.” 5

In his imaginary affair with the Duchess, Marcel delights himself by
fantasizing that their roles are reversed with himself as the powerful figure and

she as the petitioner. His declamatory tone casts a note of irony into his

statements, detracting from his insistence on the genuine aspect of his emotions.
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I was genuinely in love with Mme. de Guermantes. The
greatest happiness that I could have asked of God would have
been that He should overwhelm her under every imaginable
calamity, and that ruined, despised, stripped cf all the privileges
that divided her from me, having no longer any home of her own
or people who would condescend to speak to her, she should come
to me for refuge. I imagined her doing so....l preferred to
plan out in the third person ...a whole novel crammed with
adventure, in which the Duchess, fallen upon misfortune, came
to implore assistance from me -- me who had become, by a
converse change of circumstances, rich and powerful. ... had,
alas, in reality, chosen to love the very woman who, in her own
person, combined perhaps the greatest number of different
advantages; in whose eyes ... I could not hope, myself, ever to
cut any figure; for she was as rich as the richest commoner --
and noble also; without reckoning that personal charm which set
her at Bge pinnacle of fashion, made her among the rest a sort of
queen.

It is ultimately the mystery of all that the Guermantes represent that
fascinates Marcel and directs his love for the Duchess. He feels that in order to
be able to penetrate the myth behind which he may find the true essence of the
Duchesse de Guermantes, he will need to enlist the aid of her nephew, his friend,
Robert de Saint-Loup.

What she did during the mysterious daily life of the

"Guermantes" that she was -- this was the constant object of my

thoughts; and to break through the mystery, even by indirect

means, as with a lever, by employing the services of a person to

whom were not forbidden the town house of the Duchess, her

parties, unrestricted conversation with her, would not that be a

contact more distant but at the same time more effg(;tive than

my contemplation of her every morning in the street?
Having pursued Robert to Donciéres, where he is in military training, Marcel
ultimately strains their friendship in his efforts to seek access to the Duchess.
Although Robert makes the effort to serve as an intermediary when he returns to
Paris, his aunt refuses to be introduced to Marcel.

During this period of separation from the Duchess, Marcel wrestles with

his ambivalent feelings, both missing her and acknowledging the unreasonableness

of his passion. In one mood he can say:
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A fortnight already since I last saw Mme. de Guermantes. A
fortnight which did not appear so enormous an interval save to
me, who, when Mme. de Guermantes was concerned, reckoned
time by minutes.

And yet, only a day or so later, he admits:
1 thought of what might be in store for me; to try to forget Mme.
de Guermantes seemed to me a dreadful thing, ggt reasonable,
and for the first time possible, easy perhaps even.

The denouement in Marcel's romance with the Duchess occurs when his
mother presents him with a realistic picture of his activities. Although she tries
to spare his feelings, she speaks directly enough to bring him to his senses:

"You really must stop hanging about trying to meet Mme. de
Guermantes. All the neighbors are talking about you. Besides,
look how ill your grandmother is, you really have something more
serious B think about than waylaying a woman who only laughs

at you."

Marcel describes his awakening as though it is a return from hypnosis or a dream:
The rest of the day had been consecrated to a last farewell to
this malady which I was renouncing. ... And then it.had finished.
I had given up my morning walks, and with so little difficulty
that I had thought myself justified in the prophecy ... that I
should easily grow accg.istomed in the course of my life to
ceasing to see a woman.

Thus, a basic theme in Marcel's educational process is the gradual
discovery that unknown people who become personal symbols imbued with power
and beauty through the process of his romantic imagination may not in reality be
compatible with the dream-version. When confronted with the reality, he realizes
that the privileged image he has created of Mme. de Guermantes, cannot coexist
with the actuality. Concerning the names of the magic people or places for whom
he composes imaginary identities, Marcel admits:

they are like whimsical draughtsmen, giving us of people and
places sketches so unlike reality that we often experience a

kind of stupor when we hags before our eyes, in place of the
imagined, the visible world.
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Marcel's Discovery of the "Laws" Directing Human Emotion

Love thus becomes an omnipotent force in shaping both character and
destiny in the world of Proust's novel. Through his descriptions of love
relationships, Proust presents the dilemma of the fragmented self as it searches
for a sense of unity vis-a-vis the loved one. The bewilderment in romantic love
experienced by Swann, and later by Marcel, is the result of their fallacious
assumptions that there can be only one true Odette, and one true Gilberte,
Albertine, and Duchesse de Guermantes. Their behavior reveals the human error
in believing that for all other people there is only one inner truth, one philosophy
by which to live, or one trait that characterizes each personality. Even the
seeming unity and continuity inherent in a single passion, such as love or jealousy,
Marcel realizes, may be an illusion. He finally comes to understand that

What we believe to be our love, our jealousy is not one and the
same passion, continuous and indivisible. It is composed of an
infinity of successive loves, different jealousies which are

ephemeral, but which, through their uninterruptec%gnultitude give
the impression of continuity, the illusion of unity.

Thus, if such discontinuity is the determining characteristic of a single passion,
how much more so must it be of the self, which we would like to believe is
characterized by stability, unity, and permanence, "built about a hard and
changeless core."su

Through introspection Marcel finally becomes aware of the multiple
aspects of personality as they show their successive and intermittent
characteristics. He reaches the realization that no personality is single, but
exists as a cluster of personalities, which each react separately and in different
ways tc given circumstances, with sometimes one in domination according to the
impact of the environment, and sometimes another. Occasionally cne personaiity

seems to prevail over the others for a period of time, thereby giving a semblance
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of consistent behavior; but ultimately, all are subject to decay and death, with
exhausted personalities discarded and new ones arising to take their place.65
In the process of making discoveries about the women he loves, Marcel

ultimately becomes a cynic, with the simple acknowledgment:

My increase of kncwledge about life ... brought me for the

time being to agnosticism. What can one affirm, when what

one believed to be probable in the first place, was shown to be

false 6'8 the second place, and in the third was proved to be

true?
He realizes that in all of his romances he has played the role of an "image-
maker," falling in love with an idealized picture conjured up in his own mind.
After the image transference has taken place, and an abstraction is transferred
from his inner being to surround the loved figure, the passion becomes
transformed into a form of idolatry, with Marcel losing his own sense of identity
in the intensity of his desire to impose the shape of his abstract image upon the
beloved.67

As Marcel grows to comprehend the manifold aspects of the self, he

realizes the gulf that exists between the emotional and ‘social perspectives that
each individual forms of reality. As the emotional self falls in love, it transcends
the confines of the social context, and attempts to impose upon the world its own
view of the beloved according to the particular emoctional frame of reference
through which it assesses reality. The discovery that he has been unable to
distinguish between the emotional and social frames of reference, placing
greater emphasis on the emotional perspective, provides the explanation for

Marcel's continuing attraction to a certain "genre" of woman.68

For Albertine, plump and dark, did not resemble Gilberte, tall
and ruddy, and yet they were fashioned of the same healthy
stuff, and over the same sensual cheeks shone a look in the eyes
of both which it was difficult to interpret.... A man has almost
always the same way of catching cold, and so forth; that is to
say, he requires to bring about the event a certain combination
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of circumstances; it is natural that when he falls in love he

should love a certain class of woman, a class which for that

matter is very numerous. The two first glances from Albertine

which set me dreaming were not absolutely different from

Gilberte's first glances. I could almost believe that the obscure

personality, the sensuality, the forward, cunning nature of

Gilberte had returned to tempt me, incarnate this time in

Albertine's body, a body quite different and yet not without

analogies. . . . Who could tell whether ... the same qualities of

rich blood, of uneasy brooding would return one day to spread

havoc in my life, Egt incarnate this time in what feminine form [

could not foresee.
In his constant selection of women who are not of his class, Marcel begins to
believe that his desire is directed towards those who are the most opposite of
himself, and therefore, the most capable of creating his suffering.7o

In the gradual evolution of Marcel's awareness of himself in both an

emotional and a social context over time, he ultimately derives one of the "laws"
that directs the course of all human emotions, that of emotional blindness to
reality. He realizes that:

We never see the people who are dear to us save in the

animated system, the perpetual motion of our incessant love for

them, which before allowing the images that their faces present

to reach us catches them in its vortex, flings them back upon

the idea that we hav%?lways had of them, makes them adhere

to it, coincide with it.
Marcel has discovered what Swann never comprehended, which becomes the key
to the behavior of all Proustian lovers -- that the mind in matters of love and of
desire overlooks "all the images that do not assist in the action of the play and
retains only those that may help to make its purpose intelligible."72 Thus, Marcel
understands how in each lover's creation of an inner world which seems to have
"its own space and its own light," he is reflecting a "superior realm" in which he
attempts to exist with his beloved.73 This insistence on intransigent idealism
leads the lover into self-deception, self-delusion, and total frustration of his

desires. And it is in the final effort to transcend reality through dedication to his

emotional pursuits that he runs the risk of becoming enclosed in his own ego.
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Marcel's Search for Unity of Being in Myths of
Friendship and Society

In Marcel's search for that which endures the passage of time,
friendship parallels love in its illusions and disappointments, with slightly less
suffering involved. While slowly outgrowing his early idealization of a perfect
human relationship, he discovers that friendship is generaiiy based on erroneous
impressions, and is incapable of creating real contact between individuals.

The erroneous impressions that Marcel discovers confirm his belief in
the multiplicity of personality which he had first become aware of in his
relationships with Gilberte and Albertine. With the fragmentary and frequently
opposing glimpses that he has of those around him, he realizes that it is only by
reconstituting each character's identity from conflicting data in each new
appearance that he is able to comprehend their hidden, inner reality. Thus,
Marcel's observations of his friends and those around him become a collage of
different perspectives and interpretations, following the aesthetic principle of
discontinuity and juxtaposition, which he had devised earlier in his concept of the
displacement of space through movement.74

In Marcel's search for unity of being for himself and for those around
him, it becomes apparent that the moral aspect of such a search must adapt itself
to man's fragmented glimpses of truth in life, creating a tension between the
desire to attain an identifiable, enduring personality and the awareness that this
goal must be achieved despite man's discontinuous perceptions in the continuity of

time.



147

Marcel's Friendship with Robert de Saint-Loup

In Marcel's friendship with Robert de Saint-Loup, genuine emotion
seems to be expressed by the latter, which Marcel tolerates and enjoys without
analysis or understanding. From his first encounter at Balbec he is struck by
Saint-Loup's aristocratic beauty and grace, which link him physically with the
Guermantes clan, and give telltale but unsubstantiated signs of the inherent
homosexuality peculiar to the family. Marce! recounts his first impression of

Robert:

. . . along the certain gangway leading inland from the beach
to the high road I saw, tall, slender, his head held proudly erect
upon a springing neck, a young man go past with searching eyes,
whose skin was as fair and whose hair as golden as if they had
absorbed all the rays of the sun. Dressed in a clinging, almost
white material such as I could never have believed that any man
would have the audacity to wear, the thinness of which suggested
no less vividly than the coolness of the dining-room the heat and
brightness of the glorious day outside, he was walking fast. His
eyes, from one of which a monocle kept dropping, were of the
colour of the sea. ... Because of his "tone," of his impertinence
befitting a young "lion," and especially of his astonishing good
looks, some people even thought him effeminate, though without
attaching any stigma, for everyone knew how manly he was and
that he was a passionate "womaniser." . .. I was overcome with
joy at the thought that I was going to know him and to see him
for several weeks on e% and confident that he would bestow on
me all of his affection.

In addition, Marcel remarks upon Saint-Loup's haughty coldness of
demeanor before they were introduced by his great-aunt. With an astounding
transformation taking place at the moment of introduction, he is the able to see a
warmer and more considerate side of the young marquis, which is the second of
many juxtaposed views throughout the novel.

The first rites of exorcism once performed, as a wicked fairy
discards her outer form and endures all the most enchanting
graces, I saw this disdainful creature become the most friendly,
the most considerate young man that I had ever met. ... said
to myself, "I've been mistaken about him once already; I was

taken in by a mirage; but I have corrected the first only to fall
into a second, for he must be a great gentleman who has grown
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sick of his nobility and is trying to hide it." As a matter of fact
it was not long before all the exquisite breeding, all the
friendliness of Saint-Loup were indeed to let me see a;gther
creature but one very different from what I had suspected.

Marcel is indifferent to pursuing the friendship until he realizes that
Saint-Loup might be of aid in introducing him to his aunt, the Duchesse de
Guermantes, with whom he has fallen in love. This callousness and friendliness
feigned only to achieve one's hidden designs is a motivating attribute of all
friendships, Marcel quickly realizes. Yet, traveling to Doncidres to visit
Saint-Loup at his military post, he finds himself greeted warmly by the young
officer, whose ulterior motive is not immediately apparent. Saint-Loup
confesses: '

"... To see you here, in these barracks where I have spent so

much time thinkingﬁbout you, I can scarcely believe my eyes. 1
must be dreaming."
And Marcel observes that Saint-Loup then turned to

look at me, coax me with little smiles, with tender though
unsymmetrical glances, half of them coming directly from his
eye, the other half through his eyeglass, but both sorts alike an
allusion to the emotion that he felt on seeing me again, an
allusion also to that important matter which I did not always
unders‘cand78 but which concerned me now vitally, our
friendship.

With his hypochrondriacal outlook on life, Marcel's friendships and love
relationships all depend fundamentally upon the sympathy, understanding, and
strength of the person he is with, whom he complements in return with his
sensitive knowledge of literature, art, and music. Thus, it is appropriate for
Marcel to project the slightly older Saint-Loup into the role of a doctor who is
able to assuage all of his nervous fears as though deftly removing a grain of sand
from his eye. Marcel feels healed and comforted in his presence, filled with

79

unusual strength, and eager for action. He describes the richness of the feeling

that they share:
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- .. we sat talking together almost all evening, leaving our
glasses of sauterne untouched on the table before us, isolated,
sheltered from the others by the sumptuous curtains of one of
those intuitive sympathies between man and man which, when
they are not based upon any physical attraction, are the only
kind that is altogether mysterious. Of such an enigmatic nature
had seemed to me, at Balbec, that feeling which the interest of
our conversations, a feeling free from any material association,
invisible, intangible, and yet a thing of the presence of which in
himself, like a sort of inflammatory gas, [Saint-Loup/ had been
so far conscious as to refer to it with a smile. And yet there was
perhaps something more surprising still in this sympathy born
here in a single evening, like a flower that had buddgg and
opened in a few minutes in the warmth of this little room.

Despite the volatile image of "inflammatory gas," with which Marcel associates
the feeling that Saint-Loup manifests for him, and the sensuousness of the setting
with its intimacy protected by the "sumptuous curtains" of an "intuitive
sympathy" existing between the two of them, Marcel insists that the feeling is
neither based on physical attraction or on intellectual conversation, but is rather
a sort of chemical magnetism. Despite Saint-Loup's thinly disguised overtures,
Marcel maintains an obtuse innocence. Yet he relates the conversations which he
dismissed at the time as insignificant, conjuring them up in his imagination as
early indications of later revelations about his friend.

"I am jealous, furious," Saint-Loup attacked me, half smiling,

half in earnest, alluding to the interminable conversations aside

which I had been having with his friend. "Is it because you find

him more intelligent that me; do you like him better than me?

Well, I suppose he's everything now, and no one else is to have a

look in" Men who are enormously in love with a woman, who

live in the society of woman-lovers, allow themselves

pleasantries on which otheg'i, who would see less innocence in

them, would never venture.

While staying with Saint-Loup in his quarters at the barracks, Marcel

discovers a picture of the Duchesse de Guermantes, which he longs to have Robert
give him so that he might spend hours studying it. If he can possess the Duchess's

picture, he feels that the constantly juxtaposed views with which he sees her

might coalesce into one. He then remarks on the family resemblance which links
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both the Duchess and Saint-Loup with the mythological antecedents of the

Guermantes clan:

. .. when I looked at Robert, I noticed that he too was a little
like the photograph of his aunt, and by a mysterious process
which I found almost as moving, since, if his face had not been
directly created by hers, the two had nevertheless a common
origin. The features of the Duchesse de Guermantes...the
nose like a falcon's beak, the piercing eyes, seemed to have
served also as a pattern for the cutting out -- in another copy
analogous and slender, with too delicate a skin -- of Robert's
face, which might almost be superimposed upon his aunt's. I saw
in him, with a keen longing, those features characteristic of the
Guermantes, of that race which had remained so individual in the
midst of a world with which it was not confounded, in which it
remained isolated in the glory of an ornithomorphic divinity, for
it seemed to have been the iss%% in the age of mythology, of the
union of a goddess with a bird.

Marcel is fascinated by the mystery which seems to surround all of the members
of the Guermantes clan, which he seeks to penetrate both in his love for the
Duchess and in his friendship with her nephew. But he strains his relationship with
Robert by ignoring the social code and inquiring if Saint-i..oup will give him the
picture. Robert's reaction is one of suspicion and evasion.

"You wouldn't care to give me her photograph, 1 suppose?' ...

"No; I should have to ask her permission first," was his answer.

He blushed as he spoke. I could see that he had a reservation in

his mind, that he credited me also with one, that he would give

only a partial servic§3to my love, under the restraint of certain

moral principles. . ..
But Marcel feels as though his mission has been accomplished in receiving
Saint-Loup's pledge that he will mention Marcel's name to the Duchess, and
express an interest on his behalf to see the famous collection of Elstir paintings
which she has in her home.

- Preparing to leave Donciéres, Marcel has one last surprising glimpse of

Saint-Loup as he goes to say good-bye.

.. .1 had decided to go ... to the barscks, so as to be there
before he arrived, when . ..I noticed, coming behind me in the
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same direction as myself, a tilbury which, as it overtook me,
obliged me to jump out of its way; an N.C.O. was driving it,
wearing an eyeglass; it was Saint-Loup. By his side was the
friend whose guest he had been at luncheon, and whom I had met
once before ... I did not dare shout to Robert since he was not
alone, but, in the hope that he would stop and pick me up, I
attracted his attention by a sweeping wave of my hat, which
might be regarded as due to the presence of a stranger....he
did indeed see my salute, and returned it, but without stopping;
driving on at full speed, without a smile, without moving a
muscle of his face, he confined himself to keeping his hand
raised for a minute to the peak of his cap, as though he were
acknowled%f);xg the salute of a trooper whom he did not know
personally.

Completely shocked by Saint-Loup's behavior, Marcel wonders about the reason
for that final, curt salute, until he finally seizes an oppqrtunity many months later
to inquirz the meaning of his actions. Although Saint-Loup apologizes for the
wretched way he acted, he excuses himself only by saying that he was running

late. Marcel marvels at his dissimulation:

So he had recognised me! I saw again in my mind the wholly
impersonal salute which he had given me, raising his hand to his
cap, without a glance to indicate that he knew me, without a
gesture to shew that he was sorry he could not stop. Evidently
this fiction, which he had adopted at that moment, of not
knowing me must have simplified matters for him greatly. But I
was amazed to find that he had been able to compose himself to
it so swiftly and without any instinctive movement to betray his
original impression. I had already observed at Balbec that, side
by side with that childlike sincerity of his face, the skin of which
by its transparence rendered visible the sudden tide of certain
emotions, his body had been admirably trained to perform a
certain number of well-bred dissimulations, and that, like a
consummate actor, he could, in his regimental and in his social
life, play alternately quite different parts.

And so, from this relationship which is his closest friendship, Marcel
learns the impossibility of knowing those for whom one feels affection. In the
complexity of their personalities, elements of real, inner emotions are constantly
revealed and then carefully disguised by the camouflaging techniques of their

social training and experiences.
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From awareness of the duplicity evident in Robert and from his growing
sense of disillusionment with the social pretensions of those around him, Marcel
gradually comes to believe that brilliance and goodness exist in most of humanity
only as a thin veneer, which while gradually wearing away, reveals the baser
intellect and motives underneath. Everywhere he turns in life he feels confronted
by evidence of man's inherent selfishness, snobbishness, and occasional depravity,
and comments:

. . . Other people as we get to know them are like a metal
dipped in an acid gth, and we see them gradually lose their
good qualities. . . .

Marcel's increasingly reclusive existence seems to indicate his belief
that the individual exists alone, and that the only real bonds possible in life
between oneself and others exist in the imagination. He ultimately expresses the
cynical point of view that in friendship or in love

the bonds that unite another person to ourself exist only in our
mind. Memory as it grows fainter relaxes them, and notwith-
standing the illusion by which we would fain be cheated and
with which, out of love, friendship, politeness, deference, duty,
we cheat other people, we exist alone. Man is the creature that
cannot emerge from himself, that knows his fgl;lows only in
himself; when he asserts the contrary, he is lying.
For, he queries:

... Is not the indication of the unreality of ... others
sufficiently evident either in their inability to satisfy us — as,
for example, [in] social pleasures, which at best produce the

discomfort caused by pigaking of wretched food; or friendship,
which is a delusion .. .?

Marcel's Disillusionment in
Friendship with the Guermantes

Ulmately, in his examination of friendship as a means of attaining unity

of being, Marcel's disillusionment extends to include the Duc and Duchesse de
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Guermantes themselves, as he becomes increasingly aware that they use social
forms behind which to hide their appalling lack of sincere emotional feeling.
Marcel has gradually realized that although the Duke and Duchess are a
masterful team at social repartee, they have no love for one another personally.
The exotic and sterile plant in their courtyard seems to be a botanical symbol of

their childless marriage, and Marcel describes it as "the Duchess's little tree. .. ."

... the precious plant, exposed in the courtyard with that
insistence with which mothers "bring out" their marriageable
offspring . .. [to see] whether the unlikely insect would come,
by a ggovidential hazard, to visit the offered and neglected
pistil.

There is, in addition, a banality which Marcel begins to find in the famous
Guermantes' wit, while slowly sensing the debt that the Guermantes' taste owes to
the artistic knowledge of the moribund Swann.90 Despite the fact that the Hotel
Guermantes is filled with art, it is art that was primarily selected for the Duke
and Dt:xchess by Swann, who catered to their social snobbery and facade of
connoisseurship. Marcel becomes aware of the thin veneer of their artistic
knowledge and appreciation at their dinner party, which he had felt honored to
attend. He quotes his conversation with the Duke and Duchess as he remembers it

later:

I said that I had been once to Amsterdam and The Hague, but
that to avoid confusing my mind ... I had left out Haarlem.
"Ah! The Hague! What a gallery!" cried M. de Guermantes. [
said to him that he had doubtless admired Vermeer's Street in
Delft. But the Duke was less erudite than arrogant.
Accordingly he contented himself with replying in a tone of
sufficiency, as was his habit whenever anyone spoke to him of a
picture in a gallery, or in the Salon, which he did not remember
having seen. "If it's to be seen, I saw itl" "What? You've been
to Holland, and you never visited Haarlem!" cried the Duchess
[to Marcel/. "Why, even if you had only a quarter of an hour to
spend in the place, they're an extraordinary thing to be seen,
those Halses. I don't mind saying that a person who only caught
a passing glimpse of them from the top of a tramway-car
without stopping, supposing they were hung out to view in the
street, would open his eyes pretty wide.! This utterance
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shocked me as indicating a misconception of the way in which
artistic impressions are formed in our minds, and because it
seemed to imply that our eye is in that case sin@qu a recording
machine which takes instantaneous photographs.

Despite his admiration of the collection of Elstir's paintings housed in
the Hotel de Guermantes, Marcel is appalled by the socially superficial way in
which the Duchess discusses the quality of Elstir's art. Each of the Duchess's
aesthetic comments is circumscribed by her desire to promote her own social
image, and not by any artistic sensitivity or critical acumen.

"I believe you know M. Elstir," the Duchess went on to me, "as a
man, he's quite pleasant.” "He is intelligent,” said the Duke;
"one is surprised, when one talks to him, that his painting should
be so vulgar.* "He is more than intelligent, he is really quite
clever," said the Duchess in the confidently critical tone of a
person who knew what she was talking about. "Didn't he once
start a portrait of you, Oriane?" asked the Princesse de Parme.
"Yes, in shrimp pink," replied Mme. de Guermantes ... "It's a
ghastly thing; Basin wanted to have it destroyed." This last
statement was one which Mme. de Guermantes often made.
But at other times her appreciation of the picture was
different: "I do not care for his painting, but he did once do a
good portrait of me." The former of these judgments was
addressed as a rule to people who spoke to the Duchess of her
portrait, the other to those who did not refer to igfmd whom
therefore she was anxious to inform of its existence.

The final step in the disillusionment process occurs on a particular
evening when Marcel has dropped by for a chat with the Duke in order to ask a
question about social etiquette. There he encounters Swann, who, although ill, has
dropped by to bring the Duchess a photograph of the Knights of Rhodes in which
she had expressed an interest. The Duke, meanwhile, is involved in fending off
members of the family who are arriving to tell him of the impending death of one
of his cousins. His sole preoccupation is in maintaining the pretense that the bad
news is, in fact, an exaggeration, in order to prevent the obligations of mourning

from precluding his enjoyment of a gala evening.
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... it was evident that the Duke, while full of pity for his
cousin's lot, and repeating "...He's such a good fellow!" had
formed a favourable prognosis fof his cousin's fate]. The fact
was that the dinner at which the Duke was to be present amused
him ... but above all he was to go on at one o'clock in the
morning with his wife to a great supper and costume ball, with a
view to which a costume of Louis XI for himself, and one of
Isabel of Bavaria for his wife were waiting in readiness. And the
Duke was determined not to be disturbed amid all §9ese gaieties
by the suifferings of the worthy Amanien d'‘Osmond.

During the social conversation between Swann and the Duchess, she
gaily suggests that he should spend the next spring in Italy and Sicily with them.
When Swann replies that such a trip will be impossible, the Duchess brushes his
excuse aside by saying, "I should like to know ... how, ten n:wnths before the

94

time, you can tell that a thing will be impossible." And Swann replies to her

directly
". .. my dear friend, it's because I shall then have been dead

for several months. According to the doctors I consulted last

winter, the thing I've got -- which may, for that matter, carry

me off at any moment -- won't in any case leave me more than

three or four months to live, and even that is a generous

estimate,” the] replied...with a smile, while the footman

opened the glazed door of the hall to let the Duchess out.

"What's that you say?" crieg 5the Duchess, stopping for a moment

on her way to the carriage. :
The Duchess's uncertainty was caused by the incompatibility of the two
obligations confronting her -- going out to dinner or showing compassion for a
man who is about to die -- a riddle whose solution she had never learned in the
code of social conventions. Deciding that the former of the two choices
demanded less effort, the Duchess chose to make light of the second bit of news
as though it should not even bear serious consideration. "You're joking," she said
to Swann.96

And Swann, who for many years had had only one request to make of his

longtime friend, begins to phrase his dying wish:
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"I don't know why I am telling you this; I have never said a word
to you before about my illness.97But as you asked me, and as now
I may die at any moment. .. ."

And his voice trails off as he realizes that he is detaining them. Then he says:

"But whatever I do I mustn't make you late; you're dining out,
remember," he added, because he knew that for other people
their own social obligations took precedence of the death of a
friend, and could Py himself in her place by dint of his
instinctive politeness.

Much earlier in A la recherche du temps perdu before Swann had made

the decision to marry Odette, his hopes were centered on the overwhelming desire

to present his mistress to Mme. de Guermantes:

There had been but one person in all the world whose opinion he
tock into consideration whenever he thought of his possible
marriage to Odette; that was, and from no snobbish motive, the
Duchesse de Guermantes. . .. But when Swann in his daydreams
saw Odette as already his wife he invariably formed a picture of
the moment in which he would take her -- her, and above all her
daughter -- to call upon the ...Duchesse de Guermantes. He
had no desire to introduce them anywhere else, but his heart
would soften as he invented -- uttering their actual words to
himself -- all the things that the Duchess would say of him to
Odette, and QOdette to the Duchess, the affection that she would
shew for Gilberte, spoiling her, making him proud of his
child. . . . so it might be said that if Swann married Odette it
was in order to present her and Gilberte, without anyon/e] else
being present, without, if need be, any on/e 9else ever coming to
know of it, to the Duchesse de Guermantes.

Yet even as he describes Swann's great hope, Proust as the omniscient narrator
acknowledges that this one social ambition that Swann entertains for his wife and
daughter is the one forbidden by "a veto so absolute" that Swann will die believing
that the Duchess will never come to know ‘chem.100

Sweeping on to her carriage, but attempting simultaneously to say the
socially correct thing to Swann, Mme. de Guermantes prattles, "I expect they [the
doctorg/ gave you a dreadful fright, come to luncheon, whatever day you

101 But at the moment that

like . . . you will let me know your day and time. .. ."
she climbs into the carriage, the Duke, seeing her foot exposed, shouts in a loud

voice:
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"Oriane, what have you been thinking of, you wretch? You've

kept on your black shoesio%Vith a red dress! Go upstairs quick

and put on red shoes. . ..
The Duchess, embarrassed by the fact that Swann is standing in the drive to let
the carriage pass, protests that they are late, but the Duke retorts

"No, no, we have plenty of time. . .. it won't take us ten minutes

to get to the Parc Monceau. And, after all, what would it

matter? ... . you can't possibly go there in a red dress and black

shoe w103

S.

