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THE REGIONAL NOVEL OF THE SOUTH:

THE DEFINITION OF INNOCENCE
CHAPTER I
A PRELIMINARY NOTE ON THE ROVEL

Theory, which is expectation, always determines criticism,
and never more than when it is unconscious. The reputed
condition of no-theory in the critic's mind is illusory,
and a dangerous thing. . . . John Crowe Ransom

For a generic study to be useful, it should dboth potentially en-
rich the experience of any novel subsumed in the class, and at the same
time relate coherently the class means and effects to those of other
classes in terme of their common categorical properties. Indeed, on the
aseumption that our appreciation of a thing depends to a considerable ex-
tent upon our approhension of what it 1s and how it relates to an orderly
world of similar objects, we may assert that these two criteria of generic
criticism are inseparable, and that the fallure to obeerve their interde~
pendence leads both to the proliferation of overlapping generic modes and
to the comstruction of theoretical systems severely abstracted from the
world of actual novels. Therefore, although the definition of the essen-
tial nature of the novel as a literary genre is far beyond the scope and
intention oY this introductory eseay, it is desirable to indicate in broad

terms what basic ides of the novel substantiates the idea of the particular

1



class of novels to be considered.

And first we must establish the source or basis for such a concep-
tion. Obvious as it seems, yet it needs to be emphasized that the only
possible source for an idea of the novel is: the experience of actual nov-
els. Notwithstanding Professor Frye's persuvasive argument to the contrary
(that "criticiem comes out of it [direct experience] but cannot be built
upon 1t“1), and however objectively real the world of literary objects may
be in an ontological sense, it nevertheless remains true that all of our
atatements about literature stem ultimately from the experience it has
produced in its sudience, including us.

Although this experiential basis of our formulations introduces
an increment of relativism that could prove chaotic, we are protected from
the anarchy of impressionistic subjectivity by the constant correlation
of our personal experience with the collective experience of others, se-
lected and methodized, which we call literary history and criticism. Thus
the process of theoretical formulation is comparative and synthetic: we
experience, we analyze our experience and compare the results with the re-
porte of others, and we arrive at theoretical amalgams that seem at once
comprehensive and central.

The personal experience of reading & novel is most fruitfully con-
templated, for analytical purposes, in terms of the formal constituents
of that experience, especially if we assent to an idea of form such as

that in Shipley's Dictionary of World Literature: "The character of an

object as experienced, or the structure into which the elements of an

lNorthrop Frye, Anatomy of Criticism: Four Essays (Princeton,
N. J.: Princeton University Press, 195/), PPe 2{-28.
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experience of a thing are organized.“l Now the reading of any novel with
a view to the broad outlines of its form impresses us immediately with the
dual modality of that form, its appearance under two seemingly diverse
agpects: form in process and form in retrospect or scheme. The typical
experience of fiction consists of an initial line of action (as yet un-
specified as to content) which interacts with subsequent accretions of
matter presented through various techniques; meanings and feelings emerge
continually both to modify the central line and to be modified by it and
pushed to the periphery of conscliousness. But at the end of this process,
its forces and ingredients coagulate and abatraét within s aemes, fatterns,
conceptse~whatever our critical vocabulary and sensitivity enable us to
construct. This residual conception is form in retrospect, and it is apt
to resolve gradually into an idea of substance or content, to be increas-
ingly detached from the process which produced 1it.

The existence of some such formal dualism in the novel is re-
peatedly attested by the witness of other critics, although I would not
claim that the foliowing critics have precisely the same dualistic ele-
ments in mind. But Percy Lubbock, for example, observes that while the
novel occurs to us "as a moving stream of impressiona,“2 as "rather a
process, a passage of experience, than a thing of size and shape,"3 yet

"the impressions that succeed one another, as the pages of the book are

lJamea Craig La Driere, "Form,® Dictionary 2£ World Literature, ed.
Joseph T. Shipley (New York: Philosophical Library, 1953), p. 167.

2Percy Lubbock, The Craft of Fiction (New York: The Viking Press,
1957), p. 4.

31bid., p. 15.
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turned, are to be built into a atructure"l by the reading critic. More
methodically, Northrop Frye designates, on the level of WEthical Criti=-
cism,® these two aspects of form as mythos ("a secondary imitation of an

n2 form when seen "moving through the work from beginning to end"s)

action,
and dianoia ("a secondary imitation of thought,"u form when "examined as
stationary"?), and asserts their practical equivalence: "The mythos is
the dianoia in movement; the dianoia is the mythos in stasis.'s James
Cralg La Driere distinguishey "style," which 1s associated with process,
from "form," which "is a concept relevani only to objects as such, to
things and not to processes,“7 but he adds: "But what is a formal ele~
ment in an object from the point of view of analysis of the constitution
of that object may be an element of style from the point of view of an
analysis of a process in which the object 1e in.volved.."8 C. H. Rickword
goes even 8o far as to qQuestion the reality of the conventional categories
of novelistic technique, declaring that "!character' is merely the term
by which the reader alludes to the pseudo-objective image he composes of
hie responses to an author's verbal arrangements.u9 The real form of a
novel, say; Rickword, "only existe as a balance of response on the part

of a reader. Hence schematic plot is a construction of the reader's that

corregsponds to an aspect of that response and stands in merely diagrammatic

1l
Ibido, Pe 17- ZFI‘YB. P 830
3Ibid. ulbid.
5Ibid. 6Ibid.
1 8
La Driere, p. 170 Ibiad.

9”A Note on Fiction," Forms of Modern Fiction, ed. William Van
0'Connor (Minneapolis: University of Minnesota Press, 1948), p. 295.
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relation to the gource. Only ae precipitates from the memory are plot or
character tangible, yet only in solution have either any emotive valency.“l

Within processional form or mythos alone all is not pure movement.

The essentially temporal character of novelistic form is generated by its
linguistic medium; as A. A. Mendilow says, "in a novel, what is being ex-
rresged may in itself be either static and the object of description, or
dynamic and the object of narration; in either case, the medium of expres-
slon=~language-~is a process."2 But language itself, as it is found or-
ganized in conventional, syntactical forms, possesses a static or spatial
dimension as well as its essentially temporal one. The spatial dimensgion
of any word is its semasiological or referential aepect, while its tem-
poral dimension is its syntactical or relational aspect. Or we can bor-
rovw again of Professor Frye, this time the distinction between the 'de-
scriptive® and "literal® phases of language:

Whenever we read anything, we find our attention moving in two
directions at once. One direction is outward or centrifugal, in
which we keep going outside our reading, from the individual words
to the things they mean, or, in practice, to our memory of the con-
ventional association between them. The other direction is inward
or centripetal, in which we try to develop from the words a sense of
the larger pattern they make .3

Thus there appear. a correspondence between the formal activity

of the smallest unit of fictional form, the clause or sentence, and that

of the novel as a whole. 3But of course the same ccrrespondence would be

observable in any verbal structure; the particular relevance of this

11vid., p. 297.

2Pime and the Novel (ILondon: Peter Nevill, 1952), p. 23.

3rrye, p. 75.
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concurrence to our purpoee derives from its association with other formal
aspects which are peculiarly the novel's. The best approach to this new
conslderation is through a brief survey of the subjects and historical

modes of the novel.

II
First and in drief, such a survey substantiates the opinion of
Mark Schorer that the perdurable subject of the novel is the relatioaship
between the self and society:
The novel seems to exist at & point where we can recognize the inter-
section of the stream of social history and the stream of the sowl.
This intersection gives the form its dialectical field, provides the
source of those generic tensions that make it possible at all.l
Or as Jobn McCormick puts it, 4The first concern of novelists in the Eng-
lieh pantheon . . « has been man in soclety and society in its totality,
an organiam, . . ."2
The English novel arises in the early eighteenth cemtury out of
the dissolving world of the Middle Ages. During the sixteenth and seven-
teenth centuries those religlious, ideological, social, political, and
economic structures which for several centuries had sustained both public
and private 1ife in Europe underwent virtually cataclyemic changes. With-
out pretending to compass the enormous diversity of these changes, we can

perhaps sgree that their most important general contribution to the novel's

emergence was an increased worldliness in people's regard of life.

l'Forevord: Self and Society," Soclety and Self in the Novel
("English Institute Eseays, 1955%; New York: Columbla University Press,

1956), p. viii.

2cataatrophe and Imagination: An Interpretation of the Recent
English and American Novel (London: Longmans, Green and Co., 1957), P. 3.
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Especially because of new developments in the areas of science, geography,
philosophy, and socio-political theory, people tended to be increasingly
interested in the things of this world, an enthusiasm which was reflected
in the popularity of such documentary literary forms as diaries, journals,
travelogues, histories, letters, and essays. This avid secular curiosity
was particularly evident in the rising middle class, vwherein
weé have a curious sense of watching a very self-conscious society,
reaching out for what it feels it lacks to become complets. . . .
Everywhere there seems to be exhibited the desire of people who feel
themselvos insufficlently educated to be taught about the world.

The importance of the new bourgeoisie for the creation of the
novel has been widely remarked and indeed can hardly be overemphasized.
For one thing, the middle class constitutéi a powerful new social member
demanding a literature addressed to itself, with its own proper subject.
The early eighteenth century was one of those periods "when there emerges
a measurably large public which has not been tralned to enjoy the books
earlier generations delighted in, and which, if not exactly hungry for
tliterature,! is ready for some sort of reading, eager indeed to taste
anything which seems specially addressed to it."z Such was the new middle
class, and

This business class . . . which hithertc had had the time to read no
more than contentious literature on political and religious topics,

was now producing leisured sons and . . . daughters, who wanted to
read something which bore directly upon the life they knew and lived.3

lsonamy Dobree, English Literature in the Early Eighteenth Century:
i700-1740. Vol. VII of The Oxford History of Englieb Literature, ed.
F. P. Wilson and Bonamy Dobree (12 Vols.; New York and London: Oxford
University Press, 1959), pp. 9-10.

2Ivid., p. 3.

31via., pp. 3.
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Hence the taste for the didactic and the factual in literature, as well
as the displacement of the “mystique of royalty" by the "mystique of
commerce .t

But in addition to creating a demand for a new literature, the
middle clase and its instrument of power, money, were both symptom and
cauee of a profound gocial change that generated the Ydialectical field"
of the novel-~the problem of the self in society. TFor the middle class
and its concomitant forces for change contributed to a social fluidity
that discomposed the traditional structure of society and hence tended to
subvert the bases of personal identity. To be born a peasant's son, or
a prince, in the thirteenth century was to have one's lot, however mis-
erable or decent the prospect, laid out rather neatly before him; it was
to enjoy, or suffer, a relatively fixed worldly destiny within the limits
of his particular station, recognizable to all. But the admission of
money and trade as respectable, or at least powerful, social forces intro-
duced the poseibilities of rising and falling soclally, and even more
then that, they introduced an element of uncertalnty about the appearance
and reality of one's identity.

Lionel Trilling has described this last result, and its relation
to the rise and subject of the novel, quite clearly in his essay on "Man-
nere, Morals, and the Novel.% Money, "the great solvent of the solid
fabric of the old society, the great generator of illusion," produces

gnobbery, or "pride in status without pride in function."2

lipid., p. 11.

2Lionel Trilling, The Liberal Imagination (New York: The Viking
Press, 1950), p. 209.
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And it 1s an uneasy pride of status. It always asks, "Do I belong-—-
do I really belong? 4nd does he belong? And if I am observed talke
ing to him, will it maks me seem to belong or not to belong?® . . «
The dominant emotions of snobbery are uneasiness, self-consciousness,
self-defensiveness, the ainae that one is not quite real dut can in
some way acquire reality.

In a relatively fluid society characterized by a constant shifting of per-
sonnel in classees, a great emphasis 18 placed on appearances because one
facquires" reality very largely through appearances. #To appear to be

2
H

established is one of the ways of becoming established ."™ And according

to Trilling, the first novelist, Cervantes, deals with this phenomenon

and so

sets for the novel the problem of appearance and reality: the ghift-
ing and conflict of social classes becomes the field of the problem
of knowledge, of how we know and of how reliable our knowledge 1is,
which at thgt very moment of history is vexing the phlilosophers and
scientiets./:

How did the English novelist, as distinct from other writers of
imaginative prose, explore these new problems and interests? Various
forms of prose antedating the novel had been used with increasing popu=-
larity primarily for the portrayal and analysls of soclety. As early as
the sixteenth century, for example, the picaresque tales and realistic
pamphlets of such writers as Nash, Delony, and Greens seem to exhibit
this social orientation beneath the appeal of sensational episodes. A
century later the character-sketches and imaginary letters display in
fictional forms the same tendency to report, portray, and analyze soclety,

that we see in the diarles, journals, essays, histories, and biographies

1Ibid-. ppo 209"10.

2Ibid., p. 210.
3

Ibid., p. 209.
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among non-fictional forms.1 Thus considerably before the crucial appear-~
ance of Defoe, Richardson, and Fielding, the means for rendering what wag
to become the social side of the novel's thematic field were solidly
established by convention.
At the risk of an oversimplification virtually inherent in such

a venture, I should generaligze that the novel proper appeared when these
forms were subjected to the molding principles of epic and dramstic struc-
ture: the consequential succession of probvable events, unified around a
central character and lssue, ascending through conflict and complication
to a climax and thence declining to a resolution. The resultant fusion,
which was entered upon and achieved unconsciously by Defoe and Richardeon
in practice, was fully realized and rationaslized theoretically by Fielding.

In Pamela Richardson, who had originally intended nothing more than

a "letter-writer" for the middle class, stumbled into fictional form;

in Joseph Andrews both the preface, which is the proclamation of a

theory, and the conduct of the novel in the light of that theory,
announce a new aesthetic principle.

The main new ingredient of that principle and its execution is the presen-
tation of the self, by means here of the epic astructure, in significant,
interactive, relationship with the "not-self,% or society. And it is
highly portentous for the novel's subsequent development that both Joseph
Andrews and Tom Jones, while presenting the conventional, picaresque re-

view of sgocliety, likewise conclude with the discovery of their protagonists!

1Severa,l literary historians have remarked the impulse toward
social portrait in these prose forms. See, for example, Wilbur L. Cross,
#Literary Forms that contributed to the Novel," The Development of the
Inglish Novel (New York: The MacMillan Co., 1930), pp. 22-25.

2Howard Mumford Jones, Introduction to Joseph Andrews (New York:
The Modern Library, 1950), p. xvi.
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real idontities.l

The form of the novel is thus from ite inception a composite struc—
ture where two lines of interest and their corresponding modes of repre-
sentation converge. One subject is the individual self, both outer ("char-
acter") and inner ("loul'),a wvhose condition and development are typical=
ly revresented by techniques which constitute the novel!s action. These
techniques would normally consist of summary narrative, narrative, and sce-
nic presentations. The second subject is "societyf in the broadest sense
pcazible, whieh comes to us through what Andrew Lytle appropriately calls
the Wenveloping action," “that animated condition against which the action
takes place, or out of which it colw_s.'3 The enveloping action would nor-
Bally comprise such techniques as descriptive and expository presentations,

as vell as Aflat" characterizations, narrative digressions, and other

1, gimilar conclusion about the relationship of dramatiec structure
to the formation of the novel has been reached by Robert Liddell: "The
danger of insisting too much on the long history of the Novel . . . is
that we are therety blinded to the important heritage which the modern nove
el has received-—not from earlier novelists, dbut from the Drama. The rela-
tionship between the Novel and the Drama should be understood, as a pre=-
liminary to criticism. The history of the Drama is the pre-~history of the
Novel." A Treatise on the Novel (London: Jonathan Cape, 1947), P. 17.

2gome distinction wetween outer self and inner self is generally
accepted, I believe. The particular terms "character" and "soul," which
seem appropriate to designate this distinction, I borrow from the artist
Maurice Grogeser, who says of tbe portirait as a genre of pictorial art: "The
characteriatic quality of a portrait is the peculiar sort of communication,
almost a conversation, that the person who looks at the picture is able to
hold with the person painted there. This depends on there being depicted
on the canvas at the same time both the sitter!s coul--or how he feels to
himself--and his characterw--or the part he plays in the outside world.t!
The Painter!s Eye (New York: The Hew American Library, 1956), pp. 15=16.

3Andrew Nelson Lytle, “The Son of Man: He Will Prevail,® Sewanee
Review, LXIII (winter, 1955), 1. -
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materials not bearing directly on the action.

Thie schematiem is intended merely to suggest the general diepo-
sition of formal matters within the novel as a genre; it is clearly an ex-
cessive abstraction from the forms "in solution" of actual novels, where
such complicating factors as point of view, symboliem, and style must be
taken into consideration. For example, when an operative first-person point
of view displaces the convention of epic omniscience, material that from
the latter perspective would belong exclusively to the enveloping action,
comes to participate in the action itself, insofar as such material helps
to reveal and develop the situmtion of the first-person narrator-partici-
pant.

Such particular technical combinations, however, can bde interpreted
by the invocation of principles strictly corollary from the diagrammatic
relationship between form and signification which I have sketched. The idea
of that relationship itself approximates the Ruesian formaliste! idea of
the novel's "motivation," as their usage is interpreted by Professors Wel-

lek and Warren:

Compoeition or motivation (in the largest sense) will include narra-
tive method: "scale," fpace,"; devices: the proportioning of scenes
or drama to picturi or straight narrative and of both to narretive

summary or digest.

And there is always an ideational significance to motivaticm in this tech~-

nical sense:

The term motivation might well be adopted inte English as valuable
precisely for its double reference tc structural or narrative compo-
sition and to the inner structure of psychological, social, or philo-
sophical theory of why men behave as they do-—some theory of causa-

tion, ultimately.

lpene wellek and Austin Warren, Theory of Literature (New York:
Harcourt, Brace and Co., 1949), pp. 225-26.

2Ivtd., p. 225.
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We have now to specify and elaborate how the one aspect of motivation,
the structural composition, can imply the other aspect, "some theory of

causation, ultimately."l

I11

My opening remarks postulated a "dual modality of form" in the
tetal ¢ il a5 in the oy
constitute its smallest compositional integers. It now appears, from our
glance at the novel!s origin, generic concerns, and typical construction,
that this same dualism pervades the intermediate levels of technique. That
ig to eay, passages of description and exposition, representing the envel-
oping action, tend to suspend the temporal propulsion of the action, to de-
tach the reader's attention from the progression of story and focus it on
objects which are relatively static and self-subsistent, compared with
the forces of action. On the other hand, passages of close narrative and
dialogue, representing the main action, create direction and flow in the
reasder's response and tend toward the dynamic, temporali, and causal. The
objects of representation in narrative and scene (actions and speech-
thought) ara contingent and relational, dependent for their meaning upon
temporal nexus with other objects of the same order; they involve the

reader in experience characterized by absorption, engagement, expectation,

and the feeling of immediacy and indeterminacy.
These experiential phencmena--distance and detachment on the omne

hand, immediacy and engagement on the other--suggest the terms "“pictorial®
and "dramatic" for their formal determinants. The terms here'may recall,

although they are not intended to parallel exactly, Henry James's repeated

11 would stress "ultimately" to avoid any suggestion that a "theo-
ry of causation" is the immediate attraction of fiction.



L
emphasis upon "picture” and "drama" in the novel, especially his associa-

tion of intensity with the dramatic art (prefaces to Roderick Hudson and

The Ambassadors) and his opinion that the novel consists of some combina-

tion of alternating picture and drama. But I mean by "pictorial* and
"dramatic" to invoke also the quality of the authentic encounter with
those arts: vhow, in the one case, one stands at a distance and views
from the outside a fixed, static, limited object, while at a dramatic per-
formance he loses his personal identity, projects into the dramatis per-
sonae, and is caught up in the point-by-point movement of the action.

The progression by means of alternating plcture and drama on all levels
with thege concomitant psychological termini, constitutes the structural
gide of motivation.

The "inner structure" of motivation, the implied "theory of why
men behave as they do," is much more hazardous to conjecture, especially
without the specification of material. The apparently universal interest
in "story" of all kinds probably stems from some deep-~seated psychical
need to reveal or create a human order from the flux of time, but the
novel's particular interest is the'more closely defined field of causa-
tion in human behavior, and specifically the enigmatic problems of free
will and determiniem. The extent of man's self-determination and of his
determination by forces beyond his willful control is the plane of human
existence measured by the novel's combination of enveloping action and
action, or ®"man's plight and his effort to do something about it.“l

The pictorial elements of form, which tend to set the reader at

a distance and to establish fixed, static frames and backgrounds for the

lLytle, P 128,
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action, correspond in general to a deterministic or fatalistic view of
the world, in which man appears the creature of powers beyond his order-
inge The dramatic elements of form, on the other hand, absorb the reader
in the action and produce effects of contingency and indeterminacy which
would aﬁpport a voluntaristic conception of man. These competing views
of man's nature, and their dependence on one's perspective, have been well
described by Professor Henry Myers in a slightly different but still
applicable context:

The true difference between literature and other kinds of writing ie
indicated by the simple, but often forgotten, fact that there are two
fundamentally different views of life, two ways of looking at man and
the universe, one from within, the other from the outside.

The first view is personal and insighted. This view is more than
anthropocentric; 1t places each individual at the center of the uni=-
verss and makes it possible for him to sa2y, as Schopenhauer said:
#The world is my idea."”

This internal view produces a world of values, of good and bad actions,
of success and fallure, victory and defeat. In contrast,
The second view is impersonal and external: it had its beginnings
in the invention of the weights, measures, scales, clocks, thermom-

eters, an% calendars which make impersonal and external description
possible.

And, Professor Myers concludes,
Wher ran geea himself from within and the world as his world, he is

the measure of all things; when he insists upon viewing himself from
the outelide only, he digscovers he is no longer the measure of any-

thing.J
Man as "the measure of all things" seems free, but man "no longer the
measure of anything" seems a creature and victim of his environment.

Thue we have arrived at yet another level of significance in our

l'Literature, Science, and Democracy," The Provinca 2{ Prose, ed.
William R. Keast and Bobert E. Streeter (New York: Harper and Bros.,

1956) s P 68)*'
2Ibid. 31vid.
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unfolding correspondences. We now have the equation: drama--action-—
engagemente~intericrity--voluntarism against the counter-equation: pic-
ture——snveloping action--detachment-—~exteriority-~dsterminiem. Now these
correspondences, while generally valid, are by no means absolute, nor
uniform, nor distinctly separable in practice, where they are subject to
8c many varlables that there is no danger of a theoretical rigidity destruc-
tive of aesthetic experience. Yet we have discovered experiential, sub-
stantive, and technical parallels, on all levels of novelistic form, that
cannot be ignored and can in fact be used for an idea of the novel and
thence for generic criticism. From the smallest compositional unit, with
its substantive=predicative pattern, through the intermediate levels of
technique, with their alternations of picture and drama, to the complsted
form, with its dual aspects of rhythm and "emergent constructs," we have
found some linguistic constructions that tend to be assocliated with rela-
tively static and spatial conditions, objects, and ideas, and some that
are associated with temporality and action. We have found, furthermors,
experiential and idestional analogues to these formal ingrediente: first,
effects of distance and disengagement which, taken with the represented
matter, result in a reductive, deterministic view of man; then effects
of immediacy, absorption, and contingency which correspond with the repre-
sented action to produce a magnific, voluntaristic view of man.

We might therefore imagine the novel as constituting something
like a quadrant of literary form hounded on the one side by drama and
then lyric poetry, with their respectively "purer" expressions of per-
sonal freedom and value, and on the other side by such non-imaginative
forms as history and soclology, with their public, external, and largely

deterministic representziions of society. TFormally, the coordinate axis



17
on the side of drama would be the strictly scenic technique, with its
equivalence of represented-presented time and its total concentration on
the presentness of individual action, while the other coordinate would be
the panoramic, descriptive, expository complex of techniques, with their
abstraction from the temporal process and their assertion of more or less
timelese patterns of fate governing individuml lives. Substantively, the
first coordinate stands for self and the eecond for society or Ei}igg.
Theoreticaliy, the form of a novel could be plotted by the use of these
coordinate axes, and its theme determined by the shape and location of
the resulting curve, which would represent graphically the novel's motiw

vation.

So far the word "novel" has been used in its usual sense, as
signifying that magnitude of the "ultimate" genres (drama, poetry, fic-
tion) with which we are concerned. Other writers, however, have quite
often used "novel® rather to designate one specles of prose fiction which
contrasts with "romance," the two together-—and perhaps other forms as
well-~comprising the whole genre of fiction. Such analysis usually in-
vokes a cancn of verisimilitude, or fidelity to the realities of daily
life in society, on the basis of which the novel and romance are typi-
cally distinguished as in the following excerpt from Clara Reeve's "The
Progress of Romance" (1785):

The Novel is a picture of real life and manners, and of the times in
which it 1s written. The Romance, in lofiy and elevated language,
describes what never nappsned nor is likely to happen. The Novel
gives a familiar relation of such things as pass every day before
our eyes o o o and the perfection of it 1s to represent every scene

in 8o easy and natural a manner and to make them appear so probable
as to deceive us into a persuasion . . . that all is real. . . A

lCited by Cross, pp. Xiv-xv.
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A sinilar association of the novel with commonplace reality is apparent
in Hazlittt's assertion that "we find there En the nove]:[ a close imita-
tion of man and manners; we ses the very web and texture of society as
it really exists, and as we meet it when we come into the world.®

Anerican writers were the first to observe that, however fantas-
tic 1ts characters and events, the romance conveys its own type of reali-
ty, "the truth of the human heart," in Hawthorne's familiar phrase, against
the novel's "very minute fidelity . « « to the probable and ordinary course
of man's experience."2 Likewise William Gilmore Simme contrasts the novel,
and its "felicitous narration of common and daily occurring events, and
the grouping and delineation of characters in the ordinary conditions of
society,"3 with the romance, which "invests individuals with an abgorbing
interest," "hurries them rapidly through crowding and exacting events, in
a narrow space of time," and "seeks for its adventures among the wild and
wonderful."n Bolder even than Hawthorne, Simms dares to imply the superi-
ority of romance to novel: "The Romance is of loftier origin than the No-
vel. It approximates the poem. It may be described as an amalgam of the
two. The standards of Romance . . « are very much those of the epi.c."5

Later commentators have seen in American romance the literary con-

sequence of peculiarly American social conditions, and in romance at large

1Cited by Walter Allen, The EInglish Novel (New York: E. P. Dutton
and Co., 1958), pe xVvi.

2Preface to The House of the Seven Gables in The Complete Novels
and Selected Tales of Nathaniel Hawthorne, ed. Norran Hoimes Pearson (New
York: The Modern Library, 1937/), Pe 2¥3.

3preface to The Yemassee: A Romance of Carolina, ed. C. Hugh Hol-
man (Boston: Houghton Miff1in Co., 1961), Po 5o

)'"Ibid., Po 6o 5Ibid., p. 5-

t—p——
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the enactment of universal psychical impulses. In his "broken circuit®

thesis Richard Chase claims that American romance, in such representative

figures as Cooper, Hawthorne, and Melville, springs from the absence in

America of an organic society mediating between the individusl and the

ultimate powers of nature, state, and God. The literary imagination con-

ditioned by thie and such related historical factors as the frontier and

the "Manichaean quality of New England Puritanism" tends to interpret

life as an irreducible dilemma, a matter of conflict betweern irreconcil-

able contrarieties. The literary result is romance, which exhibits the

following among its traits:

Character itself becomes . « . somewhat abstract and ideal. . . . The
plot ve may expect to be highly colored. Astonishing events may oc-
cur, and these are likely to have a symbolic or ideological, rather
than a realistic, plauaibility. Being less committed to the immedi-
ate rendition of reality than the novel, the romance viil more freely
veer toward aythic, allegorical, and symbolistic forms.

And Northrop Frye has similarly remarked the tendency toward ideality of

generic romance:

The essential difference between novel and romance lies in the
conception of characterization. The romancer does not attempt to
create "real people" go much as stylized figures which expand int%o
psychological archetypes. It is in the romance that we find Jung's
1libido, anima, and shadow reflected in the hero, heroine, and villain
respectively. That is why the romance so often radiates a glow of
subjective intensity that the novel lacks, and why a suggestion of
allegory is constantly creeping in around its fringes. . . . The nov-
elist deals with personality, with characters wearing thelr personae
or social masks. He needs the framework of a stable soclety. . . .
The romancer deals with in&ividuality, with characters in vacuo
idealized by revery. . . .