And then while the Duchess goes up to her room, the Duke pushes Marcel and
Swann gently away from his door, saying:

"Good-bye, my children . . . get away, before Oriane comes down

again. ... ¥ she finds you standing here she will start talking

again, she is tired out already, she'll reach the dinner-tab}s L,_quite

dead. Besides, I tell you frankly, I'm dying of hunger. ...
The Duke reveals no remerse in speaking of his wife's fatigue and his hunger in
front of a dying friend, reflecting the greater significance which he attaches to
the former. And as an afterthought, manifesting his "good breeding and good
fellowship," he calls from the porch to Swann who is already in the courtyard:

"You, now, don‘t let yourself be taken in by the doctors'

nonsense, damn them. They're donke)ﬁ.,). You're as strong as the

Pont Neuf. You'll live to bury us alll"

From social vignettes such as that of the Duchess's red shoes, Marcel
learns of the callousness of those whose lives depend on the dictates of society,
according to which even the most human of events, the death of a friend, is
submerged into insignificance and relegated to a rung below that of a dinner party
and matching shoes. From his original romantic impression of the Duc and
Duchesse de Guermantes as denizens of an elite and unattainable realm, Marcel

has progressed to a different perspective which is more closely attuned to

reality. As he observes them he muses:
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... I beheld the pair of them, withdrawn from that name
Guermantes in which long ago I had imagined them leading an
unimaginable life, now just like other men and other women,
lingering, only, behind their contemporaries a little way, and
that not evenly, as in so many households of the Faubourg,
where the wife has the good taste to stop at the golden, the
husband the misfortune to come down to the pinchbeck age of
history, she remaining s'wg Louis XV while her partner is
pompously Louis-Philippe.

Marcel's Discovery of the Superficiality of Friendship
Marcel thus realizes that all social relationships are basically

characterized by a few recognizable patterns. Enclosed within its immediate

environment, the social self relates only to its external setting. This is a truth at

which he arrives slowly, over time recognizing the parallels between the Swanns,
the Guermantes, and the Verdurins, whom he had previously believed to be unique,
total beings, characterized by their singular positions in time and space. Marcel
ultimately comprehends that all individuals in society are members of a common
species that can be understood only superficially through the partial views
provided in social intercourse.

Deépite the negaﬁve answers of self-definition and transcendence of
time which Marcel's explorations of the various levels of society yield, he
continues, nevertheless, to test his characters within the pressures of the social
mold, in order to observe how their social beings respond to the laws and myths
regulating the movements and changes of society. Yet, in the final analysis,
Marcel himself, as the semi-omniscient narrator, has only a partial view of the
reality of the other characters. In relating his narrator's thoughts and impressions
through the modern use of the multiple "I," by never presenting Marcel as wholly
omniscient, Proust reveals the diversity of the individual, and reserves the total

view for himself and his readers. 9”7
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Thus, in A la recherche du temps perdu the social world is portrayed

through stylized behavioral patterns which provide, through revelations of the
multiplicity of personality, both a technique of characterization and an important
thematic source. In the multiple views of humanity provided through the
kaleidoscope of society, through the use of parallelism, re[;etition, variation, and
symmetry of shifting behavioral patterns providing characterization, the
panorama of the novel is constructed thematically around Marcel's search for the
underlying unity of the social self, which he finds as an inner core hidden beneath
the social masks. The laws and myths of society thereby provide the common
denominator for the social equations presented, linking the process of
;haracterization, the narrative techniques, and the controlling themes of A la

recherche du temps perdu.

Marcel's Search for the Permanent Self in the
World of the Artist
As Marcel recounts the history of his long search to find immortal
elements in man's existence, his descriptions of encounters with the work of a
handful of fictional artists begin to create an important pattern. Through his
descriptions of Elstir's paintings, Vinteuil's music, Bergotte's writing, and La
Berma's acting, the gap that existed between the narrator's inner experience and
his intellectual understanding of it becomes smaller and smaller, until the two

unite in the epiphany at the end of The Past Recaptured. The all-encompassing

_vision of the relationship of art to life at the end of the book has been prepared
for by earlier fragmentary insights into the significance of each artist's creative
and realistic accomplishments, which Marcel has described and analyzed.

For Marcel, the world of art acts as a magnet 'throughout his

adolescence, both enticing and disappointing him as a possible means of
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discovering his identity through artistic creativity. After his early experiences of
reading on long afternoons in Combray, Marcel finds himself rather easily ied into
the superficial and idolatrous social attitudes toward art which are exemplified in
Swann and the Guermantes. As a young man Marcel later finds an echo of his own
aesthetic interests in the examples of Swann and the Baron de Charlus, the
brother of the Duc de Guermantes, who esteem the value of artistic expression in
its ability to communicate human feelings more meaningfully than they can be
expressed in social conversation. In their failure to engage in any creative
activity of their own, however, these two early mentors are finally judged as
inadequate aesthetic models. Despite Swann's connoisseurship of art, he ends his
life as a sterile dilettante, who has devoted his time to being a collector rather
than a creator. Marcel realizes that
. . . the beauty of life, a phrase that has to some extent lost

its meaning, a stage beyond the boundaries of art at which I had

already seen Swann come to rest, was that also which, by a

slackening of the creative ardour, idolatry of the forms which

had inspire_d it, desire t?ogvoid effort, must ultimately arrest

an ... [artist's/ progress. :
The seducements of the beautiful life, the worship of aesthetic forms without the
creative spark to invent them, and the beguiling desire to live a graceful,
effortless existence, Marcel now comprehends are the enemy which he must
confront in order to achieve his vocation.

In his analysis of Swann through the years, Marcel ultimately concludes
that the real flaw in Swann's personality is the force of his ego which
circumscribes the boundaries of his artistic world. In his insistence on
interpreting the meaning of his experience of joy and sadness during Vinteuil's
sonata only within the context of his own sentimental life, he slowly becomes a
"collector" of emotions, savoring his feelings without being able to share them.

Marcel observes this egocentric approach in Swann's remarks to him shortly

before Swann's death, when he comments:
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"Even when one is no longer interested in things, it is still
something to have been interested in them; because it was
always for reasons which other people did not grasp. The
memory of those sentiments is, we feel, to be found only in
ourselves; we must go back into ourselves to study it. Don't
take this idealistic jargon too lightly; what I mean to say is that
I have loved life a great deal and I have also loved the arts.
Well, now that [ am a little too weary to live with other people,
those old feelings of mine, so personal and individual, seem to
me -- it is the mania of all collectors -- very precious. [ open
my heart to myself like a sort of showcase, and examine one by
one ever so many love affairs unknown to anyone else. And of
this collection, to which I am now more attached than to any
other, I say to myself, rather as Mazarin said of his library, but
still “iiagout any anguish, that it will be too bad to leave all
that.""

One of Marcel's greatest insights in understanding the significance of an
artistic creation comes when he realizes that he, like Swann, has conceived of art
and re_ality as operating only within his own shallow frame of reference. The
projection of personal emotions in assessing the value of a work of art becomes
for Marcel the mark of sentimentality and dilettantism. He begins to understand
that a work of art cannot be judged by its conformity to each critics's everyday
perception of the reality it seems to be representing. He realizes that although
the artist may first be inspired by the substance of his hemotions or experience,
ultimately inspiration becomes simply a tool through which he can express
something which is beyond personal joy or sadness, representing rather his
individual artistic vision. 10

It is only when Marcel recognizes the essential subjectivity of his vision
of the multi-layered nature of reality that it is possible for him to become

111

involved in meaningful artistic creation himself. He, as well as Swann,

realizes that through self-recognition, art provides communication with our inner
emotional life. However, the difference between Swann's and Marcel's reactions
to art is found in Marcel's insistence that each individual must make the "return

112

trip to [his] own reality," or otherwise run the risk of becoming what he calls
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"one of those connoisseurs, 'celibates of art,! who go through life useless and

113

unsatisfied.” If one admires art as a dilettante or a collector, the admiration

will not be sufficient to create a dynamic relationship between art and one's own

life 114

Only by living fully and creating one's own sense of reality is it then
possible to translate it creatively into art.

Thus, to counterbalance his participation in and analysis of the world of
society, Marcel simultaneously engages in an intense exploration of the artistic
world, meeting as many writers and artists as possible in order to understand how
they deal with the dual dilemmas of multiplicity of personality and discontinuity
of temporal perspectives in their art. His personal goal to attain unity of being
and continuity of time has not wavered; yet in his long search for an immortal

truth in life, he has become disheartened in investigating the myths of love,

friendship, and society, in which nothing endures oblivion.

Marcel's Admiration for and Disiliusionment with Bergotte

From his very earliest days in Combray Marcel discovered and became
enamoured with the novels of Bergotte, identifying with the style and phraseology
to such a degree that he felt he had found a sort of spiritual father figure. He

describes Bergotte's style in terms of what his own will later evolve into:

Whenever he spoke of something whose beauty had until then
remained hidden from me, of pine-forests or hailstorms ... by
some piece of imagery he would make their beauty explode and
drench me with its essence. . . .dimly realising that the universe
contained innumerable elements which my feeble senses would
be powerless to discern, did he not bring them within my reach, I
wished that I might have his opinion, some metaphor of his, upon
everything in the world. ... And so, when I came suddenly upon
similar phrases {to my own/ in the writings of another, that is to
say stripped of their familiar accompaniment of scruples and
repressions and self-tormentings ...then it was suddenly
revealed to me that my own humble existence and the Realms of
Truth were less widely separated than I had supposed, that at
certain points they were actually in contact; and in my
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new-found confidence and joy f {¥ept upon his printed page, as in
the arms of a long-lost father.
Marcel forms a mental image of Bergotte as a "frail and disappointed old man,"
whose children have all died leaving him without consolation. He then pledges
himself to lifelong devotion to Bergotte's writing and philosophy.

Later in Paris in the company of M. de Norpois, a diplomat and friend
of his father's who comes for dinner, Marcel expresses admiration for his literary
idol, only to learn that Bergotte is not as widely respected as he had previously
thought. In the disparaging remarks of M. de Norpois, Marcel feels that his own
writing and intellect are also being judged as inadequate. As though his critique is
the final judgment on Bergotte, M. de Norpois states:

"Bergotte is what I call a flute-player: one must admit that he

plays on it very agreeably, although with a great deal of

mannerism, of affectation. But when all is said, it is no more

than that, and that is nothing very great. Nowhere does one find

in his enervated writings anything that could be called

construction. No action -- or very little -- but above all no

range. His books ffé,l at the foundation, or rather they have no

foundation at all." :
And then, as though his criticism of Bergotte's style were not enough, M. de
Norpois goes on to condemn the personality of the author whom Marcel has
revered.

" ... with him, the work is infinitely superior to the author.

Ah! there is a man who justifies the wit who insisted that one

ought never to know an author except through his books. It

would be impossible to imagine an individual who corresponded

less to his -- more pretentious, more pompous, less fitted for

human society. Vulgar at some moments, at others talking like a

book, and not even like one of1 1915 own, but like a boring

book . .. -- such is your Bergotte.
Marcel's immediate response is of his own "intellectual nullity," and he concludes

118 It is only many years later that he is

that he was not born for the literary life.
able to confront M. de Norpois's criticisms, which are as applicable to his own

mind-set and writing as they are to Bergotte's. By the time Marcel attends the
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Guermantes' reception at the end of A la recherche du temps perdu, he has armed

himself with his theory of the power of involuntary memory and belief in the
transcendent power of the imagination to summon metaphorical language with

which to explore reality.. It is only then that he feels he can counter the

arguments of M. de Norpois and those of the school of t'ealism.119

After this early warning by M. de Norpois, Marcel should have felt
forewarned about Bergotte's appearance differing from the ideal he has
maintained in his mind. Nonetheless, when he finally meets the artist at a
luncheon given by Mme. Swann, he is strangely disappointed by his looks and social
manner, which seem to belie the existence of a superior moral character. He

relates:

The name Bergotte made me jump like the sound of a revolver
fired at me point blank, but instinctively, for appearance's sake,
I bowed; there, straight in front of me ... my salute was
returned by a young common little thick-set peering person,
with a red nose curled like a snail-shell and a black tuft on his
chin. I was cruelly disappointed, for what had just vanished in
the dust ... was not only the feeble old man, of whom no
vestige now remained; there was-also the beauty of an immense
work which I had contrived to enshrine in the frail and hallowed
organism that I had constructed, like a temple, expressly for
itself, but for which no room was to be found in the squat
figure, packed tight with blood-vessels, bones, muscles, sinews,
of the littlfza'xan with the snub nose and black beard who stood
before me.

And indeed, over time Marcel discovers that the Bergotte he has come to know
through his reading has another personality that is almost the opposite of his
literary rendering, which is manifested in his daily life. Marcel finds it almost
impossible to allow the two images to coexist, such is their disparity. Yet his
naivete has been banished, and he realizes that
.+« the man with the little beard and snail-shell nose knew
and used all the tricks of the gentleman who pockets your
spoons, in his efforts to reach the coveted academic chair, or

some duchess or other who could dispose of several votes at the
election, but while on his way to them he would endeavour to



165

make sure that no one who would consider the pursuit of such an
object a vice in him should see what he was doing. He was only
half -successful; one could hear, alternating with the speech of
the true Bergotte, that of the other Bergotte, ambitious, utterly
selfish, who thought it not worth his while to speak of any but his
powerful, rich or noble friends, so as to enhance his own position,
he who in his books, when he was really himself, had solﬂell
portrayed the charm, pure as a mountain spring, of poverty.

This new realization of Bergotte's moral failings pushes Marcel to reach
another conclusion, which plays a large role in his novel. He begins to believe
that perhaps it is only in "vicious" lives that moral scruples can be presented with
all of their strength. The artistic creation does not then reflect the artist's own
personality, but rather depicts what is for him the "true life" represented in a
literary solution. This discovery about the distance between art and real life for
one artist, however, is not necessarily true in the case of other artists, Marcei
learns. Each is a world within himself, with creative suffering alone serving as a
common denominator.

By the time that Bergotte's literary reputation is established and he is a
well-known figure, Marcel admits that his admiration for him has diminished and
almost vanished. Criticizing his limpidity as "insufficient," Marcel has moved on
to admire the work of a new writer. Thus, when he hears of Bergotte's death, it is
as though it had occurred years before. Yet Marcel observes that the artist in
Bergotte's soul had triumphed at the last. There is a certain aesthetic
appropriateness that Bergotte should die while going to look at Vermeer's Street
in Delft, to check on a certain tiny patch of yellow wall that he had read about
but failed to notice himself.

The description of Bergotte's aesthetic concern which, despite his
illness, prompted him to go and peer once again at Vermeer's painting creates a

wonderful irony when set against the Duc de Guermantes's ignorance as to

whether he had seen the Street in Delft when he had visited The Hague for the

first time.
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... [Bergotte] fixed his eyes, like a child upon a yellow

butterily which it is trying to catch, upon the precious little

patch of wall. "That is how I ought to have written," he said.

"My last books are too dry, I ought to have gone over them with

several coats of paint, made my language exquisite in itself, like

this little patch of yellow wall." Meanwhile he was not

unconscious of the gravity of his condition. In a celestial

balance there appeared to him, upon one of its scales, his own

life, while the other contained the little patch of wall so

beautifully painted in yellow. Helfflt that he had rashly

surrendered the former for the latter.
Thus, for the real artist, life and the creation of art are in a relationship of
juxtaposition, with attention to one involving a sacrifice for the other. Yet, it is
in this "celestial balance," in the creation of a symbiotic relationship in which the
two may nurture one another, that great art is produced.

And so Marcel describes Bergotte's death, and suggests that after all he
has sacrificed for his art, perhaps he will transcend time through it "like the patch
of yellow wall painted with so much knowledge and skill by an artist who must for
ever remain unknown and is barely identified under the name of Vermeer."123
Marcel's aspiration for his own transcendence through his writing can be seen- in
his final symbolic statement about Bergotte, with whom, despite his shortcomings,
he finds he can identify:

They buried him, but all through the night of mourning, in the
lighted windows, his books arranged three by three kept watch

like angels with outspread wings and ff&med, for him who was nc
more, the symbol of his resurrection.

Marcel's Disappointment in and Admiration for La Berma

Having developed a love of Racine's plays, Marcel had anticipated
seeing a production of @dr_e with La Berma in the lead role as one of the major
events of his boyhood. But upon attending the play, he was shocked to find
Berma's style more of a natural phenomenon than he had anticipated, and was

hence disappointed.
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I listened to her as though I were reading Phedre, or as though
Phaedra herself had at that moment uttered the words that [ was
now hearing, without it appearing that Berma's talent had added
anything at all to them. I could have wished, so as to be able to
explore them fully, so as to attempt to discover what it was in
them that was beautiful, to arrest, to immobilise for a time
before my senses every intonation of the artist's voice, every
expriisjion of her features....But how short their duration
was!

What Marcel fails to understand is the greatness of style in one who is able to
deliver the lines of the play as though they are life itself. In wanting only to
arrest the flow of words and movement in order to relish them in retrospect,
Marcel reveals that as a boy he resembled Quentin in his focus on arresting time
to savor his love for Caddy. By the time that Marcel sees La Berma perform on a
second occasion when he is older, however, he has realized that the art of the
theatre is based on its temporal becoming, on its life in the flow of time.
I had no longer any desire, as on the former occasion, to be able
to arrest and perpetuate Berma's attitudes ...l realised...
that that charm which floated over a line as it was spoken, those
unstable poses perpetually transformed into others, those
successive pictures were the transient result, the momentary
object, the changing masterpiece which the art of the theatre
undertook to create and which would perish were an atteﬁgt
made to fix it for all time by a too much enraptured listener.
In La Berma's performance, Marcel recognizes that he has been able to
"enter a world existing outside the !imits of contingent reality, yet capable of

being experienced directly."l‘z7

In other words, through an art form which
imitates life in its changing juxtaposition of images, he has discovered the secret
of simuitaneously experiencing both the transcendent and durational aspects of
time. And it is ultimately through the distancing and the inclusive perspective
provided by art as a form of transcendence that Marcel learns that he can
perceive the "sluccessive pictures” of reality that create a total picture of life.
Hence he makes the greatest discovery of his life: "The work of art is our only

means of recapturing the past ."128
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The Importance of Elstir in Marcel's Life

By the time that Marcel encounters the artist Elstir in Balbec, he has
studied his paintings and hopes to have the opportunity to admire the collection
owned by the Guermantes. Although Marcel is young and equally as interested in
becoming acquainted with the young girls on the beach as he is in talking to Elstir
about his art, he nonetheless goes to Elstir's studio, and discovers links between
the man of the present who is devoted to his art and his seclusion, and the man of
a more social frivolous past.

Having recognized an early portrait of Qdette de Cre’cy as a beautiful,
young courtesan, which Elstir hides from his wife, Marcel suddenly associates him
with the Swanns' and Verdurins' circle of friends in Paris, and inquires if he could
perhaps have been the painter, M. Biche, whom he had heard them refer to
disparagingly.

Could it possibly be that this man of genius, this sage, this

eremite, this philosopher with his marvellous flow of

conversation, who towered over everyone and everything, was

the foolish, corrupt little painter who had at one time been

"taken up" by the Verdurins? I asked him if he had known them,

whether by any chance it was he that they used to call M. Biche.

He answered me in the affirmative, with no trace of

embarrassment, as if my Question referred to Pz?eriod in his life

that was ended and already somewhat remote.
Marcel's feeling of disillusionment is immense, and upon seeing his expression, like
a true master, Elstir tries to impart his philosophy of a varied life to Marcel, so
that he might understand that art is produced in different ways and from different
perspectives.

"There is no man," [ElstirJ began, "however wise, who has not at

some period of his youth said things, or lived in a way the

consciousness of which is so unpleasant to him in later life that

he would gladly, if he could, expunge it from his memory. And
yet he ought not entirely to regret it, because he cannot be
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certain that he has indeed become a wise man -- unless he has

passed through all the fatuous or unwholesoBS incarnations by

which that uitimate state must be preceded."
Thus, having progressed beyond an empty social existence, Elstir in his later life
of seclusion becomes a model for Marcel, personifying his belief that "an artist if
he is to live the true life of the spirit in its full extent, must be alone and not
bestow himself with profusion, even upon his disciples."13 1 In such an existence
he is able to seek the elements of truth from the circumstances of a rich and
varied life of experience. This discovery of the need for complete solitude in
which to be creative dictates the course of Marcel's later life.

In describing the style of Eistir's paintings, Marcel reveals that Elstir
paints in the style of Whistler and the early Impressionists, attempting to catch
the movement of light and shadow, and render an illusion of what he sees.
Marcel relates:

. . . the effort made by Elstir to reproduce things not as he

knew them to be but according to the optical illusions of which

our first sight of them is composed, had led him exactly to this

point; he gave special emphasis to certain of these laws of

perspective, which were thus all the more striking, since his art

had been their first interpreter. . .. A river running beneath the

bridges of a town was caught from a certain point of view so

that it appeared entirely dislocated, now broadened into a lake,

now narrowed into a rivulet, broken elsewhere by the

interruption of a hill crowned with trees...and the rhythm of

this disintegrated town was assured only by the inflexible

uprightness of the steeples which . . .seemed to hold in suspense

beneath them all the confused mass of houses that rose vaguely

in the miiTBZ along the banks of the crushed, disjointed

stream. ...
This style of painting which so closely resembles Proust's own writing gives a
pictorial description of the way in which unity can be attained from chaotic
fragments and perspectives, which are ultimately united symbolically in the
artist's metaphorical image.

Although most of the paintings in Elstir's studio in Balbec are seascapes

and not the paintings of his "first and second manners," which are described as
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mythological and revealing Japanese influence, nonetheless Marcel is impressed
by their impressionistic quality and finds a link between Elstir's goal and that of
the writer he hopes to become:
. - .1 was able to discern from these that the charm of each

of them lay in a sort of metamorphosis of the things represented

in it, analogous to what in poetry we ca!l metaphor, and that, if

God the Father had created things by naming them, it was by

taking away their names or giving them other names that Elstir

created them anew.
Thus Marcel delineates the role of the artist in his own mind, reaching the
realization that in order to attain one's true impressions, it is necessary to
penetrate the subconscious and go beyond the intellectual notion which is alien to
their essence, in order to come face to face with reality, which can then be
presented in one's own metaphorical interpretation.

Having partaken of Elstir's memories, experienced his paintings, and
listened to his philosophy, Marcel is ultimately awed by the quality of the
friendship which he has been offered. He realizes that only one who has lived
fully and knows himself is capable of such an offering.

[Elstit] lavished on me a friendliness which was as far above that
of Saint-Loup as that was above the affability of a mere
tradesman. Compared with that of a great artist, the
friendliness of a great gentleman, charming as it may be, has the
effect of an actor's playing a part, or being feigned. Saint-Loup
sought to please; Elstir loved to give, to give himself.
Everything he possessed, ideas, work, and the rest which he
counted for far less, he would have gladly given to anyone who
could understand him. But, failing society that was endurable,
he lived in an isolation, with a savagery which fashionable people
called pose and ill-breeding, public authorities a recalcitrant
spirit, His neighbours madness, his family selfishness and
.o 713
pride.
Thus, Marcel finds in Elstir an example of renunciation of frivolous pleasures,
which he admires no matter what the cause. He realizes that Elstir's motivating

force may have originally been to elevate himself and his art in the eyes of those

who regarded them disparagingly. Nevertheless, Marcel is aware that
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in producing he had lived for himself, remote from the society to
which he had become indi{g%rent; the practice of solitude had
given him a love for it. ...
And so, finally, Marcel feels that he has found a worthy mentor who has aided him
in his search for unity of being by pointing out how continuity can be created from
discontinuity and unity of the self attained through multiplicity of experience.
Marcel realizes that for all artists and for the novelist he hopes to
become, the path of art is the path to transcendence; it is
. - . a formula eternally true, forever fecund with an unknown
joy, a mystic hope [that] something else exist/s] . . . besides the
void which I had found in all my pleasures and even in love ...
something rm beyond life, not sharing its vanity and
nothingness.
He goes further and makes the definitive statement: "It is true, I believ/e] that

the supreme truth of life is in art."137

In his exaltation of artistic creativity,
Marcel demonstrates that he has transcended the choices in life offered by both
"Swann's way," the path of the dilettante, and the "Guermantes way," the route of
social frivolity, and has selected a third path leading to real artistic creation.
Marcel's chosen path in life is his own individual "way," first discovered en route
to Martinville.

After the years engaged in his arduous search for identity and
continuity, in later discoveries concerning the lives and perspectives of the artists
whose lives he has analyzed, Marcel reaffirms the original technique of
juxtaposition that he found en route to Martinville. Thus, Mlle. de Saint-Loup's
appearance at the Guermantes' reception serves as the final, convincing, symbolic
proof of the continuity of time despite the constant juxtaposition and
fragmentation of the elements of time and the self.
| For Marcel the long quest for form has been answered in the realization

that his book will relate the historiographical discoveries that have occurred
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during the course of his life. The form it will take will be guided by the principle
of intermittency of being, revealing the discontinuous and mulﬁfaceted
appearances of the characters in the duration of time. This literary
representation of life as a mosaic is possible because within the unity of Marcel's
identity and the transcendence of his artistic imagination aided by memory, there
is a sense of the ongoing and continuous aspect of time in all of its
jux‘capositions.138

Through his process of self discovery and the creation of A la recherche

du temps perdu, Marcel presents the belief that unity of the self can be achieved

through spatial or simultaneous vision, and that simultaneity is the key to the
spatial configuration of his work. Marcel arrives at the conclusion that "all the
memories following one after another ... /can be] condensed into a single

139 The flowing, sequential aspect of memory is, therefore, the answer

substance."”
to the problem of the disunity of the self.

Establishing a linkage between recollection and the act of creative
imagination Marcel realizes that memories of unique events in their original

qualitative strength -- his mother's goodnight kiss, the tinkle of the bell at the

gate, the blooming hawthorn, the petit madeleine, the sound of a fork or spoon in_

contact with a teacup -- transmit a sense of selfhood which cannot be gained

from immediate experience. And at the end of A la recherche du temps perdu,

the importance of Swann as a symbolic figure unifying his life becomes apparent
through his recollections. Marcel explains his recognition of Swann's significance

in molding the form of his life at some length.

After all, as I thought it over, the substance of my experience of
life came to me from Swann ... It was he who, away back in the
Combray days, gave me the desire to go to Balbec, where my
parents would otherwise never have had the idea of sending me,
and but for that I would never had met Albertine ... if it had
not been for Swann, I would not even have known the
Guermantes, since my grandmother would not then have renewed
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her acquaintance with Mme. de Villeparisis and I would not have
met Saint-Loup and M. de Charlus, which led to my meeting the
Duchesse de Guermantes...so that it was also through Swann
that I happened at this moment to be in the house of the Prince
de Guermantes, where the idea of the book I was to write had
just come to me suddenly -- which meant that I should be
indebted to Swann, not only for its subject but also for the
decision to undertake it. A rather slender stem, perhaps, to
support in this way the entire expanse of my life! (In that $gpse
"Swann's way" had led by chance to this "Guermantes way.")

Marcel's Final Vision:
Universal Linkage of the Processes of Memory and the
Transcendent Imagination
One of the central questions every reader of Proust must answer is how

it is possible at the end of the novel for Marcel to discover linkages among

memory, the continuity of time, and artistic creation in The Past Recaptured,

when earlier he seemed to have given up all hope of understanding their
interconnection. What could produce such a change of events?

The answer has a basic simplicity. Marcel has finally comprehended the
crucial interrelationship among his impressions, reminiscencés, and artistic
creativity. Previously, although meditating constantly on the importance of these
elements of his experience, Marcel only rarely associated them. Impressions
seemed to fade rapidly; reminiscences sometimes but not always led him back to
their source in forgotten impressions, and did not point toward artistic creation.
And his pursuit of art and artists seemed at first to lead toward the pitfalls of
prestige and idolatry.

The only example of Marcel breaking down the barriers of compart-
mentalization, which occurred en route to Martinville, was found in his decision
to scribble down a description of his impréssions of the juxtaposed steeples at that

moment. Although this passage is meticuously described, the reader is not told
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that Marcel's product was a work of art, and Marcel himself downplayed the whole
affair in a nonchalant way.

In the final two hundred pages, however, the tone of nonchalance has
vanished. During the five successive resurrections of involuntary memory that he
experiences at the Guermantes' reception, Marcel is compelied to reevaluate the
thoughts and experiences of his life in a final meditation. At this point his
philosophical/poetic discourse is not only reflecting on the action — its movement
of thought is the action. Every theme in the novel is revivified in it 141

The basic argument of Marcel's thought in the final section can be
broken down into the following discoveries, which tie together the various strands
he has been attempting to weave throughout the long work.

First, while recognizing the sense of the "essence" of things and of the
real self imparted by involuntary resurrections of memory, such as those of the
madeleine and and the touch of the starched, white napkin, Marcel labels these
discoveries as ephemeral in effect. Secondly, from the Martinville experience he
discovers that a work of art is the only way to capture and explain the
inspirational impulse of these resurrections of memory. Thirdly, through the
works of Bergotte, Elstir, and Vinteuil he realizes that the artist is able to
accomplish this translation of the inspirational impulses of memory by creating a
metaphorical link between lived "reality” and the "vision" of an art work. This
metaphorical link must encompass the past impression and its resurrection in the
present. And finally, having reached an understanding of art as a creative process
through its metaphorical linkage personified in Mlle. de Saint-Loup, Marcel is
then able to assume his literary vocation. He has finally understood the role that
suffering can play as a stimulus to creativity, as well as the interpretive role that
intelligence can assume in analyzing and translating intuitive, metaphysical

insights.lq'2
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Having discovered the necessary rapport between art and life from
Elstir, Marcel realizes that to create literature, he may translate his varied
experiences in life into art; and through such artistic translation, the reality,
focused in reminiscences and impressions, can live through the work of art.m3
Thus, Marcel recognizes that he has not made a mistake in acclaiming the artistic
significance of various images he had seen in his youth: Gilberte glimpsed among
the beauty of the hawthorn blossoms, Oriane de Guermantes flooded in light from
the stained glass windows of St.-Hilaire, and Albertine silhouetted against the sea
on the beach at Balbec. And as a young man observing the psychological makeup
of those in social settings, his perceptions of the intricate mixture of biological
laws and social rituals that dictate each individual's thoughts and actions had not
been in error. His confusion had been the result of his intensive and deluded focus
on himself, which had distorted his interpretation of the signs and images.