The relationship betweern novel and romance is an intricate ques-

tion, far too intricate for development here; still I should like to

lpichard Chase, The American Novel and Its Tradition (Garden City,

¥.Y.: Doubleday and Co., 1957), P- 15«

Zl’rye, Ppe 30i=305.
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relate some of these suggested characteristics of the two species to the
preceding discussion of novelistic form. And first, from the reader's,
or affective, side of any work in question, it seems that classification
as novel or romance will depend far more upon formal than upon material
considerations, insofar as these can be separated. Specifically, it ap~
pears that the closer a work approximates the dramatic axis of our imagi-
nary quadrant, the more inclined we will be to call it & novel, and that
the more it approaches the pictorial axis, the better the name "romance!
will suit it.

The novelistic qualities mentioned by Clara Reeve and the other
observers ensus from a high proportion of dramatic representation for
several reasons. First, the dramatic technique, epitomized in the closely
.rendered scene, not only implies per se the presence of human society and
of social intercourse, but gives a more vivid sense of this background
than is available through the pictorlial techniques. Second, the dramatic
technique gives the impression of "real people" because it exhibits di-
rectly that purposeful striving of human will, and hence of wills in con-
flict, an impresaion of which embodies one kind of probability and hence
produces the sense of "realistic plausibility" found by Chase in the nov-
el. The drametic technique also simultaneously displays the "personae or
social masks" of characters and suggests, by indirection at least, their
inner selves or souls, thus creating an impression of character complex-
ity, or Yreallasm" of characterization.

Still another attribute of the novel--its impressiorn of "real
1ife and manners," of "the very web and texture of soclety as it really

exists," of "the ordinary conditions of society"—-is likewise a result of
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the preponderance of dramatic over pictorial techniques, but this result
involves certain relationships among author, material, and auvdience which
underlie the dramatic form and, as it were, permit it.

What is meant by "the very wed and texture of society" is subatan-
tially what Lionel Trilling means when he defines "manners" as Ya culture's
hum and bugz of implication,"

e o« o the whole evanescent context in which its explicit statements
are made. It is that part of a culture which is made up of half-
uttered or unuttered or unutterable expressions of value. They are
hinted at by small actions, sometimes by the arts of dress or deco-
ration, sometimes by tone, gesture, emphasis, or rhythm, sometimes
by the words that are used with a special frequency or a speclal mean-
inge They are the things that for good or bad draw the people of a
culture together and that separate them from the people of another
culture.
Now any society or culture almost by definition possesses manners in this
gonse, which simply means conventions about the meaning and value of
things. Still it is true that a long~standing and relatively stable soci-
ety, where such conventions have accumulated and universally dissemlnated,
poesepseg them in a much more definite and accesslble form.

The novelist in such a society finds himsgelf in the same situa-
tion as the dramatist; either may use the terms of his background material
in a eynecdochic fashion with the confidence that their implications will
be understood. The dramatist, who flourishes only in a relatively homo-
geneous society or before a restricted class of audience in a pluralist
society, is able to invoke whole ordere of meaning and valus by a minimum
of physical representation: a erown or sceptre invokes both the idea of

and current attitude toward monarchy; a swastika, in our time, the memory

and hatred of Naziem, and so on. A dramatist in a soclety characterized

lprilling, pp. 206=207.
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by ambiguous or competing conventions must specify his intentions very
precisely, by thorough stage directions, expansive settings, exhaustive
exposition, caricature, and other devices. In short, the dramatist is
extraordinarily dependent upon the cultural conventions of his own soci-
ety, though we as readers of drama are seldom aware of the extent of that
dependence until we enéounter a play from A culture with whose conventiona
we ourselves are not familiar.

The fictionist is not nearly so inhibited as the dramatist by his
surrounding culture. Lacking a soclety of settled conventions, he may
turﬁ. like Yenimore Cooper, Hawthorne, and Melville, to some form of roe
mance, as may indeed the romancer by preference, such as Scott or Emily
Bronte, who possegses the requisite material and audlehce. But the writer
who lives in a soclety with identifiable manners is enabled by this fact
to use his materials in a dramatic fashion, that is to say without exten-
sive expository mediation by him between his material and his audiencs.
Jane Austen illustrates the practice of the novelist in thise as in other
respects, while Sir Walter Scott can stand for the romancer, who must
create or establish within the work itself the conventions operative upon
the characterc.

On the affective side of the created product, the reader of ro-
mance encounters large portions of descriptive and expository material
which, although necessary as preparation for action, tend cumulatively
to overshadow or overpower the action, producing in general those effects
assoclated with the pictorial method. In romance the material pictori-
ally rendered createe in the reader's mind patterns of meaning, or lines

of ezpectation, which seem to dominate the forcee of action, and that is
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at least one reason why the characters of romance tend to be "gtylized
figures," "somewhat abstract and ideal," rather than "real people," and
also why the events have a "gymbolic or ideological, rather than a real-
istie, pleusibility.”

Besides the coneiderations previously mentioned, the realistic
planaihility of the noval ananas hacanes the Aataile of anveloning aca
tion~—eincluding background material of physical setting, manners, minor
characters, and 8o on==tecome vigible only es they enter the action. They
are not rendered completely but synecdochically, with the result that they
become assimilated to the action, rather than the reverse. Probably the
"realism® of this effect is due to the fact that in actual life we are
more or less indifferent to our surroundings except as they enter our |
lives in direct support of, or opposition to, our willed endeavors. At
any rate the idea of fictional realism suggested here is that responsi-
ble for (though it is not limited to) Henry Jamesa's practice of securing
the fdirect impression of life! by tracing the deepening apprehension of
a Yfine central intelligence."

The dramatization of static materialsg--cr in our present terms,
the conversion of romantic into novelistic modes~—~is the principal formal
development of modern fiction, according to Allen Tate and Caroline Gordon,
who call the development "gymbolic naturaliem! and contrast its kind of
fiction with "the naturalistic school as rspresented originally by Zola,
end later in the United States by Dreiser, Lewis, and Dos Pasgog.!

The other branch of naturalism . o « comes down from Flaubert through
Chekhov, James, and Joyce~~four great masters who perfected the art
of dramatizing the Enveloping Action without offering it to the read-

er in large chunks: the art of making the inert detail move. The "go-
cial background" remains inert unless it can be brought into the story
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through the lmmediate situations of the leading characters.l
"Naturalism" as a label may recollect too much of the philoaophical impe~
tus behind Zolaesque practice to be genuinely useful here; neverthelegss
the method Aescribed by Tate aﬁd Gordon--the dramatigation of enveloping

action with the resultant intense participation required of the reader—

2learly 2stahlishes the sonnestion hatween the Aramatic mathad and the

_____ " ah - d n hatw d ma t thod and
novelistic effeét, and shows that this major wing of modern fiction has
vesred rather to the novel than to romence. And strange as it at first
may seem, the modern tradition established by Zola, celebrated for its
“gocial realism" because of itg extensive documentation, turns out to be
generally romantic in motivation.

In concluding these observations, we should stress the fact that
romantic and novelistic methods and effects are always intermingled in
particular works of fiction, which now by definition is & mixture of the

two formal modes. As Northrop Frye says,

¥Pure! examples of either form are never found; there is hardly any
modern romance that could not be made out to be a novel, and vice ver-
sa. The forms of prose fiction are mixed, like racial strains in hu~-
man beings, not separable like the sexes,
Still we can ascertain, by general imrression as well as by close analy-
gis, the overall tenor of a given work, and thus arrive at a more accu-
rate and coherent estimate of its intention, form, and worth.
For gemeric criticism, too, the concepts of romantic and of nov-

eligtic motivation are highly useful in helping to discern real affine

ities and differences beneath the superficies of novels. Generic criticiem

1The House of FPiction (New York: Charles Scribmer's Sons, 1950),
P. 631.

2Frye, p. 305.
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has erred too often in the direction of broad substantive classifications

(for example, the sociological novel, the historical novel, the political

novel, The American City Novel,l The Novel of Violence in Americaa), which

group works together according to apparent gsubjects without sufficient re-
gard for the differential executions of those subjects. On the other hand,
if we arree with Wellek and Warren that Hour concention af ganra ahauld

lean to the formalistic nide,"3 we should require that the concept of form

be broader and less normative than that found in such & study as Lubbock's

The Craft of Fiction.

The idea of motivation, based on the proportion and incidence of
pictorial and dramatic techniques, with their appropriate affective cor-
ollaries, provides a reasonably objective formalistic gauge and at the
same time establishes a connection between form and ideatisnzl content
wanting in other approaches. It comprehends formal elements operating a-
nalogously within a particular work at several levels of magnitude, from
style to structure and characterigzation, and aleo defines a nature common,
I bvelieve, to all long fictional works in prose. Using this conceptual in-
strument, we could assort works broadly according to their primarily nov-
elistic or romantic impulses; sub~classification could then proceed by
the specification of types of enveloping action and action, while indi.
vidual authors and works could be characterized by their special empha-

ses and interests within the limits of their class. The description of a

1planche Housman Gelfant, The American City Novel (Norman: Univer-
sity of Oklahoma Press, 1954).

24, M. Prohock, The Novel of Violence in America: 1920-1950 (Dal-
las: Southern Methodist University Press, 15950).

3Tneory of Literature, p. 2413,
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class should probably indicate the operative factors, which is roughly a
substantive consideration, the mode of their operation, which ie more spe-
cifically formal, and the relationship between the two, which is themat-
ic.

I think that the idea and its methodical application will prove
fruitful in the atvdy of novale if wa hasr in mind it tentative_ flexi-
ble nature as well as the goal of generic criticism, which shares with
all criticism the intention, in Eliot's words, "toc promote the understand-
ing and enjoyment of literature."l The validity of the theory and method
depends upon the degree to which they illuminate and enhance the enjoy-
ment of the novels subjected to them. Or as E. K. Brown put it in his study
of the novel's various rhythms,

Isolating a single element or group of elements in the novel, and con-
sidering it in unreal separation from all the other elements with which
it actually fuses, is artificial, but so ia all criticiem. The artifi-

ciality is justified if when one returns from the criticism to the nov-
els tSele appear more intelligible and more delightful. That is the

test.,

1T. S. Eliot, "The Frontiers of Criticiem," Sewanee Review, IXIV
(Autumn, 1956), 540.

gﬁhythm in the Hovel (Toronto: University of Toronto Press, 1950),
Pe To




CHAPTER Il
THE EEGIONAL NOVEL: CULTURAL AND LITERARY REGIONALISM

A regional novel is a long fiction whose enveloping action ie a
dramatized reglonal culture. The dramatization of enveloping action dis-
tinguishes the regional novel from the regional romance, which portrays
a simllar culture but renders it in a typically romantic or pictorial
fashion. Because of this dramatization, the reader of the regional novel
is drawn into intimate, immediate contact with materials which, by the
nature of regions, are initially unfamiliar to him; but byvprogressive
exposure to the strange materials in a direct mamnner anaslogous to the ex-
perience of the novel's "native!" characters, the reader undergoes, as it
were, an initiatlion into the regional culture of the novel. This response
of the reader has been described most aptly by Joseph Frank in connection

with Ulysses:

Joyce intended . . . to build up in the reader's mind a sense of
Dublin as a totality. . . . As the reader progresses through the nov-
el . . . this sense was to be imperceptibly acquired; and, at the
conclusion of the novel, it might almost be said that Joyce literally
wanted the reader to become & Dubliner. For this is what Joyce de=
mands: that the reader have at hand the same instinctive knowledge
of Dublin l1life, the same sense of Dublin as a huge, sgrrounding or-
ganism, which the Dubliner possesses as a birthright.

1“Spatial Form in the Modern Novel," Critiques and Essays on
Modern Fiction: 1920-1951, ed. John W. Aldridge (New York: The Ronald

Press Co., 1952), p. %b.

27



28

Saveral questions of critical methodology and stance demand ime
mediate attention before we proceed to the refinements of definition, and
Profeseor Frank's passage introduces one of these: the question of inten-
tion. Does the regional novelist intend the described effect, and is the
regional culture even his true subject? The answer is probably "no" to
hoth auastions. As for subiect. most regional novelists would disclaim
and sometimes have disclaimed the intention to write primarily "about¥
their native cultures. Faulkner, for example, frequently says that he is
not writing about the South itself as subject, but rather about "univer-
gal verities®™ of the human heart in the people and conditions he knows
best,l and it would follow that he wante the reader to acquire an insight
rather into these verities, than into the particularly Southern qualities
of his people and place. But this absence of conscious intention does
not attenuate the fact that, when a novelist dramatizes a strange place
as though it were as familiar to the reader as to himself, the reader
will undergo the experience described, with its corollary thematic impli-
cations. The question of intention can indeed be pertinent, as will be
apparent shortly, but in a more subtilized form.

Another imporiant preliminary question is the broader issue of
place in fiction: what it is, how it operates, how it relates, if at all,
to actual locale. As usually conceived, place, like character and plot,
is an f"emergent construct! synonymoue with "setting," a typical, fairly
conventional definition of which is,

the physical, and sometimes spiritual, backgrouni against which the

1809, for example, Faulkner in the University, ed. Frederick L.
Gwynn and Joseph L. Blotner (Charlottesville: University of Virginia

Press, 1959), p- 197.
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action of a narrative . . . takes place. The elements which go to
make up a setting are: (1) the actual geographical location, its
topography, scenery, and . . . physical arrangements . . . (2) the
occupations and daily manner of living of the characters; (3) the
time or period in which the action takes place . . . (4) the general
environment of the characters, e.g., religious, mental, moral, so=-
cial, and imotional conditione through which the people in the narra-
tive move.
Such a definition is quite accurate from one point of view, and is espe-
cially valuable for ite inclusiveness, for showing that place or setting
is not restricted to physical location but radiates into the whole envi~
ronpmental context of action.

Still this conception is limited to only one aspect of place, the
retrospective, as ie partially evident in the passive phrasing (setting
is that "against which," "in which," "through which" persons and events
move); ‘it disregards the operative, "rhythmical® mode of place in fiction.
Now first we ghould observe that, while place is a universal element in
fiction, fictional types do exist in which locale performs either an in-
significant or a primarily symbolical role, serving either as a hardly
visible backdrop for the action or as generative, incantatory signs of
ideas and emotions. A nearly pure specimen of the first type is Margue-

rite Duras! The Square, whoge background is virtually es empty as a geo-

metrical square, while such a work as William Goyen's In a Farther Country

illustrates the second type.

But examples of these types do not abound and are usually found
to be short, rather experimental fiction. In the main, fiction relies
heavily on place or setting for the body of significant factors which

determine, constitute, define, illustrate, or otherwige relate to, the

lWilliam Flint Thrall and Addison Hibbard, é'Eandbook to Litera=
ture (New York: The Odyssey Press, 1936), p. U40l.
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characters involved in the action. Eudora Welty probably does not exag-
gerate the function of place in fiction when she says, "The truth is,
fiction depends for its life on place. Location is the crossroads of
circumstance, the proving ground of !What happened? Who!s here? Who's
coming?t. . . .’l And Frederick J. Hoffman, defining "place" as "the pres-
ent condition of a scene that is modified through its having been inhab-
ited in time,“aobaerves that "place is indispensable to scene in any
literature that is more than merely abstract."3

In fiction where place has this typical importance, it may be
present in the pictorial (romantic) or dramatic (novelistic) operative
modes. In the former, place is rendered in lsrge blccke or segments, for
example in long descriptive passages by a third-person narrator who estab- .
lishes maasively the physical place, customs, manners, and conventions
affecting the principel characters. This is in fact the dominant mode of
place in fiction, so common that it hardly requires illustration. The
practice of writers such as Hawthorne, Balzac, Thackerary, Tolstoy, and
Dreiser, however, shows the method in its purest form. It is difficult
to generalize the effect of a technique with so many possible variationms,
yet we can say that the pictorial rendition of place usually operates to
establish principles, norms, or patterns of behavior which are going to

determine, in some way, the main action. Thus Percy Lubbock speaks of

Balzac's delight in "the effect of the generalized picture . . . supporting

luplace in Fiction," South Atlantic Quarterly, LV (Jan., 1956), 59.

2"Thz S8ense of Place,™ South: Modern Southern Literature in Its
Cultural Setting, ed. Louis D. Rubin, Jr., and Robert D. Jacobs (Garden
Gity, N.Y.: Doubleday and Co., 1961), p. 6l.
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thg play of abtion,"l and concludes that "Balzac's care in creating the
scene , . . is truly economical; it is not merely a manner of getting
the stage for the drama, it is a provision of character and energy for
the drama when it beginsJ?

In the dramatic mode, on the other hand, place appears piecemeal
and indirectly. with spoken words, gestures, and fragments of thought re-
ferring to the conventions arnd other aspects of place which may never in
themselves be fully articulated. We shall have a great deal more to say
about the techniques of dramatization; at present we can observe merely
that, where such dramatization of place occurs as irn Henry James, Ford
Madox Ford, James Joyce, and the Southern writers of this study, the con-
cept of place emerges only gradually, by comsiderable inferential activi-
ty on the reader!s part, with the consequent addition of an ontological
theme to whatever else may be present (that is to say, at least a part
of the reader's attention is attracted to the problem of what environ-
mental forces constitute and motivate character and action, as well as to
the usual interest in how they operate and the result they produce). An;
other consequence of the dramatigation of place is that the ingredients
of place are first perceived as they are acting--or perhaps, indeed, even
after they have acted--upon the chief characters, so that their appear-
ance is marked by a vitality and intensity foreign to the purely picto-
rial techniquse.

Hence, we cannot adequately describe the element of place in fic-

tion by reference merely to its content, but must consider as well its

loraft of Fiction, p. 204.

2Ibid., p. 206
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mode of rendition--its entrance into and incidence upon the action. If we
regard only the former, "emergent" aspect, two works containing roughly

equivalent local materials--say Faulknmer's Light in August and T. 8. Strib-

ling's Teeftallow--would show a similarity of place amounting to virtual
identity. Viewed retrospectively and abstractly, the hypocritical, puri-
tanical morality., the obsession with the past, the predilection for vio-
lence, the social and racial discrimination, and other apparently common
features of place in these two works could be so described as to make them
appear equivalent, as I in fact have just done. But this approach by it-
self nullifies the disparate operative modes of place "in solution' in
the two works, ohe of which is distinctly dramatic and the other picto-
rial. We should conclude, therefore, that the characterization of place
in fiction must comprehend the manner of its emergence quite as much as
the construct which emerges.

The comparison between Faulkner and Stribling raises the question
of the extent to which the fictional locales of two authore, or indeed of
two novels, can be fruitfully compared. How can we generalise the practice
of a writer in his several works, let alone that of several writers, if
we accept the sound critical principle that the setting of a work, like
its other parts, is unique to the aesthetic organiam which it helps con-
stitute? In a very exact sense, Yoknapatawpha County is not a place but
as many places as the stories where it appears, insofar as emphases and
attitudes, as well as “factual" data, vary from story to story, and as
each avatar of Yoknapatawpha is centrally relevant to its own story. More-
over, each novelist has, as Wellek and Warren have remarked, a peculiar

fictional ®world® of his own, which is so imbusd with his unique ingight
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and sensibility that its elements are inalienable, and therefore incom
parable in a sense with elements from other novelists! worlds:

The novelist offers less a case——a character or event=-than a

world. The great novelists all have such a world--recognized as

overlapping the empirical world but distinct in ite self-coherent

intelligibility.}

I consider this iseue important, although it is usually ignored

by generic critics, or at best the principle of organic unity and rele-

vance is given only lip-service. For example, in The American City Novel,

otherwise a commendable study in many ways, the authoress constructs from
sociological data and the included novels an abstract entity, the "ecity,"
to which the novels are presumed to refsr in their several ways. Here the
process of abstraction is not so questionable as the implication that the
abstracted concept is somehow the ideal determinant andvreferent of the
individual realizatione, and that, furthermore, it is this abstraction of
place that really functions in the novels! actions, under the guise of
particular representations.

The proper critical approach to this matter is a truly nominalist
position. That is to say, we can acknowledge the roughly commonly geneses
of a group of novels, and perceive further that their worlds contain cer-
tain lines of concurrence, points of agreement, which permit the induction
of generalizations about place. But we should never forget the artificiali-
ty of theee concepts; we should never imagine that they correspond to a
reality which the authors were able to embody only partially. Above all,
we must not lose contact with the existent, functioning worlds of the nov-

els themaelves, 80 that an ens rationis is mistaken for an ens reale. Thus

1Wellek and warren, Theory of Literature, p. 221,
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in the present study much will be said of the "South" as a common ingredi-
ent in the novels subsumed in the class, but this "image" of the South
has about--and only--the same real relationship to the worlds of the actu-
al novels, that the idea of redness for example has to the experience of
red objectsa.

0f course the difficulty of maintaining this general diastinction
is augmented when places in fiction appear to represent actual places in
“the empirical world," as in both Mrs. Gelfant's and my subjects. The
final question for preliminary consideration is then the relationship
between fictional place and real place.

First, it should be axlomatic that fictional place never refers
primarily to actual locale, but to the total imaginative world to which
it belongs. Here we may recall with profit Northrop Fry~'s perceptive
discourse on literary symbolism where, after distinguishing the centri-
fugal (descriptive) and centripetal (literal) referents of all language,
he notes that still,

verbal structures may be classified according to whether the £i25£
direction of meaning is outward or inward. In descriptive or asser-
tive writing the final direction is outward. Here the verbal struc-
ture is intended to represent things external to it, and it is valued
in terms of the accuracy with which it does represent them. Corresg-

pondence between phenomenon and verbal sign is truth; lack of it is
f&l'ehoodo e o o

On the other hand,

In all literary verbal structures the final direction of meaning is
inward. In literature the standards of outward meaning are second-
ary, for literary works do not pretend to describe or assert, and
hence are not true, not falsé. . . . Literary meaning may best be
described, perhaps, as hypothetical, and a hypothetical or assumed
relation to the external world is part of what is usually meant by
the word "“imaginative®. . . . In literature, qusstions of fact or

1Frye, P 1.
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truth are subordinated to the primary literary aim of producing a
structure of words for its own sake, and the sign values of symbdols
are subordinated to their importance as a structure of intercon-
nected motifs.l
But if we subscribe to this opinion, as I think we are compelled to by
the force of its insight, how can we explain the way that novels by
Faulkner and his Southern contemporaries are often used, indiscriminately

with such sociological treatises as Caste and Class in a Southern Town

and The Mind of the South, as evidence for factual portraits of the

Southern region? Or how can Joseph Frank imply that residents of the
real Dublin have an initial advantage over non-residents in their ap-
proach to the imaginative Ulysees?

One reason is that, while always retaining ite primarily literal
reference, fictional place can occupy any point on a range of varying
descriptive relationships with the real world. Near one end of the range
stand settings of a highly generalized, non-specific, typical character,

guch as we find in Gulliver's Travels and The Castle. Likewise Sinclair

Lewig!'s Zenith contains no intrinsic reference to a specific town but
typifies all midwestern towns. The relationship between such settings
and actuality ic quite clearly the “"hypothetical! one meniioned by Frye,
and occasions no difficulty. But at the other end of the range occur
those highly particulariged settings, with their heavy incldence of
fcentrifugal® meterial in the form of allusionse to historical figures
and ascertainable places, which engender the present critical issue.

That problem again is, where such centrifugal or descriptive elew

mehtg exist and are important, what is their status? Wwhat is their

1Ibid.
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effect in the works where they are found, and what critical method is
appropriate to their considerationt TFirst, since even descriptive ele-
ments keep their essentially literal valuss in imaginative works, we should
expect to find topical allusions in a fiction explicable mainly by the
total context of the work itself, rather than by extrinsic data. A sin-
gle element with recognizably descriptive contente~-~say, the name of an
actual street, or of a historical person, or an allusion to a real custom
or belief--still derives not only its value, but its central meaning from
the surrounding constellation within the imaginative order, rather than
from ite correspondence with anything in the phenomenal world. This aeg-
thetic principle is what Joseph Frank means when, in further explanation
of Joyce's method in Ulysses, he says that

Joyce cannot be read—-he can only be re-read. A knowledge of the

vhole is essential to an understanding of any part; but, unless one

is a Dubliner, such knowledge can be obtained only after the book

has been read, when all the riferences are fitted into their proper

place and grasped as a unity.

But, second, the presence in an imsginative work of a heavy de-
geriptive, centrifugal element unguestionably imparts an increment of
meaning and effect not found in works more purely Hliteral." The valid-
ity of this observation (which of course is an entirely objective, not a
normative, judgment) follows from certain truisms about the nature of
language itself. Language refers, not to things directly, but to men's
ideas or concepts of things, and proper nouns evoke more highly particue
larized concepts than do common nouns. Hence, when language in a fiction

appaare to refer to things with particular correspondents in reality, it

actually appeals to our pre-existent notions~-our knowledge and owur

lCritiqual and Essays, p. 46.
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feelings, in short our conventiong--about those things, with the princi-

pal result that a determinate structure of meaning is introduced as an
operative factor in the action and theme. The story itself may have any
of several possible relationships (for example, illustrative, ironical--
sven negligidle) with the invoked structure of meaning, but the latter is
always present in some degree. This is not at all to say that the writer
necessarily intends such an effect: the fact is that he simply cannot
avold it. And, if I read him correctly, it is just the inescapability

of thie evocation that leads the meticulous Henry James, in his re-vision

of Roderick Hudson, to regret having "named" Northampton, Massachusetts,
1

in that novel.
The operation of this principle can be demonstrated almost at

will, but appears most convincingly when we juxtapose two works that dif-

fer on this score of place but otherwise share a common subject. Take

for example Stephen Crane's The Red Badge of Courage and Shelby Foote's

§E£lg£, both of which explore the general subject of man's initiation
into manhood through the experience of battle. We know, too, that the
rav materials of both works are battles of the Civil War. But Crane
specifies nothing historical in hle work; that is to say, the terrain,
the armisa, the officers, the battle itself are all anonymous, with re-
spect to historical reality. Therefore Crane is working with an initial

tabula rasa, 8o to speak, on the reader's part; the course of the action

is unaffected by the reader's historical knowledge, but proceeds alto=-

gether by means of interior motivation toward an "open-end" conclusion.

lupreface to Roderick Hudson," The Art of the Novel (New York:
Charles Scribner's Sons, 1953), pp. 8-10.
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In contrast, Foote's very title educes a set of historical memories which
tend to frame or control the action and to modify in various ways the
reader's response to the materials immediately before him. The outcome
of the engagement, for example, is known in advance; hence the reader's
reaction to the Confederate jubilation on Sunday night of April 6 is qual-
ified by the ironical recognition that it is pathetically premature.
Similarly, one's expected response to the impressive appearance of General
Albert Sidney Johnston, whose confident vordﬁ "Tonight we will water our
horses in the Tennessee River“l close the first chapter, is overshadowed
by the knowledge that he is shortly to die at the height of battle. So,
throughout the novel, the reader's experience is a successive, developing
amalgam of what is happéning in the particular, dramatic story aad of
what he knows=-or thinks he knows—-about the actual historicsal vattle.

0f course not all works where the descriptive element is promi-
nent are as readily analyzable on this point as Shiloh and similar his-
torical fictions. Frequently the descriptive reference is either con-
glderably more indefinite and general, or else 8o minutely and exactly
iocal that little public knowledge can be assumed. The generalized ref-
erence may appeal to stereotypes or assumptions so concealed that their
operation in the fictional experience ies hardly perceptible, as is the
case with many novels which use New York, Chicagc, and other well-known
cities as settings. The highly detailed but obacure reference, on the
other hand, may agitate the reader with a sensation of puzzlement or
bewllderment-~the feéling that he ggégg to recognize certain allusions

but doesn't——which itaself becomee an operative force in the novel (such

lghelby Foote, Shiloh (New York: The New American Library, 1954),
Pe 260
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an experience, replete with gradations of perception, is probably the case

with Ulysses). But these variations in practice require special conside
eration somewhat later; it seems at present that we can formulate the fol-
lowing principle about the effect of fictional place which seems to refer
to actual locale: that fictional place with a centrifugal reference adds,
to the normal and constant dependence of a fictional ingredisnt on its
organic context, the further complication of the reader's knowledge (or
ignorance) at the time it is encountered, and that this complication
repregents a qualitative difference in the total experience, and hence
theme, of the novel.

To summarige this propaedeni,.: on place, we recall that the con-
cept of place includes two phases, which, following Rickword, we may call
the "emergent" and the "rhythmical." The emergent phase alone, which is
the summarized, abstracted, conceptual residue of the experience of place,
emnbraces, besides mere geography, the entire condition of life which ap-
pertains to a particular spatio-temporal point and which surrounds and
gives rigse to the dramatic action of a fiction. The rhythmical phase of
place is place in solution, as it is encountered experientially in the
course of a work. In this aspect place tends to appear in one of two
principal modes: either the pictorial, in which the prominent features
of place are represented disjunctively, in expository or descriptive seg-
ments apart from the main acticn, or the dramatic, where elements of
place occur implicitly and fragmentarily in the progress of the action.
Thege are modal tendencies rather than discrete modes, and never appear
pure but always in some compound leaning in one or the other directionm.

As 8 real entity, the concept of place is valid only for the
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particular novel in which it appears. Similarities among the settings
of different novels may permit us to abstract an idea of place common to
the novels for the purpose of "bringing out a large number of literary
relationships that would not be noticed as long as there were no context
establiahed for them"l; but that idea remaineg an artificial construct,
and must not pre-empt the dignity of the several "worlds" from which it
was inducted. The existence of an actual place for which the settings
of certain novels might be mistaken as partial representations offers a
special challenge to this critical stance. We do well to remember that
the essential reference of fictional langusge is "centripetal," that is,
to ite own imaginative organism, and that "centrifugalt ailusions, in
Frye's vocabulary, indeed introduce a new factor, that of public conven-
tiong, into the experience of an imaginative work, but do not thereby
transform that work into assertive writing which tries to approximate

phenomenal reality.

II

The initial definition described as "reglonal" a novel “whose
enveloping action is a dramatized regional culture." VWe are now prepared
to explore the terms of that definition more carefully.

The term Yregional novel! means, on the reader!s side, the prom=
inence in the novel of both a certain type of place and its emergence~-~
that is, its rhythmical incidence upon action and theme——in a distinctive
way. Now the particular place would vary from species to apecies of the

regional class~we might have, for example, the regional novel of the

lprye, pp. 247-48.
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Southwest, of New Englan&, of Wales, of Provence, France, and so on~-and
each variation in place would produce a different thematic outline or con-
figuration, of which the individual, included novels would represent the
actual achievements. However the general method of the regional novel,
which includes ite values and its perspectives, as well as its composei-
tional technioques. if a conetant which holda wvalid for all smasics and
that method is the subject of the remainder of this chapter and of Chapter
I, |

Certain difficulties connected with the word "regional" and its
cognates had best be confronted and resolved at this point. It is quite
true that "regional' conveys associations with semi~ and extra~literary
matters, specifically with the controversial regional movement of the
1930ts, and its several social, economic, and political programs. Espe-
cially because the most articulate advocates of regionalism were Southern,
and some (Robert Penn Warren, Andrew Lytle, and Allen Tate, for example)
wvrote regional novels in our sense of the term, it might seem that we are
introducing eqnivocsl’extrinoic considerations, and perhaps even entering
upon the so-called "geneticM and Hintentional" fallacies. But I think it
can be shown that, in this and similar instances, the use of what Wellek
and Warren call %extrinsicH ltudiesl is an indispensable adjunct to the
analysis, interpretation, and classification of the literary works them-
galves.

First, by the very nature of regions, there exists a degree, var~
iable from case to case, of cultural differentiation between one region

and others, or between a region and the dominant surrounding culture. The

lrneory of Literature, pp. 65-66.
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following definitions of “region," excerpted from a liet of typical def-
initions at the beginning of the QOdum-~Moore sociological classic on the

subject (American Regionalism), emphasize this matter of cultural differ-

entiation:

Regions are genuine entities, each of which expresses both natural
and cultural differentiation from its neighbors.

EA region 1iﬂ any one part cf a national domain sufficiently uni-
fied physiographically and socially, to have a true consciousness of
its owvn customs and ideals, and to possess a sense of distinction
from other parts of the country.

A region is a natural=-economic unit, and is an expression of a
real differentiation in the physical and cultural larndscapes.

glions are] geographic areas which have becoze unified cultur-
ally, unified at first economically and later by consensus of thought,
soclial patterns of education, recreation, and other fgrma of action
which serve to distinguish it [;EEJ from other areas.

Thie factor of cultural differentiation means that in "real" life
the outsider to a region vi;l encounter problems of meaning and value when
he ie confronted by peculiarly regional elements. That is to say, speech
patterns, topical allusions, intonatione, gestures, bebavioral conven-
tiong~~in short, regionsal manners, which express the regional ethos--are
likely to occasion misurnderstanding in the outsider, who is inclined el-
ther to read intc theee manners the beliefs and ideals of his own culture,
or else to be totally bewildered by them.-The poseible misapprehension
varies, of course, according to the degree of cultural differentiation,‘
but in general the stranger in a region travels in a virtually foreign
land, where things mey seem familiar but apparently meen svwething dif-

ferent from what he is accustomed to.

lHoward W. Odum and Harry Estill Moore, American Regionalism (New
York: Henry Holt and Co., 1938), p. 2. The cited authors are, regpective- -
ly, George T. Renner, Josiah Royce, G. H. Smith, and Kimball Young.
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Much the same, or at least an analogous, difficulty afflicts the
outslde reader of a regional novel, which, according to the preliminary
definition, employs as enveloping action a "dramatized regional culture."
Now, as we noticed in Chapter I and shall consider yet more fully in a
short time, any form of dramatic literature renders its background materi-
sl in a more or less synecdochic fashion, by implication rather than by
extensive explanation. And when it is a regional culture soc dramatized,
the referents of the dramatic synecdoches are regional conventions, mores,
and beliefs which are in some degree extrinsic to the general reading
audience and which must, therefore, be provided somehow before the work
grows thoroughly intelligible. This need is not obviated by the prima-
rily ¥literal® reference of a work!s language; we are speaking of a kind
of literature with a heavily "descriptive" element which must be ascer-
tained before the literal relations become articulate.

(It is worth a parenthesig to remark that the condition displayed
contemporaneously by the regional novel ie a condition to which all vari-
eties of at least dramatic literature seem deetined eventuvally to attain,
ao that the present discussion is relevant to a broader area of criti-
cism than that merely of the regional novel. We have easentially the
game problem in the case of works from past eras and other countries:
the problem of a divergence between the controlling knowledge, ideas, and
vaiues of the literature and those of its present audience. And this
divergence necegsitates on our part some version of historiciem, an at-
tempt to appropriate in some minimal degree the cultural conventions
which underlie and inform the literature. Whatever he may say theoreti-

cally, any teacher of literature knows that in practice he is always
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informing his students~-or exhorting them to inform themselves--about,
say, the religious bellefs and social structure of fifth-century Athens,
in the act of simply "explicating" QOedipus Rex. The difficulty is to
account theoretically for what is done in practice, without falling on
either side into older weaknesses of the Wextrinsic" approaches to litw
eiary study.)

I should be prepared to say that the use of extrineic material
in the exposition of certain kinds of literature is not only justifiable
but indeed esgential to overcome the impediment of differences between
world views, and I would argue to the point that such material, within
broadly definable limits, is not really "extrinsic" at all, but is actu=
ally #inH the literature under éonsideration, at least synecdochically.
John Edwvard Hardy has made approximately the same observation in his 223

Curious Frame: Seven Poems in Text and Context. The term "coatext,"

gsays Professor Hardy, is used legitimately in two different senses by

literary critics.

It can refer to what in some way seems to lie "outside" the poem~
the tradition, literary and otherwise, the poet's life and other
writinge, etc. Or, "context" can mean what I prefer usually to call
syntax, the specific order-—grammetical, logical, recurrent-metaphor-
ical, order of motif, order of sound when heard mentally or other-
wise~=which thi poet seems to have created with words for the first

and only time.
And it 1s the two contexts together-——that is, that part of context 1 as
invoked and manipulated in context 2--that constitute the actual final
text" of the literary work. As Hardy says a moment later,

I have already observed . . . that "knowing the language" in which a
poem is written means also to know the systems of ideas to which it

1(Notre Dame, Ind.: Univereity of Notre Dame Press, 1962), p. 153.
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may refer. I have insisted that thise references are an integral,
inseparable part of the final text.

Furthermore, not only knowledge, or “systems of ideas," but belief also
is "an inextricable part of the poetic statement" of any literary vorka;
the reader must discover, and become actively engaged with, the bheliefs
operative irn a work before he can be said to have comprehended the full
extent or depth of its "statement.!

What we are speaking of here ies actually the question of "inten-
tion" in literature. For some time now literary criticiem has labored
under the constraints of the Wimsatt-Beardsley dogma of "the intentional
fallacy,! according to which "the design or intention of the author is
neither available nor desirable as a standard for judging the success of
a work of literary art.'3 Now, useful ae this dogma has been in combat-
ting the abuses of the historical and the blographical approaches to
literary study, it nevertheless has imposed severe and artificial limita-
tions upon thg very explication of text which it appears to support. For,
we need to remind ourselves, language 1s never self-contained, but is al~
ways gesture 323555 a meaning to be perfected by a listener who is in
compunion with the ideas and beliefs of the cpeakeroh And in addition to
the peresonal history of the writer, which may, as even Wimsatt and
Beardsley admit, be relevant to the study of his works because it may

provide Yevidence of the meaning of his words and the dramatic character

1vad., p. 163. 2rpid., p. 177.

3v. K. Wimeatt, Jr., and M. C. Beardsley, "Ths Intentional Fal-
lacy," Bssays in Modern Literary Criticism, ed. Ray R. West, Jr. {New
York: Rinehart and Co., iInC., 1952), PPe 17#=75.

l4'John Edward Hardy makes approximately the same observation in
The Curious Frame; see pp. 161-62 and p. 188.
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of his utterance,"1 the reader may find it necessary to acquaint himself
with the public linguistic context of the author's time and place, in
order to know the meanings he intends in his words.

That the fallure to observe this principle can have serious con-
sequences for practical criticism can be shown by two examples pertinent
to the present study. The first is the woeful misreading of Faulkner's
early novels by humanist and leftist critics in the 1930'3.2 Of course
much of this misinterpretation was due to other defective critical atti-
tudes-—misconceptions about the nature and function of literature, the

. inability to understand parts of a work in the light of organic relation-

n3

ships, the desire for a "virtue of statement in literature,"~ and so on.
But much also was due to cultural differences between critics and Faulkner,
to the fallure of Faulkmner's fictional world to correspond to the world
which the critics believed was true and valuable, and to the critics!
refusal to learn about Faulkner's world. For a critic such as Maxwell
Geismar to assert that Faulkner's writing belongs to "the anti-civiiiza-
tional rzvclt rising out of modern social evils, nourished by ignorance

of their true nature,"u means, for one thing, that Geismar and Faulkner
have different ideas, caused in part by different cultural conditioning,
about the natures of civilization and of social evils. And it is well

for the reading critic to remember, as Professor Hardy remarks, “the fact

lﬁimsatt and Beardsley, pp. 182-83.

asunmarised by Frederick J. Hoffman in his Introduction to William
Faulkner: Three Decades of Criticism (East Lansing: Michigan State Univer-

sity Press, 1960), PpP. 1-8.

3lbid., p. 2.

quoted by Hoffman, ibid., p. 7.
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that he is at least primarily the listener, not the speaker, when he reade
a poem"l-—or a novel.

The second example comes from the testimony of a writer who has
encountered the problem of cultural differences and the outside reader's
refusal to supplement his own knowledge and values with those of the writ-
er!s culture. In a recent essay Ellington White complains that the lan-
guage of a Southern writer like himgelf often speaks louder than the ace
tions of his charactére:

Take the word ¥nigger" for instance. Here is a word whose power of
ugly suggestion is larger than the person it denotes. If the writer
puts this word in the mouth of a character, already that characterts
attitude toward the Negro ies decided. His actione mean nothing. The
character in question may have spent the energies of his life in the
Negro's behalf, but let him use the word "nigger" and that energy-
as well as the writerts-—is wasted in the eyes of an outside audience.2
The reason is, according to White, that the outside audience does not know
and refuses to believe that “there are Southerners with nothing but respect
and admiration for the Negro who nevertheless use tnigger' in their daily
3

conversation because for them the word is strictly demotative."” Thus pre-
conceptions and ignorance of cultural realities can baffle effective com-
munication between writer and reader.

In view of these considerations, we should conclude with Profesg-
sor Hardy that certaln kinds of information, apparently extrinsic to the

literal text of a poem or novel, are actually "an integral, inseparable

part of the final text," and are therefore not only useful but actually

Yourious Frame, p. 162.

2nTne View from the Window," The Lasting South, ed. Louis D. Rubin,
Jr. and James Jackson Kilpatrick (Chlcago: Henry Regnery Co., 1957), p.
167

31vid.
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neceseary in exhibiting its real nature. Of course the employment of such
material by the critic should not become a "!'causal'! explanation, profess-
ing to account for literature, to explain it, and finally to reduce it to
its origins (the 'fallacy of origins')."l Nor, certainly, is the employ-
ment of such material equally necessary and desirable in the slucidation
of all genras and sub.canras of litaratura  in all narindae of literary
history: dramatic literature requires more annotation than poetry, but
coredy more than tragedy, and satirical poetry more than lyrical. We can
say generally that the use of "extrinsic" materials is especially desira-
ble in critical situations centered on works which contain a prominent
"descriptive! element, for there the exterior referents of the language
are most likely to be concealed from the audience, and hence to cause mis-
understanding.

This discussion began when I introduced the term "regional and
noticed that certain of its extrinsic associations appeared to be limita~
tions of its usefulness. But it now appears that these "limitations" can
be used to good advantage in explaining the character of the regional nov-
el. For, by its reference to extra-literary political, economic, and social
attitudes, "regional' points to an important part of the coantext (in Pro-
fessor Hardy's first sense) of the regional novel. I reagson that certain
tensts of the regional movement, expounded in a particular historical sit-
uation, express a conception of man'e nature and an attitude toward its
formative, cultural background which are ideal in the sense that they in-
form all regional novels. Although in individual cases it can be shown that

the regional movement exerted causative forces on regional novelists and

lWellek and Warremn, p. 65.



49
works, more important is the general analogy which the philosophy of re-
glionalism bears first to the writer!s choice and treatment of his mater-
ials, and consequently to the effect and theme of his work. The philosoQ
Phy of regionalism can be esaid to form part of the intention of all re-
glonal novels. By a selective examination of this philosophy, we should
be able to understand in rational terms the process which Eudora Welty
portrays in "Place in Fiction" as almost a mystique: how the regional
writer is attracted to native locality for materials because ffeelings
are bound up in place“l and becauss "place has a more lasting identity
than we have, and we unswervingly tend to attach ourselves to 1dentity"2;
how and why, subsequently, attachment to place focuses the writer's vision
and produces "awareness, discernment, order, clarity, 1nsight"3 80 that
Hhe is always seeing double, two pictures at once in his frame, his and
the world'l"h; and how, finally, the writer, through point of view and
other dramatic techniques, transforms this vision into aesthetic experi-
once for the reader, with the result that "as place has functioned between
the writer and his material, so it functione between the writer and read-

5

er.t

First, then, what is a region? Many types and magnitudes of re-
gions exist, and for them as many regionalisms. There are natural, politi-
cal, economic, anthropological, ecological, and other regions, from the
world to the local level. In the United States alone, for example,

there are regions of earlier historical significance. There are re-
glons of newer administrative functions. There are regions of

1. sg. 2Ibid., p. 59. S1vid., p. 63.

uI’bid., Pe 6)"’- 5

Ibid., p. 67.
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convenience and of necessity. There are regions of govermment and re-
gions of commerce. There are regions of literary achievement and re-
glons of agricultural adjustment. There are regions of land and of
water, of forests and of minerals, of flora and of crops. There are
reglons of educational institutions and football arrangements; regions
of wholesale trade and of Rotary and Kiwanis. There are regions with-
in regions, subregions and districts.l

Probably any branch of knowledge involving spatial phenomena could find
an existont basis for analysis in terms of regions of one kind or another.
Like many sociologists of regionalism, however, we are interested
in a more comprehensive idea of the region, one which incorporates sever-
al of the classificatory orders mentioned above. Searching for such an
enlarged concept, Odum and Moomdiscover seven criteria, or "general at-
tributes, " by which a region can be defined:
l. Geographical definition.
Beginning « « « with the elemental factor of space, the region
is, of course, first of all an area, a geographic unit with limitse
and bounds. Regionalism is, therefore, an areal or spatial gener-
alisation.2
2. Flexibility of limits.
Yet, in the second place, the region differs from the mere locali-
ty or pure geographic area in that it is characterised not so much
by boundary lines and actual limits as it 18 by flexibility of
limits, by extension from a center, and by _fringe or border mar-

gins which geparate one area from another.

3+ Homogeneity.

The third attribute of the region is somﬁ degree of homogeneity
in a number of selected characteristics.

4, Taxonomical landmarks.

The definitive nature of the region and the aspects of its homo-
geneity will be determined by the fourth atiribute of the region,
namely, some structural or functional aspect or aspects through

lasmerican Regionaliem, pp. 5=6. 2Ibid., p. 14
l‘Ibm‘,, PPo 1415,

————

31bid.
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which the region is to be denominated.l

5. Practicable comprehengsiveness.

Yet there must be a limit to the multiplicity of regions, so that
in general a fifth attribute must be found in the relative, com-
posite homogenelty of the largest number of factors for the largest
number of purposes in view, to the end that the region may be a
practical, workable unit susceptible of toth definition and utili-
sation.

6. Inter-relatedness.

A koy attribute of the region is . « « that it must be a constit-
uent unit in mn aggregate whole or totality. Inherent in the region
as opposed to the mere locallly or the 1solated section is the
esgsence of unity of which it can exiet only as a part.3

7+ Organicism.

The final key attribute is found in the organic nature of the re-
glon. A region has organic unity not only in its natural land-
scape, but in that cultural evolution in which the age-long quar-
tette of elements are at work--namely, the land and the pooplon
culturally conditioned through time and spatial relationships.

The specification of physiographic and socio-~economic indices in
attribute three, and of manageabllity along desirable paths in four and
five, yields for Odum and Moore the following concept of "region":

Region in this volume means the composite societal region com-
bining a relatively large degree of homogenelty measured by a rela-
tively large number of indices available for a relatively large num-
ber of purposes or classifications. This means 1t must comprehend
both the natural factors and the societal factors which must, of
course, inclule the American states and prevailing historic, econom-
ic, and culture traitse.

Finally, ueing a "relatively large number" of indices and purposes, Odum
and Moore discover six composite societal regione in the United States:
the Northeast, the Southeast, the Northwest, the Southwest, the Middle

States, and the Far Weste.

 vide, pe 15 - 2Ivid.

31vid., po 16 Ibide SIbid., pe 30.
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This introduction to the nature of regions and regionalism is
valuable for three reasons: first, it illustrates something of the com-
plexity of the question, even in the preliminary phase of definition;
gecond, it propounds certain basic ideas about regions which can be furw
ther explored; and third, it shows an approach, which, having been sampled,
ia to he discarded. or at best used hereafter only for purposes of con-

trast. Briefly consldered, the Moore~0Odum approach, from the viewpoint

of the "traditionalist" reglonalists, is unacceptable because it is:

(1) almost wholly materialistic (regions are defined and measured by ine
dices of empirically verifiable quantities); therefore (2) extremely
superficial and abstract (since these quantities lie only on the surface
of regloral life and are detached, for measurement, from their living
contexts); and therefore superior and condescending (regions are viewed
primarily “from above," in terms of a national picture, standard, and
goal, and they are furthermore artificlally cut to manageable size for
purposes of planning and manipulation). Fiction written from a perspec-
tive analogous to this approach would produce a view of regional place
found in the loecal colorists (Thomas Nelson Page, Sarah Orne Jewett,
Zona Gale) or social realists (Paul Green, T. S. Stribling, William Brad-
ford Huie). It was precigely in reaction to such tendencies in socio-
logical and literary thought that the school of traditionalist regional-
iste arose in the mid-1920!'s.

Although this regional movement was a historical development,
actuated and conditionsd by the historical currents of its time, yet it
produced a philosophy of cultural and literary regionalism which is not

restricted to the particular, generating historical situation. That is



53
to say, stripped of the accidental, ad hoc historical terms in which 1t

wvas sometimes cast by the pressure of polemic, regionalist doctrine is
essentially a philosophical statement about the nature of man and society,
and invites discussion and criticism on the level of philosophy, not of
argumentation or of history alone. Therefore we shall take only a brief
glance at its historical framework, and then concentrate our discussion
on the central ideas of regionalism, the ideas whose assthetic corolw
laries inform the regional novel.

Regionalism was from the first a predominantly Southern movement,
both in quantity and value of support. Its beginning can be dated fairly
precisely at about the time of the Scopes "monkey" trial in Dayton,
Tennessee, when several of the Fugitive poets, incited by the derisive
attitude toward the Soutn of the defense and much of the national preass,
began to reconsider their former opinions of their native region. Zarlier
the Fugitives had stoutly rejected the use of specifically Southern mate-
rials in poetry. Thus the Foreword to the first number of The Fugitive

(Spring, 1922) had declared, "The Fugitive flees from nothing faster than
1

from the high~caste Brahmins of the 0ld South,"” and later, responding
sharply to Harriet Monroet!s call in Poetry for Southern writers to "ac-
cept the challenge of a region so specialized in beauty, so rich in
racial tang and prejudice, so jewel-welghted with a heroic past,"2 the
principal Pugitives concurred with the line of Allen Tate's letter to

the editorial office of Poetry:

1onted by Louise Cowan, The Fugitive Group (Baton Rouge: Louisi-
ana State University Press, 1959), p. 8.

2Ibid., p. 11k,
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Weo do not disagree with Miss Monroe when she emphasizes the artis-
tic possibilities latent in the traditions of the 0ld South. . . .
But we fear very much to have the slightesi stress laid upon Southern
traditions in literature; we who are Southerners know the fatality of
such an attitfde-the old atavism and sentimentality are always im-
minent. . . .
In short, the four most importgnt Fugitiveg—=John Crowe Ransom, Donald
Davidson, Allen Taté. and Robert Penn Wafren--had before the Dayton trial
discerned no particular value in their Southern background, especially to
their role as poets.

The spectacle at Dayton stimulated the re-examination of this
position, in that "the turmoil issuing from the triel brought into the
foreground ideas and attitudes that, taken for granted in the past, were
no longer generally accepted."a As the result of their re-appraisal, these
poets, who "at the end of 1925 . . . 8till considered themselves, as writ-
ers, disengaged from their society," were ready by the spring of 1927 "to
declare open war agalnst the New South program of industrial progreaé and
¢« o o to affirm a positive belief in the principles of the 0ld South."u
Allen Tate, for example, who had been the most avid Wfugitive" from
localism, wrote to Donald Davidson, "And, by the way, I've attacked the
South for the last time, except in so far as it may be necessary to point
out that the chief defect the 0ld South had was that in it which produced
« + . the New South,"? to which Davidson replied, "You know that I'm with
you on the anti-New South stuff. . . . I have fully decided that my Amer-

ica is herse or novhere."6 Louise Cowan summarizes the effect of the

Scopes affair on the central Fugitives in this way:

l1pid., p. 116. 2Ibid., p. 208. 31b1a., p. 239.

4 1v1a., p. 2bo. SIbid., p. 2uk. ®rv1d.
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Thus, an event that caused many intelligent Southerners to reject
their native land propklled Ransom, Davidson, Tate, and Warren into
a careful study of Southern history. For the saks of honesty, they
found themsslves forced to defend in their native section character-
istice which they knew to be inoffensive and even valuable. And,
finally, from an understanding of the deeply religious structure of
life in the Tennessee hills . . . grew the conviition that led these
poets to their first overt defense of the South.

I'11 Take My Stand (1930) is indeed an "overt defense of the

South, " but it ie also the first major document of the regional movement.
For in the course of preparing their defenge of the agrarian South against
the industrial YAmerican or prevailing way,"a the Southern spokesmen, now
grown to twelve, had digcovered a number of principles valid for all cr-
ganic esocleties, irrespective of particular location, which desired to
preserve their moral, social, and economic autonomies in the face of in-
creasing pressures for cultural standardization and centraligation. W“Prop-
er living," the "Twelve Southerners" wrote, "is a matter of the intelli=
gence and the will, does not depend on the local climate or gsography,

and is capable of a definition which is general and not Southern at a11“3;
hence they sought alliances with other communities likewise interested

in the pursuit of “proper living," which they called "humaniesm" (though
distinguiahing their version from that of the More~Babbitt-Foerastsr

group) :

HEumanism, properly apeaking, is not an abstract system, but a cul-
ture, the whole way in which we live, act, think, and feel. It is
a kind of &maginatively balanced life lived out in a definite social
tradition.

l1vid., p. 2k0.

2Introduction to I'1l Take My Stand (New York: Harper and Bros.,
1930), p. ix.
n

3Ibid.., pe xi. Ibid., p. xvi.
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Under trhe flag of such a humanism, then, with its related ideol=
ogies of religious orthodoxy and cultural pluraliem, these and a few fel-
low Southerners of like mind deepened their attack on scientism, the
doctrine of progress, industrialism, and monolithic nationalism. Over
the next ten years the Southern regionalists promulgated their viewpoint
in a series of tracts, the most significant of which were Ransom'!s EQE

Without Thunder (1930), Tate's Reactionary Eesays (1936), and Davidson's

The Attack on leviathan: Regionalism and Nationalism 35 the United States
(1938) whose epigraph from Blake, "One law for the lion and ox is oppres-
slon, " could well stand ae the unifying motto for the apologeticse of cul=-
tual regionalism. |

Though dominated by, the agitation was not confined to, Southe
ernef:, as varlous other sympathetic parties occasionally made common

cause with the basic Southern group. Herbert Agar's The Land of the Free

(1935), for example, defendel the native democratic, Jeffersonian tradi-
tion against the Hamiltonian or European tradition of plutocracy and bdig
businese, and in 1936 Agar and other "distributiste" collaborated with
Southern regionaliste (principally Ransom, Tate, Davideon, Warren, Cleanth
Brooks, Andrew Lytle, Frank L. Owsley, George Marion O'Donnell, and John

Donald Wade) in the symposium Who Qwns America? A New Declaration of

Independence. The American Review, published by Seward Collins, served

for a time as the primery journalistic organ for the expression of tradi-
tionalist thought generally, including, besides the Southern Agrarians
and Anglo-American distridutist group, the Humanists and the neo-Scholas-
ties. Other allied movements were Ralph Borsodi's program for domesti-

cating the machine and the Catholic movement for restoring the values of
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1
rural life. And somewhat later in England, T. S. Eliot expounded the mer-

its of reglonaliem in Notes Towards the Definition of Culture (1g49).

It should be emphasized that these parties and programs never con~
stituted a single, coherent platform for social reform, and also that their
chorus of protest never succeeded in winning any appreciable audience away

ortioca whoan +thoe
—— Ve -y o ' — J-.-l’

from tha nonular {danliaciae
cane together, often warred among themselves (the Agrarians and New Human-
iets, for example, zeemed to dislike each otherts thought almost as much
as their common opponents!). And collectively they were regarded as a be-
muged, reactionary aberration from historical and progressive trends. Still,
in opposition to a supposed common enemy, they shared a number of ideas
about man and soclety, linking them, in their eyes, with the great Judaic-
Classical-Christian tradition, from which modernism itself was an aberra-
tion. In any case, whatever the inter~relations and influence of the varie
ocus parties, we are concerned here only to extract from these documents
what can be called Ythe traditionmlist philosophy of cultural regionaliam.”
One of the general characteristices of the traditional approach to
regionaliem 18 that it is ncn-scientific. Odum and Moore, calling thie type
"literary regionalism, % talke pains to point out its non~scientific char-
acter:

Manifestly, such regionalism is in reality a sort of sentimental rg-
manticism for the local area or for the historical period. No matter
how much there ia of this sort of thing or how real or hovw productive
of certain results, it is not scientific regionalism.2

lphe affinities were noted by Donasld Davidson in his "Regionaliam
in the Arte," The Attack on leviathan (Chapel Hill: The University of

North Carolina Press, 1938), P- 9%e

2pmerican Regionalism, pe 18.