The psychic and spiritual significance of the impressions and
reminiscences with which he had lived from an early age could not be related to
art and literature in their full potency and psychic force until Marcel symbolically

withdraws from the world to reassess his philosophical position. And it is at the

Guermantes' reception in The Past Recaptured, that he realizes that through his

encounters with life itself, with people and places, he is ultimately capable of
achieving his reality as an artist. 4%

The final lesson in Marcel's education concerns the significant role that
literature and the other arts can play as a source of communication between one
person's reality and that of another. Marcel comes to believe that the work of art
not only holds the secret of communication, but provides the antidote to the

143 Through self-

solitary confinement of the human condition as well.
recognition, art provides communication with our own inner being. Marcel

recommends:
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Only by art can we get outside ourselves, know what another

sees of his universe, which is not the same as ours and the

different views of which would otherwise have remained as

unknown to us as those there may be on the moon. Thanks to

art, instead of seeing only one world, our own, we see it ugggr

multiple forms, and as many as there are original artists. ...
Each work of art symbolizes the exaltation of the artist's sense of communication,
which Swann, who wanted only to hoard and cherish his collection of unshared
memories, was unable to understand.

Each artist's feeling for his own creation expresses itself in a burst of

ecstasy that is resistant to any obstacles of the real world. Thus, the sheer joy of
communication is the "form of discourse particular to art," which is reenacted by

147

each artist in his own way. The unique individualization of each work of art

creates a different "optical instrument" through which one can view life from the

148

artist's perspective, and discover

the qualitative difference there is in the way the world appears
to us, a difference that, if therqu\gere no art, would remain the
eternal secret of each one of us.

But, a small final question must remain in the reader's mind: What
chance of salvation is there for the non-artist in the Proustian universe?

Although Marcel's major focus is on the hard path towards attainment
of an artist's vocation, he yet permits some hope for the ordinary individual. He
points out that impressions and reminiscences, the basic materials of artistic
creation, exist in all of us and can be translated intc art. Life itself is the true
text, and we must learn how to approach it. Art is simply a process of vision and
revision of life itself, an idea with which Marcel closes the lcops between life and
literature, by commenting;:

The grandeur of real art ... is to rediscover, grasp again and lay
before us that reality from which we live so far removed and

from which we become more and more separated as the formal
knowledge which we substitute for it grows in thickness and
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imperviousness -~ that reality which there is grave danger we
might die without ever having known and yet which is simply our
life, life as it really is, life disclosed at last and made clear,
consequently the only life that is really lived, that life which in
one sense is to %found at every moment in every man, as well
as in the artist.
Marcel, as Proust's spokesman, is saying that material for literature is
there for all to find and take, although few decide to do so and translate it into a
work of art. But, he suggests, it is through relating oneself and one's life to those
portrayed in literature, that those who are less gifted as artists may find the true

significance of their lives.151

There is a strong implication that all men have the
capacity through the linked processes of memory and artistry to be the creators
of their own existence.

Thus, Marcel's mature aesthetic expresses his moral perspective of life.
He believes that the literary process can become the artistic product when the
writer employs memories and impressions and relates them with logical and
imaginative insight to the creation of a work of art. At the end the fragments of
time have ultimately come together to create Marcel's great vision of time

regained as time transcended. In recapturing his past, he has proved the

continuity of time and the possibility of unity of being.
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"It's not too late for you...All the same don't forget that
you're young -- blessedly young; be glad of it on the contrary and
live up to it. Live all you can; it's a mistake not to. It doesn't so
much matter what you do in particular, so long as you have your
life. If you haven't had that what have you had?...Do what
you like so long as you don't make my mistake. For it was a
mistake. Livel" ...

There seems to be an unmistakable similarity of cadence in both the Proustian and
the Jamesian passages. (See Henry James, The Ambassadors [Franklin Center,
Pa.: The Franklin Library, 19797, pp. 153-154).
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CHAPTER FOUR

QUENTIN'S SEARCH FOR UNITY OF BEING AND CONTINUITY OF TIME
IN ABSALOM, ABSALOM! and THE SOUND AND THE FURY '

Time past and time future
Allow but a little consciousness.
To be conscious is not to be in time
But only in time can the moment in the rose-garden,
The moment in the arbour where the rain beat,
The moment in the dfaughty church at smokefall
Be remembered. . ..

In his effort to understand the world outside of himself in terms of the

world inside his mind in Absalom, Absalom!, Quentin Compson is a romantic

idealist who stands at the center of his creation. Attempting to assume romantic
stances, he adopts a series of masks which become evasions of the self. Enacting
a drama of self in order to escape from time into an abstraction, he concludes by
forced reentry into the reality of the present, only to discover that he finds living
in a dream more important than life itself.2

Additionally, in his eagerness to reconstruct the fragmented pieces of
his existence, Quentin plays the role of the man of interpretation, who analyzes a
failed design of life in order to discover and avoid the flaw it manifests.3 Asa
poet, critic, and spectator of a problematical fate other than his own, Quentin
becomes a type of intellectual hero. Because of his hope that narrative technique
may be a mode of understanding the past and the present, he devotes his time in

Absalom, Absalom! to the reconstruction and translation of Thomas Sutpen's life.

138
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Faulkner thus presents Quentin's search for unity of being in Absalom, Absalom! in

a moral pattern in which he seeks certain idealistic truths from the past, which
can serve as a bridge to affirm his compulsion to cast life into an abstract mold in
the present. The ultimate inadequacy of his interpretation must be attributed to
a moral failing which prevents him from attaining the necessary authorial attitude
with which to comprehend the history, and a related technique with which to
provide a distanced frame for the narrative.

In the following discussions of Absalom, Absalom! and The Sound and

the Fury, Quentin's moral design for his life and his failure to attain unity of being
and continuity of time will be described and analyzed in terms of his aesthetic
technique of dislocated and arrested time. These double quests for unity of being
and continuity of time reveal that the effort to heal the wound caused by the
separation of past from present can be approached simultaneously as both a moral
and an aesthetic problem, the one reflected in the other. The failure of Quentin's
moral design ultimately becomes apparent in the failure of his aesthetic goals in

both Absalom, Absalom! and The Sound and the Fury, creating in microcosm a

reverse image of Faulkner's accomplishments as the author of both novels.

In his search to achieve an ordered form in which to present his
fragmented vision of the world and of the human community, Quentin as a
potential artist is not interested in imposing order from an outside perspective,
but rather is seeking an order than can emerge from fragmentation, a form reality
may take when stimulated by the imagination.“ He is attempting to formulate a
personal perspective both on life in the South and life as a Southerner living in the
twentieth century.

In his quest for form, however, Quentin is unable to find a principle
within himself to create order out of the fragments of his past and present.

Having first relied on the principle of movement as central to the creation of
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order, he then attempts to impose the principle of stasis to unify the paradoxical
pieces by arresting time. In the midst of the ongoing rush of life, his static

principles are simply swept aside.5

The Historjographical Approach to Unity of Being
In Faulkner's portrayal of Quentin's efforts to understand Thomas

Sutpen's life by recounting it in Absalom, Absalom!, we find an artistic effort to

reunite the broken fragments of an existence and a design. With the help of
Shreve McCannon, Quentin is able through imaginative sympathy almost to
succeed in recreating the missing elements of Thomas Sutpen's story. Through the
power of his imagination, Quentin participates in an act of sympathetic
comprehension and love, enfusing meaning into the actions of the Sutpen family,
in which otherwise there would have been only meaninglessness. These actions
would have remained unknown and insignificant unless they were given life by the
power of the imaginative word.®

As Quentin attempts to reintegrate the missing fragments of his
personality, the essential characteristics which he believes are necessary for a
sense of self-completion are anchored in the past. Through the use of the
historiographical approach, which involves a subjective recounting of past actions
in the present, Faulkner portrays Quentin in the process of exploring not the past
itself, but fictitious myths about the past. The imaginative creation of myths
thus becomes a tool which he tries to use to explain himself in the present as well
as the past. - The mythological fabrications which he creates in his search for
unity of being include dreams and fantasies of ceremonial codes of behavior,
idealistic concepts through which he hopes to arrest moments of time, and
dramatizations of the stcicism which he feels is necessary to endure the pain of

reality.
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Through the attainment of unity of being Quentin hopes to achieve
continuity of time by creating his own version of a mythical method, through
which he attempts to conflate the past with the present by imaginatively
reconstructing a series of events which have become arrested in his imagination.7

In Absalom, Absalom! Quentin uses the mythical method to examine Thomas

Sutpen's past as though it is present; and in The Sound and the Fury he uses the

myth of incest to refabricate the reality of Caddy's promiscuity. In one novel, he
hopes through myth to make a hero from the past seem real in the present; in the
other, he hopes through myth to elevate a past misdemeanor into an
all-consuming sin capable of arresting time in the present and future. In both
instances Quentin is attempting to discover a way to unite past and present. But

like the speaker in The Waste Land, he is unable to connect the past with the

present through the myths that he invents in either Absalom, Absalom! or The

Sound and the l’-‘ury.8

Failure to Attain Unity of Being and Continuity of Time
In Absalom, Absalom! '

uentin's passivity, which identifies him as an appropriate recipient of
P 34 pprop p

the legacy of Sutpen's history in ‘Absalom, Absalom!, makes him appeal to both

Miss Rosa and Mr. Compson as the designated heir of a legend which they
recognize bears some essential, symbolic relationship to the whole Southern
experience. As a young, intelligent Southerner, and the eldest son of his family
preparing to leave for college in the foreign environment of the North, in their
estimation he is the ideal instrument to perpetuate the tragic inheritance'of the
Southern past.9

With his youthful character evolving in the process of self-

identification, and while wrestling with the moral decision of adherence to

Southern social norms versus personal responsibility to mankind, Quentin is
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fascinated with the Sutpen story as an instructive parabie and possible source of
personal identification. Because of his desire to protect his sister Caddy’'s virtue,
which he equates with Compson honor, the incestuous angle of the Sutpen saga
contains special significance for him. Through promiscuous behavior, Caddy has
placed an almost unbearable strain on Quentin's fragile, idealistic identification of
her feminine purity with the family's honor, and through her immersion in life, she
challenges his abstraction and preoccupation with the past.

By preserving the precepts of the chivalric code and living by his
principles, Quentin hopes to create a twentieth century behavioral standard that
harmanizes with the ideas in his romantic imagination. With the adoption of a
narrow moralistic code as a defense mechanism against his family's disintegration, -
through chivalric conduct Quentin believes it may be possible tc; inspire the famil;
to follow more idealistic rules of behavior, and to imbue the decadence of the
Compsons with more stoic¢ and heroic propor'cions.10

Despite all efforts to evolve beyond an abstraction of virginal purity,
Quentin remains trapped in his "innocence,"” a manifestation of a static concept of
morality, which creates an imperviousness to life's motion and experience. As a
character who follows in a long tradition of romantic idealists, he, unlike Marcel
never disco vers that the concept of the immutable self can be an illusion, that we
each have a series of changing selves as we act out our lives. He is unaware that
romantic illusions frequently delude the idealist intc believing that man again
stands at the center of the world he represents, and can culminate in a forced,
rude awakening when it becomes evident that the real self must be differentiated
from the idealized self to cope with the vicissitudes of ordinary li:Ee.l‘l

As characters who prefer their dream of reality to life itself, both
Quentin and Thomas Sutpen seem to fit rather easily in the category of romantic

idealists. Because of Sutpen's complex innocence he believes that he can
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ultimately realize his design, and give purpose and meaning to his life. He is
convinced that all he needs to succeed are "courage and shrewdness and the one
he knew he had and the other he believed he could learn if it were to be
taught. . . nl2 Quentin's Grandfather Compson describes the principal quality of

Sutpen's personality by saying:

"...it was that innocence again, that innocence which
believed that the ingredients of morality were like the
ingredients of pie or cake and once you had measured them and
balanced them and put them into the oven it was all finished and
nothing but pie or cake could come out."

Based on his innocence, Sutpen has an absurd sense of non-involvement in the
human network which composes reality; he actually believes that he can do what
he wishes without disturbing the actions and dreams of others enough to trigger
failure. His design for his life is constructed on the model of the Southern
planter, which he embraces as an abstract ideal, complete with all of its
trappings, its possession of land, its focus on tradition and genealogical purity, and
its dependence on the institution of slavery. Through Sutpen's personal courage

and determination he attempts to establish a dynasty according to the Southern

pattern and its own peculiar ethical code, which he never questions.w

He explains to Grandfather Compson himself:

"You see, I had a design in my mind. Whether it was a good or
a bad design is beside the point; the question is, Where did I
make the mistake in it, what did I do or misdo in it, whom or
what injure by it to the extent which this would indicate. I had a
design. To accomplish it I should require money, a house, a
plantation, slaves, a family ~- incidentally of course, a wife. 1
set out to acquire these, asking no favor of any man . .. suffice
that 1 had the wife, accepted her in good faith, with no
reservations about myself, and I expected as much from them
.« « I accepted them at their own valuation while insisting on my
part upon explaining fully about myself and my progenitors; yet
they deliberately withheld from me the one fact which I nave
reason to know they were aware would have caused me to
decline the entire matter, otherwise they would not have
withheld it from me -- a fact which I did not learn until after
my son was born. And even then I did not act hastily. I could
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have reminded them of these wasted years, these years which

would now leave me behind with my schedule ... But I did not. I

merely explained how this new fact rendered it impossible that

this woman and child be incorporated into my design, and

following which ... I made no attempt to keep not only that

which I might consider myself to have earned at the risk of my

life but which had been given to me by signed testimonials, but

on the contrary I declined and resigned all right and claim to this

in order that I might repair whatever injustice I might be

considered to have done by so providing for the two persons

whom I might be considered to have deprived of anything I might

later possess: arlg this was agreed to, mind; agreed to between

the two parties!"
From this statement, it is evident that Sutpen's inherent innocence springs from a
naive belief in his own ability to realize his dream, a doctrinaire fixation that has
a long history as an American aberration.le In a pattern that is symptomatic of
romantic idealism, he shares the belief of all American innocents that it is
possible to remodel the world according to his own dreams; by sheer will power
Sutpen thinks he can make the world conform to an individual "design," by tireless
dedication to an ideal which he can work on a "schedule" to ac'nieve.17

Thus, Sutpen's fatal flaw is manifested in the affronts which he makes
to counter the human expectations of the other human beings who are close to
him. His former wife, Eulalia, and his son, Charles, are the ones who are first
wronged in having Sutpen believe that he can dispose of them as though they are
outworn gardening tools for which he has no further use. In addition, his sister-in-
law and intended fiancee, Rosa Coldfield, his children, Judith and Henry, and
finally Milly, who bears his female child -- all are rejected for not embodying
Sutpen's idea of an abstract contractual arrangement he has made with them to
fulfill certain of his needs.
Quentin's grandfather is astounded at Sutpen's revelation that his

conscience no longer bothers him because of the fairness and straightforwardness

with which he cast off his first wife and child. Mr. Compson responds to Sutpen's

question about the cause for the failure of his design by asking him in turn:
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". .. What kind of abysmal and purblind innocence could that
have been which someone told you to call virginity? what
conscience to trade with which would have warranted you in the
belief tl}at you cguld nge bought immunity from her for no
other coin but justice?"

The "abysmal and purblind innocence" which Sutpen maintains into
adulthood can be traced back to his sense of childish surprise and outrage over his
rejection at the front door of a plantation where his father worked. When he was
told to go to the back door by the Negro servant, his mode of vengeance assumed
the form of imitation, as he determined simply to become as wealthy and
powerful as the man at whose door he had received the affront. In all of the
effort which he devotes to the creation of his defensive "design", Sutpen has no
thought of varying his own behavior by attempting to reveal compassion or
understanding for those who love and depend on him. With desires that are
cerebral rather than emotional, Sutpen's dream-like fixations result in obsessions
which distort his view of reality. By accepting Southern society's abstractions
regarding material success and racial distinctions, and by the uncritical
acceptance of Southern values concerning proper regard for humanity, he
orchestrates his own destruction.19

In his total acceptance of Southern values concerning racial categories,
however, Sutpen again manifests social innocence rather than acceptance of
unequal social distinctions. Without questioning, he simply accepts the South's
code of behavior based upon rigid concepts negating human value because he
refuses te analyze its moral base. The manner in which he reacts to Charles Bon's
arrival at "Sutpen's Hundred" reveals the evolution of his obsession with the purity
of the Sutpen dynasty in accordance with the Southern social code.

Sutpen refuses to acknowledge Charles Bon as his son, a recognition

which Bon craves, and with which he would have been content. Such an

acknowledgment from Sutpen would have been successful in unraveling the
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inextricably knotted skeins of his family's history, enlightening Judith concerning
the real identity of her suitor, and satisfying Charles with a sense of fulfilling the
father/son linkage needed to attain the unity of being he sought. Bon's fixation on
the need for paternal recognition is made evident in the thoughts attributed to

him by Quentin and Shreve, revealed as his stream of consciousness:

So at last I shall see him Sutpen], whom it seems I was bred up
never to expect to see, whom I had even learned to live without,
thinking maybe how he [Charles] would walk into the house and
see the man who made him and then he would know; there would
be that flash, that instant of indisputable recognition between
them and he would know for sure and forever -- thinking maybe
That's all I want. He need not even acknowledge me; I will let
him understand just as quickly that he need not do that, that I do
not expect that, will not be hurt by that, just as he will let me
know that quickly that I am his son.”"

Returning to school with Henry after that first Christmas vacation at "Sutpen's
Hundred," after Charles has realized that his father refuses to give him any sign
or flicker of recognition, he is decribed as questioning his own conscience,

thinking

But why? Why? Since he wanted so little, could have understood
i the other had wanted the signal to be in secret even if he
could not have understood why ... feeling that same despair and
shame like when you have to watch your father fail in physical
courage, thinking It should have been me that failed; me, I, not
he who stemmed from that blood which we both bear before it
could have become corrupt and_tainted by whatever it was in
mother's that he could not brook.”™

And Charles continues to hope that perhaps the recognition will come in a letter

which he eagerly awaits:

Maybe he will write it then. he would just have to write "I am
your father. Burn this" and I would do it. Or if not that, a sheet,
a scrap of paper with the one word "Charles" in his hand, and 1
would know what he meant and he would not even have to ask me
to burn it. Or a lock of his hair or a paring of his finger nail and
I would know them because I believe now that I have known what
his hair and his finger nails would look like all rny life, could
choose that lock and that paring out of a thousand.”™
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Instead of the recognition which Charles so desperately seeks, however, Sutpen
proceeds to incite Henry to murder his half brother, thereby destroying his own
personal design by his willingness to sacrifice both of his sons in adherence to the
South's code of racial purity.23

Thus, the central moment which the action leads towards in Absalom,
Absalom! is Henry's murder of Charles Bon. In the novel as a whole it is at this
moment that Shreve progresses beyond Quentin in reconstructing Sutpen's story,
because of Quentin's refusal to accept the murder and its symbolic implications in
terms of his own life. Through the fictional device of merging the two young men
in the process of telling the story at Harvard in 1910 with the other two themes of
Henry's ultimatum to Bon and Bon's to Henry in Carolina in 1865, Faulkner arrests
and transcends the sense of historical time, plunging the story and the reader into
timelessness.zq'

In the sense of identification which Quentin Afeels with Henry, and
through the compassion and understanding which Shreve develops for Bon during
their historiographic reconstruction of the events ieading to Bon's murder, it
utimately becomes possible for the merger of the four, Quentin, Henry, Shreve,
and Bon, to occur through arrested time: "The four of them there, in that room in
New Orleans in 1360, just as in a sense there were four of them here in this

5

tomblike room in Massachusetts in 1910."2 Faulkner describes this imaginative

phenomenon in terms of a mythical suspension in time:
. .. the two of them (the four of them) held in that probation,
that suspension, by Henry who knew but still did not believe, who
was going deliberately to look upon and prove to himself that
which, so Shrgve and Quentin believed, would be like death for
him to learn.
By jumbling the chronology and suspending one plot while ancther

asserts itself, Faulkner is ultimately able to compress and dramatize Quentin's

and Shreve's identification with Henry and Charles as the four become one. Past
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and present become conflated in a second artificially arrested moment in South
Carolina in 1865, a scene in which Faulkner is able to concentrate the drama of

both past and present, creating a timeless, mythical situation. He writes:

-+ . They were both in Carolina and the time was forty-six
years ago, and it was not even four now but compounded still
further, since now beth of them were Henry Sutpen and both of
them were Bon, compounded each of both yet either neither,
smelling the very smoke which had blown and faded away
forty-six years ago from the bivouac fires burning in a pine
grove, the gaunt and ragged men sitting or lying about them,
talking not about the war yet all curiously enough . . . facing the
South where further on in the darkness the pickets stood . . . the
picket lines so close that each could hear the challenge of the
other's officers passing from post to post and dying away. . . .-’

In keeping with Faulkner's belief that one must understand life through
experience, through involvement, empathy, and identity, rather than through
detached intellectualization, Quentin ana Shreve are both involved in the attempt
to understand Sutpen's story by imaginatively reexperiencing the events
themselves. But it is Quentin who says that he feels he has completely absorbed
thg story "without the medium of speech somehow from having been born and
living beside it, with it, as children will and do."28

This sort of comprehension from within is what Faulkner concentrates
on creating for his readers. The reader's understanding is not to be a detached
contemplative or evaluative act; rather than acting as an observer and judge, he is
to feel what the character feels, and as nearly as possible become the character.
Like Quentin, the reader is to understand the South through the process of
absorption, and like Quentin and Shreve, he is to come to understand the essence
of Henry and Charles through the process of dynamic identification. Faulkner
describes the process of imaginative identification in which Quentin and Shreve
attain a sense of total unity by saying:

... it did not matter to either of them which one did the
talking, since it was not the talking alone which did it,
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performed and accomplished the overpassing, but some happy
marriage of speaking and hearing wherein each before the
demand, the requirement, forgave condoned and forgot the
faulting of the other -- faultings both in the creating of this
shade whom they discussed (rather, existed in) and in the hearing
and sifting and discarding the false and conserving what seemed
true, or fit the preconceived -- in order to overpass to love,
where there %ht be paradox and inconsistency but nothing
fault nor false.

During the time that Quentin and Shreve are in the process of
reconstructing the motives for the killing, there is thus a durational blurring of
the time frames and the identities of the participants and interpreters while
Henry and Charles each tries to decide what he will do. It is in Henry's encounter
with Bon's mother, conjured up as the "Haiti-born daughter of the French sugar
planter and the woman whom Sutpen's first father-in-law had told him was a
Spaniard," that finally Henry is believed to accept the tragic irony that Charles is
his brother.>0

In their telling of the tale with historical and imaginative insight,
Shreve and Quentin identify with the strain that such a discovery creates for
Henry. Shreve points out to Quentin

"Jesus, think of the load he [Henry] had to carry, born of two
Methodists (or of one long invincible line of Methodists) and
raised in provincial North Mississippi, faced with incest, incest
of all things that might have been reserved for him, that all his
heredity and training had to rebel against on principle, and in a
situation where he krﬁw that neither incest or training was going
to help him solve it."
And in Quentin's description of Henry's effort to reach his own emotional and
ethical conclusion about what Charles should do, he portrays Henry's attempt to
search for precedents, which will make the burden of incest more acceptable.
". .. then Henry said suddenly, cried suddenly: 'But kings have
done it! Even dukes! There was that Lorraine duke named John
something that married his sister. The Pope excommunicated

him but it didn't hurt! It didn't hurt! They were still husband and
wife. They were still alive. They still loved!' "32
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By attempting to see life with the eyes of Henry Sutpen, Quentin finds that in
manifesting the same idealism, the same love of abstraction, he has discovered a
person from another century with whom he shares the myth of incest as an
expression of that passionate idealism. Thus Quentin and Shreve reconstruct the
story during the years of the Civil War, with Henry as an enlisted soldier and Bon
as an officer fighting and retreating together without the latter having concluded
what action he will take. But finally, in 1865 with the Confederate army in its
final retreat, Charles decides in favor of marrying Judith, and with Henry's
permission, writes her a letter. At this point Henry feels a sense of apotheosis, as
though Judith and Charles will be united with him and his father in eternal

damnation. The narrative that Quentin and Shreve concoct proceeds:

", .. when he [Charles] finally knew what he was going to do
at last and told Henry and Henry said 'Thank God. Thank God!
not for the incest of course but because at last they were going
to do something, at last he could be something even though that
something was the irrevocable repudiation of the old heredity
and training and the acceptance of eternal damnation. Maybe he
[Henry/ could even quit talking about his Lorraine duke then,
because he could say now, 'It isn't yours nor his nor the Pope's
hell that we are all going to: it's my mother's and her mother's
and father's and their mother's and father's hell, and it isn't you
who are going there, but we, the three — no, four of us. And so
at least we will all be together where we belong, since even if
only he [Sutpen/ went there we would still have to be there too
since the three of us [Charles, Henry, and Judith/ are just
illusions that he begot. .. """

In portraying Henry Sutpen's search for transcendence of time through eternal
damnation, Quentin casts him in the role of a moral standard bearer and
antecedent for himself, as he gropes towards his own incestuous fantasy with
Caddy in the clean flame of Hell.

And so, according to Shreve's and Quentin's recounting, Henry confirms
his acceptahce of Bon's choice to marry his sister, and is thus ill-prepared to

confront his father, who appears it seems almost at the self-same moment.
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"To him [Henry] it is logical and natural that their father should
know of his and Bon's decision; that rapport of blood which
should bring Bon to decide to write, himself to agree to it and
their father to know of it at the samg identical instant, after a
period of four years, out of all time."” "

Sutpen seeks Henry out in the midst of the Southern retreat, and in a
borrowed Confederate tent Quentin and Shreve surmise that he instructs his son
concerning Judith's future:

"He [Charles] must not marry her, Henry. His mother's father
told me that her mother had been a Spanish woman. 1 believed

him; 1t was not until after he was born that I found out that his
mother was part negro."”~

As though by mental telepathy, Bon's response to Henry's return from the

interview with his father is:

"So it's the miscegenation, not the incest, which you can't bear?
... And he sent me no word? He did not ask you to send me to
him? No word to me, no word at all? That was all he had to do,
now, today; four years ago or at any time during the four years.
That was all. He would not have needed to ask it, require it, of
me. I would have offered it. I would have said, I will never see
her again before he could have asked it of me. He did not have
to do this, Henry. He didn't need to tell you I am a, pigger to
stop me. He could have stopped me without that. .. ."”"

And Henry's final, reluctant response to his father's revelation is, "he [Henrz]

knew what he would do; it now depended on what Bon would do, would force him

- 27
to do, since he knew that he would do it.,"”’

After the revelation of Bon's mixed blood, Quentin and Shreve picture
the dialogue and action between Henry and Charles as this new information

thrusts the two brothers into the role of deadly adversaries.

Henry looks at the pistol; now he is not only panting, he is
trembling; when he speaks now his voice is not even the
exhalation, it is the suffused and sufiocating inbreath itself:

-- You are my brother.

— No I'm not. I'm the nigger that's going to sleep with your
sister. Unless you stop me, Henry. . ..

— Do it now, Henry, he says.
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Henry whirls; in the same motion he hurls the pistol from him
and stoops again, gripping Bon by both shoulders, panting.

— You shall not! he says. -- You shail not! Do you hear me?

Bon does not move beneath the gripping hands; he sits
motionless, with his faint fixed grimace; his voice Is gentler than
that first breath in which the pine branches began to move a
little: 38

- You will have to stop me, Henry.

And Shreve and Quentin marvel over the fact that Bon did not simply slip away,
knowing then what Henry felt his duty to be. But instead, according to their
surmise, the two soldiers returned from the army together, arriving at the front
gate of "Sutpen's Hundred" before Henry could bring himself to kill his brother.
According to the reconstructed story
". .. maybe he [Charles/ even went to Henry and said, 'I'm

going, Henry' and maybe they left together and rode side by side

dodging Yankee patrols all the way back to Mississippi and right

up to that gate; side by side and it was only then that one of

them ever rode ahead or dropped behind and that only then

Henry spurred ahead and turned his horse to face Bon ggd took

out the pistol; and Judith and Clytie heard the shot. .. ."
And ultimately identifying with Bon's sorrow and sensitivity, Quentin and Shreve
attribute an ironic but compassionate last gesture to him, the ydung man who has
gambled and lost everything in his search for paternal recognition. In the metal
case which Judith had given him to enclose her picture, the picture of Bon's
octoroon mistress and child was found. Shreve believes and Quentin agrees that:

"... It was because he [Charles/ said to himself, 'If Henry

dont mean what he said, it will be all right; I can take it [the

octoroon's picture/ out and destroy it. But if he does mean what

he said, it will be the only way I will have to say to her [Judith],

I was no good; do not grieve for me.' Aint that right? Aint it?
By God, aint it?"

"Yes," Quentin said.l'to
In analyzing Henry's choices, Quentin as a Southerner who lives by the
same racial code, cannot overlook the miscegenation block any more easily than

Henry had been able to. Rather than focusing on Henry's concept of racial purity,
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however, Quentin fixates on his sister's sexual purity as symbolic of the Southern
code of proper etiquette. Because of his desire to protect his sister's tarnished
purity, a desire linking him with Henry and the action of the murder to guard
Judith's purity, Quentin finds himself arrested in past time with an inherent
conflict created between the Southern moral imperative to preserve the purity of
race and the Biblical injunction against murder. Quentin is thus unable to form an
independent moral judgment on Henry's decision to murder his half brother.

In his interview with Miss Rosa in September, 1909, Quentin finds that
both he and she have balked in comprehending the story at exactly the same point.
For both cf them time has stopped at the moment of Charles Bon's death — for
Rosa, the death deprived Judith of a marriage in which Rosa felt she was
imaginatively participating; for Quentin the death is symbolic in terms of setting
a moral and ethical standard of action which he will incorporate into his own life.

As Miss Rosa attempts to describe the moment of Bon's death, which
stopped time for the rest of her life, she says that she was

able to learn nothing save this: a shot heard, faint and far away
and even direction and source indeterminate, by two women ...
[Judith and Clytie/ alone in a rotting house where no man's
footstep had sounded in two years — a shot, then an interval of
aghast surmise above the cloth and needles which engaged them,
then feet, in the hall and then on the stairs, running, hurrying,
the feet of a man: and Judith with just time to snatch up the
unfinished dress and hold it before her as the door burst open
upon her brother, the wild murderer whom she had not seen in
four years and whom she believed to be ... a thousand miles
away: and then the two of them, the two accursed children on
whom the first blow of their devil's heritage had but that

moment fallen, looking at pne another across the up-raised and
un-finished wedding dress. =

And in the midst of Rosa's narrative, Quentin identifies with Rosa's "aghast
surmise,”" and time for him too has become arrested at the moment of Bon's
murder. Faulkner's narrative voice describes Quentin's amazement and inability

to continue digesting Rosa's narrative:
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-..Quentin was not listening, because there was also
something which he too could not pass -- that door, the running
feet on the stairs beyond it almost a continuation of the faint
shot, two women, the negress and the white girl in her
underthings . . . pausing, looking at the door, the yellowed
creamy mass of old intricate satin and lace spread carefully on
the bed and then caught swiftly up by the white girl and held
before her as the door crashed in and the brother stood there,
hatless, with his shaggy bayonet-trimmed hair, his gaunt worn
unshaven face, his patched and faded gray tunic, the pistol still
hanging against his flank: the two of them, brother and sister,
curiously alike as if the difference in sex had merely sharpened
the common blood to a terrific, and almost unbearable,
similarity, speaking to one another in short brief staccato
sentences like slaps, as if they stood breast to breast striking one
another in turn neither making any attempt to guard against the
blows.

Now you cant marry him.

Why cant I marry him?

Because he's dead.

Dead?

Yes. Ikilled him.

He [Quentin/ couldn't pass that.

42

With his ambivalence of moral values concerning Henry's action,
Quentin's mind thus becomes fixated on this imaginary scene. Quentin believes
that if he can situate such a highly problematical scene properly within a
historical and moral context, it will be possible for him to comprehend it,
integrate his life around it, an.d become active in life himself. He would have to
attain a perspective independent of the fixed precepts which have been instilled in
him as a Southerner in order to be able to reenter the moving stream of life.

Quentin realizes, therefore, that it is essential for him to determine
his own moral stance in regard to Henry's decision to murder Charles. In so doing
he will thereby formulate a perspective on the ethical norm underlying the
Southern social code, which dictates separation of the races. But Quentin is able"
to identify not only with Henry's acceptance of incest in permitting the marriage
of Judith and Bon, but with Henry’s refusal to condone the impurity of
miscegenation as well. Thus, in the actions of both Henry and Quentin there is a

reflection of the pre-Civil War ethical system of the South, with its absolute
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distinction between black and white, the acceptance of which dictates a stoic
posture based on principle, rather than a loving Christian response to humanity.
Without Quentin's momentary encounter with the wasted form of Henry
Sutpen at "Sutpen's Hundred,” he could never have learned the essential bit of
information about Charles Bon's racial heritage, to which Faulkner had previously
alluded, but never facfuauy stated. By allowing the information of Bon's mixed
blood to be directly imparted from Henry to Quentin, Faulkner dramatically
constructs a psychological impasse in Quentin's mind, which results in moral
ambivalence concerning the proper course of action for a gentleman to take to
defend his sister's honor against the taint of racial impurity. This ambivalence
helps explain the final anguished cry, "I dont hate it! I dont hate it!," referring to

Y

the South, because Quentin both loves his region for its chivalric ideals, and hates
43

it for elevating ideals of form over the moral substance of human life or death.

In trying to understand Quentin's identification with Henry's dilemma,
Shreve hopes to unravel the legacy of the South's code of values, and the feeling
of allegiance that it inspires despite logical analysis and moral judgment. He
pleads with Quentin:

"". .. I just want to understand it [the South/ if I can . .. What

is it? something you live and breathe in like air? a kind of
vacuum filled with wraithlike and indomitable anger and pride
and glory at and in happenings that occurred and ceased fifty
years ago? a kind of entailed birthright father and e and
father and son of never forgiving General Sherman .. .?"

As Quentin's interlocutor and partner in dialogue, Shreve not only
creates the hypothesis that it was the color bar which precipitated the murder and
the subsequent disintegration of the Sutpen dynasty, but through a process of
dynamic logic untainted with Southern moral prejudices, he is able to emerge with

an image of the future, which completely transcends Quentin's time-block. "I

think," Shreve says, " that in time the Jim Bonds are going to conquer the Western
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hemisphere. . . . And so in a few thousand years, I who regard you will also have
sprung from the loins of African kings."l|L5 Despite Shreve's aid, and the
imaginative creation of the missing portions of the story that they concoct
together, however, Quentin is nof able to accede to the vision of a future which is
completely unacceptable in terms of Southern values and expectations. He is
therefore unable to progress beyond the moral and intellectual confusion and
46

despair he feels concerning Henry's action.

It is later in The Sound and the Fury that Quentin ultimately makes his

choice and opts for the safety and security of the Southern traditions of the past,
repudiating the Quentin preparing to enter Harvard, and embracing the Quentin
"who was still too young to deserve yet to be a ghost, but nevertheless having to

47

be one for all that."™ Renouncing his former efforts to reconstruct the reality of

Sutpen's life historiographically in Absalom, Absalom!, in The Sound and the Fury

Quentin finds himself living in the midst of a distorted and neurotic fantasy of
incest with his sister. Rather than formulating words that can reflect life and
action in art, Quentin attempts to remove himself from reality and the anguish it
causes by creating ideas that might forever rest "symmetrical above the flesh”
through his death.‘JLS When he finds it impossible in his own life to protect Caddy's
virtue by rising to the final tragic and chivalric heights that Henry attained in
defending Judith's honor through murder, he decides to commit suicide to validate
49

his idealistic beliefs and the codes of past behavior.

The Quentin Compson of The Sound and the Fury would thus agree with

the speaker in Eliot's "Four Quartets" that in order to achieve transcendent
consciousness one must not be in time. To soar beyond time he is willing to
sacrifice himself and all of the moments of his past in ordér to erase them from
memory. Faulkner portrays him as a self-conscious and impotent Prufrock figure,
attempting to achieve immortality through sin rather than through heroic virtue,

manifesting an inverted form of the malady that possessed Don Quixote.



207

In the ambivalence which develops between the vision of an idealized
existence in the South, in which Quentin would like to believe, and the dismal
realities in the lives of those around him that he cannot forget or change, he
becomes immobilized. In attempting to identify with the aristocratic ideals which
have been imparted to him as a representative of Southern culture, his
imagination merges with the static element of Southern aristocratic life, which
remained fixed and unchanging despite the rapid and chaotic changes in the world
of reality. His inability to emerge with a moral explanation for Sutpen's failure to

establish a dynasty in the Southern tradition in Absalom, Absalom! can be

attributed partly to his ethical confusion concerning the manner in which his ideal
view of Southern life is constantly counteracted by his realistic knowledge of
. 50

what it is and has been.

Thus in Absalom, Absalom! Quentin serves two aesthetic purposes. In

addition to being the narrator through whose insight the story is related, he is also
the chief impediment to the ongoing motion of life in the book, which he
artificially arres_ts, because he refuses to accept the inevitable realities of life.
And ultimately the reader is left with the same moral interpretations that
confront Quentin and Shreve.5 1

In analyzing Quentin's effort to use the Sutpen saga to attempt to find
his own unity of being, it is evident that he progresses from an idealization of
Thomas Sutpen as exemplary of the vision and material values characterizing the
outstanding members of Southern society, to a conception of him as an egomaniac
attempting to realize his "design" through the destruction of other human beings.
Ultimately, although he had grown up being taught to consider Sutpen as
"tt‘ash,"52 Quentin becomes aware that Sutpen far surpassed the dreams and

accomplishments of the generations of his own family. In a letter to Malcolm

Cowley, Faulkner elaborated on Quentin's view of Sutpen:
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He /Quentin/ grieved and regretted the passing of an order the
dispossessor of which he was not tough enough to withstand. But
more he grieved the fact (because he hated and feared the
portentous symptom) that a man like Sutpen, who to Quentin was
trash, originless, could not only have dreamed so high, but have
had the force and strength to have failed so grandly.

Quentin, however, ultimately becomes aware that Sutpen's fatal flaw of

inhumanity is a form of moral blindness similar to the Southern social code of

inequality manifested in the institution of slavery and social prejudice.sl*

As Quentin gradually reaches an understanding of Sutpen's perspective
on life and on human beings, who simply serve as tools to help achieve his design,
he also comprehends how all Southerners might find it possible to identify with
the Sutpen objectives, which are derived from the plantation model of Squthern
mzterial success. Quentin describes the admirable side of Sutpen's character as

revealing

"that morality which would not permit him to malign or traduce
the memory of his first wife, or at least the memory of the
marriage even though he felt that he had been tricked by it, not
even to an acquaintance in whose confidence and discretion he
trusted enough to wish to justify himself, not even to his son by
another marriage in order to preserve the status of his life's
attainment and desire, except as a last resort. Not tg%t he
would hesitate then, Grandfather said: but not until then."

And Quentin recognizes the doggedly determined aspect of Sutpen's will, which

directed him to act slowly and deliberately:

"he did not give up. He never did give up; Grandfather said that
his subsequent actions (the fact that for a time he did nothing
and so perhaps helped to bring about the very situation [Charles
Bon's marriage to Judith/ which he dreaded) were not the result
of any failing of courage or shrewdness or ruthlessness, but were
the result of his conviction that it had all come from a mistake
and until he discovered what that mistake had been he did not

intend to risk making another one."
Thus, Quentin ultimately finds it impossible to act as Sutpen's judge,

and his empathy is dearly bought at the cost of his unity of being in the future.
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His final statement of love and hatred for the South at the end of the novel
reflects his realization of the terrible consequences of man's inhumanity to man, a
fatal sin found at the base of Sutpen's fall and underlying the defeat of the entire

South.

The Absence of Transcendent Insight in Absalom, Absalom!

The choices presented in Absalom, Absalom! -~ the decision that must

be made between the existing Southern social tradition and man's responsibility to
man — are the ones that affect not only Sutpen as the man of action, and Quentin
as the man of interpretation, but the two other narrators, Miss Rosa and
Mr. Compson, as well. Each of them is free to interpret the lesson of the past,
and either to accept it or to revise it according to his or her emotional needs and
the requirements of the present. And all of the narrators sequentially reveal their
lack of appreciation of the need for responsibility to mankind.

Miss Rosa formulates moral judgements on events long before they
occur, then in her self-délusion, iurns to the past to justify hex.' static pose.
Although she may be discounted as simply another romantic idealist indulging
herself in the dream of art, because the dream she selects is that of aestheticism,
she is able to achieve the artist's aim of arresting and freezing the motion of life.
Although she seems to be a shrill and brittle figure possessed by the demons of the
past, her message is of central significance to the method and the theme of

Absalom, Absalom! Not only does her particular situation and her evaluation of it

symbolize the goal of the artist, but in her arrested state, she serves as a foil
against which the energy and motion of life can be silhouetted. And most
importantly, she becomes the mouthpiece for Quentin when she acknowledges the
fact that she has not been able to progress beyond the outrage she feels

concerning the murder of Charles Bon. She explains:
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"There are some things which happen to us which the intelligence
and the senses refuse just as the stomach sometimes refuses
what the palate has accepted but which digestion cannot
compass -- occurrences which stop us dead as though by some
impalpable intervention, like a sheet of glass through which we
watch all subsequent events transpire as though in a soundless
vacuum, and fade, vanish; are gone, legving us immobile,
impotent, helpless; fixed, until we can die."””

Quentin is described periectly in Miss Rosa's analysis of herself and her
own feeling of outrage. Together they are ghosts who are forced to stare at the
action of life through a "sheet of giass" separat.ing them from "events [that/
transpire . . . in a soundless vacuum," leaving them "immobile . . . until [they] can
die." Although Quentin never explains or confides the reason for his perspective
on life to the reader, Miss Rosa's point of view, and her compulsive memories and
meditations provide the insights needed to describe him and his potentially
artistic role.58

In a highly complex passage in which Faulkner uses both stylistic and
structural antitheses, Rosa attempts to articulate her concept of the unreality of
life as it is actively lived versus the central significance of the dream which she
conjures up of the past and to which she has devoted her life. In expressing the
centrality of the dream, Rosa characterizes not only herself, but Quentin, Sutpen,
and all of Faulkner's other isolated figures whose lives are subsumed in
abstraction and unreality. In a passage with many Proustian parallels, Miss Rosa
states:

"...living is one constant and perpetual instant when the
arras-veil before what-js-to-be hangs docile and even glad to
the lightest naked thrust if we had dared, were brave enough
- . . to make the rending gash ... but is that true wisdom which
can comprehend that there is a might-have-been which is more
true than truth, from which the dreamer, waking, says not 'Did I

but dream?' but rather says, indicts high heaven's very sglf with:
'Why did I wake since waking I shall never sleep again?' "~
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Although Marcel comes to have faith in the necessity of relying on his dreams to
provide him with rich subconscious images with which to create artistic
metaphors, Miss Rosa and Quentin are both unable to analyze their dreams and
take the next step of relating them to reality through the creation of art. They
are arrested in a form ;>f transcendent time in their imaginations, without being
able to complete the loop and confront reality creatively.

In contrast with Quentin's and Miss Rosa's preference for arrested time
in the past, Mr. Compson has a clear but cynical view of the necessity for an
active human struggle against the passage of time, comprehending the difference
between man's basic instincts and the various forms of abstractions with which he
can delude himself. But Mr. Compson sidesteps involvement in life by choosing to
play the role of ironic commentator, thereby allowing the social reality to
continue existing as a status quo. Although he follows the forms of the Southern
social code, he fails to invest the code with lasting symbolic significance - an

attitude he reveals in The Sound and the Fury, when he talks about the ultimate

irrelevance of virginity:

Because [virginity] means less to women, Father said ... It's

like death: only a state in which the others are left and I said,

But to believe it doesn't matter anélohe said, That's what's so sad

about anything: not only virginity.
Thus, Mr. Compson discounts any enduring significance in the code of chivalry
underlying the Southern tradition, while at the same time making no effort to
replace his nihilism with a sense of man's responsibility to man. If he had been
capable of devising a philosophy stressing the importance of human communion in

the reality of time, it might have had some impact upon Quentin's final decision

to end his life.
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Failure to Attain Unity of Being and Continuity of Time
In The Sound and the Fury

During Quentin's revery that continues throughout his last hours in the

pages of The Sound and the Fury it becomes apparent that he has failed in

aitempting to attain unity of being through his historiographical rendering of the

Sutpen story in Absalom, Absalom! Like all of the other members of the Compson

family, he has retreated into his separate world, directed by selfish identification
with the ideals of the past. In his sense of outrage over Caddy's promiscusus
behavior, Quentin has become totally focused on his sister's loss of sexual purity.
Because virginity is a concept that he associates with virtue and honor, and he
believes it is also physically present in Caddy, the symbolic significance of
virginity create§ a fragile link between his idealistic, verbal world and the world
of actual experience.

As one of Faulkner's poets manque's, Quentin first attempts to seek
refuge in the "frail vessel" of Caddy, only to realize that her sexuality, which
links her with time and maturation, repels him. He asks her bitterly, "Why must

you do like nigger women do in the pasture the dark wood hot hidden
61

furious. . . The smell of honeysuckle, which he at first associates with youth
and innocence is later associated with sex, and its fragrance overwhe!ms him with
nausea. Thus in his embodiment of antipathy for the material, physical world,
Quentin manifests the moral sensibility which Faulkner associates with the
fastidious aesthete. 62

With his emotional responses triggered by idealistic concepts, however,
Quentin is actually incapable of loving any human being, including Caddy. His
desire to transform her promiscuous sexuality into their act of incest is not to

serve as a symbol of love shared illicitly, but rather an attempt to coerce

experience into conforming with his mode of thought. Instead of having Caddy
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serve as the symbol of Compson honor, together they might sin and symbolize the
inversion of family honor. Having thus established Caddy as symbolic of both
Compson and Southern honor, the loss of her virginity (unless he can elevate it to
great mythical significance) presages the complete destruction of the precarious
ethical structure through which he had hoped to unite the past with the present.

In conjuring up the concept of incest as a means of explaining Caddy's
promiscuity, Quentin again reveals his role as the artist in relying on the grandeur
of myths from the past to explain and ennoble his present anguish. Unable to
change his memory of past events, or to forget them, he attempts by sheer force
of will to alter the facts. Inventing an act that would intensify their identity as
members of the Compson family, rather than discarding the family assodation,
Quentin attempts to persuade his father that Caddy's promiscuous acts have been
with him.

", .. if things just finished themselves. Nobedy else there but
her and me. If we could just have done something so dreadful

that they would have fled hell except us. 1 have committed
incest I said Father it was I it was not Dalton Ames."

Obsessed with the perverted beauty of an incestuous relationship with Caddy, a
sinful liaison capable of stopping time for eternity and enabling him to escape
from his sense of its passage, Quentin muses while watching the river and
contemplating his suicide:

If it could just be a hell beyond that: the clean flame the two of

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

then the two of us amid the pointing and the horror beyond the
clean flame....

If 2 sin of this magnitude could be projected upon the past, Caddy's
promiscuity would be transformed into an evil of such proportions that the "moral
failure would be exorcised, and an unbreakable bond created between brother and

sister."65 Quentin's efforts are thus to find a wicked act capable of bequeathing a



214

kind of moral significance, if only a negative one, to the meaninglessness of the
past. But when Mr. Compson refuses to believe in the validity of his myth of
incest, Quentin fails in his effort to recreate the past in a credible, aesthetic
form he can bear to live with. His father understands that his real intention is "to
sublimate a piece of natural human folly into a horror and then exorcise it with
the ‘cruth."66
In defiance of his father's cynicism, Quentin's efforts are devoted to
forcing those around him to embody his romantic conceptions. Attempting to cast
himself in the role of the chivalric knight protecting Caddy’s virtue, Quentin
remembers his ignominious defeat at the hands of Dalton Ames:
I hit himn I was still trying to hit him long after he was holding
my wrists but I still tried then it was like I was looking at him
through a piece of coloured glass I could hear my blood and then
I could see the sky again and branches against it and the sun
slanting through them and he holding me on my feet.. ..
. -.1 feit almost good'...even when after a while 1 knew
that he hadnt hit me that he had lied about g.;lat for her sake too
and that I had just passed out like a girl. ...
Quentin's effort to live up to heroic and chivalric role is strikingly contrasted with
Dalton Ames's judgment on women following his confrontation with Quentin.
"Theyre all bitches,” Ames said.68
Having no ability to transform the principles of his code of conduct into
significant action, Quentin is therefore able to operate only on the verbal level.
At the time of Caddy's engagement to Herbert Head, he expresses his sense of
anger and frustration in an imaginary duel, in which he imagines himself shooting

her fiance's voice rather than the man himself. In his memory he hears himself .

explaining, "Quentin has shot Herbert he shot his voice through the floor of

Caddy's room.. .."6? Realization of the link between mature sexuality and life

ultimately drives him to suicide.”0

In The Sound and the Fury Quentin's first two viable options are to

accept the passage of time and the loss of innocence it entails in an existential
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spirit of faith, or to dwell in the childhood reality he remembers from the past, by
which he feels disillusioned and baffled. Resembling his father in finding no
meaning in the future, and declining to retreat into the pain of the past, Quentin
realizes that in order to escape his anguish at the prospect of prolonging
existence, his third option is to transcend time altogether through death.

On the morning of his last day, Quentin sees a schooner followed by
three gulls, and contemplates the relation of time to space. He notices that the

71 and feels that if

gulls are "hovering above the stern like toys on invisible wires,"
he can just escape chronological time, he can avoid being like the gulls in their
static relation to the schooner, and be both free and eternally outside of time and
space.72 The alternative is remaining alive and consciously in time, and thus
living out his father's cynical prophecy that
«+.a man is the sum of his misfortunes. One day you'd think
misfortune wo}éld get tired, but then time is your
misfortune. ...
And again ---
Man is the sum of his climactic experiences Father said. Man is
the sum of what have you. A problem in impure properties
carriedmtediously to’ an unvarying nil: statement of dust and
desire.
Mr. Compson's philosophy is based on the premise that rather than being what he
is, man is what he was; thus, logically, if the past becomes unbearable, life itself
becomes impossible to continue.75
A sense of self-conscious despair is the inheritance Quentin receives
from his father's cynical outlook on life. Mr. Compson's suggestion is that
Quentin should completely surrender to time, to the mechanical sequence of

events, which is symbolized by the ticking of his grandfather's watch. In giving

Quentin the watch, Mr. Compson makes the point of passing on a legacy:
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"Quentin, I give you the mausoleum of all hope and desire; it's

rather excruciating-ly apt that you will use it to gain the

reducto absurdum of all human experience which can fit your

individual needs no better than it fitted his or his father's i give

it to you not that you may remember time, but that you might

forget it now and then for a moment and not spend all your

breath trying to conquer it. Because no battle is ever won he

said. They are not even fought. The field only reveals to man

his own folly and d;gpair, and victory is an illusion of

philosophers and fools." :
In saying "no battle is ever won," Mr. Compson reveals the source of his cynicism,
which is based on the sense of defeat, both individually and as a member of a
society whose values were defeated and overruled. According to his perspective a
renewal of effort is discounted as hopeless. Absorption in the past seems to come
as a natural development for him and for all who belong to a society which has
lost touch with its original set of values, without having been able to replace them
with others that are meaningful. For the members of such decadent societies the
past becomes romanticized, and although there may still be concern for moral
value, it finds no focus for application, and in its frustration, becomes self-
destructive.77

Believing that life will only reveal his own "folly and despair," Quentin

begins to conceive of linear time in terms of the mechanics of clocks and
watches, which become the symbols of his obsession with chronology. He
comments sorrowiully, reflecting his final inability to come to terms with time in
his personal life:

Father says clocks slay time. He said time is dead as long as it

is being clicked off by7'§tt1e wheels; cnly when the clock stops

does time come to life.
Quentin then muses: "A gull on an invisible wire attached through space dragged.
You carry the symbol of your frustrations into eternity", which creates an image

of eternal entrapment in time.so

Thus he comes to believe that the only solution
to his current unhappiness may be to escape consciousness of linear and durational

time through suicide, thereby entering the transcendent realm.31
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Quentin's immediate temporal goal, therefore, is to transcend and
escape the sense of time, either temporarily through sleep or permanently in
death. Success in escaping from time would accomplish two objectives. The
passage of time would thereby be prevented from diminishing his pain over
Caddy's promiscuity through oblivion; and paradoxically, he could avoid the time
that he has set for his suicide, an action he knows will eternally remove him from
consciousness of the passage of time. He unrealistically hopes that he can
successfully forget time before the appointed hour approaches, so that he can
remain alive and nurture his sorrow forever. Otherwise the hour will arrive, and
he will have to kill himself in order to transcend time. This is the cause of
Quentin's efforts throughout his section not to find out what time it is. As in the
case of most suicides, the logic Quentin uses in approaching his is invertec!.81

All through the day the reader follows Quentin as he attempts to forget
time by escaping the evidence provided by clocks and watches. First he breaks
the watch passed down in his family, but when the watch continues to tick, he
realizes that time continues, and he can neither escape the passage of it or the
approach of his own doom. The basic opposition in Quentin's mind is between the
"temporal" and the "eternal,” and his real obsession is a wish to be removed from
the temporal to enter eternity. In the "eternal" state, space, time, motion and
change are transcended, and the result in "an infinitely prolonged specious
presen‘c,“82 or a mystical experience of the Absolute, which is beyond the
contfadicﬂons of time and space. With the dominance of idealism in Quentin's
mind, the intense desire for mystical union with the Absolute is understandable, as
is the concept of frozen or "Eternal" time in which to enjoy his perfect bliss.83

The episode of Quentin in the jeweler's shop reveals all of the

conflicting emotions in his reaction to time. Although he is able to pass by the

shop at first by glancing away, he soon calculates the time "high up in the sun,"
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forcing him tc think of time again, and he returns to the shop. Using his own
watch as an excuse, Quentin inquires if "any of those watches in the window are
right? He wants to believe that the watches only measure apparent (abstract)
time, and therefore lie by showing the opposite of real (inner) time. His hope is
that if there is only apparent time in the weorld, he may be able to get into real
time without having to commit suicide. But he realizes that ultimately he cannot
escape, that the jeweler's shop is a microcosm of the world which is filled with
false time. The only escape from false time is to leave the shop. "I went out," he
says, "shutting the door upon the ticking." Since his constant reference is to
death as a door, the symbolism is evident -- going out the door to stop the ticking
is parallel to going out the door of death in order to escape time.sq'

Revealing himself to be a direct descendant of the many purity-
obsessed characters in American literature, and by professing belief in an
aesthetic of lifeless purity which refuses any engagement with reality, Quentin is
unable to formulate an adequate vision of life, and emerges instead with an

86

aesthetic of death,85 the ultimate obstacle of the fulfillment of love. In the

Appendix to The Sound and the Fury, Faulkner acknowledges that Quentin is in

love with death and anticipates it as one does a lover. He describes Quentin as he

who loved death above all, who loved only death, loved and lived
in a deliberate and almost perverted anticipation of death as a
lover loves and deliberately refrains from the waiting willing
friendly tender incredible body of his beloved, until he can no
longer bear not the refraining but tév; restraint and so flings,
hurls himself, relinquishing, drowning.

Thus, Quentin's tragic moral flaw ultimately lies in a peculiarly stoic
emphasis of the abstract chivalric code over the reality of daily living and the

reality of those surrounding him.38

He is actually in love not with Caddy, but
with the abstract ideal of love. He can therefore welcome the taboo of incest

that bars any real expression of love between them, and his willingness to be
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sentenced with Caddy to purgatory for their sin is really a wish for total isolation
from life "in the clean flame of Hell ... out of the loud v\rf:,-rld."89 In Quentin's
quest for permanence, to remove himself and Caddy from the movement of the
world and from their own sexuality, which was symbolic of change, he dreams of
an eternal stasis, which he is forced to conceive of as Heil itself. And once
Quentin has set himself on the path towards immobility and death, incest is the
only sin he can conceive of as having the proper tragic grandeur to counterbalance
his choice of suicide.

Thus, through the force of his will, Quentin's goal is to conquer time
and impose his own puritanical judgment upon Caddy's actions that were more
folly than sin. His incestuous goals seem to have an egccentric origin and an
abstract element which characterizes them as a form of narcissism expressed as

90 In his effort to create values in the mechanical

"moral auto-eroticism."
passage of time, it seems that his excessive ego is the corrupting force. His life
is devoted to a sort of selfish and self-conscious puritanism, which he ends in an
"apotheosis of self-<:onsc:iousness."9l

In analyzing Quentin's character, the sophistry of his despair, which the
French critics failed to recognize, becomes evident. His system antecedes his
experience, a characteristic which is ironically in keeping with the French
mentality; but in Quentin's case, the system is upheld in defiance of experience,
ultimately becoming the source of his destruction. His ethical order is one that is
finally based only on words, on "fine, dead sounds," the meaning of which he lacks

9

the experience to learn. 2 Quentin's moral humanism driven by romantic egoism

ultimately reaches the point where he must destroy the real world in order to
retain its abstract perfection within his mind.?3
In the imaginative reconstruction of Quentin's dialogue with his father

concerning the possibility of suicide, however, it is apparent that Mr. Compson's
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arguments are out of touch with his son's idealistic straining towards death as an
absolute means of preserving the concept of Caddy's purity. Immediately before
his death Quentin reminisces, and envisions his father saying:
«+«+ N0 you will not do that until you come to believe that

even she was not quite worth despair perhaps and i will never do

that nobody knows what i know and he i think youd better go on

up to cambridge right away . .. and i suppose i realise what you

believe i will realise up there next week or next month and he

then you will remember that for you to go to harvard has been

your mothers dream since you were born and no compson has

ever disappointed a lady and i temporary it will be better for me

for all of us and he every man is the arbiter of his own virtues

but let no man prescribe for another mans wellbeing and i

temporary and he was the saddest word of all there is nothing

else in ;};\e world its not despair until time its not even time until

it was.

From his father's comments such as, "you will not do that [commit
suicide]/ until you come to believe that even she was not quite worth despair,"
Quentin realizes that Mr. Compson's cynicism prevents him from understanding
the intensity of his son's desire to escape from time and its memories of Caddy's
dishonor. In his total focus on the reality of past time, Mr. Compson remarks, "its
not despair until time its not even time until it was," a statement which acts as a
final persuasion for Quention in his thoughts of suicide. If time only exists in the
past, and the past is unbearable for Quentin, then there is every reason to
transcend it through death. Quentin thus tries frequently to think of himself as
already dead or to say to himself that he soon will be dead.

Quentin's discovery that life is chaos, that nothing really happens, and.
that there is no indication of a shape, ultimately casts him into the role of
existential hero. Unlike the Bergsonian man, who has the courage to understand
and face such a monotonous succession of days while declining to order the
monotony with fallacious conceptions which give an artificial sense of purpose,

however, Quentin refuses to accept the chaos of life, preferring to terminate it

himself.97
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and face such a monotonous succession of days while declining to order the
monotony with fallacious conceptions which give an artificial sense of purpose,
however, Quentin refuses to accept the chaos of life, preferring to terminate it
himself.”