58

Traditionalist regionalism is non-scientific in at least three clear-cut
ways: 1its realism, 1ts dualism, and its moraliem. Succinctly, these
ierms mCan that the regionalists describe man and external nature asg they
really are, both essentially and existentially (as contrasted with the
sclentific concern with existence alone); that they discover, at least in
man. o saniritual ar well as a vhyeical nature; and that they presume to
Judge performance against potentiale-—~to legislate what 3222&1 be, in the
light of man's full nature, and to criticize what is——~vwhere the scientific
approach is, theoretically, merely descriptive. Hence, for example, far
from disclaiming "a sort of sentimental romanticism for the local area,"
the traditionalists, finding such a sentiment to be a spiritual fact in
themselves and apparently in other men, universalize it as a perdurable
expression of a constant need in man's nature, and condemn such develop-
ments as would suppress it or allow 1t to atrophy. This pattern of
thought is evident in Donald Davidson's interpretation of regionalism in
the early 1930's:

The new regional consciousness was no sudden phenomenon. . . »

Besically, it was the 0ld human desire of the particular as the com=

plement or foll of the universal which indusfrialiem in business and

moderniam in art had maede entirely abstract.
Beginning as a corrective to excessive abstractionism, this emphasis on
the particular enlarges into a dialogue or interrelationship between
particular and univereal, quality and quantity, short view and long view,
which sustains the characteristic tension of reglonaliem and structural-
izes the reglonalist concepts of man and soclety.

The concept of men which underlies all regionalist thought is

lLeviathan, pp. 86-87.
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"wholistic! and complex, against the fragmentary, reductive, simplistic
view taken by science and industrialiem. Science exalts the material and
observable as object of knowledge, the rational mind as instrument of
knowledge, and the abstract generalization as type of knowledge. In the
ascendancy, science falsifies by oversimplification of both nature and
man. According to Ransom.
The conviction under which Western science labors is naturalism:
the belief that the universe is largely known, and theoretically
knowable, as the "nature® which acience defines; and that there ixista
no God or other entity beyond or above this demonstrable nature.
Under scientific inspection man is reduced to his animal nature, with ite
several appetites which industrielism or technology undertakes to satisfy.
#"Industrialism is simply the economic consequence of the falth or the
cult whose name is Science,"2 and industrialism exaggerates the economic
function and nature of man, producing anqther abstraction, economic man,
engaged in a ceaseless striving for material goods. The ldeal of prog-
ress, which Richard Weaver calls the "metaphysical handmaiden® of science,
assists sclence and industrialism in the destruction of values, hence the
possibility of ethice and morality, by launching man on an infinite proc-
ess of production and consumption:

The mere notion of infinite progress is destructive. If the goal

recedes forever, one point is no nearer it than the last. . . .

Aristotle noted tgat the concept of infinity makes impossible the
idea of the good.

1304 Without Thunder (New York: Harcourt, Brace, and Co., 1930),

p. 27,

2Ivid., p. 187.

3B.ichard. Weaver, ldeae Have Consequences ("Phoenix Books%; Chiecago:
University of Chicago Press, 19%8), p. Hl.



60
The idea of progress also exalts the illusory process of "becoming" over
the reality of "being," and so augments the fragmentation of man.
The regionalist idea of man does not deny reason, or science, or
animal appetite, but rather their totalitarian arrogation of control over
man's life, or the assumption that mar is definable in terms of them

alone. Ag Ransom says, "A scientific definition of the object is not

false 311_ the sense that yi E not the truth, but only in the sense that

it is not the whole truth."1 The concept of the total man, the whole man,

the integrated, unified man occurs again and again, with varying empha-
ses, in reglionalist thought. Explaining the unanimity of the Agrarians!

common attitude in I'1l Take My Stand, Andrew Lytle says, "All discovered

that the total man involves a coherent unity of self in terms of the

forms of social behavior and belief, and they proposed to say why man was
no longer able to be the total man.“a Again, Allen Tate, approving the

New Humanists' call for human velues but disputing their means of con-
structing them, says, "The religious unity of 1ntellecf‘and emotion, of
reason and instinct, is the aocle technique for the realization of values. "3

John Gould Fletcher writes in I'l11l Take My Stand that "the purpose of

education is to produce the balanced character,"uand we recall that the
Introduction to the same work declares for the "imaginatively balanced

life lived out in a definite social tradition."

lGod. Without Thunder, p. 259.

2“1 Summing Up" from "The Southern Literary Renascence: A Sym-
posium," Shenandoah, VI (Summer, 1955), 30-31.

3Reactionary Essays on Poetry and Ideas (New York: Charles Scrib-
ner's Sons, 193b), p. 139.

u"Education, Past and Present," I'l11l Take My Stand, p. 111.
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What faculties or traits in man does sclience ignore, and induse

trialiem suppress?! Different authors lament the neglect of different
traits, but in generel: the non-rational, that in man not susceptible
of obeervation and rational analysis. For Ransom it is primarily the
sensibility, composed of sentiments for beloved particular objecte, that
makeg man truly social but is threatened by moderniem:

Sentiments, those irrational psychic formations, do not consist very

well with the indifference, machine-like, with which some modern so-

clial worlers would have men fitting into the perfect economic organ-

ization. It is not as good animals that we are complicated with sen-

timental weaknesas. The fierce drives of the animales . . . are only

towvards a kind of thing, the indifferent instance of a universal,

and not some private and irreplaceable thing. . . . a sentiment 1is

the totality of love aid knowledge which we have of an object that
ia private and unique.

For Richard Weaver, sentiment, giving man his Y“metaphysical dream" of

the world, is not only co-ordinate with but prior to reason and logic:
It must be apparent that logic depends upon the dream, and not the
dreax upon it. We must admit this when we realige that logical
processes rest ultimately upon classification, that classifjcation
is by identification, and that ldentification is intuitive.

As with Ransom, Weaver's sentimert 1s responsible for man's better manie

festations, for "culture is sentiment refined and measgured®:J
In the same way that our cegnition passes from a report of particular
details to a knowledge of universals, so our sentiments pass from a
welter of feeling to an illumined co&cept of what one ought to feel.
This is what is known as refinement.

John Peale Bishop stresses the instincts: "We must live from the in-

atincte, for the mind unsupported not only cannot tell ue how to behave,

lphe World's Body (New York: Charles Scribmer's Sons, 1938),

P. 360

aIdeaa Have Consequences, p. 21.

4

1vi4., p. 23. Ibid., p. 22.
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it cannot give us any very satisfactory reasons for living at all.“l
Herbert Marshall McLuhan stresses feeling or passion, "the passion of a
civiliged man for whom action is répugnant or unthinkable unless the
whole man is 1nvolvod,'2 and thinks such passion is best cultivated in
an agrarian society:

The nature of simply agrarian society . . » is such as to produce

men who are primarily passionate in the strict sense. They understand

the severe limits of mere human mcotives and habitually feel the fatali-

ty of}the larger forces of the life that is in them as well as outside
them.

The intuition of limitations, with which should be contrasted both
the "notion of infinite progress! and the scientific "belief that the uni-
verse ie largely known, and theoretically knowable," brings us to another
lineament in the regionalist portrait of man: man's religious nature. That
man poesesses an immortal soul is not a necessary corollary of regionalist
thought, though it is often the assumption of individual regionalists and
is easily admitted by acknowledging the limitations of science. "Reli-
gious nature" means rather man'!s awareness of his own finiterness and "crea-
turelikeness," and his consequent inveterate disposition, before the in-

scrutability of nature, to worship deity. The Introduction to I'1ll Take

My Stand, probably written largely by Ransom but subscribed to by all the
twelve contributors, defines religion as "our submisaion to the general

intention of a nature that it fairly inscrutable; it is the sense of our

lThe Collected Essays of John Peale Bishop, ed. Edmund Wilson (New
York: Charles Scribner's Sons, 19%8), P« G. _

2Wphe Southern Quality," Sewanee Review, LV (Sumer, 1947), 375

31vid., p. 360.
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role as creatures within it."1 Religion is weakened by the highly simpli-
fied pieture of nature in an industrial society, because "we receive the
illusion of having power over nature, and lose the sense of nature as
sopething mysterious and contingent."a Various regionelists cccupy spe~
cific posts in the bulwark of institutional religion, but their line of
thought on thie score remains substantially the same: manl!s religious
character is & function of his relationship with external nature. Thus
the argument of Tate, a Catholie, against "Humanism and Naturalism" e-
vinceala sub-siructure approximating that of Ransom!s and Brooks!s de-
fenses of orthodox Protestantism. Nature is ¥the source of quality," ace
cording to Tate, and "the roligious attitude is the very sonse (as the ro=
ligious dogma is the definition) of the precarious balance of man upon
the brink of pure quality."3
Perhaps, then, his religious instinet or disposition is accident-

al, merely a product of man's historical agrarianiem, and will be die~
pelled as illusory as he loses contact with nature in an increasingly ur-
banized and industrialiszed society? Not at all, in regionalist thinking,
becaues nature, besides revealing finiteness, manifests something basic
in the constitution of reality: the existenece of evil. Tate says, ‘'pure
Quality would be pure evil,“uand

it 18 the indigpensable office of the religious imagination that it

checks the abstracting tendencies of the intellect in the presence of

nature. Nature abstract becomes man abstract, and he is at last con=

demned to a permanent immersion in pure and evil Quality; he is for-
ever condemned to it because he can no longer see it for what it is,.

1introduction to I'11 Tske My Stand, p. xiv.

2Ipid.

n
3R£actionary Eseays, Po 140, Ibide, po 141,
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He has no technique for dealing with evil.t
Therefore, by insulating man from exposure to nature's realities, science
and industrialiem in effect commit him to ineradicable evil, which does
not cease to operate just because it is not perceived. With the addition
of evil, and therefore of good, to the picture, with the recognition of
mants limitations, and with the acknowledgement "that nature is mede and
kept natural only by the virtue of a supernatural being that compels it,“a
there followe logically the assumption of a moral order, a level and
structure of values proper and peculiar to man--and the regionalist pore
trait of individual man is fairly complete. But there remains the cone
cept of social man, the idea of the-cultural region as social norm, which
ig the truly distinctive phase of regionalist philosophy.
We have seen, in the outline of regionalist thought about man as
a person, how importantly nature figures. Reglonalism distinguishes it-
gself from naturalism by rejecting nature as ultimate norm, but it is
distinguished from various other social, economic, and psychological‘phi-
losophies by taking nature as a minimal norm--which is to say that no
gocial or economic arrangement in violation of nature is valid, or even
realistic, from the régionalist point of view.
An essential step in retaining our hold upon the real reality is a
definition of our proper relationship to nature. At one extreme is
total immersion, which leaves man sentient but unreflective., At the
other extreme is total abstraction, which leads philosophically to
denial of substance. . . . The complete acceptance of nature and the
complete repudiation of her turn out to be equally pernicious; we
should seek a way of life which does not merge with her by respond-

ing to her every impulse, or becgme fatally entangled with her by
attempting a complete violation.

11vid., p. 2. 2Bansom, God Without Thunder, p. 75.

3Weayer, Ideas Have Consequences, pp. l7h—75.
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Regionalism therefore seeks to describe the kind of society which best
defines and establishes man's "proper relationship" to external nature
and at the same time responds most adequately to the needs of his own
nature.,

One of man's needs, because of his fondness for particularity and
concreteness in thingé, is for ubiety, or attachment to local place.
"location is that other force in our inheritance which balances our need
for movement,"1 says Andrew Lytle. T. S. Eliot urges that "it is impor-
tant that a man should feel himself to be, not merely a citizen of a
particular nation, but a citizen of a particular part of hnis country,
with local loyalties."2 location not only answers to man's instinctive
need, but is necessary to the full realization of his human values:

Spatial unity imposes upon the idea of value three solid dimon-

sions, and the new co=ordinates in which they are expressed have an
appreciable effect . . . on the perspective in which is seen the
individual. - They call attention to the obvious but neglected neces~
sity of the persons in a given locality being the instruments dy
which any sense of value . . . is expresesed. . . . The person who
has made himself one with a local communlity can realize, as the phi-
losopher or the cosmopolitan cannot, the full burden and fulfillment

of his Humanism. . . . The place and its genius must find their ex-
pression through him, just as he must find his authenticity in

them. . . .
Finally, man and locality are so inseparable that no such thing exista
as men considered apart from the conditions of place:

People do not live in a vacuum. They live somewhere. . . . The
natural man is an abstraction. He has never been seen, but what is

1Introduction to Bedford Forrest and His Critter Company (Rev. ed.;
New York: McDowell, Obolensky, 1960), p. xvi.

2Notes towards the Definition of Culture (New York: Harcourt,
Brace and Co., 1949), P. H7.

3Halen Hill, "A Local Habitation," Sewanee Review, XXXIX (Autumn,
1931), 4636k,
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natural to men always shows itself shaped by the manners_sand mores,
the institutional restralnts, of a given time and place,

In describing the kind of place~-the cultural region, of course-—
most congenial to man's development, the regionalists are quite as ob-
servant of nature as minimal norm. The single term which best subsumes
all of the salient features of the cultural region is itself a natural-
istic term-~QOrganicism. "Organicism" comprehends all of those qualities
of the cultural region~-its natural and historical Basis, its organic
structure, its instinct toward self-determination, its interrelationship
with other regions--which characterize it both as an existent and as an
ideal soclety for man.

First, the cultural region is firmly grounded in natural and
historical fact. Seas, rivers, mountain ranges, climatic variations,
soil types, mineral resources, flora and fauna patterns, and other fac-
tors divide the natural world into regions. The migration and socio-~
economic adaptation of peoples then rear upon these substrata of natural
circumstances societies which evolve into distinctive cultures. Nature
and people together gradually produce a local "genius," as it were, a
spirit of place that pervades &all of the region's human activitiegw
cookery, architecture, social pastimes, speech, and so on--and that die-
tinguishes it from other regions.

Speaking of regiona in America, Donald Davidson thus attests the
reality of cultural regions:

It is necessary to recognize first of all that regional differenti-

ations are social and economic fact, and not poetic fiction. . . .
The differentiations are the result of the occupation of a

lAndrew Lytle, Foreword to A Novel, A Novella and Four Stories
(New York: McDowell, Obolensky, 1958), p. xV.
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continental area by a vigoroue people, habituated to a high degree
of independence and self-determination, and shaped by diverse racial,
social, political, and environmental influences.l
As examples of regional differentiations and local genii, Davidson de-
scribes the opposite spirits of Vermont and Georgia in "Still Rebels,
St111 Yankees': -
The Yankee genius of Vermont was upright. vertical, and no doubt
Puritan. Wwhere the landscape itself enforced consistency and order,
how coulg the people concede much virtue to inconsistency and irreg-
ularity?
In contrast, "the genius of Georgia was stretched out, relaxed and easy,
in keeping with the landscape, which required e large.and horizontal
view of mundane affairs.“3 In consequence,
Precision, for the Georglan, must rank among the Utopian virtues.
If New England encouraged man to believe in an ordered universe,
Georgia . . . compelled him to remember that there were snakes in
Eden. Nature, so ingratiating and beautiful, which bound the
Georgian to his land with a love both possessive and fearful, was
a fa&r but dreadful mistress, unpredictable and uncontrollable as
God.
The interaction, then, between nature and people over a period of time
is the process which producese the cultural region, the only source of
real soclal values.
Second, the organic character of the cultural region proceeds
from its natural origin and evolutionary growth, and it provides the best

accommodation of man to other men and to nature. The idea of the region-

al culture as organigm saturates the writing of traditional regionalists,

luphat This Nation May Endure-~The Need for Political Region-
aliem," Who Owns America?, ed. Herbert Agar and Allen Tate (Boston:
Houghton Miffiin Co., 1936), p- 116.

2
Attack on Leviathan, p. 133.

3Ibid., p. 139. uIbid., p. 140.
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and is immensely important to the concept of the regional novel. The
idea includes the organic interrelationship of differentiated socio~-
economic functions and institutions around a common center, the signif-
icance of forms and conventions, and the important role of tradition in
transmitting culture.
Tha tarma Horzaniam? and Yorzanic! are used so often. and often

80 carelessly, in all kinds of writing that we do well to recall the
meaning of "organism¥ for natural science and philosophy. Dietrich von
Hildebrand, a prominent German philosopher and theologian, describes the
organism in this way:

The various component functions in an organism are not merely contig-

uous to, and combined with, one anotner; they are coupled together in

a kind of mutual interpenetration. All single aspects are united and

ruled by a basic principle, as 18 never the case with any unit or

accunulation of lifeless matter. Over and above mere contiguity and
multiplicity, fhere appears a structural trait of mutusl penetration

and communion.

The mild paradox at the heart of the organic concept is always this union
of diverse parts in terms of a basic inner principls, so that members
and functions remain separate yet somehow are one together.

The cultural region is characterized by this type of organization
and relationship of parts. In a region, institutions, conventions, man-
ners, dress, speech, and other folkways are related to each other by way
of the common vital principle, or living center, or "local genius," of
which they are the expression and which they help to promote and perpetu-~
ate. This harmony of parts stemming from interior determination is

gstresged in J. N. Oldham's "Anatomy of Provincialiem®:

1Transformation in Christ (St. Paul: Helicon Press, Inc., 1960),

p. 60.
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A reasonable culture is in the best sense an entity; and only integ-
Tity of culture-«the essential harmony of the elements which go to
make it up--gives any reason or abiding worth to a social system. . .
Culture arises where tastes and habits are adapted to one another in
a pattern which has unity gnd satisfies most of the demands made on
tradition and conventions.
Andrew Lytle similarly explains the relationship between inner principle
and its expression in the structure of the organic society:

The structure is in its institutions. The institution is defined by
conventions._ Bellief, the life of the state, functions through its
conventions.

And Richard Weaver holds that Wthe basis of an organic social order is
fraternity uniting parts that are distinct.“3

The integrating principle of a regional culture which informs all
its ways and gives them coherence may be the "local genius" or "epirit®
described by Davidson. Thus, because in the 01d Southwest the "geniush
of the land was in "its great irregularity and variety," which more or
less "enforced self-sufficiency and isolation upon settlers and settle-
ments,"u the %“gpirit of the 0ld Southwest" became the "heroic tradition"
whose values are f"intensity of conviction, frankness of love or hate,
above all an unwillingness to submit one's integrity to abstract dicta-
tion or to taint it with even the shadow of disloyalty to what one holds
dear." And theae values inform the Southwesterner's whole way of life

and hie very character:

Thege are emotional rather than intellectual qualities, and it would

leprovincialiem and Cultural Entity," (Part III of "Anatomy of
Provincialism") Sewanee Review, XLIV (Summer, 1936), 296.

2
3

"A Summing Up," Shenandoah, p. 31l.

Ideas Have Conseguences, p. 43.

uAttack on leviathan, p. 173,
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be proper to say that the Southwesterner's experience, backed by his

land, his climate, his mores, turns the talance of his temperament

toward the religious rather than the ethical, the intuitive rather

than the logical, or . . . toward humor rather than wit.
Congequently certain "peculiarities" of the modern resident of the 01ld
Southwest——his obdurate fundamentalism in religion, his indifference to
reform programs, his vulnerability to ”demagoguery”-are explicable only
by reference to this spirit and its tradition.

More than likely, however, the integrating principle of a region-
al culture is its religion--not so much the institutional forms publicly
vigidle as the interior convictions about final values and their source
shared by the people of a community- In his YPlea to the Protestant
Churches" Cleanth Brooksa defines religion as "that system of basic values

2

which underlies a civiligation®"™ and further claims that %civilizations

are founded, not on ethical societies, but on religions."3 According to

Ransom, "The religion of a people is that background of metaphysical doc-

trine which dictates its political economy."u T. S. Eliot introduces

his Notes toward the Definition of Culture with the assertion that "no

culture has appeared or developed except together with a relig:lon,"5 and
later, observing that the term "culture! includes "all the characteristic
activities and interests of a people,"6 he suggests that "there is an

aspect in which we can see a religion as the whole way of life of a people,

from birth to the grave, from morhing to night and even in sleep, and

that way of life is also its culture.“T Because "behavior is also belief

 vid., pp. 176~77. 2yho Owns Americal, p. 326.

3Ibid., p. 332. uGod Without Thunder, p. 116.

%8, 13. 61vid., p. 30. TIvid., p. 29.
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o ¢ o We may ask whether any culture could come into being, or main-
tain itself, without a religious basis. We may go further and ask
vhether what we call the culture, and what we call the religion, of
a people are not different aspects of the same thing: the culture
being, oo!entially, the incarnation (8o to speak) of the religion of
a people. 4
Whether the integrating principle be a religion, a more indefi.
nite “gpirit® of place, or some composite of the two, it unifies both
the various soclo-economic functions and the forms and conventions of the
cultural region. The organic soclety tends to be hierarchical and class-
structured as the result both of the evolutional differentiation of fune-
tions and of the transmission of roles through the basic social unit,
the family. Of socleties at various levels of civilization, Eliot points
out,
the higher types exhibit more marked differentiations of function
amongst their members than the lower types. At a higher stage still,
we find that some functions are more honoured than others, and this
division promotes the development of classes, in which higher honour
and higher privilege are accorded, not merely to the person as func-
tionary but as member of the class. And the class itself possesses
a function, that of maintaining that part of the total culture of
the society which pertains to that clasa.
Eliot's case for a soclety with a class structure, the affirmation that
it is, in some sense, the 'natural! eociety,"3 is based on the merits of
such a society, as well as its naturalness, and parallels very closely
Richard Weaver's defense of "Distinction and Hierarchy" in Ideas Have
Consequences. Their common view supposes that the graded society, whose
different classes are ulteriorly united in a central belief, expresses
innate differences among men with the maximal freedom compatible with
gocial stability and continuity.

Like the different classes, the forms and conventions of an

2

l1bid., p. 27. Ibid., p. 33. 31vid., pp. 46-HT.
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organic regional culture are relatively fixed and unified by the under-
lying belief of which they are the expression. But we cannot discuss
these conventions without reference to the crucial role of tradition in
the regional culture, for it is a traditional society, and the forms and
conventions alluded to here are the inherited ways of conducting life
which the regional people receive from their ancestors and pass on to
their descendants.

Tradition and regionalism are inseparably connected with each
other, for the development of traditions is impossible without a ﬁeople's
prolonged inhabitation of a perticular locality, and such inhabitation
tende invariably to develop traditions. Arthur Mizener points out that
"a traditior requires a particular soclal situation with some degree of
geographical localization and historical continuity."1 Allen Tate defines
lregionalien" as

that consciousness or that habit of men in a given locality which
influences them to certain patterns of thought and conduct handed to
them by theis ancestors. Reglonalism is thus limited ir space but
not in time,
Thege "patterns of thought and conduct" are traditional forms. "Iradi-
tion," says Rancom, is the handing down of a thing by society, and the

3

thing handed down is just a formula, a form." John Peale Bishop defines

tradition' this way:

Tradition is all the learning life which men receive from their
fathers and which, having tried it in their own experience, they

lune Provincial Mentality," Sewanee Review, LIII (Winter, 1945),

160.

2On the Limits of Poetry (New York: Swallow Press and William
Morrow and Go., 1948), p. 286.

3The World's Body, p. 29.
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congent to pass on to their sons. What remains is . . . a tech-

And Donald Davideon gives specific content to the idea of a traditional

soclety:
A traditional soclety is a soclety that is stable, religious, more
rural than urban, and politically conservative. Family, dlood-kin-
ehip, clanship, folk-ways, custom, community, in such a society,
supply the needs that in a non-traditional or progressive society
are supplied at great cost by aréificial devices like training
schools and government agencies.

What advantages ensue from a society's possession of traditional
forms? One lg suggested in the passage just quoted from Davidson: sheer
utility and economy. From the societal point of view, the existence of
traditional forms obviates the expenditure of resources for training and
education and enables their investment in other interests. But the in-
dividual, too, benefits from the availability of traditional forms to
learn by. John Peale Bishop stresses this latter point in hise complaint
over the general absence of tradition in America:

For though for the country ae a whole there are traditions of a sort
(as in our foreign policy, for example) they are not there as aide
to living. And this is the use of customs, courteous manners, and
inherited wisdom. While there is always much that a young man must,
of necessity, face in complete nakedness without so much as a tatter
from the past, it 18 not a very profitabls way to go through 1life.
It means an emotional impoverishment. To have to learn everything

for one!s gelf is, as Ben Jonson remarked, to have a fool for a
master.,

Regionalist thought usually, however, prefers to emphasize other

advantagee to traditional forms than the utilitarian. Teken together,

1Collected Essays, p. 8.

28t111 Rebels, Still Yenkees and Other Essays (Baton Rouge: Louisi-
ane State University Press, 1957), p. 172.

3

Collected Essayse, p. 4.
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thege can be called the fgesthetic® or "gpiritual! benefits of tradition.
The point is that, by providing a relatively easy accommodation to nature
and a time-proved solution to the economic problem, tradition permits man
to cultivate himself as a whole person and, moreover, provides him the
forms with which to accomplish this self-fulfillment. Forms and conven-
T¢ ucunlly conceived by the reglonaliata as having a limiting, re-
straining, hence refining, function. Thus Richard Weaver contends that
“"an illumined concept of what one ought to feel . . . is known as refine-
ment . "

Man is in the world to suffer his passion; but wiedom comes to his

relief with an offer of conventions, which shape and elevate that

passion. The task of the creators of culture is to furnish the molds

and the frames to resist that "sinking 1& upon the moral being"

which comes of accepting raw experience.
Similarly, Andrew ILytle thinks that man's best hope for combatting evil,
both interlor and external, is by utilising the restraints of social con~-
ventions as agrarian man does:

He Ca.grarian ma.n] must have location, which means property, which

means the family and the communion of families which is the state.

He understands that awareness of limitations ls as near as he can

come to freedom. Without control of apace he is lost in time. The

discrete objects of nature make a treadmill. Iest he mount it

again he must engage and restﬁain himgelf by ritual, manners, con-—

ventions, institutions. . . .

But of all the regionalists it is John Crowe Ransom who hae most

thoroughly elaborated the function of social forms and their relation to

aesthetic formse; thersfore his ideas deserve special attention. For

Ransom, as we saw earlier, man's sensibility, as much as his reason,

1Ideas Have Consequences, p. 22.

2"How Many Miles To Babylon," Southern Renascence: The Literature
of the Modern South, ed. Iouis D. Rubin, Jr. and Robert D. Jacobs
T{Baltimore: The Johre Hopkine Prees, 1953), p. 189.
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distinguishes him from the animals; indesd, while man's reason enables
him only to be a more efficient animal, his sensibility sets him apart
qualitatively.
By pure reason man would hasten and brutalize his animal processes,
but by his free sensibility he elects to observe them, complicate
them, and furnish them with background and accessory detail that can-
not enter into the exclusive animal consciousness.
It is by the use of aesthetic forms, whether specifically artistic, re=
ligious, or social, that man's sensibility develops and operates.

The aesthetic forms are a technique of restraint, not of effi-
ciency. . . . They stand between the individual and his natural ob-
Jject and impose a check upon his action. . . . To the concept of
direct action the old society--the directed and hierarchical one—
opposed the concept of aesthetic experience, Ss a true opposite, and
checked the one in order to induce the other.

What the form does, in effect, besides restraining the individual, is to
distance the object, and thus allow it %o emerge in its full particular-
ity as a "precious" object.
Ransom illustrates this process from the area of manners. In
the love relationship, the "severely logical® approach would be for the
man to selze the woman directly and satisfy his desire as quickly as
possgible,
If our hero, however, does not propose for himself the character of
savage, or of animal, but the quaint one of “gentleman," then he has
the fixed code of his gens to remember, andi then he is estopped from
seizing her, he must approach her with ceremony, and pay her a fas-
tidious courtehip. We conclude not that the desire is abandoged,
but that it will take a circuitous road and become a romance.

As a result of this "circuitous road" or "kind of obliquity" imposed by

the formal code, "the woman, contemplated in this manner under restraint,

1G04 Without Thunder, p. 19. 2Phe World's Body, p. 31.

3Ibid., p. 33.

———
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bscomes a person and an aesthetic object; therefore a richer object."l
Because "the social man, who submits to the restraint of convention, comes
to respect the object and to see it unfold at last its individuality,"
and because "the function of a code of manners ie to make us capable of
something better than the stupidity of an appetitive or economic 11fe,”2

the older European communities. with all thair formal amenities

, Tasom—

mend themgelves to our study and emulation.
For the intention of none of those societies can have been simply to
confirm the natural man as a natural man. . . . It wanted to humanize
him; which means, so far as his natural economy permitted, to compli-
cate his natural functions with sensibility, and make them aesthetic.
The object of a proper society is to instruct its members hsw to
trangform instinctive experience into aesthetic experience.