There is no realistic solution for Quentin's major dilemma, his
awareness that with the passage of time the reality of Caddy's past promiscuity,
no matter how sinful, will inevitably be forgotten. His view of life corroborates
Sartre's statement that "Faulkner's vision of the world can be compared to that of
a man sitting in an open car and looking backward,"96 for Quentin ultimately feels
it is worth it to leap out of the car, out of time itself, in order to preserve his
vision of lifelong purity.97

He decides‘ to take his final gamble when he feels despair itself slowly
slipping away, which he alludes to in the statement, "It's not when you realize that
nothing can help you -- religion, pride, anything -- it's when you realize that you
don't need any aid."98 Quentin realizes that "even his horror at Caddy's
promiscuity is mortal and can [onlyJ be seé:ured for eternity by the destruction of

time itself."99

But finally, following on the heels of his complaint about man's
inability to do anything really "dreadful," it is fear of the meaninglessness of life
rather than avoidance of despair that ultimately provides the motivation for
Quentin's suicide and moral failure to attain unity of being.

With his thoughts filled with the notion of escaping his own shadow
which he associates with death, and with a feeling of attraction and repulsion
towards the water in which he plans to drown himself, time stops for Quentin as
he stands on the bridge over the Charles River, musing

The shadow of the bridge, the tiers of railing, my shadow leaning
flat upon the water, so easily had I tricked it that it would not
quit me. At least fifty feet it was, and if I only had something

to blot it into the water, holding it until it was drowned...
Niggers say a drowned man's shadow was watching for him in the
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ultimate goal, he nevertheless remembers the life-giving force of Dilsey's
personality, and what a practical, commonsense reaction she would have to what

he was about to do.

Elements of Transcendence in The Sound and the Fury

After reading The Sound and the Fury, and analyzing each of the

sections within the context of the novel, one realizes that there can be no truth
without an involvement of the imagination -- that truth emerges only from an
active engagement of the mind with reality. From the failure of Benjy's static
objective reality, which cannot represent a truth because his view does not
incorporate the world's movement, we proceed to discover the failure of Quentin's
and Jason's efforts to achieve truth through subjective means. In their cases
imagination is erﬁployed as the agent of a contorted mode of thought which they
impose on experience. The result is the failure of their narratives, which are
based on their failed versions of truth.

While the Compsons all attempt to some degree to deny their
involvement in the sequence of natural events, at the same time manipulating
experience to justify their preconceived ideas, both Caddy and Benjy test the
family's ability to dea! with their problems in a concerned, understanding, and
forgiving manner, the one through flaunting society's norms, the other through
existence on a subhuman level. Quentin, as well as the rest of the ‘family, fails in
his dealings with them both. Only Dilsey, as one who realizes and acts out her

101 She is open to

humanity, represents the ethical norm in a loveless household.
acceptance of whatever time may bring. Her method of creating order out of
disorder is to work with circumstances instead of against them, and to adjust
herself to change. She has an instinctive attitude that whatever the vicissitude, it

must be confronted with courage and dignity, rather than with pessimism or
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passivity. Revealing that the only possible way to live with time is to be
preoccupied with the present, Dilsey's dealings with the past are with that
tangible portion of it which is caught up in the present, without trying to make it
endure forever (in Quentin's manner), or trying actively to avoid it (as Jason
attempts to do). Dilsey's existence as an ethical norm does not depend upon an
abstract systel;n or code of behavior. Simply by her existence and through her
actions, the reader becomes instinctively aware not only of her pain and suffering,
but of her endurance and permanence in change.102

In the contrasting perspectives created among Quentin's abstractions
and final withdrawal from life, Dilsey's stoicism, and the preacher's vision of "de
power en de glory,"” Faulkner's moral concerns become evident. The preacher
transcends his insignificance and manages to translate time into concrete
religious experience, which is in direct opposition to Quentin's abstraction of time
into fragmented segments. In the characterization of Dilsey and the minister,
Faulkner introduces the possibility offered by the paradox of religious faith,
through which one can resist the passage of time by never struggling against
it.103

Dilsey's vision of "de first en de last" becomes a basic religious insight
into the unity of all human experience. At the root of her vision is the power of
human love, which is reflected in that of the preacher. In its projection outward,
religious love can redeem the individual and protect him against the passage of
time. Religion, in its primitive aspect, retains this redemptive, motivating force;
whereas, when it is projecteld inward, love becomes egoistic and self-destructive.

In his sermon, the preacher becomes '"nothing,"” and lifts his face
towards a reality that exists beyond the divisions of time, which he perceives as

the reality of redeeming love. In contrast to the preacher's transcendence of time

through belief in the universal aspect of love, Quentin chooses fragmentation and
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the nothingness of extinction. It is the concept of time as enclosed in his own

egoism, which ultimately destroys Quentin.mq

Faulkner's Successful Aesthetic Form Reveals
Quentin's Moral Failure
Ultimately Faulkner's intellectual figures, of whom Quentin is the most
fully developed example, are used as "arrested characters" or human artifacts
presented in the same way as arrested moments, in order to reveal the motion of
life in conilict with their static, fixed position.19? Yet Faulkner's aesthetic

reconstruction of Quentin's temporal fragmentation in Absalom, Absalom! and The

Sound and the Fury paradoxically points towards his belief that "yesterday, today

and tomorrow are Is: Indivisible: One."106 For despite the fact that the dynamic
process of empathy operating in the present fails as a temporal vehicle to heal the
break between past and present in Quentin's perspective, in characters such as
Dilsey and the preacher, we see that men can attain a transcendent sense of time
based on belief in a universal reality that exists beyond all temporal divisions.
The transcendence that Faulkner believes possible is not the life-denying form
rejecting the passage of time, which is revealed in the lives of the isolated
intellectual protagonists, but rather transcendence of time through stoic sacrifice
or through the Christian experience of taking responsibility for oneself and others.
Although man can never free himself of the burden of his past, which he carries
with him at all times, yet he can conduct his constant struggle with past, present,
and future experience hopefully -- because all time, following the Bergsonian
belief, is constantly in the process of making and remaking itself as a unity.

In attempting to chart a course through the fragments of modern
existence, the theme of time, of the 'relation of past and future in the

responsibility of the present,"107 has thus become a philosophical consideration
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which seems to offer the possibility of attaining an all-embracing perspective on
life. Only when the passage of time can be accepted is one "prepared to face
history, to enter 'the awful responsibility of time.' w108

Ultimately, Faulkner's temporal perspective combines modern
consciousness of time as process with belief in the unity of all time. And through
the shaping power of his romantic imagination, Faulkner succeeds in producing
forms of fiction which embody a major form of unity within man's discontinuous
and multifaceted existence. The major lesson that Quentin fails to learn is the
lesson that Marcel as the evolving artist figure in Proust's work and Faulkner as
the artist himself gradually realize. This is the important aesthetic discovery
that transcendence of time can be attained through the creation of art, because

through art it is possible to manifest the assumption of a particular form of

responsibility for all mankind.
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lT.S. Eliot, "Four Quartets: Burnt Norton," in Collected Poems, 1909-

1962 (Franklin Center, Pa.: The Franklin Library, 1979), p. 180.

2Quem:in can be easily identified with the "procession of isolated,
doomed heroes" who appear throughout the history of the American novel,
including those in the works of Brockden Brown, Hawthorne, and Melville.
Calvinism, with its elements of stoicism, was a strong influence in creating this
type of character, about whose existence Richard Chase writes: "... nothing
appears to our American novelists to be more terrible than to have become
isolated or to have fallen victim to a cold, abstract hatred of life — nor . . . does
any deom call forth a more spontaneous admiration or require a more arduous
repudiation.” (See Richard Chase, The American Novel and its Tradition [Garden
City, N.Y.: Doubleday & Co., Inc., 19577, pp. 214-215.)

35ee David L. Minter, The Interpreted Design as a Structural Principle
(New Haven: Yale University Press, 1969).

q'Donald M. Kartiganer, "The Sound and the Fury and Faulkner's Quest
for Form," ELH, 37, No. 4 (December 1970), 638-639.

Faulkner's insistence upon engaging in a search for truth despite the
fragmentation of reality links his work with that of Wallace Stevens, and
differentiates their writing from that of modern poets of pure process, such as
Walt Whitman and William Carlos Williams. (See Kartiganer, 617.)

In "Notes toward a Supreme Fiction," Wallace Stevens acknowledges the
problem that occurs as he attempts to conform to Bergson's ideas — "Not to
impose, not to have reasoned at all" — and yet, at the same time he feels the need
to go beyond the mere process of recording "an endless succession of images and
registering a resilient capacity for wonder." (See Kartiganer, 617.) He insists on
participating in the creation of a supreme reality, which must reveal the process
of change, while at the same time being abstract. It must somehow draw forth
{rom the chaotic movement of the universe the fragmented elements which will
distinguish the private imagination and the moving world -- even if it is only for
the moment. This effort is much more than simply recording the motion of life
and the mind's effort to keep up with it, which is the effort involved in an art of
sheer process.

Although process art restores integrity to reality, it fails to identify the
dignity of man, a goal that is essential to both Wallace Stevens and to Faulkner.
As opposed to the simple recording of life's motion in process art, the alternative
is an aesthetic of constant creation and searching for a "Supreme Fiction" in the
face of the vanishing boundaries of reality. It is a potentially tragic art in its
effort to bind together the unyielding polarities of motion and form. (See
Kartiganer, pp. 617-618.)

5In his quest for form, Faulkner interrelates themes and character
types, and in his best work he refuses to use the analytical mode, or any artificial
conceptual structure which gives only a facsimile of movement. He seeks a
conversion from within as though compelling his fiction into the discovery of unity
in its paradoxical parts. He seems to believe in an evolution towards order as a
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principle of movement, which will communicate an authentic sense of experience.
(See Kartiganer, p. 618.)

Donald Kartiganer writes:

... the novels are aesthetic exercises in the attempt to
become themselves, to become the single stream of their
alienated parts. Their achievement, when Faulkner sees his way
to the expression of it, is their affirmation of the possibility of
viable, ccmprehensive form — which becomes in the twentieth
century the very possibility of knowing and communicating in the

world. (Kartiganer, p. 614.)

In discussing the form of Faulkner's novels, which are "conceived as
studies in fragmentation, violently juxtaposed stations of a broken world,"
Kartiganer comments: v

the primary motivation of the work -- although rarely achieved
and never sustained -- is the quest of one fragment to move into
the life of another, to shatter the private prison and stand at
least momentarily in relationship itself. (Kartiganer, p. 613.)

In response to Walter Slatoff's accusation that Faulkner purposely fails
to resolve any of his novels, "that every one of Faulkner's experiments with form
and style . . . is a movement away from order and coherence," Kartiganer replies:

The quest in Faulkner is not for failure, but for form, to move
toward coherence but only in ways acceptable to the modern
writer. The attack on "conceptual" art, the need to create an
illusion of "process" in fiction, to create viable yet not static
forms — these are the motives of the great twentieth-century
writers, who refuse only the kinds of resolution Slatoff is
insisting on, not resolution itself. (Kartiganer, p. 621.)

(Also see William J. Slatoff, "The Edge of Order: The Pattern of Faulkner's
Rhetoric,” in William Faulkner: Three Decades of Criticism, ed. Frederick J.
Hoffman and Olga W. Vickery [New York: 1963/, and Quest for Failure: A Study
of William Faulkner [Ithaca: Cornell University Press, 196G].)

6Kar‘ciganer, p. 629. Faulkner seemed fascinated with the Prufrock-like
passivity he discovered not only in Conrad's work, but in Joyce's characterization
of Stephen Dedalus in Ulysses as well. In his creation of Quentin, Faulkner
interjects Stephen's feelings of attraction to and alienation from his homeland,
preoccupation with time, and the symbolic significance of various passing
episodes, as well as his focus on the past to which he is attached by feelings of
guilt. Stephen's statement, "history is a nightmare from which I am trying to
awake," reveals the same problem that underlies Quentin's inability to live
actively in the present. (See Chase, p. 223.)

Thus, in Quentin Compson Faulkner reveals that he has discovered the
techniques needed to present the son of one of the old families of Yoknapatawpha
County, discoveries triggered to a large degree by his reading of Ulysses, and his
awareness of the means that Joyce had used to characterize Stephen. (See Chase,
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p- 223.) Hence the many obvious parallels in the two characters, among them
Faulkner's conversion of Stephen's guilt that he may have killed his mother into
Quentin's guilt over the belief that he has committed incest with his sister.

7In Quentin's attempt to arrest time and analyze a running parallel of
the past with the present, the technique used has much in common with the
Joycean "mythical method" employed in Ulysses. iIn both Absalom, Absalom! and
in Ulysses the protoganists create a constant juxtaposition of present reality with
mythical elements from the past to reveal the identification of the present with
the past. (See Richard P. Adams, Faulkner: Myth and Motion [Princeton, N.J.:
Princeton University Press, 19607, p. 140.)

8By believing that the sins of the father are transmitted to the son, and
that time with its past inexplicable sins becomes a personal burden, Quentin and
Faulkner's other intellectual protagonists tend to relive a static myth of their own
making, which isolates them from changing reality. In repudiating reality, which
he finds unacceptable according to the idealistic values which he superimpcses
upon life, Quentin is forced to choose to be isolated in time. By embalming his
values in a series of arrested moments, whatever he holds in his memory becomes
unchangeable, and can be summoned and reexamined at different times without
undergoing any alteration. This approach to the past is possible if the individual
remains static in the present, a state which can be attained only by isolation from
the world of natural time.

Thus, for those for whom the act of remembering becocmes a
"consecration" or a "sacred duty," the price of isolation for the sake of gaining
immunity from time is one they gladly pay. Clearly, the refusal to readjust one's
thinking in light of growing and evolving experience, can eventually destroy the
continuity of time, and eliminate the capacity for action, not only for the
individual, but for an entire society. (See Olga Vickery, The Novels of William
Faulkner, 2nd ed. /Baton Rouge: Louisiana State University Press, 1959/, pp. 100-
101.

Yet, despite the fact that the historiographical approach to
reconstruction of the past in Absalom, Absalom! is a failure as a psychoanalytical
tool for Quentin's survival in the present, it proves to be a very successful
fictional technique for Faulkner in the same novel. (See Adams, p. 175.)

Michael Millgate, The Achievement of William Faulkner (London:
Constable and Company Ltd., 1966), p. 154-155.

10In Faulkner's presentation of Quentin's search for unity of being,
elements of Stoicism appear in his characterization, which briefly enable him to
bear the psychological anguish of the separation of the past from the present.
Because of Faulkner's predilection for a concept of morality based on the chivalric
code, on an ideal of love in which he embodies the characteristics of Don Quixote,
he elevates a social ideal containing elements of Stoicism to the preeminent
philosophical position in his universe. If there is any conflict between "the world
as it is and the world as it should be," Faulkner's sympathy, like that of Cervantes,
is always with the figure of the knight errant pursuing his idealistic, Stoic quest.
In the character of Don Quixote, Faulkner found a figure who was both involved in
time, manifesting Christian endurance through forgiving love, and involved in
escaping time, through belief in Stoic transcendence. If the Stoic perspective
seems akin to that of the spatializing intellect, the Christian outlook
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seems to reveal an effort to reintegrate time and space, in order to survive in the
real world. As the embodiment of both duration and transcendence, Don Quixote
represents the Faulknerian ideal. (See Lynn Gartrell Levins, Faulkner's Heroic
Design: The Yoknapatawpha Novels [Athens: The University of Georgia Press,
1976/, pp. 115-116.)

The concept of time can thus be examined in terms of basic Stoic and
Christian differences, with obvious elements of both appearing in Faulkner's work.
The Stoic believes that detachment from the world implies detachment from
time, and that it is therefore possible to escape from involvement in time. The
Stoic focuses almost exclusively on man's Logos-being, which is timeless. By
denying himself a future, the Stoic becomes superior to all obligations, and having
repudiated the future, he, by extension, denies the present and the past their
temporal characteristics as well. (See Rudolf Bultmann, Primitive Christianity in
Its Contemporary Setting /New York: Meridian Books, 1957/, p. 14%, quoted in
Cleanth Brooks, William Faulkner: The Yoknapatawpha Country /New Haven:
Yale University Press, 1963/, pp. 374-375.)

In addition to Quentin, other Faulkner characters who manifest
evidence of the Stoic view of life and philosophy are Thomas Sutpen, lke
McCaslin, Charlotte Rittenmeyer, Eula Varner at the time of her suicide, and Joe
Christmas. In contrast, there are extremely few characters who personify both
Christian and Stoic values existing in harmony. Along with Dilsey and the
preacher, only Judith Sutpen, Chick Mallison, and Harry Wilbourne seem to
qualify.

Thus, the ultimate conflict in Faulkner's sense of time may be between
the Stoic view, the belief that it is possible to escape from involvement in the
world of time and enter the timeless Logos, and the Christian view, with its
willingness to acknowledge guilt, and its efforts to achieve endurance through
forgiving love. Whereas the Stoics believe that freedom is an escape from
external reality, according to the Christian outlook, man can never be free
because of human nature. Man is incapable of doing the things he wants to do.
Thus, "Stoic endurance is a human achievement while Christian endurance is a gift
of forgiving love." (See Brooks, Yoknapatawpha Country, p. 373.)

Faulkner defined his concept of the human ideal, which embodies both
Stoic and Christian elements, in these words: "I would say that a first-rate man
is one — is a man that did the best he could with what talents he had to make
something which wasn't here yesterday. And also ... that never hurt an inferior,
never harmed the weak, practices honesty and courtesy, and tried to be as brave
as he wanted to be whether he was always that brave or not." (Frederick L.
Gwynn and Joseph L. Blotner, eds., Faulkner in the University: Class Conferences
at the University of Virginia, 1957-1958 [Charlottesville: The University Press of
Virginia, 1959/, p. 296.

llWylie Sypher, Loss of the Self in Modern Literature and Art (New
York: Random House, Inc., 1962), p. 32.

Romantic idealists, whether poets, novelists, or painters, are in
reaction against the philosophical separation that Descartes created in
seventeenth century thought between the world outside ("res extensa") and the
world inside ("res cogitas"). The romantic idealist believes that man should again
stand at the center of the world he represents. (See Sypher, p. 45.)
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12Faulkner, Absalom, Absalom!, (New York: Random House, Inc.,
Vintage Books, 1964), p. 244.

13

Faulkner, Absalom, Absalom!, p. 263.

lqLFaulkner describes Sutpen by saying:

He was not depraved — he was amoral, he was ruthless,
completely self-centered. To me he is to be pitied, as anyone
who ignores man is to be pitied, who does not believe that he
belongs as a rnember of a human family, of the human family, is
to be pitied. Sutpen didn't believe that. He was Sutpen. He was
going to take what he wanted because he was big enough and
strong enough, and I think that people like that are destroyed
sooner or later .. .. (See Faulkner in the University, pp. 80-81.)

15

Faulkner, Absalom, Absalom!, pp. 263-26k4.

16

innocence:

C. Vann Woodward describes the peculiarly American quality of this

American opulence and American success have combined to
foster and encourage ancther legend of early origin, the legend
of American innocence. According to this legend Americans
achieved a sort of regeneration of sinful man by coming out of
the wicked Old World and removing to an untarnished new one
... They were a chosen people and their land a Utopia on the
make. (C. Vann Woodward, "The Search for Southern Identity,"
The Burden of Southern History /Baton Rouge: The University of
Louisiana Press, 19607, pp. 19-20.)
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281’-‘au,|1knet', Absalom, Absalom!, pp. 212-213. In order to achieve a
conversion from within their listeners, all of the narrators of Absalom, Absalom!,
Quentin, Rosa, and Mr. Compson, seek to communicate an authentic sense of
experience which will lead to comprehension through the reader's involvement in
hearing, smelling, and feeling the emotions and sensations of life. The fullest
comprehension of something, Faulkner seems to sometimes suggest, comes from
not only being close to the past event and feeling it, or imaginatively projecting
oneself into it, but from a kind of mystical union with it, which he strives to
achieve in his fiction.

Faulkner's views on achieving this kind of union with a past event
approach Bergson's belief that "intuition" provides our only real understanding.
The Bergsonian concept of intuition is based on the ability to enter into an object,
to achieve conjunction with it, as opposed to viewing it from without. Bergson
explains the need for this intense sort of union with another:

The author may multiply the traits of his hero's character, may
make him speak and act as much as he pleases, but all this can
never be equal to the simple and indivisible feeling which I
should experience if I were able for an instant to identify myself
with the person of the hero himself ... with that which
constitutes his essence [which/ cannot be perceived from
without, being internal by definition . .. Coincidence with the
person himself would alone give me the absolute. (Henri
Bergson, An Introduction to Metaphysics, trans. T.E. Hulme
[New York and London: Putnam, 19127, pp. 3-5.)

Because the essence of inner self of another person is a dynamic
process, it follows that the ultimate act of empathy would be to experience that
dynamic process in the present. (See Slatoff, Quest for Faiiure, pp. 245-246.)
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Vickery, pp. 100-101.

5 1Although Faulkner was fascinated by the Southern past, he was
realistic about its limitations and sins. For him, the tragic flaw embedded deep in
the culture of the South was its adherence to racial discrimination and to the
practice of slavery. Yet, he was aware that many of the men who fought for the
Confederacy were not slave holders, but rather men fighting for a region, for a
culture that is distinguished by its courtesy and graciousness, its gaiety and
humor, its myths and legends, its bravery and heroism. The resulting ambivalence
in Faulkner's mind about the ultimate collapse of the South was revealed in Japan
in 1955, when someone posed almost the same question that Shreve had asked
Quentin: "Do you love the South?" Faulkner's response was remarkably parallel
tc Quentin's:

Well, I love it and hate it. Some of things there I don't like at
all, but I was born there, and that's my home, and I will still
defend it even if I hate it. (Robert A. Jelliffe, ed., Faulkner at
Nagano, /Tokyo: Kenkyusah Std., 1966/, p. 26.)

o 1Ah:hough Quentin's and Shreve's version is the most imaginative and
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demonizing . . .' " (Absalom, Absalom!, p. 280.)
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think is the truth.' " (Faulkner in the University, pp. 273-274.)
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Faulkner-Cowley correspondence is deposited in the Yale University Library.
Faulkner's letters are, with one exception, undated, but have been numbered and
catalogued in the sequence in which Malcolm Cowley placed them.)

2 L}In speaking about the moral flaw that existed in the form of a curse
upon the South, Faulkner commented at the University of Virginia: "The curse is
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CHAPTER FIVE

THE FAILURE OF FAULKNER'S ISOLATED INTELLECTUAL CHARACTERS
TO ATTAIN UNITY OF BEING AND CONTINUITY OF TIME

There is, it seems

to us,
At best, only a limited value
In the knowledge derived from experience.
The knowledge imposes a pattern, and falsifies,
For the pattern is new in every moment
And every moment is & new anfl shocking
Valuation of all we have been.

As Quentin appears in the role of a romantic idealist observing the

world from within the confines of his own ego in Absalom, Absalom! and The

Sound and the Fury, so Faulkner's other isolated intellectual characters believe

that man should stand at the center of the world he represents.2 They thus hope
to be able to recreate the world according to their personal image of it. Through
the fabrication of a series of ideal worlds, they attempt to solve the conflicts and
uncertainties which are part of experience.

An examination of the isolated, intellectual characters in Faulkner's
work reveals that none can meet the demands of the external world, all try to
escape clock time by creating a personal sense of time, and all are incapable of
love. These alienated individuals choose the solitude of dilapidated houses and
unheated rooms, which accentuate their feeling of being trapped in the
inadequacy of their emotional responses to life.

Ithough Faulkner understands and pities those who retreat into the
world of the imagination, he does not approve of them, and never condones mere
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passivity when confronting adversity. Having personally solved the dilemma of
incorporating a life of action into a life devoted to art, he utilizes the isolated
intellectual figure as an archetype of the indecision of modern man, for whom the
separation of the past with its heroic actions and the present with its
fragmentation and passivity have become a psychic wound.

In addition to Quentin Compson and Rosa Coldfield, characters who fit
into the isolated intellectual category are Horace Benbow, Gavin Stevens, the
schoolmaster, Labove, Gail Hightower, Isaac McCaslin, Charlotte Rittenmeyer
and Harry Wilbourne. They all fail to realize that to know truth and not just
abstract facts, one must yield one's inner world to change while still holding onto
a sense of continuity. A few of them identify eternal human values with a
.speciﬁc period of history, thereby replacing reality with the past, whereas the
others simply equate truth and reality with their own idealistic beliefs as a
bulwark against uncertainty, opting for permanence at the expense of their
humanity in ongoing time.>

Some of the members of the isolated, intellectual group dedicate the
act of remembering to a special ever'mt or person from their past, considering the
preservation of the memory a sacred duty for which they are willing to accept
isolation from the world of time and change. By refusing to realize that each
moment of the present creates a new perspective on the past, they cling to the
notion that memories should be unchangeable in order to be summoned and
reanalyzed at different points in the present. Thus, acts of memory play a
negative role in the lives of Faulkner's characters who insist upon isolating
themselves from the world of natural time.

The alienated figures of Faulkner's fiction are victims of a syndrome
that is more complex than Sartre's diagncsis of their aiiment as simply a sharp

Proustian focus on the past. The Faulkner characters of this type are searching
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for a sense of identity in actions and standards which they have romanticized in
order to provide a sense of solidarity upon which to structure their lives. Through
the demonstration that the continuity of time and the capacity for action can be
destroyed by an excessive concern with the past, and the revelation that reality is
not a system, nor truth a dogma, the isolated intellectual characters of Faulkner's
fiction thus serve a significant fictional function.

Faulkner's great discovery was that characters moving with a stream of
motion are unable to sense its power, whereas persons or objects assuming a static
stance against the flow of motion dramatically reveal energy in the opposition of
the forces generated. Hence the creation of Quentin and other static figures whose
fixed positions act as silhouettes against the cinematic movement of life. From
this discovery emerges the opposition between dynamic life and static word - the
aesthetic cornerstone of Faulkner's work enabling him to freeze the motion of life
through artifice.”

In seeking an existence dedicated to imagination and illusion, Faulkner's
alienated characters are searching -for security in a form of “life-denial."5
However, in their attempts to grasp truth aesthetically through their perception
of a supreme moment in the natural historical order, they are unaware of the life-
denying aspect of the order they seek. In following the Keatsian ideal of
promoting aesthetic order over reality -- in seeking to convert truth to beauty
and beauty to truth -- they doom themselves to inverted thinking. Yet, enciosed
in a myth of their own making, they continue to believe in the moral superiority
of their solipsistic view of reality.

In the process of initiation into the experience of life, while learning
whether to "accept the code or repudiate the code or transcend the code,"6 only a
very few of Faulkner's idealistic, intellectual figures are able, therefore, to

discover the true nature of reality. The quality of innocence they reveal is more
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than simply youthful naivete that can be converted into maturity. It is a quality
- of intransigent idealism and deep-rooted romanticism that invariably has the
effect of shocking or "outraging" its human possessor when it comes into contact
with the resistance of reality.

The question must be asked: Why do Faulkner's intellectuals fail in their
efforts to grow from innocence to experience, in attempting to combine the past
with the present? The answer is found in their intense and exaggerated reaction
to reality, which differs radically from their preconceived idea about it. In most
instances the desire to retreat into an isolated world of the imagination is the
result of an earlier episode of suffering from shock or outraged idealism when cne
-of the moral norms of society was transgressed.

The outrage felt by these idealists can be traced to the universal,
human desire to reduce and control nature with formulas and strategems. When
man's rules fail to contain nature and are easily overturned, there is sudden proof
of human weakness and imperfection. Man is confronted by an "enormous,
upsetting . .. gap existing between things as they are and /his] concept of them,"
creating a mental conflict between awareness of what is and what ought to be.” In
these instances, the isolated intellectual figure retreats behind a barricade of
intellectual and idealistic codes to try to control the moral and physical universe
which has so threatened both pride and self-respect.

In dealing with a partially "fallen world," in which the grace of total
vision is denied, Faulkner's intellectuals fail the "crisis 6f knowing" because their
innocence ultimately creates an absurd sense of non-involvement in the chaos of

human life.

They somehow believe that it is possible to do what they will in life
without inflicting enough injury upon other men or their dreams to cause them to

fail.9 Faulkner, on the other hand, is convinced that no one can achieve his dream
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through non-involvement and his fiction reveals that the life of each being is
interrelated with that of others.

The handling of the theme of individual development is central in
Faulkner's work, revealing the protagonist's successful or unsuccessful growth
from innocence through experience to a sense of responsibility for himseif, his
family, and the community. The Faulkner characters who are defeated are those
who attempt to link themselves to something which is motionless in the midst of
change. In their search for security and stasis, they become crushed in their effort
not to move, becoming living testimony to Faulkner's belief that it is only possible

10

to be motionless if one is dead. Faulkner's intellectuals are therefore guilty of

the greatest existential sin, which (according to Sartre) is "being in stasis and

11 Yet if one were to ask what these obsessed

taking identity from the past."
characters are searching for, as they seek to convert reality to their own view of
it, it would be their own personal concept of unity of being, or "being, itself,” in
all of its mystery.12 Instead of accepting change when necessary, however, they
hope to attain an integral unity of being by subsuming reality into their own
immutable image of it.

In this chapter the lives of Faulkner's major isolated intellectual
characters will be analyzed in ways which parallel the analysis of the life of
Quentin Compson, and in terms of each character's sense of outrage and
subsequent failure to attain a sense of continuity of time and unity of being.
Those whose fictional existences will be scrutinized include Isaac McCasin, Gail
Hightower, Horace Benbow, Gavin Stevens, and Harry Wilbourne. The perspective
of life-denial, which acts as a guiding principle in the lives of these characters,
will then be contrasted with the life-giving impulse which directs the action of

Faulkner's more fully developed characters.
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Isaac McCaslin's Relinquishment of His Patrimony

In Go Down, Moses, lke states the arguments for relinquishing his

inheritance in terms of an act of atonement for the sins and guilt of his
forefathers, outwardly adopting a ;imple, Christ-like life style. In reality his
refusal to farm the land which was rightfully his, while accepting a small stipend
on which to live, is an evasion of responsibility. In his effort to reject a sinful
life, he fails to follow Christ's example of actively sharing in the life of man,
while acceptihg the guilt and suffering that it entails.

Ike's dream of escape from the plantation world of the McCaslins is
focused on a pastoral form of existence, which he first experienced in the ritual
of the hunt with its illusion of immortality and eternal youth. But the life he
chooses is never able to fulfill the promise he feels from his early years in the
wilderness with Sam Fathers. Confusing rituals with the life they order, Ike fails
to realize that any ritual has only a symbolic importance in its power to create

order and a sense of continuity with the past.13

Although the precepts that were
learned in the woods could have been extrapolated and applied within the
framework of civilization, Ike insists on applying them only to the hunt itself. By
the end of "Delta Autumn," his world has become merely a hunting camp for city
vacationers, and seems to have lost all validity and heroic grandeur. Although his
wisdom was learned from the wilderness, he chooses not to use it to help control
the inevitability of change.

In his misconception of the wilderness as being the Garden of Eden, lke
fails to realize the necessity for man to leave the seclusion of paradise in order to
discover his humanity; his awareness thus fails to encompass the "paradox of the

14

fortunate fall.""" Henry James, Sr., explained the paradox of the "fortunate fall"
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as the necessity for man to undergo a fall from grace in order to gain the
knowledge to seek actively for good in life:
The unfallen Adam's innocence was an innocence bred of
ignorance; he was without the vast knowledge accumulated
through experience. In the paradox of the fortunate Fall, in
order to attain manhood, the individual had to fall, had to pass
beyond childhood in an encounter with Evil — for only by
knowing evil could he recognize | §ood and thereby make a
significant choice between the two.

In fact, the comparison of Ike with the Biblical Adam is striking. When,
in Sections 4 and 5 of "The Bear," ke emerges from the timeless world of the
wilderness in order to prepare to enter the world of history, to be thrust "into an
actual world and an actual age," he, like Adam, is "at home only in the presence

of Nature and God."16

It is at this point that Ike looks through the family ledgers,
and has the necessary encounter with evil in his discovery of old Carothers
McCaslin's sexual relationship with his Negro daughter, who bears a child and
commits suicide.

At the moment of this discovery, Ike loses his innocence, and has the
opportunity for moral growth. But instead of assuming the role of a Moses, a
possibility indicated in the title of the novel, and choosing to reenter the sinful
world after communing with God in the solitude of the mountain top, Ike returns
instead to the wilderness in the hope of recapturing some form of lost innocence.
In so doing, he repudiates the reality of the world of time in favor of an isolated
paradise.

Because lke can _exist successfully only in the wilderness and outside of
human time, he makes the conscious decision to hold himself aloof from his fellow
man, thereby ensuring that nothing occurs in his life between his twenty-first and
his eightieth years. Although called "Uncle" throughout the area, he leads a
sterile existence, repudiating wife and children in favor of solitude in the forest.

Thus he more than deserves the angry queries of those who live around him, when
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in "Delta Autumn" Roth Edmonds asks him, "Where have you been all the time you
were dead?"”

In "Delta Autumn" we see Ike from the final poignant perspective of a
man grown too old to participate in the hunt to which he has dedicated his life.
All of his thoughts are the same, as though they have been frozen in time from his
youth; and in his conversation with Roth at the hunting camp he says much the
same things that he said to Cass a half century before. In the encounter with
Roth's mulatto mistress, however, he lacks the courage and understanding to be
supportive of her desire for marriage to result from love. Failing to discern the
parallel of her position with the earlier beliefs which directed the course of his
life, he encourages her to relinquish Roth. Although he felt strongly enough about
the wrong committed by Carothers McCaslin and the slave whom he impregnated
to relinquish his patrimony, Ike seems to avoid assigning blame in this
relationship. When she inquires, "Old man...have you lived so long and
forgotten so much that you dont remember anything you ever knew or felt or even
heard about love?" his unspoken response is that he never actually' experienced a
relationship involving human love. Thus, he is neither able to condemn Roth
Edmonds for refusing to marry the mulatto, nor is he able to be supportive of her
as the woman who loves him and as the mother of his child.

Following the existing Southern code of behavior, lke suggests that
within a thousand or two thousand years the taboo against such marriages will
have vanished, and in the meanwhile urges the girl to marry someone of her own
race as a form of revenge, a course of action that even he seems to realize is full
of insincerity. Although he is sensitive to the girl's suffering, in the passivity of
his life he has lost all semblance of courage and the will to protest against the

status quo.
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Ike's life has thus been dedicated to an ideal of perfection rather than
to the effort to create such perfection out of the materials at hand. In his age
and impotence, he has become a figure of pathos, whose myopic view ailowed him
to interpret his youthfully heroic quest in the wilderness as a goal worthy of the
dedication of his future. His life is paradoxically stvled as an imitation of Christ's

life, which he erroneously interpreted as a renunciation of the world.

The grandeur of the "yearly pageant-rite" into the wilderness for the
hunt during two weeks each November slowly diminishes from a mythic celebra-
tion of youth and courage to a pleasure trip in which the killing of a doe is
acceptable sport. In attempting to transmit the wisdom of the wilderness which
had been imparted to him by Sam, Ike ultimately discovers that his own voice and
example are too weak to be effective in delivering the legacy for which he gave
up his life. By relinquishing his land and refusing to "till the ground," Ike becomes
a childless ascetic with no means of attaining salvation. He never learns that

Eden is an imaginary past condition, and never a present
state. ... To try to restore such an imaginary past condition is
to try to destroy creation, which is not a condition or a stﬁe but
a process. To deny the fall, then is to deny life itself. ...

Faulkner himself, in one of his rare statements condemning the choices
of one of his characters, admitted that he considered Ike McCaslin's retreat into
the idyllic life of the wilderness a negative action, and said at Nagano:

I don't hold to the idea of a return [to Nature/ ...once the
advancement stops then it dies... We musn't go back to a
condition, an idyllic condition, in which the dream /made us
think7 we were happy, we were free of trouble and sin. We must
take the trouble and siric?long with us, and we must cure that
trouble and sin as we go.

In one of his interviews at the University of Virginia, Faulkner acknowledged that

Ike was not one of his most admirable characters, when he said:
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McCaslin . . .says, This is bad, and I will withdraw from it.
What we need are people who will say, This is hﬁd and I'm going
to do something about it, I'm going to change it.

The duality of Stoicism and Christianity, which are major forces in the
characterization of Ike, create a source of philosophical tension in Go Down,
Moses. In his unpublished manuscript entitled "William Faulkner's Theological
Center," Professor John Hunt states:

Isaac's diagnosis of the human condition is Christian, but his
solution to it is essentially Stoic, essentially one in which the
reason and the will remain intact, unaffected by the taint. Isaac
assumes he can slough off the sin and act in the heart's truth.
That he is unable finally to do so testifies to the acguracy of his
diagnosis and to the fallacy of his [stoical] solution.<¢

In Ike's decision to renounce his patrimony, the stoic elements of his
personality prevail in their emphasis on duty, justice, endurance, and resignation,
the human values reflecting divine reason and will rather than love, which is
Christian in focus. In his act of renunciation, Ike dissociates love from human will
and reason, creating the same dichotomy that precipitated man's original fall
from grace. Yet it is only through courage based on love that man can be brought
to the point of rescuing himself, a formula which combines elements of both

Stoicism and Christianity.23

Of the two McCa_s!in cousins; Cass is thus more
Christian in orientation, accepting the family's guilt as a burden, but refusing to
become immobilized by it. Even though he realizes the failure of justice to fulfill
love, Cass takes on his responsibilities, and enters into the.stream of life.zq'

In this analysis of Ike's perscnality, it becomes evident that he lacks the
"courage founded on love," and is unable to give of himself, a failure first
revealed in his relationship with his wife. Incapable of either loving concern or
heroic acts, his primary goal becbmes a quest for his own personal salvation,

without energy or interest to aid in the salvation of others. Ike's image of himself

as one of God's elect emphasizes his self-focus. His self-idealization becomes
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apparent in the proud announcement that "Sam Fathers set me free. He is
speaking here of freedom from the McCaslin sin, and at the same time hopes to
achieve liberation from the guilt of his heritage and any accompanying
punishment it might entail.

Cass, however, is not blind to Ike's real meaning in speaking of his
"freedom." He views it as Ike's abdication of the Mosaic role of responsibility
after he has received the vision and original instruction from Sam Fathers. Cass
reprimands him with the retort: "You will be free -- No, not now nor ever, we

25

from them nor they from us." Ike goes on to say, "...I have got myself to
g 34 g b

have to live with for the rest of my life, and all I want is peace to do it in."26

But the kind of peace Ike is seeking is an ideal peace which exists only within his

own mind, not in the reality of the world of movement and change.27

The truth of the matter is that in repudiating a past crime and
relinquishing a piece of land, Ike has renounced both marriage and family in the
present, and ultimately life itself in the future, thereby becoining the major static

28

obstacle blocking the osngoing movement of Go Down, Moses. Thus, in

comparing Ike's life to that of Cass and the Edmonds family, despite the callous
behavior of Zack with Lucas, the injustice of Roth's betrayal of his mulatto
mistress and their child, and all of the sins which they willingly admit about
themselves, the Edmondses with all of their flaws are involved in the process of
living and are, therefore, morally superior to Ike. In all of their activities -- in
tilling the soil, taking responsibility for running the farm, and working on an
everyday basis -- they are involved in an effort to rebuild the disabled economy
of the South, thereby coming much closer than Ike to the role of the active man,
who is willing to do something about correcting the unbearable evils of life.??

In his efforts to preserve the beauty of an ideal, Ike McCasin's life is

remarkably similar to that of Quentin Compson. The purity of a sister's body and
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the beauty of the wilderness untainted by civilization are driving forces in the
minds of each of these intellectual protagonists, who refuse to accept the paradox
of the fortunate fall. In their efforts to maintain their innocence, both Ike and
Quentin find it necessary to stop the process of time abstractly in their
imaginations, thereby immobilizing themselves in the midst of life's movement,
and refusing to accept the experience and interaction of life among men.

Thus, for both Quentin and Ike there can be no sense of unity of self
achieved in the passage of the years, for their identities are suspended in the past,
in a time of their own idealization, which to preserve requires the cessation of
time. Hence for them both time has become discontinuous, and they have become
static, isolated, and potentially tragic figures in their refusal to move with the

ongoing current of life.

Gail Hightower's Focus on a Legacy of Bravado

The Reverend Gail Hightower of Light in August is a second isolated

intellectual figure akin to Quentin Compson, who turns to the past to seek a basic
moral framework by which to establish some permanent meaning and enduring
values of-honor and glory in life. In the intense desire for a standard of moral
values, they search their memories of the past only to find shattered fragments of
morality which cannot be transferred out of the past inte the present or future.
When present reality is forced upon them without the reenforcement of sustaining

moral concepts, neither has the power to endure.30

For both Quentin and
Hightower the past remains constantly separated from the present, with no sense
of the ongoing continuity of life.

Haunted by the crime and glory of the past, the Reverend Hightower is

a timid and retiring person, who, because of his fear of life, is incapable of
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interacting successfully with society. In his desire to attain a sense of identity
and to adopt an ancestral pattern of courage, Hightower willfully attempts to
impose some sense of order on the irrational flow of time and nature. In his
ecstatic perception of the possibility of a supreme moment in the natural
historical order when truth might become beauty and beauty truth -- he attempts
to grasp truth aesthetically. In his mythic and aesthetic focus, however,
Hightower's mind reflects the philosophy of Keats and Tennyson, rather than the
metaphysical and theological orientation of Quentin's meditations in The Sound
and the Fury.31

It is only at the time of Hightower's death that he ultimately under-
stands the romantic myth in which he has been living, and is freed from it for the
first time. This progression of insight takes him beyond his Christian beliefs and
beyond pure aestheticism to attain a more profound and tragic outlook on life.3 2
Hightower's ability to recognize the myth which has dictated all of his choices
distinguishes him from Quentin, as well as from Isaac McCaslin, Horace Benbow,
and Gavin Stevens, who never understand the proportions of the idealistic illusions
which control their lives.

From the beginning, Hightower's decision to go to a theological
seminary was based on the desire to foster a static ideal, which is ultimately
doomed to disillusionment.

While at the seminary, after he first came there, he often
thought how he would tell them, the elders, the high and
sanctified men who were the destiny of the church to which he
had willingly surrendered. How he would go to them and say,
"Listen, God must call me to Jefferson because my life died
there, was shot from the saddle of a galloping horse in a
Jefferson street one night twenty years before it was ever born."
He thought that he could say that, at first. He believed that
they would comprehend. He went there, chose that as his
vocation, with that as his purpose. But he believed in more than
that. He had believed in the church too, in all that it ramified

and evoked. He believed with a calm joy that if ever there was
shelter, it would be the Church; that if ever truth could walk
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naked and without shame or fear, it would be in the
seminary. ... That was what the word seminary meant: quiet
and safe walls within which the hampered and garmentworried
spirit could learn anew sesrfnity to contemplate without horror or
alarm its own nakedness.

By entering the ministry, Hightower thought that he could build a stylized vase-
like structure to encapsulate his idealized memory of his grandfather, the reckless
cavalryman who was killed in Jefferson while in the process of raiding a henhouse
during Van Dorn's raid on Grant's supplies. In Hightower's misdirected
perspective, his grandfather's bravade embodied a cavalier heroism which is sadly
absent in his own existence. Ignoring the fact that his grandfather was killed
while actually stealing chickens from a Confederate roost appropriated by Grant's
troops, Hightower prefers to sustain his imaginative concept of the heroic
proportions of his grandfather's action, which he would like to believe worthy of

the legend that he constructs around it.

(...he was not an officer ... grandfather wore no sword
waving in front of the rest of them) performing with the grim
levity of schoolboys a prank so foolhardy that the troops who had
opposed them for four years did not believe that even they would
have attempted it. Riding for a hundred miles through a country
where every grove and hamlet had its Yankee bivouac, and into a
garrisoned town ... Hungry, gaunt, yelling, setting fire to the
store depots of a whole carefully planned campaign and riding
out again. No looting at all: no stopping for even shoes,
tobacco. I tell you, they were not men after spoils and glory;
they were boys riding the sheer tremendous tidal wave of
desperate living. Boys. Because this. This is beautiful. Listen.
Try to see it. Here is that fine shape of eternal youth and
virginal desire which makes heroes. That makes the doings of
heroes border so close upon the unbelievable that it is no wonder
that their doings must emerge now and then iike gunflashes in
the smoke, and that their very physical passing becomes rumor
with a thousand faces before%breath is out of them, lest
paradoxical truth outrage itself.

In a Pygmalion-like manner, Hightower then falls in love with the
glamor of the legend he has constructed, and finds it impossible to create a
personal identity which is separate from the cavalier ghost whom he imbues with

all of the courage, honor, and gallantry of an imaginary romantic past.
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It was as if he couldn't get religion and that galloping cavalry
and his dead grandfather shot from the galloping horse untangled
from each other even in the pulpit. And that he could not
untangle them in his private life, at home either...on
Sunday . ..they (his parishioners) would look at him and
wonder ... if he had not even forgot that he ever had a wife, up
there in the pulpit with his hands ﬂying around him and the
dogma he was supposed to preach all full of galioping cavalry and
defeat and glory just as when he tried to tell them on the street
about the galloping horses, it in turn would geg.all mixed up with
absolution and choirs of martial seraphim. ...

In his choice to live in a moment in time that occurred twenty years
before his birth, in a memory that is beyond change and violation, Hightower
dedicates his imagination to the past, denying his wife and the parishioners a
sense of his involvement and interest in their lives. He even admits to himself
that he has substituted for "the crucified shape of pity and love, a swaggering and
unchastened bravo killed with a shotgun in a peaceful henhouse."36

_Although Hightower's refusal to focus on the reality of the present had
been the cause of his wife's promiscuity and eventual suicide, as well as the cause
of the parish's loss of confidence and desire to evict him from the pulpit, he
remained perversely content in his isolation and solitude. In seeking to indulge
freely in his reveries of the past, Hightower chooses to lead a life of self-
alienation and removal from those who needed him most.

He remembers that which he had sensed before it was born,
hiding it from his own thinking. He sees himself offer as a sop
fortitude and forebearance and dignity, making it appear that he
resigned his pulpit for a martyr's reasons, when at the very
instant there was within him a leaping and triumphant surge of
denial behind a face which had betrayed him, believing itself
safe behind the lifted hymnbook, when the photographer pressed
his bulb.

He seemed to watch himself, alert, patient, skillful, playing
his cards well, making it appear that he was being driven,

uncomplaining, into that which he did not even the§7admit had
been his desire since before he entered the seminary.



That desire which he had cultivated even before entering the seminary
is simply to be in Jefferson and to constantly relive his grandfather's life. In his
flight into "solidarity with illusion," he thus establishes himseli in the mode of the

alienated individual, whose life-denial process involves removal of himself from

day-to-day actuality in order to engage in union with a past that never existed.38

He assumes a stoic pose in regard to the treatment he receives from the
townspeople, in order to disguise and masochistically pay for the joy he feels in
solitude relishing his illusions.

. . . allowing himself to be persecuted, to be dragged from his
bed at night and carried into the woods and beaten with sticks,
he all the while bearing in the town's sight and hearing, without
shame, with that patient and voluptucus ego of the martyr, the
air, the behavior, the How long, O Lord until, inside his house
again and the door locked, he lifted the mask with voluptuous
and triumphant glee: Ah. That's done now. That's past now.
That's bought and paid for now™ "

Of all the symbolic imprisoning circles that exist in Light in August, the.Reverend

Hightower's is the only one which is self-imposed, a creation of his intellect and
neurotic fantasy.

In his final meditation at sunset, Hightower comes to the belated
realization that his process of passive withdrawal from life as a means of escaping
from responsibilities has been disastrous to himself and those he loves.

" came here where faces full of bafflement and hunger and
eagerness waited for me, waiting to believe; I did not see them.
Where hands were raised for %Bat they believed that I would
bring them; I did not see them."

He accepts the fact that it is he who has driven his wife into debauchery and
suicide, realizing that he has been "her seducer and murderer." He acknowledges:
"I brought with me one trust, perhaps the first trust of man,
which I had accepted of my own will before God; I considered
that promise and trust of so little worth that 1 did not know that

I had even accepted it. And if that was all I did for her, what
could I have expected? what could I have expected save disgrace

=4
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and despair and the face of God turned away in very shame?
Perhaps in the moment when I revealed to her not only the depth
of my hunger but the fact that never and never would she have
any part in the assuaging of it; perhaps at that moment I became
her seducer4f'1nd murderer, author and instrument of her shame
and death."

Thus, it finally becomes clear to him that his retreat from life has lacked any
sense of virtue, and has been a negative act resulting in criminal neglect of his
personal responsibilities. Ironically, the house to which he retreated after being
dismissed by his congregation and to which he gave the name, "Sanctuary," has
proved to be retreat of idle fantasy rather than of fulfilling solitude.

Having been drawn forth from his twenty-five or thirty years of
solitude at the insistence of Byron Bunch, who is eager to enlist his aid in helping
Lena Grove search for the father of her child, Hightower slowly reenters the life
of society. After aiding Lena in the delivery of her child, he finds that it is
finally possible to assert his identity outside of the legend in which he had been
living during all of these years, and to participate in the life around him.

... as he stands, tall, misshapen, lonely in his lonely and
ill-kept kitchen, holding in his hand an iron skillet in which
yesterday's old grease is bleakly caked, there goes through him a
glow, a wave, a surge of something almost hot, almost
triumphant. "I showed them!" he thinks. "Life comes to the old
man yet, while they get there too late. They get there for his
leavings. . . ." But this is vanity and empty pride. Yet the slow
and fading glow disregards it, impervious to reprimand. He
thinks, "What if I do? What if I do feel it? triumph and pride?
What if I do?" . .. He moves like a man with a purpose now, who
for twentyfive years has been doing nothing at all between the
time to wake and the time to sleep again. Neither is the book
which he now chooses the Tennyagn: this time ... he chooses
food for 2 man. ItisHenryIV....
Hightower's redemption slowly begins to take place as he finds himself in a
position to be of aid to Joe Christmas, and finds himself willing to lie in an effort

to save Joe's life, despite the fact that the alibi he creates suggests a homosexual

involvement.
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"Men!" he cried. "Listen to me. He was here that n}}%ht. He was
with me the night of the murder. I swear to God --"

It is only after he has had the courage to involve himself in life and has
rejected the concept of himself as his grandfather's ghost, accepting reality with
all of its responsibilities, that Hightower receives a final all-encompassing vision.
But first he attempts to use the same romantic, egoistic excuses for the failure of
his life, before finaily admitting for the first time that he has lived selfishly only
for himself.

"And after all, I have paid. I have bought my ghost, even though
I did pay for it with my life. And who can forbid me doing that?
It is any man's privilege to destroy himself, so long as he does
not injure anyone else, so long as he lives to and of himself --"
He stops suddenly. Motionless, unbreathing, there comes upon
him a consternation which is about to be actual horror. He is
aware of the sand now; with the realization of it he feelsqxgithin
himself a gathering as though for some tremendous effort.

From an outlook on life that at first sounds like that of Mr. Compson in The Sound

and the Fury, Hightower reaches a higher plateau of awareness, finally

comprehending the interrelated strands of all human existence. And the wheel of
his thoughts keeps turning, forcing him to realize the part that he has played

willynilly in the lives of those around him.

Out of the instant the sandclutched whee! of thinking turns on
with the slow implacability of a mediaeval torture instrument,
beneath the wrenched and broken sockets of his spirit, his life:
"Then, if this is so, if I am the instrument of [my wife's] despair
and death, then I am in turn instrument of someone outside
myself. And I know that for fifty vears I have not even been
clay: I have been a single instant of darkness in which a horse
galloped and a gun crashed. And if [ am my dead grandfather on
the instant of his death, then my wife, his grandson's
wife ... the debaucher and murderer of my graxlcéson's wife,
since I could neither let my grandson live or die. ...

Through the interrelationship of his identity with that of his grandfather,
Hightower feels he has become either his own grandfather or his grandfather's

ghost, which has so haunted him for fifty years that he has been able neither to
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live nor die. This is the same ability to merge into a mythical ancestor from the
past which is found in characterizations of both Quentin and Gavin, who along
with Hightower, suffer from the maladie of reliving a myth in the present.
Having atoned for his sins, however, Hightower's ultimate vision comes as a form
of exultation rather than as a form of romantic escape. At the end of his life,
when he is finally released from the isolation and stagnation of his obsession, his
last vision concerns the wheel around which his fantasy has roamed through the
years.
The wheel whirls on. It is going fast and smooth now,

because it is freed now of burden, of vehicle, axle, all. In the

lambent suspension of August into which night is about to fully

come, it seems to engender and surround itself with a faint glow

like a halo. The halo is full of faces. The faces are not shaped

with suffering, not shaped with anything: not horror, pain, not

even reproach. They are peaceful, as though they h&ye escaped

into an apotheosis; [Hightower's/ own is among them.
This last vision of Hightower's seems to be a reuniting of himself with the people
of the present who have surrounded him but have both rejected and been ;'ejected
by him all of his life. The faces are individual yet at the same time universal:

. .. they all look a little alike, composite of all the faces

which he has ever seen. But he can distinguish them one from

another: his wife's; townspeople, members of that congregation

which denied him, which had met him at the station that day

with eagerness and hunger; Byron Bunch's; qrgme woman with the

child; and that of the man called Christmas.
When he attains this naturalistic intuition of shared humanity, he is finally freed
from the circle of isolation which he long ago prescribed for himself.

As Hightower lies dying he does not return to his earlier Christian
belief as the basis for ultimate insight. Instead he reaches an aesthetic grasp of
truth, perceiving it as a heightened moment in the natural, historical order, a
moment when it is possible for truth to be perceived as beauty and beauty as
truth. But at the same time, and more importantly, he perceives the anomaly

that ethereal beauty must spring from the baseness of life's :'ea.lity.["9 In admitting

his own shortcomings by saying — "I have not been clay" --Hightower reveals his
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realization that truth and beauty can only be perceived by the common mind of

man that is able to accept humanity's dependencies on both nature and time.5 0
Having progressed beyond Christianity and pure aestheticism,

Hightower finally sees both the beauty and the horror of the myth which has

governed his life, and is free of it for the first and last time. His final

perspective on life is philosophically one of profound and tragic naturalisms” |

Then it seems to him that some ultimate dammed flood within
him breaks and rushes away. He seems to watch it, feeling
himself losing contact with earth, lighter and lighter, emptying,
floating. "I am dying," he thinks. "I should pray. I should try to
pray." But he does not. He does not try. "With all air, all
heaven, filled with the lost and unheeded crying of all the living
who ever lived, wailing still like lost children among the cold and
terrible stags. . . . I wanted so little. I asked so little. It would
seem. ... '

Thus, at the end of Light in August Hightower has understood that his own small

desires in life form a fragment of the "lost and unheeded crying of all the living

who ever lived. .. ."

Horace Benbow as the Impotent Aesthete

Horace Benbow of Sartoris and Sanctuary, one of Faulkner's transitional

characters, is also developed in the tradition of the aesthete. Despite inherent
good will coupled with an analytical ability to penetrate beneath the surface
appearances of life and detect hidden evils, Horace suffers from a weakness in
moral makeup. His moral and physical impotence ultimately have an enervating
effect on any purposeful action in his life.

Although Horace is a failure in both his marriage and his civic
responsibilities, his highly developed sense of honesty will not permit him either

to ignore or to gloss over any of his failings. He finds that he is both incapable of
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rescuing Lee Goodwin from an unjust death, and is powerless against the evil
designs of Popeye. He freely admits the source of his weakness:

"You see,." he _said, "I lack courage: Tha§3was left out of me.

The machinery is all here, but it wont run.”

In his devotion to the concept of static, abstract justice, he is
ineffective in dealing with real situations such as Lee Goodwin's need for a
powerful and persuasive attorney to prevent the lynching which occurs. The
carruption of which he is so fearful ultimately is permitted to flourish in the
vacuum crea‘:ed by his indecisive weakness, indicating a certain impotence which
is also reflected in his dealings with women.

As his name indicates, Horace is a classicist, who has idealized his
sister's serene qualities to which he directs all of his worshipful devotion. Fearfui
of the prospect of fertility, Horace holds himself aloof from all women except his
sister, who is symbolically represented in the form of a beautiful glass vase, which
he keeps at his bedside. Despite his attraction to Ruby Goodwin, he shrinks back
from her offer to pay for his legal services with her body. Thus, Horace, as one of
Faulkner's static characters, identifies sexual potency and fertility with evil and
corruption.

In his hopeless idealism and obsessive narcissism there are many
parallels between Horace and Quentin Compson. Both characters have a sexual
interest in their sisters and are fixated on their sisters' virginity; both have
dominating mothers; both seem to create their own wasteland in an overripe
natural world; both hear the songs of distant birds at important tirﬁes in their
lives; and both find in it impossible to déa.l with the world of reality on its own

terms.sl*
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In the following description of Horace, which was struck from the
galleys of Sanctuary, he sounds remarkably like Quentin and Marcel as he laments
his sense of loss of identity:

. « « he waked himself calling his mother's name in a paroxysm
of terror and grief.

He was afraid to turn on the light. Sitting there in bed in the
dark, he believed that he had irrevocably lost something, but he
believed that if he turned on the light, he would lose even the
sense, the knowledge of his égss So he sat there, hugging his
knees, not crying any longer.

And in Horace's conversation with Narcissa, which was also deleted in the revised
form of Sanctuary, there is a tone similar to that of conversations which Quentin

had with Caddy. With very few changes, the words could have been Quentin's:

Two days before her wedding fHorace] said to her: "Is there
any reason why you are marrying this particular blackguard?"
She was reading in bed then; he had fetched her a letter which he
had forgotten at noon. She lowered the book and looked at him,
her brow beneath her loose hair broader than ever, with a serene
placidity like that of heroic statuary. Suddeniy he began to
speak at her with thin fury, watching the sense of his words
accomplish steadily behind her eyes, a half sentence behind, as
though he were pouring them from a distance into a vessel.
"What are you, anyway? What sort of life have you led for
twenty-six years, that you can lie there with the supreme and
placid stupidity of a cow being milked, when two nights from
now " he ceased. She watched him while the final word
completed itself behind her eyes and faded. "Narcy," he said,
"dont do it, Narcy. We both wont. I'll Listen: we both
wont. You haven't gone too far that you can, and when I think
what we ... with this house, and all it Dont you see we
cant? It's not anything5tg give up: you dont know, but I do. Good
God, when [ think...."

As a Prufrockian intellectual who fears sexuality and marriage, Horace
is simply a forty-three year old decadent version of the man Quentin would have
become if he had lived. Both are self-indulgent, self-destructive, and morbidly
introspective, with their thoughts developing by association rather than logic. In

the original unpublished text of Sanctuary, in which Horace is the narrator, words,
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phrases, and events in the present trigger his memories of the past. The story is
thus related through a series of flashbacks, the fragments of information
emer ging from Horace's memory, with anachronological additions supplied from
the stories told by Ruby and Temple, all of which the reader must recompose in a
sense of coherent order.

Given the similarity of characterization in Horace and Quentin as well

as the structural resemblances of the original version of Sanctuary and The Sound

and the Fury, it is theorized that parts of the former novel were being written
while Faulkner was still working on the latter. It is very possible that the

rewriting of the Quentin section of The Sound and the Fury took place during the

period that Faulkner was writing Sanctuary, if Faulkner received the galleys of

The Sound and the Fury in early July of 1929, as Joseph Blotner suggests.5 7 This

fact of the overlap would explain the many parallels in symbolism, tone, and
theme between the two novels.