Although some accents in this idea are peculiarly Ransomesque, I
think it is fair to say that in general it is representative of regional~
ist thinking on the merits of forms and conventions in the organic soci-
ety. lLater we shall return to the regionalist aesthetic implicit in this
line of thought; for the moment, however, we conclude the discussion of
the region as organism by mentioning the two related concepts of cultural

self-determination and cultural reciprocity.

Cultural self-determination means simply the region's tendency
to develop in ite own direction, according to its own inner principle and
laws of growth. One of the reasons for objecting to the absorption of a
region by a stronger neighbor, says Eliot, is "so profound that it must
simply be accepted: 1t is the instinct of every living thing to persist

in its own being."u Indeed, although the principle of self-determination

lrvid. 2Ibid., p. 4. 31v14., p. ke.
4

Definition of Culture, p. 54.
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is a quite logical corollary of regional organiciem, its enunciation hae
most often occurred in terms of a defensive maneuver against the threat

of appropriation by external forces. Thus the Introduction to I'11l Take

My Stand announces the goal, not of the independent political destiny of
the South, but of her "moral, social, and economic autonomy," andi ad-
dresses 1tself to the aquestion of "how much these must be surrendered to
the victorious principle of Union." "The South," it continues, "proposes
to determine hersgelf within the utmost lipites of legal action."1 Simi-
larly, Doneld Davidson finds the reply to New York's cultural domination
of the "hinterland" in "regionalism, a doctrine of self-determination
which renews, in different terms, the old cleavage between the lands of
the East and those of the South and West."2 The ideal of organic growth
is vieible in the same author's invective against sociological "experts,"
who "are eternally looking for what they call 'social values,!! but who
Hgtrangely confine their research to libraries" and would not recognize

a "living social value' if they saw it. "For them, nothing must grow
according to its nature, but things 'develop' by laboratory formula.e."3
The toleration, by "functionalist" advocates of a planned'economy (such
as Odum and Moore?), of regional differences only to the point where they
clash with "a perfectly neat and scientific adaptation of function to
environment within a closed and regimented national economy," is not
American, according to Davideon, because "it contradicts the prime force

that has made the regions-—their tendency, over and above economic

1I'll Teke My Stand, p. X.

231;111 Rebels, Still Yankees, p. 254.

3 sttack On Leviathan, p. 132.
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speclalizations, to become autonomous units possessing whole cultures of
thelr own, which often embody choicese not economic at a.ll."1

Ideally, counterpoising the reglon's impulse toward self-deter-
mination is a force or process which we may call "reciprocity." Any
organiem is itself a member of a larger, multipartite organism to whose
good its own health contributes and by whose gzood its own state is partly
measured. A region likewise co-operates with its fellow=-regions to pro-
cure the total good of the nation which they together conetitute. Thus
Eliot seys, concerning the British culture, "The absolute value is that
each area should have its characteristic culture, which should also har-
monise with, and enrich, the cultures of the neighboring areas,"2 and Mit
is an essential part of my case, that if the other cultures of the Brit-
ish Isles were wholly supersedsd by English culture, English culture would
disappear too."3 Eliot's ideal of the "proper degree of unity and of
diversity" in cultural relationships mounts upward from the regional-
national level to the national-international level, as it is almost logi=-

cally compelled to do.

For the health of the culture of Europe two conditions are required:
that the culture of each country should be unique, and that the dif-
ferent cultures should recognise their relationship to each oﬁher, 80
that each should be susceptible of influence from the others.
American regionalism also recognizes the unity-diversity paradox,
though perhaps emphasizing as a defensive tactic the necessity for diver-
eity rather more than that for union. The basic point is quite the same

as Eliot's, however: that the concept of American culture is meaningless

Yyho Owne America?, p. 123. ®Definition of Culture, p. 53.

31vid., p. 57. uIbid., p. 123.
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without consideration of the constituting regional cultures. As Davidson
described the regionalist attitude of the early 1930's, "To one who did
not accept Lincoln's quaint idea that the United States must become tall
one thing or all the other,' it seemed more than ever true that the unity
of America must rest, first of all on g decent respect for sectional dif-
ferences.“1 Davidson's prescription for American culture resembles very
closely Eliot'!'s for the British Islee and for Europe.

For the United States the ideal condition would be this: that the

regions should be free to cultivate their own particular genius and

to find their happiness, along with their sustenance and security, in

the pursuits to which their people are best adspted, the several re-

glons supplementing and giding each other, in national comity, under

& well=balanced economy.

Admittedly, the equilibrium impligd in these concepts of self-
determination and reciprocity has not often been historically realized
for any sustained period. Apparently the impulee toward regional self-
deterﬁination graduates very easily into separatiem, the urge for polit-
ical as well as cultural independence, or into regional imperialism, the
urge for a nationalism founded upon the subjugation of weaker communities
by & dominant region. The cases of the American Civil War, of German
nationalization on Prussian terms, of the long Irish war for independence-—
all illustrate the political metaboliem which constantly threatens the
identities of regions. While generally conceding the tendency of regions
to behave in this self-destructive fashion, traditional regionalists
nevertheless maintain the desirability of upholding self-determination

and reciprocity as conscious ideals to be aimed at and approached, if

never fully realized.

lAttack On Leviattan, p. 136. 2Who Owns America?, p. 123,
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The concept of reciprocity or regional interrelationship at last
explicitly admits the existence of extra-regional entities and points of
view, with important consequences for a regionalist aesthetics. Previous
phases of regional organicism have been concerned with the interior con-
stitution of regions and have acknowledged only tacitly the region's
possession of a superficies. But to concede the princinle of regional
interrelationships and even a national interest or "comity" is to at
least recognize the presence of exterior planes and coigns from which
the region may be viewed and perhaps seen to be different from the way
it appears to ite lnhabitants. This new stage of perception is something
akin to the development of self-consciousness in the human person, and
at this point we must depart from the qerviceable analogy with sub-~human
organisma and enter that dualistic perspective which is characteristic
of human beings only.

That i8 to say, regionalism implies some degree of self-conscious-
ness, some awareness, on the part of regional inhabitants, of a communal
gelf that differs, or may differ, from its various estimates by outside

1 the fact of

observers. Somehow, perhaps as in Sartrean existentialiem,
gelf-consciousness adulterates and complicates simple being by the aware-
ness of being. Although regionalist philoeophy usually expresses this

condition as a contrast between outside and inside viewpoints of the re-

gion, the fact is that the true regional conaciouseness, simply by taking

Ipor example, "Only the reflective consciousness has the self
directly for an object, the unreflective consciousness does not apprehend
the person directly or as its object; the perason 1s presented to con-
gciousness in so far as the person is an object for the Other." Jean-
Paul Sartre, Being and Nothingness, trans. BEazel E. Barnes (New York:
Philosophical Library, 1956), p. 260.
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cognizance of exterior points of view, comes iteelf to contain those
points of view, and hence to distinguish itself from the way of life
which 1s its center. Something of this real mystery is suggested by T.
S. Eliot in the following passage:

We must remind ourselves of the danger . . . of identifying cul-
ture with the sum of distinct cultural activities. . . . The anthro=-
Pologist may study the social system, the economies, the arta. and
the religion of a particular tribe . . . but it is not merely by obd-
serving in detail all of these manifestations, and grasping them to-
gether, that he will approach to an understanding of the culture.
For to understand the culture is to understand the people, and this
means an imaginative understanding. Such understanding can never be
complete: either it is abstract--and the essence escapes——or elge

it is 1lilved. . . . one cannot be outside and inside at the same time.l

The regionalist who has catalogued his way of 1life, who has become aware
of its cataloguing by others, is not gquite the same man who was simply
living it. This double vision, as it were, of the region from inside
and from outside becomes a source both of possible wealkness and of great

strength to the literary regionalist.

II1I

The dominating ideas of cultural regionalism translate readily
into a philosophy of literary regionalism. Like cultural regionaliem,
literary regionalism was in part a definite historical movement, any sys-
tematic account of which would have to include the generating circum-
stances, a record of major contributors and contributions, an estimation
of its effects on literary history, and so on. But beneath the historical
facts lie both a philosophy of literature and an assthetics which can be
abstracted from the manifesting historical accidents for correlation with

the evidence of the novels themselves. As B. A. Botkin wrote in 1936,

lpefinition of Culture, pp. 39-40.
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"the conception of a regionally differentiated and interregionally re-
lated culture has something to offer to literature, namely, a subject, . . .
a technique, . . . a point of view. . . ."1 We want now to ascertain
first the values which provide these resources to the regional writer,
and then the character of the technique and point of view.

Tha firat valva nf litarar ic itz notural
is to say, in so far as regions exist and a writer is born in one, it is
natural for him to use local materials in his art, since they are what he
knows best and have furnished, indeed, the very texture of his thought
and imagination. This doctrine, that regionalism is natural, receives
both relative and positive statements in regionalist tracts. Relatively,
it is usually proclaimed as a warning againgt the false artistic stand-
ards of an alien culture and against the slavish lmitation of exotic
models. Thus Donald Davidson describes regionaliem in its self-conscious
phase as "only one phase of a general movement of revulsion and affirma-
tion,"2 a "retreat from the artistic leviathanism of the machine age,
symbolized by the dominance of New York during the nineteen—twenties,“3
a "protest . . . against the falee nationalism that the metropolitans
have been diaaeminating."u In America, at least, regiohalism is a natu-
ral "condition under which the national American Literature exists as a

ll5

literature, . . .

Regionalism is not en end in itself, not a literary affectation, not
an assthetic credo, but a condition of literary realization. The

l"Regiona.lism: Cult or Culture?" The English Journal, XXV (March,
1936), 184,

aAttack On leviathan, p. 80. 3Ibid., p. 81.

——

1‘scm. Rebels, p. 276- SIbid., p. 271.
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function of a region 18 to endow the American Artist with character
and purpose. Eblis born of a region. He will deny its parenthood
to his own hurt. '

The positive statement of the naturalness of regionalism makes
of it a communal equivalent to the advice, "Look in thy heart and write."

Mary Austin describes the relationship between the region, the artist,

"nA aAawd dn N~ wracrs
—— —— -— - RN} Ll

{»

Art, considered as the expression of any people as a whole, is the
responge they make in various mediums to the impact that the totale
ity of their experience makes upon them, and there is no sort of
experience that works so constantly and subtly upon man as his re-
glonal environment. . . . Slowly or sharply it forces upon him
behavior patterns such as earliest become the habit of his Blood,
the unconsciocus factor of adjustment in all his mechanisms.

Budora Welty says, "It is both natural and sensible that the place where
we have our roots should become the setting, the first and primary prov-
ing ground, of our fiction.“3 Faulkner likewise sees his regional envi-
ronment as simply a part of his "workshop," a natural source of his
materials. For instance, in response to a query about the motivational
force on a young writer of the Southern aristocracy's resistance to
change, Faulkner replies:

It does [furnish a motivation for writing], in that that is & condi-

tion of environment. It's something that is handed to a writer. He

is writing about people in the terms that he's most familiar

with. . . . Hets writing about people. He is using the material

which he knows, the tools which are at hand. . . . It's simply a con-

dition, and since jt is a condition it lives and breathes, and it ise
valid as material.

lrvid., p. 277.

2“Regionaliam in American Fiction," The English Journal, XXI (Feb.,
1932), 97.

3“Place in Piction," p. 59.

uFaulkner in the University, p. 57.




84

And Robert Penn Warren describes his intention in A1l the King's Men as

being his "desire to compose a highly documented picture of the modern
world--at least, as the modern world manifested itself in the only re-
glon I knew well enough to write about. "t

This might seem to be so simple a proposition~-to write about
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from the standpoint of the creative writer, whose job, after all, en-
tails no philosophigzing. This fact has led Eudora Welty to reject the
epithet "regional®" altogether, for "'regional! is an outsidert!s term; it
has no meaning for the insider who is doing the writing, because as far

ne Yet when we consider what

as ho knows he is simply writing ebout life.
this decision about materials means in the light of our review of cul-
tural regionalism, then a wealth of implications unfolds which the reader
and critic can scarcely ignore. Once the principle of the naturalness of
regionalism has oriented the writer, consciously or not, toward regional
materials, the other values of literary regionalism tend to assert them-
selveg in his work.

One of these values, which answers to the regionalist conception
of the wholeness of man, is the regional writer's ability to act as a
whole person, and hence to e6e other persons in their wholeness or en-
thety. The regional writer refuses to abstract from the picture of man

any function or role, including his own as artist, which separates man

from fullness of being as individual citizen in a community. Rejecting

1Introduction to All the King's Men (New York: The Modern Libdrary,
1953), p. iii.
2

"Placd in Fiction," p. 72.
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the proletarian writerts attempt to "reason himgelf into an appropriate
relation to a class," Robert Penn Warren asserts that #the regional move-
ment, with some implied conception of an organic society in its background,
denies the desirability of such a program, claiming that the focus of lit-
erary inspiration should be the individual, not the class."" Like other
writera., the rezionaliat bas ¥tha remponmihility of inenecting tha aima
of the society from which he stemmed,* but he pursues this activity

o o o &8s a part, and perhaps the most significant part, of his role

as a citisen and a human being. He is, then, motivated by the con-

viction that the study of the springs of human conduct and the rep-

resentation of human conduct are important and positive because the

human creature possesses an inalienable dignity and interest.  « »
Consequently, his creation "is in itself, finally, but a phase of his own
conduct as a human being and, as a matter of fact, a citizen,“3 and he can
achieve an objectivity and fulfillment unavailable to the artist deliber-
ately searching for a theme,

Another quite real and related value at hand to the literary re-
glonaliet is a knowledge of things, as well as of persons, in their full
particularity. The reasoning behind this claim is that prolonged familiw
arity with objects protected by traditional forms from utilitarian ex-
Ploitation develops in the 1nt6grated citizen~writer a kind of pigus know-
ledge of local things which is as much of the heart as of the head and
which alone is capable of perceiving these things as particulars rather
than as indifferent instances of universal laws or as superficial curiosi-

ties. This is the major theme of Ransom!s disquisitions on the "precious

1
"literature as a Symptom," Who Owns America?, p. 272.

3Ibido

2Ibid., p. 267.
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object® in The World's Body and in God Without Thunder, of which we have

sampled portions elsewhere. It is also the theme of Davidson's explana-

tion of "Why the Modern South Has a Great Literature," wherein Davidson

theoriges that the "blessed man" (Vergill's fortunatus) commands a kind

of knowledge negotiable in the literary act:

It i o mowledge that poscecses the heart rather then o Imowladga
achlieved entirely by the head--a knowledge that pervades the entire
being. . . . Positively, it establishes the blessed man in a posi-
tion where economic use, enjoyment, underetanding1 and religious

reverence are not separated but are fused in ons.

As a consequence,

the person who is born of a traditional society, if he is not cor-
rupted, will act as a whole person in all of his acts, including his
literary acts. . . . It is also natural for him to see men in their
total capacity as persons and to see things in all their rich partic-
ularity as things and to underatand that the relationships between
persons and persons, and between persons and things are more complex
and unpredictable than any scientific textbook invites one to think,

Or it may simply be, as Miss Welty suggests, that attachment to place

provides focus, hence an unusual type of knowledge:

Focus then means awareness, discernment, order, clarity, insighte-
they are like the attributes of love. The act of focusing itself
has beauty and meaning; it 1s the act that, continusd in, turns into
meditation, into poetry. Indeed, as soon as the least of us standa
8till, that is the moment something extraordinary is aeen to be go-
ing on in the world. . . .

Whatever their explanations, advocates of literary regionalism agree that

the regionalist possesses & type of imsight into things which conduces

to artistic merit.

But the literary regionalist possesses an insight not merely into

things in their discrete particularity but into things (and by "things"

1 2

Still Rebels, p. 172. Ibid., pp. 176=77.

3"Place in Piction," p. 63.
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we mean objects, phenomena of behavior, institutions, conventions, and
beliefs)--things in their organic context, in their actual, full relation-
ships with other things. He thus enjoys a comprehensive perspective
which conduces to wholeness, another value of literary regionalism.

This wholeness, or totality of vievpoint, displays two aspects,
ona o Imowledega of thinga from the ineide, the athar sanringing from the
self-consciousness described earlier, a counter~balancing awareness of
exterior interpretations and evaluations. The first aspsct is often uged
to distingulsh the true regionalist from the local colorist exploiting
the surfaces of local peculisrities or the social critic judging region-
al phenomena in terms of preconceived standards-—-both types failihg to
perceive the organic interrelationship of regional forms. The distortion
of regional realities implicit in either approach invalidates such a de-
mand for a poetry of local color as Harriet Monroe's, according to
Andrew Lytle, becauée, although "any literature is regional or local in
the sense that it is somewhere, at some time,"

« « « to agk for a local poem or novel with the emphasis on the local
was to ask for the Procrustean bed. Something is always cut or
stretched beyond its organic proportions. . . . Ite point of view isg

that of the foreigner viewing the local scene, and the foreigner is
firet conscious of the convention as such, rather than what it conw

veys.l
Although “outlanders" may write local color, frequently the local colorist

or propagandist is writing about his own society but seeing it as an out-

sider, that is, superiorly and patronizingly.

Like a stranger, he is acutely aware of speech, manners, and dress,
out of proportion to the action. He cannot see his people as human
beings like all human beinge speaking and acting as they are accus-
tomed to, becauses he does not work from within. He does not

lvp Summing Up," pp. 32-33.
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understand the function of the convention. . . . He does not think of
it as a_need in the action, so falsifies the need and therefore the
action.
By contrast, the literary regionalist ideally brings to his craft
a longtime, heartfelt familiarity with and understanding of his culture
as a totality. His saturation in the traditional 1life of hig locality

ensbles him to perceive the trua ralations of conwentione to sach other,
to manners, to institutions, and to ths underlying, sustaining beliefs.
Formally, then, he declines to isolate, and thereby exsggerate and dise
tort, any feature of his environment out of its Morganic proportions."
Whatever his subject, he is able to inform it with "the balanced relation-
ship of itself to itw environment.”2

The second aspect of the literary regionalist!s comprehensive
perspective consiste in his awareness of outside viewpoints or attitudes
toward his netive culture. He is cognizant, in other words, not only of
what his culture actually is, but of what strangers, especially hostile
critice, think it is, and of the truths, half-truths, and downright er-
rors contained in thoee opinions. Secondarily, he is conscious of other
vaye of life, the source of these exterior opinions, which criticize hie
own by the very fact of their existence in a different mode. The factor
of this awareness adds a dimension to the writer'!s view of his native
materiale which creates special artistic problems but at the same time
complicates and enriches the potential use of those materials in its
introduction of the dual perspective characteristic of regional writing.

The ascription of such an awarepess, which is a phase of self=-

consciousness, ie rather implicit than otherwise in the apologetics of

l1vid., p. 32. 21vi4.

——
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literary regionalism. We find it only by implication, for example, in
Donald Davidson's theory of why cultures undergo periods of intense ar-
tistic creativity. Greece in the fifth century, Rome of the late Repub-
lic, Italy in Dante's time, England in the sixteenth century, the South

of the 1920!'g--all are examples of the traditional society 1invaded by

A traditional society can absorb modern improvements up to a certain
point without losing its character. If moderniem enters to the point
where the society is thrown a little out of balance but not yet
completely off balance, the moment of self-consciousness arrives.l

At this polint certain writers are forced into an examination of their
total inheritance and "begin to compose literary works in which the whole
metaphysic of the soclety takes dramatic or poetic or fictional form."

This is what I mean by the moment of self-consciousmess. It is the
moment when a writer awakes to realizé what he and his peoplg truly
are, in comparison with what they are being urged to become.

Similarly, Allen Tate has explained the Southern "renaiesance! in terms
of a "double focus," a "looking two ways':

After the First World War the South again kmew the world, but it had
the memory of another war; with us, entering the world once more
meant not only the obliteration of the past but a heightened cone
sciousness of it; eo that we had, at any rate ir Nashville, a double
focus, a looking two wayse, which gave a special dimension to the
writing of our sechool. . .

And Louis Rubin comments upon the literature consequent from that focus:

It is a literature in which the double image of past and present was
present in the artistic vision of the poets and novelists who created
the renaissance, and who could thus observe the teeming life going

on all around them with a depth, a perspective, that could permit ite

134111 Rebels, p. 172. 2Ibid., p. 173.

3Q,uoted by Louis D. Rubin, Jr., "A Looking Two Ways," Shenandoah,
V1 (Summer, 1955), 26. —
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transformation into art. They were of it and yet outside of it.
Although it is quite trus that no exte.mal viewpoint is explicitly menw
tioned in these passages, the admigsion of such a viewpoint is implicit,
I suggest, in the idea of a socistyl!s "invasion' by and mutation into

forms alien to 1ts traditional life,

The final and indienaneahla value of litarary rasionaliefe.and it
is one which follows from all of the preceding values—is that it enmbles
the writer to use hig local materials strictly es medium, never as gubject
in and for themselves, and thereby to attain to universality. Through his
knowledge of men as individuals, of things in their particularity, of things
in their whole context, and 8o on, the regional writer is able to take his
peculiar materials, as it were, for granted, so that, to use Migs Weltyls
apt phrasing once again, "as far as he knows he is simply writing about
life."The possibility of universality follows because it is a universal
condition of man to be shaped and molded, in large part constituted, by
environmental forces and at the same time to find himgelf in conflict with
various of those forces, which means to find himself in conflict with him-
gelf ag well. A literary subject, says Andrew Lytle, "will always be some
part of the universal predicament of man trapped in the complexities of
experience, as the convention will always be the restmining form.“2 And
Buwdora Welty celebrates the universality of the regional medium quite lyr-
ically in the following passage:

It seems plain that the art that speaks most clearly, explicitly,

directly, and passionately from its place of origin will remain the
longest understood. It is through place that we put out roots, wherever

livid., p. 27.

245 Sunming Up," pp. 32-33.
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birth, chance, fate, or our traveling selves set us down; but where

those roots reach toward . . . is the deep and running vein, eternal

and conslistent and everywhere purely itself--that feeds and is fed

by the human understanding.l

The use of regional materials as medium rather than as subject is

a theme which advocates of literary regionaliem never tire of sounding,
partly in order to emphatically dissociate regionalism from local color,
and which accordingly deserves additional stress here. In "Some Don'ts
for Literary Regionalists® Robert Penn Warren cautions, "Regionalism is
not quaintness and local color and folklore, for those things when sepa-
rated from a functional ides are merely a titillation of the reader's
sentimentality or snobbiehneeso“a S8imilaerly, Joseph E. Baker writes, "The
regionalist who ignores the universal is at fault, of course; the life of
his region is his medium of expression, not his message, and he should
not make hie thinking a mere search for the curious, the odd, and the
picturesque~~that was the error of the local—-colorist."3 Marjorie Kinnan
Rawlings, after rejecting "regional writing done because the author
thinks it will be salable® as "as spurious a form of literary expression
as ever reaches print,"u admits as valid

e« « o the approach of the sincere creative writer who has something

to say and who uses a specialized locale~-a region--as a logical or

fitting background for the particular thoughts or emotions that cry

out for articulation. . . « the creative writer finds & fictional

character's speech, dress, and daily habits of importance only as
they make that character emerge . . . with the aura of reality, so

luplace in Fiction," p. 72.

AZThn American Review, VIII (Dec., 1936), 148.

3“l'our Arguments for Regionalisem," Saturday Review of Literature,
XV (Nov. 28, 1936), 1k,

u“Rﬂgional Literature of the South," College English, I (Feb.,
194%0), 38k,




92

that the author his a conrnvincing and effective medium for the tale
he means to tell.

And Cleanth-3rooks, denouncing the "tendency--etill active~—to associate
tradition with dead conventionality and regionalism with mere local
color," observes that "in John Crowe Ransom's or Allen Tate's verse, for
all their interest in regionaliem, a description of the Southern scene

never becomes the ralson d'etre of the poemu"z

Before proceeding to the aesthetics of regionalism, we should
pause for a moment to reassess our critical stance and the relevance this
indirect approach to the subject of the regional novel bears. Two points
need to be stressed. TFirst, the exposition of cultural and literary re-
glonalism has made no attempt to appraise the validity of either, because
the effort was entirely to present the viewpoint of regionalists on these
subjects. It may be that some or even all of the propositions defended
by regionalists are fallacious in one way or another; but the truth or
error of the regionalist argument is not the point here. The point is
the nature itself of that argument: to ascertain what attitudes the
articulate spokesmen for regionallsm hold toward soclety and man, what
values they perceive in regional cultures and literary regionalism.

The second point to be re-emphasized is the relevance of this
material to a description of the regional novel. I have said before
that, taken together, it constitutes a large p;rt of the "intention" of

the regional novel~-that regional materials and the values of regionalism

Mbid., p. 385.

2Modern Poetry and the Tradition (Chapel Hill: University of Nbrth
Carolina Press, 1939), P. (6.
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permeate and inform the regional novel. Now since I would at all costs
avoid suggesting that the regional novel is written according to program
or formula, I should like to put the case in the form of a number of
decisions which a writer might make in his choice and treatment of mate-

tials.

Rivan tha fact of vegional nativity and nurtura

let e eayw

o

» b4

writer could elect to ignore his native culture, seeking elsewhere for
materisle; or to select for treatment those regional features which are
indistinguishable from the same features in other areas; or to distort
beyond their "organic proportions" certain features of his culture, per=-
baps consciously by symbolism for special thematic emphasis; or to take
altogether an "outside" view of his area, viewing the entire regional
complex in terme of some alien standard. The word "slect" is not meant
here to imply necessafily a decision consciously made with reference to
the writer's relationship to his culture; it is quite conceivable that
the writer, dominated by other motives, will not even think within the
. framework of that relationship at all. Yet his decision is objectively
ananlysable in the light of that relationship, and the light reveals that
a particular work issuing from any of the alternative decisions suggested
will not be regionalist in intention, as traditional regionalism has
been defined. That is to say, it will not tend to produce an enveloping
action or setting of a nature and in a perspective which correspond with
the regionalist concepts of man and soclety.

On the other hand another alternative exists of a sufficient
latitude to attract writers of widely differing skills and temperaments,

and that is to utilize regional materials in an incidence roughly
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approximating their organic proportions and from a perspective which con-
templatee both their inside and outeide aspects. Once again no calcula-
tion of the writer is implied, and it is quite certain, I think, that he
never gets out determinedly to measure "organic proportions," or anything
of that sort (presumably such relations are contained within himself and
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the v
ance). A work proceeding from such a decision will incline in the direc-
tion of a regionalist intention, in that its materials, perspective, and
values will tend to approach or parallel the ldeas of the regionalist
philosophy. That is the reason why, presuming a solution has been found
to certaln formal problems, the regional novel can be said to be informed
by the philosophy of regionaliem, and consequently why an introduction

to regionalism establishes a solid framework for understanding the region-

al novel.



CHAPTER III
THE REGIONAL NOVEL: THE AESTHETICS OF EEGIONALISM

Seversl phrases at the close of the last chapter were degigned
to convey a certain tentativeness about the conclusions possible at that
stage of elucidation. For the truth is that an artistic "decision" of
the kind remarked is not sufficient in itself to produce the regional
novel. There remains a major problem or complex of problems in the area
of form, the theoretical solution to which provides what can be called
the aesthetics of literary regionalism. In brief, the problem, which
stems from the factor of cultural differentiation, is how to mediate bew
tween local materiale and outside audience while preserving the integ-
rity of local materials and mairtaining the inside~outside perspective
of them. It is a problem that would seldom occur in the form stated to
a working novelist, although it would crop up in other forms in the prace
tical execution of his imaginative vision; yet it is & very real probdlem
which has merited the deliberatione of several aestheticians, critics,
and even novelists.

A good insight into the problem is provided by Donald A. Dike's
fine article, "Notes on Local Color and its Relation to Realism." Pro-
feagsor Dike discerns two dissimilar ways in which local colorists could

be related to local materials. In the inferlor mode of relationship the

95
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writer acted as visitor to a local community, struck by its singular dif=
ferences from the norm of his own eocial group. He explocited the appar-
ently eccentric and picturesque as facts, insisting on the truthfulness
of nis reporting and inviting his readeis to wonder. As a type, thie
local coloriet
diracta the response of his readers by mediating between their inecre-
dulity and the yarn he is epinning, by interpoeing a point of view
which they can immediately recognize and share. Thus the remote is
familiarized, because the experience of the narrator, who frequently
speaks in the first persorn and sometimes appears as a character to
comment upon his observations, is represented as public in the sgense
that it would be thi experience of any ordinary person who happened
to be in his place. :
This type of writer is clearly uninterested in, if he is even aware of,
the integrity or organic structure of the local community. He is the
kind of local colorist alluded to so often and so disparagingly by re-
glonalists.