In 2 mode of life that parallels that of Gail Hightower, Horace also fails
to assimilate the concept of the fortunate fall, refusing to be tainted by the fallen
natwe of reality and the prevalence of sin and corruption. He cries out:

"Dammit, say what you want to, but there's a corruption about
even look.ing upon ev@l, evegy by accident; you cannot haggle,
traffic, with putrefaction' —
Following Horace's logic, if man is to remain untouched by corruption by refusing
to deal with it, there is no way that evil can be annihilated or injustice corrected.
Thus, ironically, Horace refuses to live by refusing to progress beyond a state of
innocence. In his attempt to avoid evil, he becomes less rather than more
human.5 °
An analysis of Horace's predicament in life reveals an obvious parallel

with Eliot's Waste i.and and its theme of impotence. In his effort to free himself

frem a sterile existence, Horace seeks and fails to rescue Ruby Goodwin as a
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maiden in distress, or to restore kfertility to the wasteland and its inhabitants.
There is also a mythic parallel in Sanctuary's reflection of the Persephone myth,
according to which Horace fails to be initiated into the mysteries of fertility alnd
to restore the goddess to the upper world. But most importantly, in the context
of the myth of the fortunate fall, Horace fails to realize and accept the
significance of man's fall from graée, and thus is denied permanent salvation
according to the Christian belief. In each of these external mythic patterns there
is the promise of rebirth and regeneration of physical and spiritual strength and
potency, which Horace as the impotent aesthete fails to receive.60

In the final analysis, there are many similarities between Horace and
Gavin Stevens, another of the Faulknerian isolated intellectuals. In many ways it
seems as though Faulkner conceived of them as two facets of the same
personality. Both are country lawyers who enjoy the printed word more than
direct participation in life. Horace acknowledges in Sartoris that he loves his

office because it is "the dwelling-place of boc>ks,"61

while Gavin spends his spare
time translating the Old Testament back into the classic Greek of its first
translation. Both marry late in life, and both are dreamers. There is a
difference, however, in 'the type of dreams the two have. While chivalric images
of crusades fill Gavin's mind with thoughts of a world that ought to be, Horace is
involved in dreams of escapism, constructing dreams of an impossible fairy-tale
world, "where unicorns filled the neighing air with galloping, or grazed or lay
supine in golden-hoof repose."62

Ultimately, in attempting to confront the world of evil, Horace
discovers he is not up to the task, and retreats into the world of fantasy and glass-
blowing, mentaily dwelling in the "old unchanging days; unwinged perhaps, but

63

undisastrous, too." In real life, Horace ultimately chooses to marry Belle

Mitchell, an overbearing and castrating woman, with whom he has an almost
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Prufrockian relationship, symbolized by his dutiful efforts to bring home the fresh
shrimp at her behest.®*

Gavin, in contrast, fights against his innate desire to retreat from
reality during his intermittent trips to Heidelburg to earn another degree.
Although he is scarcely more effective than Horace in his efforts to serve as a
protector of women, he neverthcless persists in trying to protect first Eula and
then Linda Snopes over a much longer span of time than Horace involves himself
with Ruby Goodwin. When Gavin leaves Jefferson he delegates the responsibility
of defending the town against Snopesism to Ratliff in his absence, and in Intruder
in the Dust he serves as a concerned uncle and counselor for Chick Mallison in his

effort to protect Lucas Beauchamp against a false murder charge.

Horace thus appears in Sartoris and Sanctuary as an incompletely

developed figure of impotence and aestheticism, a character who serves as a sort

of blueprint for the more fully developed Faulknerian characters of this type.

Gavin Stevens' Chivalric Crusading Spirit

In advising his nephew, Charies Mallison, on the proper code of

conduct, Gavin instructs him:

"Some things you must always be unable to bear. Some things

you must never stop refusing to bear. Injustice and outrage and

dishonor and shame ... Not for kudos and not for cash: your

picture in tpraper nor money in the bank either. Just refuse to

bear them."”
Gavin, like Quentin Compson, attempts to preserve an idealized form of behavior
in the twentieth century; but unlike Quentin, he never stops trying to create living

principles of conduct from this code. He seems ultimately like a version of the

Roland figure, whom Faulkner described as being the best defense against the
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powers of evil and corruption, characteristics which he associates with
materialism and Snopesism.

When a student who had read The Town and discovered Flem Snopes
securely established in Jefferson with a house, a bank, and the deacon's position in
the Baptist church, asked Faulkner if Snopesism would ultimately prevail in the
town, Faulkner asserted:

There is always someone that will never stop trying to cope with
Snopes, that will never stop trying to get rid of Snopes ... The
impulse to eradicate Snopes is in my opinion so strong that it
selects its champions when the criéés comes. When the battle
comes it always produces a Roland.
While acknowledging that the Snopeses "are the men that can cope with the new
industrial age," Faulkner declared that there will still be
something left of the old cavalier spirit that will appear, that
does appear. By cavalier spirit, I mean people who believe in
simple hg?or for the sake of honor, and honesty for the sake of
honesty. :
In continuing to carry on in the cavalier spirit protecting the ideals that
are important to him, Gavin revea.ls. that he, unlike Quentin, is able to conceive of
time as a constantly flowing stream, refusing to separate the past from the
present and future.
"t's all ncw you see. Yesterday wont be gyer until tomorrow and
tomorrow began ten thousand years ago."

But he is also capable of conceiving of a transcendent moment defying the

passage of time, to which he, like his nephew, dedicates his imagination:
For every Southern boy fourteen years old, not once but
wlienever he wants it, there is the instant when it's still not yet
two oclock on that July afternoon in 1863, the brigades are in
position behind the rail fence ... and Pickett himself with his
long oiled ringlets and his hat in one hand probably and his sword
in the other looking up the hill waiting for Longstreet to give the
word and it's all in the balance, it hasn't happened yet, it hasn't

even begun yet, it not onlysg'\asn't begun yet but there is still
time for it not to begin. ...
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This moment, which exists in the imagination and which is universalized, is a
moment beyond the passage of time, symbolizing an ideal instant before the
South's defeat in the battle of Gettysburg. Although Gavin relishes such moments
in his imagination, he simultaneously espouses an active life of involvement in the
community, a quality which differentiates him from Quentin, Ike, Horace, and
Gail Hightower. In his vigilence in active support of the virtues that he hopes will
endure, Gavin advises Chick Mallison that "all man hafy [ig time, all that
stfands) between him and the death he fear[s and abhor/y risy time."70

Faulkner has acknowledged that he had Don Quixote in mind as another
prototype in his creation of Gavin, and singled out Gavin's fight with Manired de
Spain over Eula Snopes's honor as an example of an idealistic effort to defend
someone who has not requested defense and does not need it. Gavin's problem of
idealization springs from his insistence on his imaginative construction of the
world as it should be, prompting actions based ';)n ideal motives rather than on
practical considerations. This dilemma is characteristic of Cervantes' knight as
well. ‘

In The Town Gavin begins a "crusade" to vindicate Eula's name and to
restore the respectability that she has lived quite happily without. Al of his
efforts to defend a woman against malignment simply for the sake of virtue
embody the chivalric ideal. Faulkner's narrative voice explains in The Town,

What he was doing was simply defending forever with his blood
the principle the%t chastityﬁnd virtue in women shall be defended
whether they exist or not.
This interpretation of Gavin's actions could be used as well to explain Quentin's

activities in The Sound and the Fury, with the important difference that Quentin

chooses to die rather than to continue fighting for what he considers to be

important. Gavin, on the other hand, adopts the role of self-appointed protector
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of Linda Snopes after Eula's death, thereby continuing to preserve the ideals by
which he lives, seeking new ways to fight for his goals.

In all the years of his devotion to Eula and to Linda, Gavin's joy is in the
service itself. In answer to Linda's accusation, "you haven't had very much, have
you. ... No, that's wrong. You haven't had anything. You have had nothing,"72
Gavin thinks back over the time he has cared for the two women and realizes that
he has "got back for it nothing but the privilege of being obsessed,

bewitched -- ."73

This "privilege" is one that means a great deal to Gavin with
his need to fill the real world with the figments of his idealistic imagination. In
addition, he has the satisfaction of simply living up to the high standards of his
ideals. Because of the nature of his personality, Gavin acts on idealistic:»
principles for the sake of the principles themselves, rather than for the hope of
any reward.

When Eula criticizes Gavin's decision to live in a dream world refusing
to take what is offered to him in life, he recognizes the validity of her criticism
by responding: .

"If I had just had sense enough to say I am, I want, I will and so

here goes — If I had just done that, it might have been me

instead of Manfred. But d%t you see? Cant you see? It

wouldn't have been me then?™
Yet, because of his inability to progress beyond an idealistic, mythical
conceptualizaiicn, Gavin is unable to understand and accept the reason that
underlies Eula's suicide, and view her as a woman with rea! human needs. He
turns in his anguish and confusion to Ratliff for an interpretation of her actions,
and asks:

"Why did she do it, V.K.? That -- all that — that she walked in,

lived in, breathed in -- it was only loaned to her; it wasn't hers to

destroy and throw away. It belo;ged to too many. It belonged to
all of us. Why, V.K.?...Why?"
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His question reveals that to the very end Gavin never deviated from his
romanticization of Eula as a woman of mythic proportions, who could never be
satisfied by a merely mortal male. Nevertheless, while Gavin's concept of Eula
remains an abstraction of his own making, the validity of his grief is beyond
doubt.

After eighteen years of devotion, when Eula dies and Gavin insists on
maintaining a platonic relationship with Linda, he is ultimately defeated by losing
both the women he has loved. But Ratliff tries carefully to verbalize why Gavin's
"defeat" is actually an ethical victory of the chivalric principles he chooses to live
by. He philosophizes:

"Being the next-best to Paris is jest a next-best too, but it aint

no bad next-best to be No}:severybody had Helen, but then not

ever ybody lost her neither."
And Faulkner himself pointed out that Gavin's love of abstract law and his
intere;t in attaining degrees are sublimations of his desire for a closer
relationship with women. "He was probably afraid to be married," Faulkner
explained. "He might get too involved with the human race if he married one of
them."77

Ethically, with his defeat becoming a kind of moral victory, Gavin
passes the ultimate test by which all Faulkner characters are judged: He has
continued fighting to the end. Although he is confronted with countless obstacles,
Gavin will "never stop trying," and will "just do the best he can" simply for
virtue's sake.78 Because of his constant struggle with the forces of evil around
him, in some ways Gavin merits the title of being one of Faulkner's "men in
moticn."79

It is understandable that Gavin meets only rarely with success as he

applies Faulkner's own principles of "love and honor and pity and pride and

compassion and sacrifice" to the practical world where more material concerns
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usually determine the action taken. Gavin's defeat is ultimately significant, as
critics have pointed out, because he prefers in the end to be defeated by
Snopesism rather than to be contaminated by the Snopes in order to win80 --an
attitude which denies the concept of the fortunate fall and becomes the formula
for life-denial underlying the actions of all of Faulkner's isolated intellectual
characters.

Although Gavin survives and continues his involvement in life

throughout the Snopes trilogy and in Intruder in the Dust, there is a constant gap

between his words and deeds, which ultimately becomes unbridgeable. In the
same mode in which Faulkner describes Quentin, Hightower, Ike, and Horace, a
plethora of words pour forth from Gavin, .revealing that words become simply
verbal counters unless their intrinsic meaning is restored through the actions
which they describe. In and of themselves, the words come relatively easily and
smoothly to all of the isolated inteliec{uals, whose circumlocutions distract them
81

from any form of action.

Intruder in the Dust and Go Down, Moses are the two novels in which

Faulkner focuses most clearly on sustaining a parallel between words and deeds in
an effort to find a way to span the gap between them. Both Gavin and lke
McCaslin in their conversations make similar points when discussing their
concepts of history and the innate potential of man. The ineffectuality of such
verbal ability becomes apparent when the words are weighed against the dynamic
actions of the young lke learning about the wilderness and of Chick Mallison in his
efforts to save Lucas Beauchamp. Both novels reveal Faulkner's basic belief that
when words are in juxtaposition with direct actions, the words become facile and
almost meaningless.82

In attempting to reach a final evaluation of Gavin Stevens, it is

necessary to assess both his strength in refusing to stop righting certain wrongs in
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life, and his weakness in creating a verbal abstraction of life. In a final
assessment, while not qualifying to be the spokesman for Faulkner himself, he
must be judged favorably as a character who despite defeat continues to strive

valiantly against the vicissitudes of life.
Faulkner Characters Who Learn the Value of Life

In a 1955 interview, when asked about the instances in his novels in
which his characters are defeated, Faulkner replied that there is always one
person in his work who survives, who tri;xmphs over his fate.83 Faulkner himself
pronounced V.K. Ratliff capable of coping with change because he possesses a
"moral, spiritual eupepsia" -— "a man who practiced virtue from simple
instinct . . . for a practical reason, because it was better."sq

The Faulkner characters who are able to survive in life are generally
the primitive figures who are uncluttered with facts and unbound by myths, who
work slowly to achieve the truth as they perceive it. Yet, in his desire to depict
the morally admirable characteristics of human nature more forcefully, Faulkner

created another character type, who is forced to go through a learning process in

order to understand the value of life. Young Bayard in The Unvanquished is a

survivor who refuses to submit to an established family tradition of revenge as the
only means of settling the score for the death of his father, thereby revealing that
he is capable of performing a heroic act without committing a murder to satisfy a

tradition based on blood. Judith Sutpen in Absalom, Absalom! succeeds in

meeting the vicissitudes which she encounters with dignity and self control. In

Light in August Byron Buncit is an admirable character in his love and devotion to

aiding Lena, and although in the course of the novel he does not succeed in his
personal quest in terms of marrying her, the indications at the end are optimistic.

And in Intruder in the Dust, despite all of the obstacles, Charles Mallison and Miss
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Habersham work together to succeed in saving Lucas Beauchamp from being
lynched.85 Others who go through the learning process include Lucius Priest in
The Reivers, and V. K. Ratliff, who attempts to counter the challenge of the
Snopes tribe when they invade Frenchman's Bend in the trilogy. Ratliff, however,
seems more completely formed from the beginning, and has to subject himself to
less painful developments in terms of training.

It is interesting from an aesthetic point of view to realize that the
more highly developed the character's moral sense in relating to life, the less
useful that character is to Faulkner as a fictional tool. The characters who are
the most dramatic and the most successful in literary terms are those who are

neurotic, maladjusted, desperate, or inherently evil.86

Chick Mallison's Search for a Balanced View of Reality

Of all of Faulkner's characters who are able to learn the value of life,

Chick Mallison in Intruder in the Dust is the most fully developed. In a critical

comparison of his life with that of Ike McCaslin in Go Down, Moses, it is possible

to understand the difference between one whose learning experience is directed
toward the achievement of balanced reality and one who devotes his life to
serving an abstract ideal.

By an act of historical imagination, Ike McCaslin imagines that the
society of his time is exactly the same as that in which old Carothers McCaslin
lived. He feels compelled to deny history, time, and change, and ‘through his
cultural and temporal denial, he condemns his own existence to the preservation
of an empty ritual. A cultural problem similar to the one which destroys Ike

confronts Chick Mallison. In contrast to Ike, however, Chick grows increasingly
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aware that he must maintain the imaginative flexibility to realize his cultural
vision simulfaneously in the world of myth and in the context of history.87

Through his rebellion against society's strict moral taboos, Chick
succeeds in growing up and achieving a mature relationship with society. Like
ke, he first attempts to withdraw from the problems of his segregated
environment, and to allow events to follow their own course. Ultimately,
however, Chick realizes that it is his social responsibility to defend Lucas
Beauchamp, who has been wrongly accused of committing a murder in Intruder in
the Duét. He chooses to take direct action on behalf of Lucas, accepting the
responsibility for an accused black man, and facing difficulty and danger in a
concerted effort to overcome evil.

As a young man attempting to help unravel the murder mystery, Chick
is presented in the process of learning the cultural requirements of Southern
ideology. And at the beginning, Chick accepts all of the complex social
categories which define society without any thought. It is through Lucas that the
implications of that acceptance are revealed. Chick’s reactions to what he learns
about Southern societal norms range from guilt to resentment and frustration,
which slowly subside as Lucas attempts to educate him in virtue and human
relationships. Thus, in many ways the role of mentor that Lucas assumes in
regard to Chick parallels that of Sam Fathers with Ike.

Much of the dramatic tension in Intruder in the Dust is within Chick's

own mind and emotions. In an earlier encounter with Lucas several years before,
Chick had accepted shelter in Lucas's home when he badly needed it, and had then
offended him by attempting to pay him for the courtesy any good neighbor would
have offered. This event had made a moral impact on Chick as an adolescent.
’fhus when Lucas turns to Chick to come to his aid as a responsible member of

society when his own life was threatened as a result of social injustice, Chick is
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ready to be of aid. Although Chick finds it painful to confront society's
prejudices, as well as to clear prejudice from his own mind, he is ultimately able
to rise to the occasion to defend Lucas in the eyes of the community, thereby
revealing his awareness that Lucas is his equal.

As Chick's uncle, Gavin Stevens attempts to further Chick's
understanding of social relationships and public morality, and thus serves a
function similiar to that of Cass Edmonds in regard to Ike. The equivalent of Ike's
venture into the wilderness comes when Chick dares to enter Beat Four to open a
Gowrije grave in order to find the information he needs to exonerate Lucas from
the crime. He first reacts to the negative discoveries he makes about human
nature by deciding to renounce society and to live a life of moral and social
isolation. It is largely because of Gavin's influence that Chick refrains from
becoming an isolated figure, and realizes that he must step back into the
continuity of time and history, accepting society's strengths and weaknesses. This
is the act of faith which ike refuses to make.

While attempting to gather the evidence that he needs in time to clear
Lucas from ail accusations, Chick pushes himself to keep going despite his
exhaustion. Slowly he begins to realize that

the need [is] not to finish anything but just to keep moving ...

just desperately to keep up with it like having to run on a

treadmill not because you wanted to be where the treadmill was

but simply not to be flung pell me_ll still rglgming frantically

backward off the whole stage out of sight. ...
This realization of the need for active involvement in life follows his first imbulse
to repudiate the land and the South after hi§ original outrage upon discovering the
disparity existing between his ideal vision of man and the grim reality of Southern
society's prejudiced racial perspective.

With the aid of his uncle's attempts to provide an abstract, verbal

framework large enough to encompass both the action of the mob and that of
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Chick and Miss Habersham, attempting to find an acceptable form for both the
realistic and idealistic perspectives, Chick is able to fuse both views into an
emotional form of acceptance of the South. He ultimately admits his share in and
responsibility for Southern history and the actions of Southern society in the
present.  Chick's actions span the possibilities of choice, progressing frem
repudiation, rebellion, and rejection to partial .conformity and acceptance,
revealing the breadth of the social vision he inherited from Gavin. The pattern of
Chick's conformity and acceptance, however, represent his deliberate involvement
in actions which will improve the moral fabric of society.

In Chick's recognition of the interests shared by both the individual and
by society, which are revealed in the individual's ethics and in society's
conventions, there is evidence of his hopefuiness for the improvement of society
in the future. Through the maturing process, Chick has come to realize that
although the shape of the future is determined by the past, it is the actions of
individuals in the present that create the past.89

Thus he is able to accept responsibility for his particular time and place
as a framework within which he must maintain his personal humanity, while
simultaneously remaining actively involved in the affairs of his community. His
dual role symbolically affirms Faulkner's concept of the interdependence of the
individual and scciety, and the interconnecting structure of personal ethics, public
morality, and the natural world of time, as well as the social world of history. In

Intruder in the Dust, Faulkner's message is unequivocal concerning the individual's

responsibility for his own personal conduct and for the conduct of all humanity as

90 with

well, forever linking the individual's interests with those of his community.
a balance achieved among all of these factors, Faulkner believed that man would

be able to recover and acclaim his dignity, integrity, and humanity.91
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Harry Wilbourne's Decision to Endure

In The Wild Palms Harry Wilbourne's learning experience in life leads

him in a direction which is the opposite of the achievment of balanced reality
extolled by Chick Mallison. And yet, while following the passionate idealization
of romantic love which he shares with Charlotte Rittenmeyer, Wilbourne is a
fascinating study of one who is both driven into isolation to embody an ideal in a
dream world, while being simultaneously motivated to endure in order to cherish
the memtory of a life molded by love. As a survivor, Wilbourne is unique among
Faulkner's isolated intellectual figures, and comes the closest to embodying the
Proustian concept of the significance of memory in the process of attaining unity
of being.

In his description of the "romance of illicit love," which he calls "the
passionate idea of two [lovers] damned and doomed and isolated forever against

92

the world and God and the irrevocable,"”“ Harry Wilbourne sounds remarkably like

Quentin Compson when, in The Sound and the Fury, Quentin describes his desire

for isolation with Caddy in some corner of hell. In both instances, an "innocent"
hero creates an ideal world composed of romantic love, which has much in
common with the early concept of "chivalric" love embodied in the songs of the
troubadours. In the height of chivalric passion, lovers transcend their physical
passion for one another in the purity of their devotion with no practical, worldly
goal in mind.>3

According to the concept of chivalric love, the lover is willing to defy
all prohibitions for the sake of the beloved, and the passion inspired is conceived
as a pure love either lacking the possibility of consummation or attaining

consummation only by flouting conventional moral and legal codes. In carrying

the concept of romantic love to the ultimate degree, the lovers may be pursuing



273

the ideal of death, for in seeking an absolute union, their bodies physically
separate them. Thus their desire can be perfectly consummated only in death,
and in some cases, the romantic lovers actually fall in love with the concept of
death itself.”*

In pursuing an idealistic goal of a romantic relationship which must be
"all honeymoon, always. Forever and ever, until one of us dies,"95 Charlotte
Rittenmeyer reveals that she too is one of the isolated, intellectual figures in
Faulkner's fiction, who feels encumbered by the daily obstacles of reality. Her
statements and actions seem to embody the real quest of chivalric love. Rather
than striving toward the mundane goal of living with the beloved, she strains to
attain an apotheosis of desire, which ultimately leads to her death.

Harry shares Charlotte's commitment to the passionate ideal that
chivalric love can transcend the flesh. Believing that romantic love can soar
beyond the confines of the realm of time, Harry describes sexual climax as a

26 Time becomes

moment when one is "present in space but not in time."
suspended or even ceases to exist, thereby affirming Harry's belief in the
passionate expression of love as a means of transcendence. Thus, for him the
romantic experience constitutes "one single abnegant affirmation"®’ of life
itself.

Although Charlotte is determined that the two of them must be free of
society and retreat undisturbed into a private Eden, Harry soon discovers that he
cannot exist in such an unstructured blissful state. Realizing that he misses
having a sense of vocatiocn, he admits that uninvolvement in life has created a
vacuum of “boredom from which he needs to return to the world of time to
experience life's continuity. Incapable of enduring "the sunny and timeless void

2 and anxious to relocate himself in

into which the individual days had vanished,"
the world of time, Harry constructs a calendar to attempt to recapture the lost

time that they have been together in the forest.
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In the end, Charlotte's and Harry's experiment of trying to live in such
an intense state of absorption in themselves, attempting to superimpose the
ignificance of their !ove over the natural flow and rhythm of everyday life,
results in failure. After seeking to isolate themselves in different parts of the
country, they are beset by financial and practical worries that intrude upon the
idyll they séek to perpetuate.99

The finally irony occurs when Harry, as the young, solitary medical
student, who had wanted so terribly to have an active existence involving love,
feels obliged to submit to Charlotte's desire to perform an abortion, which he then
bungles. By his actions he actually dramatizes the fantasies of death which
Charlotte had engaged in earlier. Because Harry so absorbed himself in passively
4fulﬁlling the request of the woman he loved, at the time of her death there seems
to be an emotional reversal in his final rejection of passivity and refusal to

reenact the suicidal formula of Faulkner's other isolated intellectuals.

Rather than denying life, at the end of The Wild Palms Harry stresses

the importance of remaining alive in order to preserve and celebrate the memory
of Charlotte and the love they shared. Harry feels that his final choice is simply
between memory and oblivion, and thinks:

When she [Charlotte] became not then half of memory became

not and if I become not then all of remembering will cease to be.
— Ygrsgn he thought, between grief and nothing I will take
f 7

grief.

In this decision, Harry is following Marcel's example in The Past Recaptured,

creating a peculiarly Faulknerian version of Proust's philosophy of reminiscence.
Ultimately, in accepting Charlotte's death, Harry becomes aware that

the world of dreams which exists in defiance of reality remains constantly

vulnerable in the movement of life. However, he goes further in realizing that

time is constantly weaving a pattern of events and situations, which finally come
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into conflict with the "design" of an individual, if the design has been set up
without consideration of the passage of time. Because change accompanies time
and experience, no design or dream imposed upon the experience of life is immune
to change. The need to be flexible enough to accept change therefore dictates
the individual's need to focus his perceptions on rea.lity.101

Harry finally gathers his strength at the end of The Wild Palms to

assert the revelation that he must yield himself and his world to the process of
change if he is going to know truth and not simply record facts. His final decision
is to hold firm to a sense of life's continuity, which he is able to do through the

process of memory. He thinks:

... after all memory could live in the old wheezing entrails:
and now it did stand o his hand, incontrovertible and plain,
serene, the palm clashing and murmuring dry and wild and faint
and in the night but he could face it, thinking, Not could. Will. I
want to. So it is the old meat after all, no matter how old.
Because if memory exists outside of flesh it,wont be memory
because it wont know what it remembers. ...

In the final choice between accepting reality or dying for an idealized concept,
Harry reaches a compromise in which he chooses to believe in his ideal and to live

cherishing his memories of the love he has had.

The Attainment of Unity of Being and
Continuity of Time in Faulkner's Novels

In the scope of Faulkner's fiction, an examination of the characters who
fit into the isolated intellectual category reveals a pattern of failure in their
repeated and fruitless efforts to preserve an ideal removed from the passage of
time. Although these characters serve an important aesthetic purpose in acting
as static obstacles, the rushing current of life ultimately overwhelms them.

Neurotic and maladjusted to the realities of life, in their immobility these
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characters can serve only as dramatic foils against which the action of life may
be projected.

Although a cursory reading of Fauikner's work sometimes leads to the
erroneous conclusion that Yoknapatawpha County is inhabited only by isolated,
intellectual figures who assume static, tragic, and idealistic poses, and primitive
characters, who manage to endure because of their sexual potency and
procreative abilities, it is the characters who have learned the value of life who
are capable of embodying Faulkner's highest ideals. In their progression from
innocence to experience, relating the lessons they learn and revealing the truths
they stumble upon, the characters who have experience the reality of life find
that they can meet the demands of the external world. They can learn to cope
with clock time, and can grow to be capable of love. Rather than solitude they
seek interaf:tion in society. Faulkner's description of Ratliff serves as an all-
inclusive description of these characters who choose reality rather than illusion as
their guiding principle in life:

...he [Ratliff] accepted a change in culture, a change in
environment, and he has suffered no anguish, no grief frem
it...for that reason, he's in favor of change, because it's
motion and it's the world as he knows it, and he's never one to
say, I wish I had been born a hundred years ago, or I'm sorry I was
bqrn now and couldn't have put it off a hunc:lrec! yearsm3Ratliff
will take what's now and do the best he can with it....

The few characters of this type sometimes seem peripheral in the
Yoknapatawpha saga. Yet, despite the relatively obscure position they occupy in
Faulkner's fictional world -- the young Bayard Sartoris, Judith Sutpen, Byron
Bunch, Charles Mallison, Lucius Priest, Harry Wilbourne, and V. K. Ratliff --
nevertheless assume a central significance in their symbolism of hope for the
future and in their ability to endure. They seem to act as Faulkner's prophecy for

the future, a prophecy which the British-born economist Robert Theobald believes

will be realized more dramatically in the years ahead. In describing a "new
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vision" of humanity, he believes that Americans may have realized the necessity
of returning to traditional, enduring values. He describes these qualities as:

not necessarily church values -- honesty, responsibility, humility

and love, with people doing things for eﬁﬁp other not because

there's money in it but because they care.
Believing that people will act in their perceived self-interest, Mr. Theobald
concludes: "I think I can prove that survival requires these religious values."

Faulkner reached the identical conclusion which he embodied in his fictional world

many years before.
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CHAPTER SIX

THE LITERARY AND PHILOSOPHICAL SIGNIFICANCE
OF FAULKNER'S AND PROUST'S TREATMENT OF TIME

...donot call it

fixity, s

Where past and future are gathered. Neither movement
from nor towards,

Neither ascent nor decline. Except for the point, the still
point,

There would be no dance, and there is only the dance.

I can only say, there we have been: but I cannot say
where.

And 1 canpot say, how long, for that is to place it in
time. :

Almost by definition the intellectual seeks the fullness of life as his
purview, but often obtains only a sense of emptiness and isolation for his efforts.
As the previous chapters have attempted to demonstrate, the self-destructive and
isolating aspects of the human intellect are a major focal point in the fictional
worlds created by both Faulkner and Proust, whose intellectual protagonists strive
to discover a sense of unity of being and continuity of time despite the
fragmentation of their lives.

Proust's portrayal of the loneliness of Marcel's search to discover what
endures in time has been singled out as symbolic of the author's own sense of
alienation. Wallace Fowlie comments, "No writer has gone as far . .. in analyzing
the terrifying limitations which isolate man as a human being."2 Proust's
psychological portraits of the evolution of personality traits which lead to lives of

isolation can indeed be characterized as a prelude to twentieth century

284
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literature's preoccupation with man's solitude and mistrust of society. Proust
discovered that when the pure intellect rejects the fullness of life, it has the
tendency to become a prison filled with empty theories.3 He, like Dostoevsky,

saw that:

... the isolation that prevails everywhere, above all in our
age ... has not fully developed. . . has not reached its limit yet.
For everyone strives to keep his individuality as apart as
possible, wishes to secure the greatest possible fullness of life
for himself; but meantime all his efforts result not in attaining
fullness of iife but self-destruction, for instead of self-realisa-
tion he ends by arriving at complete solitude....For he is
accustomed to rely upon himself alone and to cut himself off
from the whole; he has trained himself not to believe in the help
of others, in men and in humanity. . . . Everywhere in these days
men have, in their mockery, ceased to understand that ... jgrue
security is . . . [not to be found in isolated individual effort.