The other and more important branch of local colorists, includ-
ing such figures as Hamlin Garland, James Lane Allen, Sarah Orne Jewett,
and Mary Wilkins Freeman, "identified themselves with the community which
was their subject matter." Anticipating their successors, the region-
alists,

they rejected altogether the assumption of a standard social experi-
ence which finds provincial 1ife to be a necessary aberration. They
were cultural relativists . . . convinced that human experience is
less uniform than diversified and that the taek of literature is to
express rather than deecribe the particular.

The intention of these writers was, we might say, regionalist in nature,

yet they produced no regional novels. Why? Because they could not

1Donald A. Dike, "Notes on Local Color and Its Relation to Real-
ism," College English, XIV (Nov., 1952), 82.

2Ibid.

a————
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dlscover a form which would mediate between materials and audience without
at the same time violating by reduction the nature of those materials.
Faced with the problem of convincing a predominantly urban avdience that
what they represented was true and real, they were forced into the tac=

tics of their inferior local colorists: the use of extra=local, mediat-

torting their materilals by adjusting them to the conventions of an out-
side viewpoint. The result of their inadequate formal approach is that
their fiction tends to appear deterministic, propagandistic, and senti=
mental, inelsting to the point of advertising on the pathos, humor, and
industry of rural characters.

Dike concludes by doubting that, in the long run, local color
can be "realistic® (though his canon of realiem is not perfectly clear),
because the ordinary men in local color is not ordinary to the reader,
is not real in the senae that the experience of one's fellows or self is
real. More broadly,

the question raised is how many realities can literary realism,
preased by cultural relativism, acknowledge. Even the postulate
that realiam is esgentially a method, rather than a metaphysics,
does not answer the question; for as a method it must involve the
uge of conventions which can be unconsciously interpreted by a
specific audience, which will remind that audience, in effect, of
wvhat it knows. And to adapt local-color material to the convene
tions of an unlocal audience 1s to distort 1t.

Since the heyday of the local colorists, however, a number of
impressive literary conventions have been developed capable of accom-

plishing this adaptation. Hence if the problem 1s mediation without

distortion, the regionalists' theorstical solution is a high formaliam,

11bid., p. 87.
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based upon a Ransomesque aesthetics and invoking the principlee and prac-
tices of such technical innovators as Henry James, Joseph Conrad, Ford
Madox Ford, and James Joyce.

The formalism of regionalist aesthetics I call "Ransomesque! only
because John Crowe Ransom has made clearest and most explicit the artist-
form—object relationship in which we are now interested. Ransom's own
philosophical mentor ie Kant, I believe, though I could not say just how
much of Ransom!s aesthetics is Kantian, how much derivative from other
sources, and how much his own invention. OQOther regionalists have had
other masters, and some have been content to practice art and criticiaem
without promulgating their aesthetics. Implicit in all their practices
and pronouncements, however, is a common formalist theory which can be
described and illustrated by reference to Ransom's doctrines.

We are speaking now of the compositiohal aspect of formalism,
not of its affective dimension, and the basic, ontological idea of that
aspect is this: the oblique, indirect, formal approach to an object for
artistic treatment establishes aesthetic distance between the artist and
his object and thus preserves the full “body" of the object in all its
mysterious particularity. By way of contrast, the direct, immediate,
informal approach--the attempt, as it were, to seize the object in spon-
taneous expression--mutilates the object by reducing it to its minimal

or public character. Ransom says:

When a consensus of taste lays down the ordinance that the art-
ist shall express himself formally, the purpose is evidently to deter
him from expressing himself immediately. Or, the formal tradition
intends to preserve the artist from the direct approach to his ob-
ject. Behind the tradition is probably the sense that the direct
approach is perilous to the artist, and may be fatal. . . . I sug-
gest, therefore, that an art 1s usually, and probably of necessity,
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a kind of obliquity; that its fixed form proposes to guarantee the
round~about of the artistic process, and the "aesthetic distance."k

Poetry, by which Ransom means formal poetry (and, by reasonable extension,
formal literature) is thus the antithesis of science, as the gentleman,
restrained by traditlonal forms and content with knowing the object of
his sentiments, is the antithesis of the animal, "scientific" man, intent
on using the object of his appetiteés. Poetry restores the "world's
body," of which science by its abstractive processes has deprived us.
"What we cannot know constitutionally as scientists is the world which
poetry recovers for us;“ but fit is a paradox that poetry has to be a
technical act, of extreme difficulty, when it wants only to know thse un-
technical homely fullness of the world."2
How does aesthetic distance through form effect the emergence of

the whole object? Ransom suggests that the artist, being also a natural
man, has his own special interests in objects, dbut that form and distance
prevent these subjective concerns from dominating the artist's encounter
with objects.

Art has a canon to restrain this natural man. It puts the object

out of his reach; or . . . removes him to where he cannot hurt the

object, nor diarespect it by taking his practical attitude towards

it, exchanging his actuval situation, where he is too determined by

proximity to the object, and contemporaneity with it, for the more

ideal atation furnished by the literary form.
As specific poetical devices contributing to aesthetic distance and
hence tending to increase the "volume of percipienda or eensibilia,"u

Ransom mentions the poet'!s assumption of a mask or pseudonymity and then

his assumption of a ‘costume"--both of them dramatic aspects of poetry:

Lrne world's Body, p. 32. Spreface, ibid., pp. x-xi.

31vid., pp. 38-39. 4Ivid., p. 130.
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" [?oetrﬂ maintains faithfully certain dramatic features. The poet does
not speak in his own but in an assumed character, and not in the actual
but in an assumed situation. . . ."l The mask frees the poet from his

"juridical or prose self" and gives him an "ideal or fictitious pereon=-

(84
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cet on tho zmosk, It places him hefors hiz pub-
ind for that matter--as an anonymous person and
not as himself. The mask covers his face sufficiently to conceal

his actual identity, and intimates that he is not to reveal it other-
wige; if he should reveal it, it would cauge the irruption into the

poetic drama of external action, or prose.
The assumption of a mask thus provides for an objective or dramatic
speaker; the assumption of a %costume" provides for an objective situa-
tion and treatment:
It 18 a "“period" costume perhaps; a rather conventional one, or else
one that bears on the private higtory of the impersonator, or prob-
ably both at once; at any rate one that is distinect and identifiable,
and implieg a "busineass" to suit. The advantage of the mask is nega-
tive, inhibiting the prose function and releasing the aesthetic func-
tion, but the advantage of the costume is positive, giving form to
the aesthetic activity. For the costume is selective. It binds the

play of sensibility to thﬁ playing of a character-part, and unifies
it by dramatic propriety.

The "mask" and the Ycostume," then, constitute in Ransom's view the
"jideal station" which removes the writer from proximity to his object
and thereby permits its full emergence.

One word of caution is necessary here concerning the relationship
between the achieved artistic object and its correspondent in actuality.
Occasionally when Ransom speaks of poetic form as revealing the fullness

of the world!s body, he seems almost to imply an ldeal equivalence between

1bid., p. 254, 2Ivid., p. 2.

31vid., p. 257. lvid., p. 259.
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poetic and actual objects, as when he says "the public value of the poem
would seem to lie theoretically in the competence with which it expresses
its ob,ject."1 Pursued logically, this idea would terminate in the old
confusion between artistic and phenomenal reality, according to which
artistic representations are checked for their realism by comparison with

-
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Tlzovhere, houwewer, RBonsom males 36 falirlw
plain that the poem does not aim at & literal transcript of actuality.
An art-odbject, he says, is "hypothetical®": "It cannot be true in the
sense of being actual. . . . But it is true in the sense of being fair
or representative, in permitting the 'illusion of reality'. . . 2 0b- .
Jjecte are present in poetry by way of images, and good images permit the
illusion of reality, not by photographically duplicating original objects,
but by possessing the richness, particularity, and mystery found in the
actual objecte. Thus, approving the representative quality of Shake-
gpearets “full fathom five" passage, Ransom notes: "It has the configura-
tion of image, which consists in being sharp of edges, and the modality.
of image, which consists in being given and non-negotiable, and the den-
sity, which consists in being full, a plenum of qualities.“3 The realism
of a literary work would depend, then, upon its possession of these
qualities~-sharpnees, non-negotiability, density--rather than upon its
point=by-point identity with something actuelly existing.

Many of Ransom's ideas (for example, his literalist interpreta~
tion of Aristotle's cathartic principle and his structure-texture dual~
iam) are peculiar to himself, but hie general theme of objectivity through

the indirect, formal approach recurs in variant setrains in all regionalist

2

11p1d., p. 278. Ibid., p. 131. 31vid., p. 118.
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writihg on the subject of aesthetics and the act of artistic creation.
The idea is present negatively, for example, in Andrew Lytle's stricture
of Thomas Wolfe:

Wolfe never freed his work from a narcissistic preoccupation with
his ego. He did not withdraw to a post of observation sufficiently
objective from which his private revery could be checked against the
discrete objects of the world. The obscurity of his views comes

2 V. -
f06a & fallurc o zacticr the conventions of his craft

Again, in a laudatory article on "Caroline Gordon and the Historic Image,"
Lytle insists that the "direct gaze" (like Ransom's immediate approach)
and technical ineptitude distort the artistic object. He is speaking of
both artistic creation and critical analysis of the creative act when he
says, in nie somewhat cryptic style,

Even in the Grove where all was rituval . . . even there the pretender
slipped in. I take it that the pretender is he who by bdrutal expo=-
sure would get at the secret which, for the eake of our humanity,

must remain hidden; must, because the direct gaze sees too discretely,
ignoring the repreaentatige quality in the object, the mystery of
creation in the bare act.

In contrast to the "direct gaze" are the detached, oblique view-
point and approach (the "averted eye!) and technical mastery (the "sure
gesture®). Theee comprehend the instruments with which the true artiste.
in this case the novelist--practices the act of creation, described by

Lytle as follows:

The averted eys allows for an image which focuses the imagination
and sustains and controls its vision; the sure gesture predicates
the mastery of the tools of the trade, or the necessity of this mag~
tery, and a formal method. Formality depends upon objectivity,
which requires the novelist to post himself, whereby sight (of the
world, according to hie scale of observation) and insight (into hime
self, through imagination) relate and equate what is seen and so
bring the double vision into focus. The end in view is to force the

Lus summing Up,* p. 33.

2gowanee Review, LVII (Autumn, 1943), 560.
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meaning of experience to show beneath appearance. . . . What results
is his ability to deliver up out of any given situation what the ten-
slon between the dliscrete world and the controlling image precipi-
tates. And this more explicitly is a fusion of complexities, or lev-

ols of interest, with an emphasis on a particular level which con-
nects a*l the other levels (in terms always of the controlling

image).

So proceeding, the "initiate," unlike the "pretender" approaches the
Neacrat® (that Htha inner ahamher ias alwava dark. because what lies in
that darkness are the shreds of raw matter and the dry ligaments of the
beaat'a) Never obliquely, never toward but around, dieguising and guard-
ing it by assuming the qualities of the Muse's triple nature: niedita-
tion through memory, into song (for fiction, rendition)."3

Aesthetic formalism, as described generally by Ransom and elab-
orated by Lytle, is the regionalist response to the problem of treating
local materials without distortion. Applying the principle of the
averted eye," the oblique and indirect approach, enables the literary
regionalist to represent the plenum and particularity of local materials
in an integral, organic context, so that proportional relations among
actual beliefs, institutiona, and manners are retained analogously in
the literary product. There remains to be considered, however, the spe-
eific type of form which regionaliet formalism involves, with the re-
lated question of how the mediating effect occurs-—the actual formal
conventions, in other words, "which can be unconsciously interpreted by

a specific audience, which will remind that audience, in effect, of what

it knowe."

lvid., p. 561. °Ivid., p. 560.

3Ibid., pp. 560-61.
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II
Judging at once from the evidence of imaginative works, of crit-
ical and aesthetic documents, and of the inherent answerability of the
methods to regionalist needs, I should say that regionalist formalism

comprises mainly the related principles and methods of dramatigzation and

mythiclgzation. "Dramatigation," for which "rendition," fenactment," and

"impressionism" are occasional synonyms, has indicated a key concept in
one important formal tradition since at ieast the time of Henry James.
As used by the central figures in this tradition, the term designates
several technical methode, all of which, however, can be generalized with-
in the terms of the basic analogy with the dramatic genre.

Negatively, that analogy implies the withdrawal or abeyance of
5ll overt devices by which the reader's response to a fictional matter
is directly controlled. (I emphasize Mall" because, while comment on
this issue has focused on the techniques of narrative authority or point
of view, other controlling devices are also involved, as will be seen.)
The primary differentia between the narrative (epical-fictional) and the
dramatic genres is the presence in the former of a teller standing in
intermediate relationship between represented events and audience, and,
correlatively, the direct exhibition of figures and events in the latter.
As fiction approximates the condition of drama, this teller tends to
become "effaced," either in the purer but rarer mode of disappearing

middle portions of Requiem for a Nun), or in the relative but much com-

moner mode of ceasing to be an asbsolutely "reliable" reporter and
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interpreter of facts or meanings or valueg—-or of all these.l In other
words, as regards the technical category of authority, dramatization
meang the avoldance of the omniscient convention {(whether third or first
person), with its confirming, interpreting control and commentary in the
manner of Fielding and Thackeray and Scott, in favor of a strictly scenie
euch as the choresterised Plrat—

mathad or 2 mar

— Yt

(l
(¢ )
(o)
i3
I 4
[J-

3

S
3]
{3
or

4
(=
3
n
Q
[
s
ot

person and third-person-restricted viewpoints.

It 1s easy enough to see how the scenic method of presentation
comports with the ideal of dramatic form defined by Joyce's Dedalus as
"the form wherein [the artist] presents nis image in immediate relation
to otherst after “the perscnality of the artist . . . finally refines
itself out of existence, impersonalizes itgelf, so to speak."2 But per-.
haps it is not so clear why and how the techniques of the characterized
first-person narrator and of the restricted third-person narrator con-
tribute to dramatization—-why, for example, Percy Lubbock should speak
of "thie device of telling the story in the first person, in the person
of somebody in thé book" as "the readiest means of dramatically heighten-
ing a reported impreasion."3 The reason is, I think, that these tech-
niques (plainly excepting the case of the undrametized, authoritative
first-person narrator, who speaks with the "reliabllity" of virtual om-

niscience) introduce into the reader's response at any point in the

lrne most thorough and intelligent discuesion to date of "reli-
able! and "unreliable" narratore is in Wayne C. Booth's The Rhetoric of
FPiction (Chicago: University of Chicago Press, 1961). ~—

2James Joyce, A Portrait of the Artist as a Young Man (New York:
The Modern Library, 1928), pp. 25l-h2.

3The Craft of Fiction, p. 127.
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courge of a dramatized novel a factor of uncertainty, contingency, inde-
terminacy or ambiguity respecting the factuality, signification, and eval-
vation of the matter at hand, and this effect is analogous to the provi-
sional character of any single moment or standpoint in the progressive
structural interaction of a play. In a novel containing a dramatiged WIM
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sentation by the narrator is seldom unequivocal at the time it appears,
but awalts qualification or confirmation in subsequent revelations, in
contrast to the narrative technique of a novel ("romance") like Tender
Is the Night, where an omniscient, "undercutting® authority is usually
present to reveal the "truth" about immediate appearances. The dramatic
techniques of authority thus contribute to & novel the heightened inter-
relative and contingent qualities ascribed by Henry James to the play-
form:
| The play consents to the logic of but one way, mathematically
right. « » « We are shut up wholly to cross-relations, relations

all within the action iteelf; no part of which is related to any-
thing but somelother part——save of course by the relation of the

total to life.

Although the withdrawal of a validating authority is no doubt
the principal of the "negative' means of dramatization, those means in-
clude the suppression of other more or less direct ways of controlling
the reader's response to a fictional matter. It is not to our purpose--
even if it were possible-~to catalogue thege devices in any systematic
fashion, but a few illustrations will 1lndicate the sort of control which,
in conjunction with the revealing authority, the dramatic method relin-

quishes. For example, in characterization the dramatic method tries to

lpreface to "The Awkward Age," The Art of the Novel, p. 114
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avoid the caricature, the stereotype, the "flat" character who appeals
to conventional notions-—~perhaps prejudices~~about types of men and areas
of soclety, and who therefore helps to establish the reader in an evalu=
ative framework with respect to a given fictional situation. Although
“outside" techniques of characterization (that is, chiefly by appearance,
ance of flat

aneesh gagtnra, hahitnal sctione) condneiva ta th

characters may be employed to characterige persons themselves enthralled
in such a mode of interpretation,.ig'general the dramatic approach dis-
favors the simple outside view of character by itself.

The possible dispositions of narrative sgtructure are soc numerous
that almost any generalization is subject to question, yet two tentative
observations can be ventured. First, structural dramatism tends to avoid
the simple, straightforward, chronologically succeseive type of narrative
whose cumulative logic acquires a determinative force and appears to the
reader to "compel" later events (the "case~-higtory" effects of Zola and
Dreiger, for example). True, the dramatic genre itself is virtually forced
by its "radical of presentation' (the “acted" word)1 to proceed in a direct
1line of action, but the distance introduced in fiction by its own radical
of presentation (the written word) and by the presence of a narrator, how-
ever dramatiged, both requires and enables fictional structure to move
by more devious routes, if it is to secure the dramatic effects of con-
tingency and indeterminacy. Second, structural dramatiem tends to avoid
the undramatized (that is, authoritatively validated) "long view,"acom-

prising extensive exposition, panoramic description, and especially

1Frye, p. 247.

2Definnd and discussed by Tate and Gordon, House of Fiction, pp.
627-30.
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narrative summary, and serving to situate the reader unequivocally as to
background data and intervening events.

We could examine additional proscriptive tendencies of the dramat-
ic methed, such as, stylistically, the abstention from "patroniging" epi-
thets (“our unfortunate heroine, ¥the intrepid adventufer“)l and the flight
from obtrusive. conventional symbolism unmotivated by the actione and
thoughts of characters. It would produce a mistaken impreesion, however,
to pursue the "negativelapproach of dramatization further, as though the
dramatic method were essentially a detalled repudiation of such methods.
Rather the concept of dramatiszation ia a composlte one, designating seve
eral interrelated principles, with their implicit corollary techniques
by means of which certain positive, definable effects are secured.

The various positive senses of dramatigation are well-encompassed

in the following exposition, by Brooks and Warren in Understanding Fic -

tion, of the term "dramatict:

Strictly speaking, fictional method is sald to be dramatic when
the author glves a purely OBJECTIVE rendering of his material, with-
out indulging either in editorial commente and generalization of his
own or in analysis of the feelings and thoughts of hie characters. . o
But the term is used more loosely to indicate merely the presence of
strong tension and sharp conflict in a fictional situatlon; and it is
used more loosely stil% to indicate concrete presentation as opposed
to abstract statement.

Here the firet sense of “dramatic," the "objective rendering! of materi-
sl without commentary or analysie, corresponds to Henry James!s usage

when he speake of the "complete and functional acene"B-the occasion

lA device remarked by Joseph Warren Beach in The Twentleth Centu~
ry Novel (New York: AppletonsCentury-Crofts, Inc., 1932), p. 1/.

2(New York: F. S. Crofts and Co., 1948), p. 603.

3preface to "The Ambassadors," Art of the Novel, p. 114,
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rendered, altogether.scenically, in dialogus, without as James says "go-
ing behind."l Likewige the third sense, that of "concrete presentation
as opposed to abstract statement," echoes James's cardinal principle of
fiction: "Working out economically almost anything is the very life of

the art of representation; just as the request to take on trust, tinged
with the lesst axtravaganca K 1a the very desth of the asama #" Or more
fully:

Processes, periods, intervals, stages, degrees, comnnexions, may be

easily enough and barely enough named, may be unconvincingly stated,

in fiction, to the deep discredit of the writer, but it remains the

very deuce to represent them, especially repregsent them under strong

compression and In brief and subordinate terms. « . .
"Dramatise, Dramatisel" James is always saying, and means just this "con-
crete presentation."

But what is the relationship between these senses of "dramaticH

and the second, "the presence of strong tension and sharp conflict in a
fictional situation"? Why, ultimately, does dramatization in any sense
always imply conflict? The answer evidently lies in this direction: as
the author withdraws from overt control of occasions, projects his mean-
ings and values into concrete presentations, commits his insights more
or less totally to Yobjective correlatives," thern hisg dramatic images
compete among themselves, on the grounds solely of their implicit con-
tent, for the reader!s understanding, judgment, and sympathy--speak for

themselves, as it were, on a basis of equality. This "free competition*

1P:sfaco to "The Awkward Age," ibid., p. lll.

2Preface to "The Lesson of the Master, " ibid., p. 224.

3preface to "The Tragic Muse,® ibid., p. 94.
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among dramatic images, which seems to me the real basis of conflict in
all dramatic exhibitions, is described with exactness by James in the
following passage:
No character in a play (any play not a mere monologue) has, for the
right expression of the thing, a usurping consciouseness; the con-

sclousness of others is exhibited exactly in the same way as that of
the Yhero"; the prodigious consciousness of Hamlet, the most capacious

and mant A‘Au‘.‘ 0-\-\- maral nRasanss +'hn maatd -\—anwbnﬂ “v\ tha whala
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range of fiction, only takes ite turn with that of the other agents
of the story, no matter how occasional these may be. It is_left in
other words to answer for itself equally with theirs. . . .

Since, according to this standpoint, the different values a
dramatic author seee irn a particular situation must be given their var-
ious proper Wyoices,” the approach results algo in the "multiplication
of aspects,"2 the "variety of appearance and experiment,"3 the Y“precious
element of contrast and antithesis“u which James finds characteristic of
drama and which Cleanth Brooks, speaking of metaphysical poetry, calls
"the structure of inclusion" or simply "irony."5

Objective rendering, concrete presentation, the presence of con-
flict, contrast, and variety of free agents——all entail yet another fea-
ture of fictional dramatization, now on the affective side: the working
participation of the reader. Both artists and interpreters of fictional
dramatism have insisted regularly on the need for avid and discriminating

reader-participation if the method is to attain its full effectiveness.

James himself pleaded constantly for critical reading (for him, "to

 lvid., p. 90- 2Ibid.

3Preface to "Daisy Miller, % ibid., p. 277.
N
Preface to "The Altar of the Dead," ibid., p. 251.

5Modern Poetry and the Tradition, p. 76.
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criticise is to appreciate, to appropriate, to take intellectual posses-
slon, to establish in fine a relation with the criticised thing and make
it one's own“l), and his most enthusiastic commentator, Percy Lubbock,
goes to the extreme of claiming that "the reader of a novel-—=by which I
mean the critical reader-~ig himself a novelist; he is the maker of a
book which may or may not please his taste when it is finished. but of a
book for which he must take his own share of the responsibility."2 Varia-
tions on this theme of the reader's creative involvement are offered by
most spokesmen for the dramatic method: Allen Tate and Caroline Gordon
("Every masterpiece demands collaboration from the beholder,"3 in con-
nection with Chekhov); Andrew Lytle ("The meaning in fiction should al-
ways be received actively. . . . Reception is crucial; the reader must
be moved effectively, so that his insight will comprise the fullest mean-
ing which lies before him"u); Cleanth Brooks and Robert Penn Warren (of
Hobjective rendering," "In cases of the dramatic method the reader must
infer the inner situation from the externsl action“s): and so on.

0f course all fiction wants, ideally, close attention by the
reader, but apparently the nature of fictional dramatism demands such

attention as nearly a sine qua non. The reason is that, just because

the dramatist declines to state and name "processes, periods, intervals,
stages, degrees, connexions" and instead attempts to "represent" these
facets~-render them concretéely=-, the reader 1s obliged to discover

these aspects for himself, to perform at a pitch of activity above that

lpreface to "What Maisie Knew," Art of the Novel, p. 155.

2craft of Fiction, p. 17. 3House of Fiction, p. 178.

uForeword to A Novel, p. xi. 5Uhderstanding Fiction, p. 603.
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required by non-dramatic forms. When Allen Tate and Caroline Gordon say,
"To dramatize the material, in the sense that we have in mind, is to
render active everything in the story, from the close~up scene to the
large summary,"l they appear to have in mind some kind of objective activ-
ity taking place within a story (they speak, for example, of "Flaubertls

great discovery that in fiction no object exists until it has acted uvon

or been acted upon, by some other object,“2 and of "the art of making

the inert detail move® by bringing it "into the story through the immedi-
ate situations of the leading characters"B).

But the full trutk is, that while the dramatic author provides
the grounds for action and movement by his selection of appropriate de-
tails, the activity itself occurs within or is completed by the reader,
as a simple example will show. Tate and Miss Gordon cite the opening

lines of A Farewell to Arms and pick the phrase about the Ipebbleg and

boulders, dry and white in the sun"' as an instance of objects! coming to
life because of 1nteractivity.1+ But the real locue of activity is in the
reader, who infers the submerged relationship between the sun and the
stones—-tﬁe drying and bleaching effect of the sun. Or again, the im-
pression of moonlight which Chekhov conceived to get by exhibiting only
a fragment of broken bottle flashing on a mill dam and the shadow of a
dog will emerge only if the reader connects these detailes and then infers
the cause of the phenomena. Both of these cases require a barely minimal
exertion, to be sure, but even that effort is more than would be demanded

if a non-dramatic author bhad written, "The sun had bleached and dried

1House of Fiction, p. 627. 2Ibid., p. 4.

4
31v1d., p. 631. Ibid., p. 420.
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the pebbles so that they shone . . ." or "The moonlight gleamed on a frage-
ment. « o of And 1t is this active involvement, I suggest, which consti-
tutes the true nature of that vividness, intensity, or excitement so often
attributed to dramatization.

Specific techniques for implementing the principles of dramati-
gation and securing its effects are almost immeasurably various. Still
we can notice a few broad paths which dramatic technique tends to folw
low. In the category of point of view or narrative authority, dramatisa-
tion favors, as remarked above, the characterized firet person and re-
stricted third person, which sharply confine the field of vision and ren-
der highly tentative whatever is immediately reported; we might add to
this the frequent use of multiple perspectives--~shifts from one authori=-
ty to another, and often from one level or iype of authority to another-
wnich furihor complicate the presentation at hand. The dramatization of
narrative structure includes several devices for relieving unbroken nar-
rative chronology and hence for dislocating the reader in time and the
sequential flow of events: chronological "loopings"1 (entangled backward
and forward motions), flashback within flashback, conical or spiral struc-
tures (converging lines of action treated alternately, perhaps from dif-
ferent viewpoints), narrative “digressions" (obtrusive, apparently unre-
lated episodea), parallel development of simulteneous but unrelated lines
of action, and combinations of these and other methods. Another point:
because of the preference of dramatigation for the "short view" and be-
cause of at least a theoretical limit to that method'e capacity for con-

veying extensive chronological and spatial relationships, dramatic subjects

14 term used by Beach in The Twentieth Century Novel, p. 364.
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are likely to be narrow in scope, and their structural developments in-
tensive and exfoliating, rather than extensive, expansive, and panoramic.1

Nothing even general can be predicated of dramatic style, not
only because of the extreme elusiveness of style as a techniecal category,
but also because of the radical dependence of stylistic significance up-
on point of view. That is to say. for examnle. that the mnat factusl and
authoritative style becomes dramatic once it issues as the voice of a
characterized first-person narrator. Cdming from a third-person narrator,
style can be considered dramatically contributory according as it evades
a direct commitment to facts and values by employing such equivocating
devices as conjecture, question, aubjuncfive predication, syntactical
convolution, multiple negation, figurative aibivalence, and a host of
other linguistic resources. Dramatic symbols are symbols arising from
and sustained by the dramatic action~~they are not initial and unchanging
data, validated by a public consensus; hence, like other elements of
dramatic technique, they are changing and dynamic in character, not final-
ly fixed as to content until the course of the action has been run, and
then fixed, perhaps, on a whole register of meanings. I should say also
that dramatic symbols are very apt to emerge from and continually re~
activate the conseclousnesses of leading figures in a dramatic novel,

from which source and field of activity derives much of their tentative

character.