The same isolation and futility characterize the intellectual

protagonists of Faulkner's dramatis personae. In his fictional world of

Yoknapatawpha, Faulkner depicts the society of a few impoverished aristocratic
families and a community of small tenant farmers and woodsmen, who, in their
reduced circumstances, search both consciously and unconsciously for the
semblance of a heroic ideal by which to elevate their lives. The unrealistic nature
of the search severely limits the chances of success, and because a sense of
victory is so often unattainable, a few Faulkner critics have assumed that he is
either writing about the negative aspects of human nature or the insurmount-
ability of the circumstances that confront the individual. no matter how noble or
deserving he may be.

Faulkner's own verbal testimony, however, stands in direct opposition to
this interpretation of his fiction. Although he went fully as far as Proust in his
analysis of the "terrifying limitations which isolate man as a human being,"
portraying the physical handicaps of poverty, hunger, and ignorance -- as well as

the psychological aberrations of misplaced idealism, neurotic romanticism,
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overwhelming jealousy, and uncontrollable nostalgia -- Faulkner was a strong
believer in community solidarity and individual human interaction. In a letter to
Warren Beck written in 194] explaining his desire to glorify man's constant effort

to survive, he acknowliedges:

1 have been writing ail the time about honor, truth, pity,
consideration, the capacity to endure well grief and misfortune
and injustice and then endure again, in terms of individuais who
obser ved gnd adhered to them not for reward but for virtue's own
sake....

While the ever-rolling stream of time in which man's fate must be
realized is an absolute reality which Faulkner and Proust discover and then
delineate in their work, they both maintain that certain elements of life are
timeless. For Proust, various sensations and essences of life and experience defy
time through their distillation in art; whereas for Faulkner, it is the moral
qualities of humanity which endure without the necessity of artistic representa-
tion.

The Method of the Literary Portrait as a Means of
Discovering Unity of Being and Continuity of Time

Basing their thoughts and literary efforts on the concept of an

"enduring, identical self [existing] in and through the experience of temporal

duration ,“6

the ultimate quest which enthralls both Faulkner and Proust is the
effort to discover what is timeless in the self and in experience. Their novels, in
effect, celebrate the discovery of these timeless elements.

In a modern world characterized by severe disruptions of most institu-
tional and temporal continuity wherein the self can establish some sense of‘

identity, both Faulkner and Proust have chosen to use the same method of the

literary portrait through which to reveal the self as a continuing, functional unity
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to which an identity might be attributed. In spite of fragmented and outdated
associations, the significance of such literary reconstructions can be assessed by
their helpfulness in restoring and reevaluating a sense of certain qualities of the
self which have been menaced and partially obliterated by the impact of time
upon the life of modern man.

In all of these literary portraits the problem facing the protagonists is
how to reconcile the past with the present, a dilemma which each author projects
into a literary quest for continuity, identity, and unity within the framework of
the past, present, and future. Faulkner and Proust realized, in the words of Hans
Meyerhoff, that "continuity as an essential ingredient of selfhood is invariably
part of the litt;rary portrait.” In such portraits "the intimate, reciprocal
relationship between time and the self becomes most manifest; for the awareness
of continuity within the self is correlative with the aspect of continuity or
duration in tim e."7

Both men saw that the

correlation between these aspects of time and the self i.e.,

continuity in the self and continuity or duration in timeg] arises in

two contexts: (1) within the temporal flow of the specious

present; (2) within the relatic.ms‘ f:onstiguting the memory

structure, or personal past, of an individual.
Thus Faulkner and Proust used the literary portrait as a vehicle to demonstrate
the sense of continuity and functional unity of the self in the midst of temporal
succession and change. In their literary approach to describing the self, two
aspects of selfhood are accorded particular significance.

First of all, the self seems to reveal a tendency toward dynamic
organization which exists over and above the succession of fragmentary
impressions and ideas. That is, it actively interprets, organizes, and synthesizes
the data it receives, and it does so from the perspective of the self as a whole.

And secondly, the self projects a certain quality of continuity and identity in the
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midst of that data flow. In other words, the self seems to have a type of
structure which demonstrates unity in continuity, the phenomenon an individual
recognizes in conceiving of himself as the same person throughout his lifetime.
Both of these qualities, dynamic organization and continuity, are inherently
intertwined aspects of the self, and allow for a sense of cohesion among the
multitude of heterogeneous characteristics which ultimately correlate with
personal identi’cy.9

For Proust and Faulkner memory is the key to the quest to rediscover
the self, and their intellectual characters attempt to use memory as a means of
transcending time with varying degrees of success. Through the memory process
cembined with intellectual analysis Marcel advances to the point from which he is
able to become a creative artist, recognizing that his creation will attain the
transcendence over the passage of time that he has been seeking. For Faulkner's
inteliectuals, however, emotional emphasis on the memory process tends to create
static beings, who become trapped in the past they recall and are rendered
incapable of transmitting their memories into art. Only by acceptance of the
passage of time or in a mode of stoic endurance do Faulkner's characters find it
possible to transcend time.

With their philosophical focus on time as an eternal phenomenon which
man must attempt to survive and which he hopes to transcend, the Proustian and
Faulknerian perspectives are remarkably parallel. While employing several of the
same aesthetic techniques, however, the two authors present their fictional
interpretations of man's efforts to transcend the passage of time in completely
different manners.

With his imagination focused on the present, and the beiief that he
experiences life's reality through the repetition of sensation, Marcel realizes that

recurring sensation can restore his original sense of being, making past and
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present fuse into one. Reality is thus revealed in arrested moments of memory
that Marcel can then aesthetically reproduce in art, hoping that his writing will
have the same effect of restoration of being for the reader.

With imaginations held captive by the past, Faulkner's intellectuals
believe that life's only reality is to be found in the recreation of their idealistic
obsessions from a time long ago. Whereas Proust émploys the aesthetic device of
arrested moments and recurrent sensation as Marcel's artistic means of
transcending time, Faulkner uses the arrested moments of his intellectual
protagonists as an aesthetic device to reveal the static, spatially frozen quality of
time created from an emotional impasse caused by the outraging of their ideals.

Through use of the identical aesthetic device of the arrested moment,
which Proust expands to be all-encompassing and Faulkner contracts to be static
and rigid, both writers nevertheless emerge with the same philosophical emphasis
on man's constant need for restoration of being, which represents life itself. In
his focus on the primacy of the artist, however, Proust's angle of vision is slightly
different from that of Faulkner, who, while personally demonstrating the primacy
of artistic vision, refuses to approve it or prescribe it for the fictional beings he
created.

For the two writers time is described through both the transcendent and
durational lenses. For Marcel, the durational sense of time allows the possibility
of analysis of arrested moments while providing the necessary framework to
incorporate such moments into the ongoing continuity of all time. With a static,
linear view of chronological time whose passage they feel incapable of halting,
however, Faulkner's intellectual protagonists want to escape from a sense of
duration, which their rivgid conceptualization of time will not permit. For them
memory is not an adequate tool, and they are unable to discard the abstract

Platonic absolutes which lead them to fail in their crisis of knowing. The form of
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their failed lives is then reflected in the overly self-conscious form of the
portions of the novels which relate their histories. Obsessed like Faulkner himself
with the problems of the fragmentation of contemporary life, they allow no space
in their world, rejecting the chaos of the real world for the abstract world of the
spirit.

In Faulkner's novels which celebrate the success of the durational time
sense with its aspects of change and survival, however, there is an interesting
element of the inverted Platonism characteristic of Proust's thinking. In the

Snopes trilogy, Intruder in the Dust, and The Reivers, durational time is reflected

in the celebration of imagination in the present, linking the power of man's

imagination to human consciousness of time's passage as in A la recherche du

temps perdu. In these later works there is thus a transmutation of Faulkner's
idealism from the tragic pattern inherent in the efforts of the isolated figures
striving to attain timeless virtues in the Platonic tradition to a celebration of
mundane human ideals, which are part of the human consciousness of time.
Ultimately, fcr both Faulkner and Proust, the concept of time as
motion not only pervades, but determines the form and content of their work. For
them both immobility is simply an aesthetic spatial technique, a momentary fixity
presented against the diachronic flow of time. In their shared desire to create art
which embodies "a certain abstract geometrical shape,” and which, in its
durability and permanence becomes "a refuge from the flux and impermanence of
outside hature,"lo both Proust and Faulkner thus incorporate spatial form as a
structural element in their fiction. In their space-consciousness and fear of the
passage of time, they create non-naturalistic art forms in which the dimension of
depth (indicating time) is replaced by static concepts that are presented on

simultaneous, horizontal planes of juxtaposition.
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In Proust, this spatial sense is evident in the technique of discontinuous
presentation of character, and displacement and juxtaposition of images, as well
as in his descriptions of transcendent moments revealed in flashes of involuntary
memory. In these revelatory instants, by means of a shared sensation, the past
and the present are momentarily superimposed, leading to a suspension of
awareness of the passage of time and a sense of immortality.

In Faulkner, the techniques used to delimit the sense of space
(culminating in spatial form) include arrested motion, juxtapesition and fusion of
past and present, and the portrayal of intellectual character types, who feel
themselves to be in disharmony and disequilibrium with the universe. In this
interpretation, Faulkner's isolated intellectual characters are used as artifacts to
reveal the spatial form of arrested moments, and are presented in constant
contrast with the intuitive primitive characters, whose streams of consciousness
reveal their identification with durational time, and their ability through intuition
to transcend the passage ¢f time.

Thus, although the different forms of Proust's and Faulkner's art reveal
different responscs to the challenge of twentieth century spatiality, uitimately
the fictional focus of both is on the possibility of attaining transcendence. After
stringing together temporal moments to remember, Proust determines that
through his writing these moments can defy the passage of time and achieve a
form of artistic immortality. In his celebration of transcendence, Faulkner
ultimately condemns characters who allow themselves to be caughf in time,
whether they are isolated intellectuals seeking to obliterate contemporary time
by escaping into the past superimposed above the present, or whether they are
more primitive characters, who are unable to extricate themselves from a sense
of durational time.

In their goal of fusing past and present as Faulkner himself does in his

writing, the intellectual characters fascinate Faulkner by presenting him with
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fragmented images of portions of his own being. But in their failure either to
integrate the artistry and practicality of their lives through spatial vision or to
attain a form of transcendence, Faulkner recognizes them as failed intellectuals
and artists whose understanding of life is in opposition to reality, and whose
creativity is never realized.

Thus, for Proust, spatial form provides a means of attaining
transcendence of time through the revelatory moments immortalized in his art;
whereas for Faulkner, spatial form provides a means of presenting a particular
static, conceptual outlook embodied in his intellectual characters, who are

ultimately incapable of meeting the challenges of life in the twentieth century.

Forgetting the Past to Recreate the Future

As authors who inherited and espoused the nineteenth century's notion
of continuous creation, Proust and Faulkner understood and focused on the
creation of the mind in the flow of durational time. In addition, they both
recognized that with the new twentieth century concept of the present existing in
every instant, one has a continuous opportunity to act and formulate a philosophy
of action, thereby recreating oneself and the world. The idea that there is a
creative decision as the source of every act is central to their view of human
activi‘cy.11

Although the tendency of the twentieth century is "to apprehend the
present as the generative act of time in its concrete reality,” such an act of
creation of the self ex nihilo must be achieved by the being's awareness of its own

existence as set against its own death. 12

13

The mind must "recognize in its act of
creation an act of annihilation." Thus the true twentieth century attitude
which Proust and Faulkner embody in their writing may be the necessity for man
to forget at each instant what he was in order to become the person he wishes to

be.
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If it is actually necessary for man to forget what he was in order to
change and become the being he would like to be, a paradox is created for those
who seek continuity and unity of being. And it is on the foundation of this
paradox that the Proustian and Faulknerian fictional worlds are fabricated. This
act of forgetting in order to become is only possible for those individuals who
have obtained both unity of being and a sense of the ongoing continuity of time on
the basis of which they feel secure enough to acknowledge the changes which time
brings.

Not only are Faulkner's primitive characters absorbed in a sense of
ongoing durational time, but their every action seems to be an act of forgetting in
order to become. Certainly Dilsey, Lena, and Eula are manifestations of a type of
basic human mindlessness, which in Dilsey's case manifests itself as human
compassion, in Lena's and Eula's cases as simply feminine fertility. Although the
clock in the Compson kitchen has only one hand, yet Dilsey has an inner awareness
of the time of day. Although Lena has no notion of the whereabouts of the lover
who deserted her, yet she plods ahead confident that she will find him and be
taken care of at the time of her child's delivery. Although Eula in The Hamlet has
no interest in learning anything academic from the schoolmaster who longs to
possess her, yet at the time of his assault she knows instinctively how to protect
herself without any manifestation of surprise or alarm. In each case the
character in question has chosen t.. orget what they have been taught as the
rational explanation in order to move ahead remaking themselves and those
around them in the serene assurance of the continuity of time and their ability to
become whatever they wish.

It is, therefore, only those Faulkner characters who, in their rigid
adherence to a formula or code of existence, cannot forget, who fail to become

what they desire. The list includes all of the isolated intellectuals with the single
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exception of Harry Wilbourne, who chooses to forget Charlotte's fanatical refusal
to give birth and his bungling of the abortion in order to preserve his memories of
the passion which had sustained them at an earlier time.

In A la recherche du temps perdu, Marcel at first seems to be a

decadent but rigid young man absorbed with his memories of the past. But
gradually it becomes apparent that he is aware of the strength of oblivion which
swallows up most of the sensations he receives from experience, reexperiencing
these sensations only upon occasion when the original experience is resurrected in
its entirety. Thus, in the Proustian realm, the immediate past is frequently
brushed aside in order to create an opening, an invitation to an apparition from
the past, when Marcel finds himself conironting a younger version of himself
accompanied by an overwhelming rush of sensations which are dazzling in their
reincarnation. On the strength of these episodes of forgetting and remembering,

Marcel is able to evolve into the artist he feels that he can become.14

’ The recognition of the present as the generative act of time is at once
central to the twentieth century dilemma and an incomplete answer to it. With
the present in a constant state of metamorphosis, no focus is more difficult to
achieve. As Jean Wahl points out, "Our attention can be directed only to the
past ... /because] whatever is new eludes the grasp of consciousness, and when

15 Paradoxically, the

seized by it becomes transformed into a thing of the past."
creative act of time must first appear as a death of time itself. Clearly, Proust
and Faulkner were ultimately led to that recognition, to the idea that "continuous
creation becomes ... a creation continually discomtinued."16 On the one hand,
the self and the universe are constantly rediscovered and chosen anew, and
constantly appear to be formed from the creative act. On the other hand, despite

the recovered newness and freshness of this creation, its recognition seems linked

to a sort of immobility. One's continual awareness of the present is trapped in the
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frame of a moving picture film. Thus, the "anachronism of duration [ultimately]
corresponds to and is superimposed upon an anachronism of space."‘l7

For Faulkner and Proust the solution to the dilemma of the present
becoming the past is, therefore, in part the sroic formula mentioned in Chapter
Two and suggested by Georges Poulet: "To endure is to be present, and to be

13 This

present is to be present to things distributed in a sort of time-space.”
formula, however, produces the danger that, "...the human act by which the
mind becomes present to any group of images at once local and temporal very
often possesses the character of an incomplete incongruous creation. . . n19 The
possibility of fragmentation seems to be exemplified in the cases of Marcel and of
the Faulknerian intellectual figures. When, through abstraction they attempt to
understand the local and the temporal, finding only images of life that seem
"incomplete and incongruous,” they reject the present in favor of a more perfect
.creation composed of the interaction of their minds and imaginations with the
past. But in their desire to relive moments from the past, the death of time itself
ultimately obsesses the Proustian and Faulknerian 'intellectual characters.

It is ironic that although many Faulkner characters are doomed by their
tendency to "spatialize" time, to deal with its experiences abstractly allowing the
temporal components to refer reflexively to each other, yet the artist, the
novelist himself, must be capable of dealing with time spatially as well as
intuitively. For Faulkner the intimate portrayal of characters consumed with a
sense of transcendeht time seems to come from from first-hand experience. And
in the case of Proust, it is clear that the units of meaning that he describes
Marcel discovering in the past are ultimately related and refer to one another

20

reflexively like seriographic mirrors in a moment of time. This act of

reflecting on the composite of the past units of memory to determine their
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significance may be used as an indication of Proust's own use of a spatializing

form of intellect.

Proust's Affirmation of Life

Ultimately, Proust's sense of time involves an affirmation of temporal,
chronological elements combined with a spatial, simultaneous approach. From a
perspective which is predominently temporal, he springs into another worid
delineated with arresting spatial insights.ZJ‘

In raising the question of the meaning of human life in a universe that
reveals none, Proust's point of view is essentially existential. Like Faulkner,
Prcust reaches the conclusion that the nature of existence cannot be fully grasped
in intellectual terms, and that intellectual awareness is only one of many modes
of cognition. In focusing on his fellow man, Proust's major concern is directed
toward the "unauthentic" quality of most lives, which he believes leads to a "lost"
existence, an existence based on an understanding of itself according to universal

concepts instead of individual analysis of the modes of feeling and experience.

Throughout the expanse of A la recherche du temps perdu it is obvious

that Marcel is gradually becoming aware that "the being creates and finds itself
only by setting its existence against its own death, only by creating itself ex

22 Thus, accerding to the Proustian outlook, it is ultimately up to each

individual to deal with life's major paradox and recognize that he is
simultaneously, to use Heidegger's phrase, a "being-for-life" and a "being-for-
death.n?3

Believing like most existentialists that the human being cannot be

divorced from a dynamic interrelationship with his environment and community,
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Proust stresses the temporal modes of human life, revealing the possibility of
evolution from a "dead" past to a vital relationship with all of life, which can best
be manifested in a "project" uniting the individual with the flow of life. For
Marcel this life-giving project is his decision to create a work of art, which is
a‘ble to reflect the complexity of life.

| Although Proust was aware that the creaticn of a work of art alone
could not solve any of the metaphysical problems of living, he felt that it could
stand as his personal testimony to the victory of the "being-for- life" over the

22

"being-for- death." Thus, in describing the death of the novelist, Bergotte,

Proust affirms his belief that human virtues have the possibility of enduring
through art by having Marcel state:

All these obligations which have not their sanction in our present

life seem to belong to a different world, founded upon kindness,

scrupulosity, self-sacrifice, a world entirely different from this,

which we leave in order to be born into this world, before

perhaps returning to the other to live once again beneath the

sway of those unknown laws which we have obeyed because we

bore their precepts ix our hearts, knowing not whose hand had

traced them there -- those laws t%which every profound work of
the intellect brings us nearer....

Reaching out of reality and time towards eternity, art as a "profound work of the
intellect" eventually flows back to confront the vision and critical acclaim of men
in the real world, thereby creating a loop of transcendence capable of defying
death.

After Marcel's efforts to grasp knowledge out of the flux of life through
intellectual analysis, and after the height of the atemporal vision at the end of A -
la recherche du temps perdu, his final discovery is simply that "life is worth

living"%°

The ultimate Proustian vision is of the peaceful coexistence of time
and space as they "perform an elaborate and moving saraband" from positions of

equal power.26
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Faulkner's Ambivalent Aifirmation of Life

Faulkner remained realistic, by some interpretations even pessimistic,
about the general obstinacy and orneriness of human nature, qualities which make
it difficult if not impossible to predict and direct the course of history. The
ambiguity of the statement "man will endure," with which Ee cAoricluded his Nobel
Prize Speech, has been the source of contradictory interpretations throughout the
decades. We as well as Walter Slatoff may wonder, "whether he will endure by
virtue of his soul or his folly and whether enduring means primarily to suffer or to
transcend time. . . ."27

Although Faulkner never despaired of man's possibilities, he found it
impossible to be enthusiastically optimistic about man's future. In 1955, several
years after the Nobel Prize Speech, he remarked in a letter to a friend
". .. human beings are terrible. One must believe well in man to endure him, wait

28

out his folly and savagery and inhumanity." While he continued to "believe well

in man," it was no idealistic or naive belief, but rather a faith that was hard to
win.29
The passage which is briefly cited in Chapter Two as the definitive

statement of Faulkner's view of the frustration, tension, and conflict that

characterize life, is found in Absalom, Absalom! in Judith Sutpen's stoic

evaluation of the enigmatic complexities of existence. Her statement is
recounted in its entirety much later to Quentin by his father, who had heard the

story from his own father. Judith is quoted as saying:

"...You get born and you try this and you dont know why
only you keep on trying it and you are born at the same time
with a lot of other people, all mixed up with them, like trying to,
having to, move your arms and legs with strings only the same
strings are hitched to all the other arms and legs and the others
all trying and they dont know why either except that the strings
are all in one another's way like five or six people all trying to
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make a rug con the same loem conly each one wants to weave his
own pattern into the rug; and it cant matter, you know that, or
the Ones that set up the loom would have arranged things a little
better, and yet it must matter because you keep on trying or
having to keep on trying and then all of a sudden it's all over and
all you have left is a block of stone with scratches on it provided
there was someone to remember to have the marble scratched
and set up or had time to, and it rains on it and the sun shines on
it and after a while they dont even remember the name §8d what
the scratches were trying to tell, and it doesn't matter."

In the coexistence of the statements "it cant matter" and "yet it must matter"
Faulkner has created a combination of contradictory phrases which express his
dual perspective on life, his feelings of uncertainty and paradox which are
presented as Judith's perceptions of an existence she stoically endures. Rather
than these phrases revealing a "desperately divided and tormented perspective,"
which Walter Slatoff describes as a "condition of [Faulkner's/ mind which tries to
roa o 21 .
move simultaneously and intensely toward both order and chaos,"”" they simply
describe the underlying ambivalence of Judith's emotions as she calmly accepts
whatever time brings.

Judith's contradictory statements do not fall into the category of
oxymorons (such as "cruel kindness" or "thundering silence") as Slatoff suggests.
They are simply antithetical phrases which are answered at the end of the
soliloquy by her muted affirmation of the act of living. In a more complete
rendition of her statement than was cited earlier, Judith suggests that it is action
in life which is important --

", .. if you could go to someone, the stranger the better, and
give them something -- a scrap of paper -- something, anything,
it not to mean anything in itself and them not even to read it or
keep it, not even bother to throw it away or destroy it, at least
it would be semething just because it would have happened, be
remembered even if only from passing from one hand to another,
one mind to another, and it would be at least a scratch,
something, something that might make a mark on something that
was once for the reason that it can die someday, while the block

of stone cant be is because éE never can become was because it
cant ever die or perish. .. ."
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Judith's words suggest that in Faulkner's philosophy it is the motion of life not
the reasoning or rationalizing of it which is significant. Despite the ambiguities
and ambivalences, the fact of man's interaction with humanity is what Faulkner is
celebrating.

In one classroom interview Faulkner was asked the question, "Mr.
Faulkner, do you consider human life basically a tragedy?' And he replied:
"Actually, yes. But man's immortality is that he is faced with a tragedy which he

n33

can't beat and he still tries to do something with it. He went on to explain:

". .. failure to me is the best, to try something you can't do,
because it's too much (to hope for), but 3§}iu to try it and fail,
then try it again. That to me is success."

And in another interview, Faulkner amplified the point by saying: "It is this act of

trying that is the source of man's immortality."35

Perhaps Faulkner's fullest statement of hope for the future was
expressed at Nagano when he stressed his commitment to change which he

believed would occur through man's own efforts. He said:

"...I am still convinced that man is tougher than any
darkness. That man's hope is the capacity to believe in man, his
hope, his aspiration toward a better human condition. ... He
kncws that since his own yesterday showed him today that he
endured, was capable of hope, was capable of believing that
man's condition can be bettered, is his assurance that after he is
gone someone will read what he has done and see what man
yesterday was capable of be_)l%eving and of hope that man's
condition can be changed. .. ."

A Final Evaluation

With Proust's and Faulkner's shared conviction that life is worth living,

an important final question in any consideration of the lives of their protagonists
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is what attitude finally distinguishes Faulkner's portraits of intellectual figures
from Proust's exaltation of Marcel as the portrait of the artist?

Despite the similarity of the treatment of time through arrested
motion, and the same fictional turning to the past and memory to discover the
thread to the future, the outcome of the lives of the intellectual Faulkner figures
in no way parallels Marcel's evolution into an artist. The question that haunts the

reader long after reading The Sound and the Fury, Absalom, Absalom!, and Go

Down, Moses, is what went wrong in the lives of each of Faulkner's major
protagonists which directed their lives towards isolation, masochism, and suicide?
And why is it that only the primitive characters and a very few who learn the
value of life are capable of survival? These questions, which penetrate the fabric
of Faulkner's fiction more deeply than the usual critical queries concerning the
success or failure of his novels' form, attempt to probe into the reason underlying
the negative outcome of the lives of those characters who reveal intellectual or
analytical abilities.

Faulkner's predilection for the stunted development of his intellectual
characters reflects a particular American problem, which was emphasized by the
small, Southern rural community in which he grew up and chose to remain.
Despite the influence of the European novels to which he devoted himself during
the years of his intensive reading, their major effect was to provide knowledge
concerning the techniques of novelistic form. In terms of character type and
development, Faulkner already felt adequately prepared, having closely observed
the people around him, who were later to appear in fictional form as the
unforgettable inhabitants of Yoknapatawpha. The traditional pattern of the
bildungsroman, with its focus on the protagonist's growth in experience and

intellectual stature was not nearly so interesting to Faulkner as the possibility of
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forbidding the protagonist's development beyond a certain romantic stance in
order to deny the realization of his dreams and intellectualized fantasies.

Given the confining values in the small community in which Faulkner
grew up, where any attempts toward intellectualism were considered pretentious
and unusual, Faulkner's own adolescent experiences labeled him as artistic and
therefore "different Instead of exploring the possibility of an inteilectual
protagonist's escape from and growth beyond such narrow boundaries, Faulkner
preferred to escape alone in his own imagination to exist in the limitless expanses
of fiction, while restricting any characters who seemed to reflect his own artistic
inclinations to a much narrower fate. Inreal life he denied that he was a novelist,
preferring to think of himself as a "farmer," a dramatic role that he enjoyed
assuming to feel more a part of the community.

Faulkner seems to associate romantic fantasies and intellectual ideas
with character types who tend toward fixations and obsessions, thereby distorting
normal emotional and intellectual impulses and creating tragic figures who must
be punished for their excesses. Yet, simultaneously, Faulkner the artist had the
hidden pleasure of thinking and feeling many of the same things and surviving to
incorporate them into his fiction, while puritanically punishing character; very
like himself for. their indulgences. The characters whom he feels comfortable
with and allows to flourish aré the local townspeople, such as Ratliff and the
Snopeses, or the primitive characters such as Dilsey, Lena, and Dewey Dell.

Solely in the case of Harry Wilbowrne in The Wild Palms does Faulkner

begin to delineate the outlines of a sensitive and intellectual character who hurls
himself into the motion of life, and then chooses to survive in order to savor the
memory of his passion. Although Faulkner's characterization 6f Harry is not fully
developed, yet there is enough of an indication of a life that will continue on

absorbed in thoughts and memories to be very reminiscent of Proust.
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Although in philosophical and intellectual terms Faulkner never
permitted himself to grow and develop in the elevated direction of Proust's
thought, yet in literary terms; as the creator of an array of isolated, intellectual
protagonists whose stunted growth and possibilities are a source of poignancy to
all who read the histories of their inability to deal with the passage of time,
Faulkner can at least appear in the same ring with the French genius who is famed
for his memories of things past. When Quentin Compson, Gail Hightower, Isaac
McCaslin, Horace Benbow, and Gavin Stevens reach the end of their development
in terms of effectively dealing with the motion of life, they reproduce in
miniature an intricate and original variation on the pattern of Marcel's thoughts,
which seemed for a time to render him ineffectual and incapable of dealing
energetically with his future task as a writer. The great literary difference
between the two is that Proust was able to lead Marcel cautiously and lovingly
beyond his mental stumbling blocks into the heady ether of the artistic world,
while Faulkner stood firmly barring the path of fulfillment for those whom he had
created. In each case time past assumed either the role of collaborator or
nemesis in the future of the potential artist.

Moreover, despite the personal failures of Faulkner's intellectual
heroes, despite their ultimate inability to attain a sense of continuity of time and
unity of being, the very creation of such characters, and the creation of the
literary works which reveal their shortcomings allowed Faulkner the novelist to
achieve transcendence of time, and in effect affirmed Proust's vision of the
artist's role. By definition any literary triumph achieved in twentieth century
fiction is a reduced triumph, one which provides little more than the assurance
that meaning is possible in the world. In an epoch of marginal heroes, the act of
choosing or not choosing and a clearly articdlated sense of time are central to any

sound definition of man.
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Both Faulkner and Proust grappled with the recognition that life is
potentially intolerable, but they nevertheless continued to choose the struggle
that it implied. Faulkner would agree with Proust that this was much more than a

"stupidly romantic gesture 237

For both writers it was an act of faith, an act
wherein the continuous human creation of self and universe could be achieved by
the mind confronting the present. For both it was a "creation endlessly aborted, _
travestied, corrected,"3 8 but a human imperative in spite of its inherent toil.
That imperative -- for the continual "retouching of the present and of
no1:hingness"39 in order to begin again -- was for Faulkner and Proust not simply a
credo, but the only path out of the twentieth century's temporal labyrinth. In

their search for transcendence of time they both revealed the "still point ...

where past and future are gathered” in the eternal movement of their fiction.
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