It should be clear why the formal mode of dramatization pertains

lBy somewhat different reasoning, Edwin Muir arrives at a similar
distinction between intensive and dramatic developments in The Structure
of the Novel ("Hogarth Lectures on Literature," No. 6; London: The

Hogarth Press, 1954), p. 59.
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centrally to regionalist aesthetics. Using the principles and techniques
of dramatization, the regional novelist can project the terms of his lo-
cal materials integrally, preserving their organic relationships by es-
chewing the interposing voice that mediates but distorts. Or, to put it
more satiefactorily from a critical standpoint, tﬁe dramatic approach
ovaliat to inveat his fictional scene with those

anohlea the regional n
desirable qualities of image-sharpness, non-negotiability, and density--
which he has found in the real world of his local community. Thers re-
mains to be considered briefly the question of mediation, which can be
put thus: How does dramatization accomplish the mediating function,
whose purpose is to establish a nexus between the "unlocal audience! and
the regional materials--to provide a framework of knowledge and values
from which the strange world of the regional novel can»be apprehended?
Now mediation, when not by authoritative intervention, is by
some more implicit convention, first literary or technical but also cul~
tural. A literary convention, that is to say, not only is a way of doing
gsomething which has become established by literary usage, hence consti-
tutes a literary agreement between author and reader, but also reflects
to some extent public assumptions about the nature of reality, of values,
of the ways of knowing, and so on. The epistolary convention in its
early fictional stages, for example, both copies the practice of publish-
ing "private" letters and also invokes an assumption of total veracity
in personal, written communication. Hence a fictional convention, con-
sidered in both of these aspects, serves to fix or locate the reader with
respect to the meaning and value of a repressnted object.

Particular literary and cultural referents exist in abundance
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for the techniques included within the scope of dramatization. The inte-
rior monologue convention, for example, is an amalgam of several dramatic
techniques. Its literary foundations are in the practice, eminently, of
James Joyce, then of Virginie Woolf and Dorothy Richardson, with both

proximate and remote ancestors in Edouard Dujardin and Lawrence Sterme.

In additian,

»

the convantion reflacts an assumntion sbout himself and the
world which modern man entertaine: generaliy, the loss of confidence in
coherent, objective structures of reality, and, particularly, the loca-
tion of primal subjective reality in the semi-conscious, sub-rational,
associative processes of the mind. ZEncountering an instance of the inte-
rior monologue, the mature reader might be expected to respond, in effect:
#From my previous experience with Joyce, I know that the represented mat-
ter is really occurring within a twilight state of the character'!s con-
sciousness, under less than willful control, and that the meaningful rela-
tionship among thoughts and images 1stherefore not to be sought in logi-
cal terms, but in terms of disguised, unconscious, aseociative forces,
and that. . . ." At least that is the way most fictional conventions
seem usually to work. |

Fruitful and interesting as such particular conventions are to
study, however, there is one simple mediating function of dramatization
wvhich dominates and traverses all subsidiary conventions. That is the

principle of contextual validation: that the meaning and value of a

given representation are to be inferred only by reference to context, by
comparison with other things on the same level of representation. As a
cultural convention, contextual validation no doubt reflects a wide-

spread assumption of philosophical relativiem. As a literary convention,
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it is the principle implicit in Henry Jamea's idea about the play's
"logic of but one way. . . . cross-relations." Hamlet's consciousness
only takes its turn with that of the other agents of the story." Ham-
let's caution, which might by itself appear finicky scrupulosity, be-
comes vislbly moral and admirable only by contrast with the malevolent
dunliecity of Clandina and Taerteal headleaa im
example, Hamlet's clircumspect regard for the possibility of his own
damnation in II, ii, with Laertes' "I dare damnation" in IV, v-~to Ham-
let's credit, formerly).

So it 1s in dramatized fiction. An object, an utterance appears,
its signification and worth not immediately known; pages later it "speaks"
again, in a new relationship, and gradually its status begins to emerge.
The mysterious potato in Isopold Bloom's pocket, the honeysuckle in
Quentin Compson's memory await illumination in later events and patterns
of association. On the level of evaluation, Bloom judges Dedalus and in
turn is judged by Molly, and the objectivity of Dilsey's section meas-
ures the solipsiem of the three brothers Compson. The point here is that
the mediating function occurs precisely by the reader's agreement to re-
main temporarily bewildered, to suspend judgment, to refer all matters
to their contextual relationships, not to require immediate satisfaction
as, perhaps, the reader of the last century required it. Fifty and more
years of the dramatic method and of philosophical anarchy have enabled
the regionalist writer to expect of his audience what the local colorist
could not hope to elicit from his: the relegation of initially strange
materials to organic context for interpretation and judgment, rather

than to an interposed "point of view which [Ehe audiencq can immediately

recognize and share.t
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III

Mythicization denotes the second complex of principles and meth

ods which serve the ends of regionalist aesthetic formaliem. Mythiciza-
tion is a bold maneuver by which the regional novelist vaults the obstaw
cle of cultural relativism, ignores the factor of cultural differentia-
tion, and proceeds directly to universalize the locelly concrete by in-
vegting it with mythical import. The mythical mode in this case maintains
the particularity of things by insisting that in their very particularity
(or perhape we should say "concreteness"l) lies their universality. It is
the nature and effect of this HConcrete Universal," whose rationale re-
gembles closely William Blake's doctrine of the Minute Particular, that
we wigh now to explore, briefly, in connection with regionalist aesthet-
ies.

"Briefly," indeed, and quite tentatively and warily, because the
subject is potentially expansive beyond measure. The state of information
about myth in general, and then myth in literature, is highly unsettled
and wildly speculative. Unlike "dramatization," which is desirably tauto~-
logical in its reference ito another literary category, “mythicization®
is only accidentally and peripherally a literary term; essentially it re-
fsrs to an area of psychqlogical, philosophical, and religious investiga-
tion, into which I have neither the desire nor the competence to venture
at thisg tims, "Dramatized! or "dramatic fiction" has a definitude which

"mythicized" or 'mythical fiction" does not have and, it may be, can never

lpmong others, Paul Tillich has pointed out that particularity~-
abstraction, concreteness-universality are the true antitheses of the
Logos doctrine, of which myth is an analogue. Systematic Theology, Vol.
I (Chicago: University of Chicago Press, 1951), 17.
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have. Yet, while vigorous disagreements exist concerning the ultimate na-
ture of what is apprehended in the mythic experience, there is a widespread
consensus about the immediate character of that experience or that appre-
hension itself, and we can examine the proximate terms of the experience,
and the fictional means of securing it, with some feeling of security.
Af cognitive experience. myvth ir annarently an intuition of nura
being, chardcterized by a momentary fusion of subject-object, in which
the sensible, present object becomes invested with the qualities of uni=-
versality, timelessress, and preternatural vitality, energy, or power
('mana®), Mythos, says Leslie Fiedler, "ig intuition in the Crocean sense,
an immediate intuition of being, pure quality without the predicate of
1
existence.® According to Ernst Cassirer, who contrasts "mythical idea~
tion" with logical conception or "discursive! thought, the former mode
does not dispose freely over the data of intuition, in order to relate
and compare them to each other, but is captivated and enthralled by
the intuition which suddenly confronts it. It comes to rest in the im-
mediate experience; the sensible present is so great that everything
else dwindles before it. For a person whose apprehension is under the
spell of this mythico-religious attitude, it is as though the whole
world were eimply annihilated; the immediate content « « « 80 complete-
ly fills his consclousness that nothing else can exist beside and a2~
part from it. The ego is spending all %ts ensrgy on this single ob-~
Jject, lives in it, loses iteelf in it.
From the extreme limitation, concentration, and compression of the mythic
experience comee at least the impression of "universality," for
this one content of experience must reign over practically the whole

experiential world. There is nothing beside it or beyond it whereby
it could be measured or to which it could be compared; its mere

Lnne word: Logos or Mythos?! Sewanee Review, LXIII (Summer, 1955),

409.

2Language and Myth, trana., Susanne K. Langer (New York: Dover Pub-
lications Inc., 1956), pp. 32=33.
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presence 1s the sum of all Being.l

The temporary immanence of "the sum of all Being" in a single object:
that is the conerete universal of myth.
"Mana' is the extraordinary-~preternatural or supernatural—-

power attributed to the object of mythic apprehension by the "primitive
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mana flows from the experience itself, rather than from anything intrine-

sic to the object.

It appears . . . that the idea of mana and the various conceptions
related to it are not bound to a particular realm of objecte (animate
or inanimate, physical or spiritual), but that they should rather be
said to indicate a certain M"character,® which may be attributed to
the most diverse objects and events, if only these evoke mythic "won-~
der" and stand Eorth from the ordinary background of familiar, mun-
dane existence.

Moreover, while the imputed power may be operative and efficacious, it

may also be a more general quality of mysteriousness or inexplicability,

an interpretation of mana which Richard Chase, citing anthropologists

R. R. Marett and Ruth Benedict, calls the "aesthetic~dynamic":
Sometimes mana may impress the savage immediately as a quality-~
awfulness, nmysterlousness, beauty--while, as an operative force, 1t
may remain dormant. A corpse, says Marett, is universally admitted
to have mana; but what seems immediately important to the native is
not the potential activity of the ghost bgt the awfulnese felt to
attach to the dead human body in itself.M

With thie extension, the mythic comes to be associated with virtually

anything which excites unusual wonder and escapes rationalistic, natural-

istic explanation. Thus leslie Fiedler: "Mythos is finally the

1Ibid., p. 58. (My italics) 21p1d., pp. 65-66.

3 uest For Myth (Baton Rouge: Louisiana State University Press,
1949), p- 69.
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Marvelous, or, as we say nowadays, the,Absurd.“l Richard Chase claims

that "anything that has mana 1s preternatural," and defines "preternatural"

as "that which 33 magical, the Uncanny, the Wonderful, the Mysterious,

the Powerful, the Dangerous, the Extraordinary."2 And John Crowe Ransom

asserts:

Tha muvth af an nhiamt ta ita nranar name nrivate miama mtranae.
v had w ~ - = M A & TR Ty Ty T AT oy e

latable, overflowing, of a demonic emergy that cannot be reduced to
the poverty of the class=concept. The myth of an event is a story,
which invests the natural with supernatural background, and with
a more-=than-historical history.

Such is the character of the individual mythic experience. 1In
its character as a collective creation and possession, this experience
seems to be embodied always in narrative form. Whether cultural myths
imitate religious rituals, or reflect archetypal patterns in the collec=-
tive unconscious, or euhemerize cultural heroes, they sppear invariably
to project the originasl mythic experience in narrative terms and thus,
at one remove, to remain the potential source of new mythic experiences.
Incidental to the narrative element of myths is also the possibility of
mythopoiea, that is, of myth-making through story. Thus Richard Chase
finds story central to myth and ineists on the mythopoieic capacity of

literature: "The word 'myth' means story: a myth is a tale, a narra-

tive, or = poem; myth is literature and must be considered as an aes-

thetic creation 3£ the human imagination."u But whether literature

creates myths, as Chase thinks, or myths penetrate literature, it is on

"Phe Word: Logos or Mythos?® p. 41l.

LS 2 o

Quest For Myth, p. 73.

God Without Thunder, p. 65.

o

Quest For Myth, p. 73.
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the two points of story-form and vivification that myth and literature
abut. Hence, aside from his assumption of literature's priority, Chasels
definition of "myth" is essentially comprehensgive for our purpose here:
"myth is literature which suffuses the natural with preternatural effi-
cacy (2222).“1 And, more specifically with respect to function, he asks:
If A narrative suffuses the natural with the nreternatural in rein-
forcement of the sanctity, the reality, the worthwhileness of any
gerious cultural actévity or of life itself, may we not say that the
narrative is a myth?

What 1is it; then, to "mythicize" fiction? On the author's part,
it is to work toward the mythic effect-~the effect of immanent universal-
ity, of mystery, vibrancy, wonder--by clothing the commonplace with pre-
ternatural garments. We can think of several technical means by which
writers have sought and/or secured this effect (fo attempt is not neces-
sarily to accomplieh; conversely we know of mythic effects without con-
ecious effort by writers in that direction). One common method is the as-
sociation of routine details of life with archetypal rhythms and images
which, if not actually inborn or universally developed in the collective
psyche, are at least widely reputed by the modern reading public to be
80 ubiquitously present. The sought effect of this method is something
like that described as follows by Maud Bodkin, who in turn is summariz-
ing a theory of Jung's:

The special emotional significance of certain poems--a significance
going beyord any definite meaning conyeyed-[guné] attributes to the
striving in the reader!s mind, within or beneath his conscious re-
sponse, of unconscious forces which he terms "primordial images," or

archetypes. « « « "psychic residua of numberless experiences of the
same type," experiences which have happened not to the individual but

to his ancestors, and of which the results are inherited in the structure

2

l1v1d., p. 78. Ibid., po 79
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of the brain, a priorl determinants of individual experience.1

As I intended to suggest, we need not accept the psychological theory in
order to admlt the possibility of an author'!s evoking the sort of responsge
described by Miss Bodkin, For the fact is that this theory and a cluster
of variants have become go widely and authoritatively circulated that they
bhave become conventional. A great many pecnle believe. or think thev haw
lieve, or think fhey ought to believe, that water images stimulate their
rebirth archetypes, journey motife thelr nostalgic archetypes, familial
patterns their Qedipal and Electral archetypes, and so on, with a result=
ing force as if such evocatlons were based on demonstrable truth. Thus,

regardlees of whether the river in Huckleberry Finn, and Huck's rhythmi-

cal returns to it, represent and appeal to actual "primordial images" of
rebirth, probably most of the book!s modern audience are willing to read
this mythical (not merely symbolical) interpretation into the novel.

A second method of fictional mythicization is representing the
conditions of the mythic experience on both the individual and the com-
runity levels. On the level of the individual, an author may exhibit a
character's psyche "captivated and enthralled by the intuition which sud-
denly confronts it," and thus manage to convey the excitement of the mythic
state and the Ypreternatural efficacy" of the exciting object. In Moby
Dick, for example, the representation of Ahab'!s monomaniacal obsession
with Moby Dicke~surely a prime instance of the mythic experience in fic-
tion--is one of the ways by which Melville exalts the whale and "guffuseg"

him with the qualities of the preternatural. Another example, from Absalom,

lArchetypal Patterns in Poetry (London: Oxford University Press,

1934), p> 1.
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Absalom!, is Rosa Coldfield's "demonizing" of Thomas Sutpen, which con-
tributes so much to the magnification of that figure to mythical propor-
tions. On the level of the group, a whole community or society can be
portrayed in the process of myth-making, as its members collectively
confer mythical values on certain objects, persons, and events so that
they assumé the vibrancy and dynamiem of mana. This method is often used
by Faulkner, who enacts it by the shifting, communal viewpoint and the
Wbardic voice"; ready instances are the apotheosis of Eula Varner in The
Hamlet and the "satanization" of Flem Snopes throughout the Snopes
trilogy.

Easily the commonest method of mythicization, however, as well
as the most susceptible of critical analysis, is the modern author's use
of traditional myths to parallel his own events and characters. Obvious-
ly this method may overlap the first two, insofar as archetypal patterns
and the mythopoieic process may be involved or touched upon in the course
of mythological allusion. It is considerably different from them, how-
ever, in calling into play a fund of knowledge solidly rooted in both
cultural and literary nistory, with the result that effects can be esti-
mated with much greater precision than in the case of the more suppositi-
tious formulae.

The most important way of ueing mythological data is the more or
less elaborate paralleling of narrative stiructure with one or more myth-

ological stories, a paralleling such as we find in Ulysses, Absalom,

Absalom!, Buechner's A Long Day's Dying, and Budora Welty's ggg Golden

Apples. This is the method to which T. S. Eliot first called significant

eritical attention in his "Ulysses, Order, and Myth" (1923), when he
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spoke of Joyce's "manipulating a continuous parallel between contempora-
neity and antiquity" and suggested that, as the result of psychology,

ethnology, The Golden Bough, and Joyce's experimentation, "instead of

narrative method, we may now use the mythical method.“l Although, from
a later perspective, we can see that the "mythical method" (in this pres-
ent. vaatricted éﬁnea) hy no masng alwavs renlaces the narrative method.
i1t is probably true that its principal effect is the one, stressed by
Eliot, "of controlling, of ordering, of giving a shape and a significance
to the immense panorsma of futility and anarchy which is contemporary
hietory."2 The ordering of contemporary history by mythological paral-
lels may take any of several particular forme: the discovery of timeless
or cyclical patterns operating beneath the apparent anarchy of the pres-
ent; the tracing of present disorder to origins in a mythologically
dominated past; the attribution of present conditions to the mythological
past itself--a trick which Gide manages with verve in Theseus; and, of
course, various combinations of these and other forms, depending on an
author's intellect, insight, skill, and intentlon.

In addition to the method of continuous parallel between fiction-
al narrative and traditional myth, there is the more casual method of
transient allusion to traditional mythology. By this familiar technique,
the author assoclates a character, say, with a figure or scene from con-
ventional mythology in order to establish the character'!'s nature and
significance, without intending, however, to prosecute the parallel in

ary detail. Thus Caroline Gordon calls her hero of Green Centuries

lCritiques and Essays on Modern Fiction, p. L26.

albid.

—_—
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"Rion Qutlaw" to affiliate him with Orion and his hunting prowess, his
passionate and rather barbarous character, and his generally tragic dee-
tiny; but she does not intend or attempt to duplicate closely in her own
narrative the pattern of Orion's story. Similarly, Eudora Welty names a

red-haired character in Delta Wedding "Troy" and links him with destrue-

tive fire and the theme of imminent disaster generally: beyond this broad
application, however, events and figures from the Trojen legend are not
egpecially pertinent to the action in legg Wedding.

Whatever their degree of involvement, whether casual or more sus~
tained, the introduction of traditional myths into fiction would appear
to issue invariably in at least two general effects. One is the exalta=
tion of the fietional objeet when it is ngtapoued with a mythologiecal
counterpart. No matter what other effects may be incidental to the com=
parison--~comedy, irony, pathos, even ridicule-—there cannot help but oc~
cur a rise in status when some homely, everyday, fictional object is sud-
denly illuminated by the radiance of a mythological correspondent—as
when a lowly, oft-cﬁckolded, Jewigh advertising solieitor in Dublin is
dignified by ecomparison with the venerable Ulysses. Thie elevation oc-
curs, to be sure, primarily on the intellectual plane, and hence might
not be regarded by some students of myth as properly mythie in character
because it does not possess per se the emotional energy springing from
contact with the deeper levels of the psyche. In my own opinion, never=-
theless, such an effect is sufficiently poteni to warrant its classifica-
tion as mythice.

The gecond general effect of traditional mythe in fiction is the

introduction of narrative and ideational patterns which become at least
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partially determinative of the reader's response to later developmenteg.
The extent and importance of the determination will of course vary accord-
ing to a number of factors, such as the extent of the author'e insistence
upon the mytholﬁgical parallel by emphasis, repetition, and detailed eléb—
cration, and the reader's sensitivity to suggestion and allusion. But,
genarally, once mythological rafaerences have heen made. the rtories called
to mind will cause the reader to anticipate later happenings and compare
them, when they arrive, with their mythological counterparts. Indeed, =
myth employed both intensively and extensively, as in Ulysses, can pro-
vide such a structure of expectation that immanently motivated narrative
can be virtually foregone (this, surely, is what Eliot meant when he spoke
of substituting "mythical method" for"narrative method"). In any case,
it can be sald of a mythicized fiction that the reader's response at a
g€iven point is compoundedvof the cumulative narrative development, plus
those pertinent factors of mythological lore which have been previously
evoked and have remained hovering, so to speak, for later summonses to
performe.

The use of mythicization to the regional novelist is that it enw
ables him to bypass the adjustment to cultural relativiem which confronted
the local colorist before him. That is to say, instead of interposing a
viewpoint that _nterprets local peculiarities for outsiders on the cultur-
al level, the regionalist who employs the mythical method can play up and
repregent regional particularities in detail, and then universalize them
by the leap to the mythical level. In fact, by what is only a seeming
paradox, this very elaboration of concrete particulars enables and may

produce the ascension to universality by circumventing the abstract
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perspective of discursive reason which is antipathetical to myth. Much
like william Blake's idea of the "Minute Particular," the mythical ap-
proach in fiction, with its own celebration of the particular, allows the
regional novelist "To see a World in a Grain of sand/ And a Heaven in a

1
wWild Flower." Or, lese mystically, Hans Meyerhoff has pointed out that

fmrthe are choean sae litarary aymholae for two nurnnsas: to sngeest. with-
in a secular setting, a timeless perspective of looking upon the human
situation; and to convey a sense of continuity and identification with
mankind in general."2 By myth, then,. the regional novelist reaches through
the regionally particular to this "timeless perspective.!

A brief instance wiil illustrate this method in practice. In gg
Down, Moses, Faulkner's central subject is the South's "peculiar institue
tion," slavery and its residual bi-racial society. A non-mythical approach
might seek to represent and interpret this subject by cross-cultural ref-
erences, that is, by locating the subject within its larger contemporary

context. Such, for example, is partly the method of Robert Penn Warren

in Band of Angels, where the institution of slavery and the predicament

of the Negro are illuminated by contacts with cultures outside the South,
first by Amantha's interlude at Oberlin College, later by a series of rep-
resentatives from the North, Northeast, and West, all of whom evaluate=-
and are evaluated by~-the Southern milieu. Similarly, in T. S. Stribling's

trilogy on the Vaiden family (The Forge, The Store, Unfinished Cathedral),

we find a number of characters——some alien, others native-~-who represent

lprom Blake!s WAuguries of Innocence.'

2Time in Literature (Berkeley and Los Angeles: University of Cali-
fornia Press, 1955), Pe 80
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culturally exotic ideologies and whose function is in part to criticize
the Southern social and economic order from the viewpoint of another cul-
tural norm. By contrast, Go Down, Moges vaults the level of cultural in-
terrelationships and assimilates its subject directly to the mythical.

The novel is saturated with the several mythical technigques mentioned a-

4

boves—for examnle. the eammunal imputation of mvstarious valuwe to o hes
and to figures from the communal past, the portrayal of the mythic exper-
ience in Ike's encounters with 0ld Ben, the imitation of "“archetypal! in-
itiation patterns, and the like. But in terms of the racial subject, the
important mythicizing device for the whole novel is the invocation of 014
Testament myth, which first appears in the title and'which dominates,
though not with complete coherence, the presentation of Negro-white rela-
tionships from start to finish. Slavery and its attendant evils are thus
seen, not merely as the product of economic conditions nor even of indi-
vidual moral decisions, but as a deepening phase of God!s perpetual trial
of man, Both the curse and the covenant of the Israelites are projected
onto Southern whites, Negroes, and land, which thereby transcend the lev-
el of cultural relativism and assume "“identification with mankind in gen~
eral.t

As 1ls true of dramatization, the efficacy of mythicization as a
fictional prineciple in regionalist mesthetice depends upon the mediating
possibilities of convention. Profeseor Dike, we recall, says that the
mediating device must assist the lnterpretation of peculiar local materi-
als by reminding the unlocal audience of what it knows. Well, one of the
things which a modern audience knows, and which a nineteenth~century aud-

ience did not know, is about myth. Through the agency of anthropologists,
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psychologists, and philosophers such as Frazer, Joseph Campbell, Jung,
and Cassirer, through the works of novelists and poets such as Joyce,
Faulkner, Eliot, and Hart Crane, and through the literary criticism of
writere such as Maud Bodkin, Leslie Fiedler, and Philip Wheelwright, mod-

ern readers have grown enormously sophisiicaisd in their sensitivity to

vad ayithical Lanllisg ¢
reader can be expected both to recognize archetypal patterns and mytho-
logical allusions and to aptly apply the content of such references for

the illumination of the fictional situation, so that interposed commen-
tary to explain cultural oddities is rendered unnecessary. Thus, a read-
er who follows the intricate parallelism of Joyce's Ulysses with Homer'sg
Odyssey does not need to know that "one of the remarkable features of Dub-
lin life in the heyday of Mr. Bloom was the boundless enthusiaem of all
classes for music, eépecially of the vocal and operatic varieties,"l in
order to appreciate the baeic significance of the Sirens episode-~although,
of course, we would maintain that its full significance depends upon a poe-
session of both these kinds of information, plus a familiarity with the
other orders of knowledge which Joyce has incorporated into the episode.

Dramatization and mythicization, then, designate the chief combi-

nations of fictional principles and methods answering to the regionalist's
needs in the way of an aesthetic formalism, though no pretensions to total
inclusiveness are advanced forrthese concepts. Both modes, from the writ-
er's standpoint, are obligue, indirect approaches to the fictlonal object,

dramatization providing for the "mask" and "costume" which allow the

1Stuart Gilbert, James Joyce's Ulysses (New York: Vintage Books,
1955), po 20,
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exhibition of the full object; mythicization refracting the object through
the prism of mythological lore. Possessing well-established, conventionw

al resources of mediation and interpretation other than the direct, inter-
vening explanation of cultural peculiarities, both modes can preserve the

integrity and organic relationship of local materiale by enabling writers

to nraoject an image of nlace with an analagous particularity and fullnesa.
Finally, both modes can accommodate critical, "outside! views of a region-
al cﬁlture without assuming an unequivocally alien, condemnatory tone.

The dramatic approach merely incorporates such views in the cast of equi-

tably competing voices in a novel, without technical tias toward any par-

ty--for example the voice of Joanna Burden, in Light in August, which com-

petes~-impartially--with the voices of such spokesmen for Southern culture
as 0ld Hines, Percy Grimm, Gail Hightower, and Gavin Stevens. The mythi-
cal approach always contains its own inherent instrument of evaluation,

which is not so much extra-~ as supra~regional in character; here it isg the

"timeless perspective of looking upon the human situation" which measures
and evaluates the limited regional experience.

Although the mythical and the dramatic methods overlap in some
particulars-—-a mythicized narrative, for example, almost always entail-
ing considerable active participation by the reader-—-, they differ basgi-
cally in their orientation of the reader'!s attention. As explained above,
the dramatic method is essentially "literal," in that the readert!s orien-
tation is primarily centripetal, horizontal, or linear, from single words
and larger elements (images, actions, characters, scenes, sections) to
other elements of the same order and to the total configuration, but all

within the work itself. Moreover, for the reasons proposed in Chapter I,
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the purer the dramatic method in a work, the more that work is likely to
Possess the several qualities associated with the concept of novel. On
the other hand, the mythical method is essentially "descriptive," in that
the orientation is primarily centrifugal, from single expressive olements

outward to pre-existing and self-contained patterns of meaning and, per-

e m
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primordial lmages." &l in
images come to dominate the action of a work, that work possesses the
qualities of romance; a purely mythical fiction, if it were conceivable,
would be pure romance--like a dream, its components and their relations
determined altogether -by structures outside itself. Therefore, when we
speak of "the regional novel," by definition we assert the priority of

the dramatic mode before the mytnical; but the two modes often occur with-
in the same work, and then the interplay between formal impulses outward

and inward becomes, in fact, thematic.

Iv
Recognizing that the description of particular themes depends

upon the gpecification of regional materials, we still have sufficient
evidence now to outline the generic features of the regional novel. OQur
knowledge of the general character of regions, of cultural and literary
regionalism, and of regionalist aesthetics enables us to form a concept
of what the regional novel, as a sub-type of fiction, is--a concept which,
of course, is also inducible and verifiable by the study of actual nov-
els. In sketching the outline, we shall find 1t useful occasionally to
indicate relationships-~-similarities and differences~~with other kinds

of novels.

Regerding that "motivation" whose importance as a generic index
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was stressed in Chapter I, the regionalist ideas of man and of society,
as well as the prominence of dramatization in regionalist amesthetics,
insure the ascendancy of novelistic over romantic elements in the region-
al novel. The type of man centrally portrayed in the genre, the nature
of its envelopling action, its structural composition, ideational corol-~
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lariee ond offective dimenainns..- cticn whick

is distinctly novelistic, in both the traditional and the expanded sensés
discussed earlier.

The regionalist "hero" is usually complex and complexly motivated.
He possesses a full range of powers and faculties--instincts, appetites,
passions, sensibllity, imagination, intellect, and will-—-although, as the
regionalist portrait of man suggests, tne writer is likely to emphasize
the non-rational components of his protagonist's make-up. Moreover, and
inherent in his dualistic constitution, this protagonist is both a per-
sonal and a social being--or, to use a common philosophical distinction,
is simultaneously an independent, self-subsistent person and a dependent
individual subservient to his Species.l 0f his social proportions, more
presently; now we can say that the complex and divided nature of the
regionaligt protagonist allows for an internalization of conflict, as
the character tries to regulate his various, often-warring faculties and
discover the nature of his personal identity.

Of course this type of character is not peculiar to the regional

novel; in fact he belongs, I should say, to the "great tradition" of

1“The individual, as & member or part of the species, existe for
the sake of that species; the person does not exist for the sake of any-
thing else. It is, on the contrary, a 'reality which . . . constitutes
a universe by itself.!'" Charles A. Fecher, The Philosophy of Jacques
Maritain (Westminster, Md.: The Newman Press, 1953), p. 161.
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world fiction. But our description of him serves to distinguish the
typical regionalist character from the principal characters of certain
other types and authors of fiction (not necessarily to their disparage—
ment, by any means): for example, from the strictly biological and eeo-

nomic characters of the naturalistic and proletarian schools; from the

£ - -~ -
£ the "panocomuznl® sohool (Henry Miller Normon

Mailer); from the rather bodiless sensibilities of Virginia Woolf, the
instinctual and asocial characters of Hemingway, the adolescent initi-
ates of 3Salinger and John Knowles, and so on. Now, such simplistic
characters very often appear in regional novels, but they appear as
folls and as menaces, representatives like Flem Snopes of standardizing,
reductionist forces in life which seduce, betray, overpower, and other-
wise confound the man who is trying to realize his whole, complex nature.
Of far greater significance in describing the regional novel,

however, is the character of its enveloping action, the regional culture.
It has, first, unity of place. Both by the nature of regions and by the
regionalist belief in ubiety as a value, the enveloping action of the
regional novel is a relatively fixed and stable place, rather narrowly
limited in space but temporally extensive because of the active‘presence
of regional tradition. This feature differentiates the genre from a
picaresque type of fiction whose setting shifts widely and rapidly for
purposes of social contrast and geographical comprehensiveness. It is
8 feature whose value Allen Tate acclaims in his prophesy (19h5) of later
trends in fiction:

For without regionalism, without locality in the sense of local

continuity in tradition and belief, we shall get a whole literature

which Mr. John Dos Passos might have written. . . . This new litera-
ture will probably be personal, sentimentally objective, tough, and
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"ungocial," and will doubtless achieve its best effects in a_new ver-
slon of the o0ld travel story. . . . both abroad and at home.

On this point of fixed location of enveloping action, then, the regional

novel contrasts with such fiction as 92 the Road and William Gaddis's

The Recognitions.

Still more importantly, the enveloping action of a regional novel
is & whole, organic socisety. It is a dense, thick social medium includ-
ing an entire register of socio-economic classes and institutions, and
all their manifold appurtenances of established forms, conventions, and
beliefs. In its "emergent" or retrospective aspect alone, this charac-
teristic :.arks a difference between the regional novel and the restricted-
class fictions of Henry James or the early Steinbeck, which are concerned
with highly selected social strata; or heavily symbolical fictions which
portray the soclal organiem through a few representative figures (223

Heart Is a lonely Hunter, Other Voices, Other Rooms, Wise Blood); or fic-

tions in which society is virtually non-exiateil or quite ingignificant

(The 0ld Man and the Sea). Thus the presence in the regional novel of a

massive soclal milieu as enveloping action assoclates the type with the
novel in its traditional English form, whose "first concern,% we remember,
"hag been man in soclety and society in its totality, an organism."

But in addition the dramatization of the societal organiem pro-
duces an enhanced novelistic effect which further distinguishes the
regional novel from other fiction possessing, 15 outline, social envel-
oping actions of comparable density and scope. Most naturalistic novels,

for example, employ substantial social backgrounds as enveloping action,

1Limits of Poetry, p. 283.
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but, becauee of the generally pictorial manner of representing these backe
grounds, they tend to emerge as diascrete entities, separate from and out-
side the protagonists, and thus to yield a romantic effect. Allen Tate
and Caroline Gordon describe such fiction in this way:

In the past generation sociological fiction has shown us the Individe
ual opposed to Society. « « « This school tends to personify the En-

veloping Aoticn ac 12 18 were o single mind, |, . The technigne of

the school has been on the whole photographic and documentary.
This type of fiction works contrary to the novel's voluntaristic "theory
of causation" because, as Andrew Lytle remarks,
like all sinners it looks entirely to the object, society or some part
of it, as the cause of the human predicament. . « « To assume that so-
ciety is external to man obscures the actors! humanity andi the contin-
gencles which surround and modify action. « « &«

Antithetically, the regional novel!s method of dramatizing the so-
ciel organiem renders society internal to man, in a sense. That is to say,
elements of the organism become visible primarily as they act through char-
acters, who in turn act upon and modify the social principles affecting
them. There is a mass of institutions, forms, conventions, and values in-
cessantly constituting and defining the character, yes; but these are in-
ternalized by dramatization so that they appear fragmentarily and occasione
ally, affording the character the chance to gquestion, accept, reject, or
alter them, as he tries to define hig personal and social identities. In
short, they appear as "the contingencies which surround and modify action,'
not as external arbiters of action.

Another distinctive feature of the regional novel!s enveloping ac=-

tion is the ambiguity obscuring societal norms. 3By definition a region

lgouge of.Fiction, Pp. 631.

2"Caroline Gordon and the Historic Imege," p. 560.
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possesses an integrating principle, in terms of which its organic parts
are explicable; and sometimes, indeed, the regional culture appears a
monolithic structure, especially to the outsider. But, and equally by
definition, regionalism occurs as a self-conscious phase in the life of
a region, when new ways have crept in alongside traditional, and also
ziticn with cxsro-
regional cultures. Therefore beneath the apparently monolithic surface
of the reglonal organiem, considered as enveloping action, will frequent-
ly co~oxist alternative and contradictory values and forms of behavior.
0ld forms will perhaps have lost their original significance, and new
forms will compete with them for the character's allegiance. Once-har-
monious relationships among institutions structuraliiing conmunal and
individual life may have developed into irreconcilable demands. Conse-
quently a real operative irony which often emerges in the regional novel
is this: that a character must discover, or create, his identity from
contradictory imperatives imposed by traditionally sanctioned ways of
life.

I have stressed the novelistic proportions of the regional novel
because the emphasis justly lies there, but, if they are effective, it
is because they are articulated successfully with the novel's romantic
dimensions-~~which is only to say that the novelistic effect achieved
without resistance is aesthetically unsatisfying. Briefly, the regional
novel's romantic dimensions derive from two primary sources.

The first is the descriptive or centrifugal reference of the
materials of the enveloping action. Our earlier discussion of place in

fiction demonstrated that the use of place with a correspondent in
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reality introduces into fiction a determinate structure of meaning and
attitudes, stemming from reader conventions about the named place, which
becomes an operative factor in the narrative process. Now mere knowledge,
or apparent knowledge, of topical references can be elicited toward the

enhancement of the dramatic effect, as when it economizes expository
aration and enehlea foreshortenineg. But cartain kindg of lnowledgse
are usually accompanied by judgments of value, partieularly when our per-
sonal interests and ldeals are involved. For example we know--or think
that we know-—the living conditions of Cuban campesinos under the Batista
regime, and we not only know them but deplore them. And it is when such
evaluative attitudes accompany knowledge in our conventions that topical
references in fiction introduce the romantic effect, as in the use of a
"recognizable" regional culture for enveloping action.

For a regional culture, because of cultural differentiation and
its minority status, possesses enormous potentialities for evoking deter-
ministic patterns in the reader. If the writer gestures too emphatically
toward substantiating reader conventions at the outset—for instance by
the use of stereotyped characters--a host of preconceptions may descend
to victimize his actors. On the other hand the conventions are definite-
ly existent, cannot be wished away, and it ie by coping with them through
dramatization that the regional novelist earns his novelistic effect. A
conventional attitude toward & regional characteristic can be first un-
dermined, through dramatization extorting a reversal of attitude in the
reader, and then perhaps confirmed, thus creating an ambivalence of feel-

ing and a depth of understanding that augment the novellstic effect. Or,

much to the same end, a repugnant stereotype can be first dramatized, to
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create sympathy for him, before his stereotyped features are revealed.
Whatever the particular case or method, however, the polnt to be stressed
is this: that the regional novel contains, as a significant operative fac-
tor, & heavy descriptive reference which functions, on the whole, deter-
minigtically or romantically.

Tha sacond main epurca of the ragisnal novalla ramantis Adimenainna
is its mythieal component. Unlike the descriptive reference of the enve-
loping action, which is always present in some degree, the mythical ele=-
ment. is not a universeal property of all regional novels. However, when
it is present, its effect, like that of the recognizable regional culture,
is normally to introduce into the narrative determinative structures of
knowledge, emotion, and judgment, in the manner explained during the dig-
cussion of mythicization. Yet another point: even when the mythical meth-
cd is primarily "literal," conseisting of exhibiting the mythic experience
in characters and community, ite effect is deterministic or romantic. For
such an exhibition showe the mind, individual or collective, so enthralled
by a dominating person or event that it is incapacitated for significant
moral action in the present. Such a tension between the mythic (captiva-
tion by a mana~filled experience in the past) and the dramatic (the urgent
need for present action) is the motivational "figure in the carpet! of
Faulkner!s novels.

Finally, the tone of the regional novel is susceptible of general
characterization. We have seen that, while his regional culture ig the
noveligt's medium, not his subject, it yet constitutes the bulk of his ma-
terials. We have seen furthermore that, much like a self-conscious per-

son, the literary regionalist entertains a dual perspective of hie native
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culture: from long and intimate familiarity he knows it thoroughly from
the inside, yet at the same time he is'awarq of its cheracter as per-
ceived from an exterior standpoint, either universal or extra-cultural.
This double vision comprises both knowledge and judgment: knowledge of
the true and false, judgment of the good and bad. But the significant
irn the hondling of hie sultural mesterialae, hie donbhla
vigion passes over into a distinctive tonal property. It can be called
ambivalence, sympathetic irony, objectivity, even suspended judgment,
but it never implies elther total acceptance or complete rejection. As
an attitude, this perspective is related to Keats's "negative capability,"
and no doubt enables the dramatic method; as a tonal property, it en-

hances the dramatic effect by leaving evaluation open to the reader.

I can best summarize thie generic outline by suggesting very
broadly the typical action of the regional novel, emphasizing its affec~
tive and ideational dimensions. As the result of the author!'s dual per-
gspective and his dramatic method, the dense regional materials of the
enveloping action impinge fragmentarily and contradictorily upon the
consciousness of a character who, possessing a full array of human fac-
ulties, reacts complexly in an effort to understand hie society and him-
gelf, and to act responsibly from his knowledge. For the character, the
hypothetical poles of determiniem and voluntarism are represented, on
the one hand, by the constituting pressures of the regional culture, in-
cluding whatever mythic enthrallment it may subject him to, and, on the
other hand, by his own exertions to understand and act.

The reader undergoes an actual experience analogous, up to a
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point, to the imaginary one of the character. The dramatic technique
enforceeg effecte of contingency, immediacy, and absorption upon the read-
er, who in addition witnesses the spectacle of a complex figure confront-
ing earnestly mysterious forces within and without himself. But the
reader's response ig modified by certain kinds of information not avail-
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ter eand thease nravide for the reader the determiniatie

-

ingredient of the novel. They are the contribution of the topical envel~
oping materials and the enlightenment shed by whatever mythical components
may be present. But in general the reader accompanies the character on

the thematic pursuit of the regional novel: the search for self.



CHAPTER IV
THE IMAGE OF THE SOUTH

We come now to an actual specles of the regional novel, the
regional novel of the South. In truth, as will perhaps have become ch=
vious, the Southern regional novel is the species which has enabled the
foregoing generalization. Other regional novels exist outside the South

of the United States. There are Joyce's A Portrait of the Artist as a

Young Man énd Ulysses. There are the Algerian novels (The Plague and
The Stranger) of Albert Camus. There are, in a somewhat adulterated
form, the regional novels of the Bordeaux area written by Francois
Mauriac, some of whose words in acceptance of the 1952 Nobel Prize for
Literature express perfectly the regionalist credo of universality
through locality.l And there are doubtless many other regional novels
with which I am not familliar or do not now recollect.

Yet it remains true that Southern regional novels compose both
the principal body of evidence for the existence of such a type and the

most important collective contribution to the type. Just why this

1“All humanity is in this or that peasant back home, and all the
landscapes in the world coalesce in the horizons familiar to our childish
eyes. The novelist's gift ie precisely his power to make plain the uni-
versal quality concealed in that sheltered world where we were born, and
where we first learned to love and to suffer." "An Author and His Work,"
Worde of Faith (New York: Philosophical Libdbrary, 1955), p. T1.
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should be so is not to our purpose to investigate here, but I can sug-
gest, on the one hand and negatively, the general, progressive efface-
ment of local cultures in the twentieth century, just about the time that
the technical means for achieving the generic effect became available;
and, on the other hand and positively, the singular persistence into this

cenvury of ot the coma time that o

(3]

tas Scuth as
mysterious flowering of literary talent occurred in that area--especilally
among novelists (not nearly all of whom, by the way, wrote regional nov-
els). An additional factor enabling not the regiomal novel but valid
generallizations about it was the gimultaneous development and public ex-
position of regionalist doctrine, mostly Southern-based also, which clar~
ified the nature of regions and regionalism and thus asgisted the precise
identification of a regional culture functioning as enveloping action in
the previously described manner.

The purpose of this chapter is to draw a composite portrait of
the South used as enveloplng action in the reglonal novel, and to illus~
trate its typical operation from a variety of novels, particularly empha-
gizing its effect on the theme of identity. But an initial, brief re-
minder of our critical stance is desirable before proceeding-

First, the "image" I project here is place, or cultural envelop-
ing action, considered in scheme or retrospect. It is, precisely,
"emergent" image or concept of place, not "rhythmic" place as it develops
energetically in the course of a novel, striking disconnectedly upon both
character and reader because of its dramatization.

Second, the image ie abstracted from the enveloping actlons of

many novels and 1is not-to be confused with the existent nature and
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operation of place in any single novel. It is a rational construct, not
a real thing, and as such, this image of place has about the same rela-
tionship to place in a given novel, as a concept of the nature of man hae
to 8 particular human being. We should not expect to find that all of

the loecal features described here occur in a single novel, nor in the
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hensive, with exactly the functions ascribed; least of all should we con-
gider the portrayed world a substitute for the world of a particular nov-
el, whieh is incomparably richer and more substantial than any class-
concept. Hence, if caution is to be exercised with respect to mistaking
the gschematic aspect of place in one novel for its whole, operative
existence, we must be doubly wary of allowing the concept to supersede
the real thing. The principal use of such a concept is just that it pro-
vides a ground for recognizing and appreciating particular effecis.

Third, the South presented here is the world of the Southern

regional novel; it ie not the "real'" South~-whatever that is—~but a

"hypothetical construct" without necessary relationship to anytning in
the actual world. Yet we frequently discover a coincidence between this
fictional world and attempts by certain writers to describe the actual
South, and in the following essay I shall in fact occasionally draw on
such material to elucidate the fictional world. What is the reason for
this coincidence, and what the justification of this procedure, if the
two worlds are indeed ontologically incommensurable? The resason is that
the South of the regional novel parallels in close detail a set of con-
ventions, or assumptions, about the real South entertained by a faction

of commentators on the region (generally, but not exclusively, the
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Southern traditionalist regionaliats), so that the two kinds of evidence
are mutually illuminative~-a fact which argues for neither the truth nor
the falsity of either. Furthermore, this correspondence is tangential
with other, divergent pairs of fictional worlds and parallel conventions
about the South, such as the "sociologists of fiction"l and the New South-
aocinl criticiam achnol of commantataora.

The probability that such bodies of comment are rather partial
conventiong than genuline transcriptions of the South is strongly suggested
by the discordant factional estimates of such matters as Faulkner's ‘ireal-
ism.* John T. Westbrook, who grew up in the Yocona ("Yok-na') River
country of Mississippl, says, "I do not find Faulkner a realist. . . .
Faulkner is presenting not a southern region of today bdbut a South of yes-
terday fictionaliged and mythologized."2 Further, of Robert Penn Warren,

"Warren's books, like Faulkner's, are twice removed from reality, remote

from our concerns, deep in a fictive yesterday."3 But Budora Welty has
this to say of Faulkner's realism:

Faulkner is, of course, the triumphant example in America today of

the mastery of place in fiction. . . . I am not sure, as a Missiesip~-
pian myself, how widely it is realized and appreciated that [?aulkner's
Yoknapatawphé] worke of such marvelous imaginative power car also

stand as works of the carefullest and purest representation. Height-
ened, of coﬂrse: their speciality is that they are twice as true as
life. . . »

For our purposes, we should conclude from this disagreement that, al-

though Miss Welty is perhaps no better witness than Westbrook to the

lTate, Limits of Poetry, p. 291.

2"Twilight of Southern Regionalism," Southwest Review, XLII (Sum~
mer, 1957), 232.

31vi4., p. 233. My italics.

u“Place in Fiction," p. 66.
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South's reality, she is certainly an excellent witnees to the congruity
between her personal view of the South--or at least of Mississippi--and
Faulkner's fictional representation of it.

So with the Southern regionalist commentators. By and large they
share a common view of the South and endorse the same novelists for real-
istie portraiture of that South (sometimes, of course, because the region-
alists and the novelists are the same men, as in the cases of Warren,
Lytle, and Tate). Therefore when I introduce the testimony of a region-
alist on the general existence and nature of a Southern trait, it is an
indirect way of corroborating the existence of the same feature in the
regional novel; it is not that I have begun to confuse the two worlds
which I have taken some pains to discern. Also, and I hope needless to
say, it is not that I have undertaken Southern apologetics.

Furthermore, and finelly in the way of introduction, since I am
describing an imaginative world which is timeless, I have oriented that
description on the present tense and employ other tenses to indicate
appropriate temporal relations with the fictlonal present. The Southern
regional novel itself has been produced with fair consistency from gbout
1925 to the present, with a concentration in the 1930's and 1940's. But
the temporal setting of the novels, with the exceptions of frequent ex-
cursions into the past and of occasional historical novels with anticipa-
tions of the future, is the period, roughly, 1900-19“0, when the South's
regional identity was still clear-cut. My "is" therefore refers mainly

to the period 1900-1940.

11

The family, taken with its ramification the clan, is the primary,
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dominant social institution in the South. Andrew Lytle comments:
Nowhere else in this country is the family as a social unit so clear-~
ly defined as in the South. The large "connections" amplifying the
individval family life, the geographic accident which allowed the
family in this greater sense (it was the community) to extend itself
in a mild climate and alluvial soils . . . and slavery, too, gave the

family a more clear definition of its funciion as not only an institu-
tion but the institution of Southern life.

Tlgcuhere fomil
urbanization, and socio-geographic mobility, but in the South several
interrelated factors making for stability-~the rural culture, the caste
system, the power of the past, attachment to place, poverty--have enabled
the family to endure relatively intact, so that, according to Malcolm
Cowley, "In the South family relationships appear to be stronger and more
lasting than in the industrial North. . . W2

Hence the family-clan, conditioning the individual tkroughout
his life, is also the most significant formative agent in the ps&chic
life of a white Southerner, and its role is enlarged rather than dimin-
ished by the ambiguity of .its effect on personal identity. Personal
identity--self-samene gs-—answers the Question, "Who am I? What can be
predicated of the !'I' existing now in the tenuous present?" But at the
gsame time, by the very syntax of the question, the "I" resists total iden-
tification with other substances; otherwise it would cease to exist as a
separate entity, leaving no self to ask itself what it is. With regard
to both these aspects, the family-clan serves both to confer and to deny

personal identity.

l“The Displaced Family," Sewanee Review, LXVI (Winter, 1958), 115.

2Introduction to Great Tales of the Deep South (New York: Lion
Library, 1955), p. ix.
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It serves, on the one hand, to confer identity in a number of
ways. It gives the individual Southerner an objective, publicly recog-
nized and recognizable social structure, to which he innately, undeniably
belongs and in whose body he finds protection against an often-menacing

world. Though inwardly diversified, sometimes disorganized and warring,

einat hoatile forcas. S0 the Malwnr
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clan, in the first part of Lytle's The Long Night (1936) bands together,

submerging personal differences, to help Pleasant McIvor avenge the mur-
der of his father by a group of unscrupulous slave-traders. And, less
violently but perhaps more ingidiously, the Fairchild clan of Miss Welty's

Delta Wedding (1946) congolidate when tnreatened by the intrusion of out-

siders, as the eldest daughter, Shelley, confides to her diary: "we
never wanted to be smart, one by one, but all together we have a wall,

we are self-gufficient against people that come up knocking, we are solid
to the outside.“l Such a family wall is a bulwark against the terrors
and uncertainties of life, and to be part of or hehind it creates a sense
of identification with substance that helps sustain individual lives.

But the family gives the Southerner not only horizontal extension
in the present, but also vertical extension in time because it places him
in intimate contact with a past and a future beyond himgelf. ZEllington
White sayse that the family

acts as a bridge linking the Southerner to his past. By means of it
he is in immediate and concrete touch with both ages, and this con-

tact provides him with a vision that does not begig and end with him-
gelf. Thus he is spared the horrors of solipsism.”

l(New York: Harcourt, Brace and Co., 1946), p. 84.

2"The View from the Window," The Lasting South, p. 169.
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The typical Southerner grows up in a home inhabited by three and some-
times four generations, and thus has daily contact with ages before and
after himself. In addition there are endless stories and material vesg—
tiges of dead ancestors, so that the past lives on into the present and

reminds the individual of what, through the family, he has been. For
exemnle the Pairshild c3
great-aunts, the generation of parents Battle and Elleh, their children,
and, shortly to be, iséus from the marriage of Dabney and Troy Flavin.
Great-aunt Shannon talks constantly to her brothers as though they were
alive, and the library is so hung with the portraits of ancestors that,
to visiting cousin Laura, "no matter what hide-and-seek went on here, in
this room where so many dead young Fairchilds, ruined people, were, there
seemed to be always consciougness of their gazes, so courteous and medi-
tative they wereg“l

The family also bestows identity by locating the white Southerner
in the social hierarchy, and thus informing him of his rights, duties,
expectations, and appropriate manners. By virtue of having a family
name, he knows where he is socially, what is due him, and what is expected
of nhim. This relationship between family name and social and personal
identity is i1llustrated by Dabney!s musings as she rides over the fields
of Shellmound:

Sometimes, Dabney was not so sure she was a Falrchild-~-sometimes she
did not care, that was it. . . . What she felt, nobody kmewl It
would kill her father-—of course for her to be a Fairchild was an
inescapable thing to him. . . .

Troy [her fiance, the overseer] treated her like a Fairchild--he
still did; he wouldn't stop work when she rode by even today.

lpelta Wedding, p- 55 2Ibid., pp. 32-33.
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-Admittedly, this social stationing by family may be oppressive to the
" lower-class Southerner, tending to thwart personal fulfillment; but if,
like the young tenant-farmer Ote Mortimer in Caroline Gordon's The Garden
of Adonis (1937), he accepts the role and status transmitted to him by

hisg family, he has little or no problem of finding himself or making a

nimeelf in the social scena. Morenver, the very institution

lace for
which situates the poor white protects him from depredations by the upper
clags, for the family, at least among whites, is an inviolable institu-

tion. Consequently, both Wash Jones of Absalom, Absaloml (1936) and the

moronic little Othel in Andrew Lytle's The Velvet Horn (1957) have a

social (not to say legal) sanction to take vengeance wnen women in their
families are abused by aristocrats.

On the other hand, the Soutnern family also works in a number of
ways to obstruct the achievement of identity, to obscure the outlines
and even the existence of a distinguishable self. The family threatens
in many ways to consume the self. Wnile the family-clan sustains and
protects the Southerner against hostile forces, it alsc exacts a consid-
erable sacrifice of individuality, for as Lytle remarks, "Each member is
called upon to deny much of his individual nature in the service of the
whole. « o ."1 Thus, in Allen Tate's The Fathers (1938), o0ld Lewis
Buchan attempts, on the occasion of a political and domestlc crisis, to
enforce familial loyalty and discipline on his errant sons, who have
been seduced by his magnetic son~in-law George Posey:

My son," said papa to George, "there is thie necessity, that

families must face the times together. The young men of my family
will consult me in their politics. You will decide whether you can

l"The Displaced Family," p. 117.
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act ag a member of my fa@ily. . o .“l
But Charles interjects, "It is too late to consult anybody, even you, pa-
pa," and Charles and Semmes follow Posey to war and death.

Lacy Buchan, however, is uncertain, and is torn between alternate
loyalty to father and family and attraction to George Posey. His plight
thua illuatrates the ipner challenge of family tao identity. Tha Sonthern
family often poses this dilemma to an individual member: proper allegiance
to family may commit him to principles and acts repugnant to his private
character; yet betrayal of family duty, such as the refusal to defend fam-

1ly honor or to obey parental injunction, also generates a fesling of

guilt, and even of self-betrayal since he and the family are organically

interpenetrative. These are at least some of the inner pressures working

on Bayard Sartoris in The Unvanquished (1938) when he is confronted with

the demand to kill B. J. Redmond and thus avenge his father!s murder.

The inner diversity of the family-clan may be another source of
confusion and anguish to the Southerner. Though to the outsider the clan
may appear unitary, the member descries fissures in the familial struc-
ture. There may be bitter antagonisms between persons or factions with-
in the family, or hidden crimes threatening to esmerge and disgrace the
family, or shameful eccentricities to conceal, or other weaknesses which
it is in the family's interest to dissemble. Yet the individual kﬁovs
the family secrets and may be self-divided between what he knows and how
he must act. An amusing illustration of such a divislon is in Miss Welty's

The Ponder Heart (1954), where Uncle Daniel and Edna Earle, both compul-

sive talkers, struggle in valn to keep secret Uncle Daniel's aberrations,

1223 Fathers (New York: G. P, Putnam!'s Sons, 1938), pp. 1uh-u5.
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especially that he literally tickled hie wife to death.
Likewise, the same family that prevents aolipsism by linking the
Southerner with his ancestral past may alsoc associate him with shame and
dishonor, and in general complications which threaten his personal integ-

ritys In The Velvet Horn Jack Cropleigh warns his nephew Luclus that he

ia not mautogenona, that hia neraonal identity ia implicsted with famila
ial tragedy before his birth: ®"!You think you are you,! Jack said, 'but
when you came out of your motherts womb, you also came out of what hap-
pened to her and her bdbrothers the day we learned our father and mother
went up in fire and smoke. . . .'“l And Y"what happened," it transpires,
was the beginning of the family's dissolution and of a self-indulgent way
of life culminating in an incestuous union, from which Lucius really is-
sued.

The ancestral past may also threaten to consume the Southerner's
identity by its very magnitude and glamor. This is a particular danger
in the South because of her courageous performance in the Civil War and
the way defeat, a merciless Reconstruction, and consequent perpetual pov-
erty have turned her collective face backward to that performance. Dieg-
enchanted with the present, the Southerner may grow bewitched by the he-
roic past of an illuastrious family, to the extent that he becomes almost
totally identified with figures from the past and, in effect, forfeits

his selfhood. Such has been the fate of Gail Hightower in Light in Au~

gust (1932) until that moment when he comprehends his former captivation

by the past and, freed from its grasp, regains his self-possession:

1Andrew Lytle, The Velvet Horn (New York: McDowell, Obolensky,
1957), p. 12.
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"Then « « « if I am the instrument of her despair and death, then I
an in turn instrument of someone outside myself. 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 grandson's
wife, since I could neither let my grandson live or die . . "

And, with the restoration of his identity, time also resumes its proper

nronortiona; fan that it can be now Now, “2 and Hightower has his finesat
vision of the past.

In addition, as indicated before, the way family locates the South-
erner soclally can serve elther to deprive him of personal worth in his
own and the world's eyes, or elge, at the upper end of the scale, to so
burden him with a sense of responsibility~-to family, to class, to com-
munity, to dependent inferiors--that his personal life is stifled. A good
instance of the firet effect is young Thomas Sutpents imaginative vision
of himself through the eyes first of the Negro, then of the owner who has
him turned away from the front door, looking

at the boy outside the barred door in his patched garments and splayed
bare feet, looking through and beyond the boy, he himself seeing his
own father and sisters and brothers as the owner, the rich man (not
the nigger) must have been seeing them all the time-—as cattle, crea-
tures heavy and without grace, Brutely evacuated into a world without
hope or purpose Yor ihém. « « «

But aristocrats, too, can be overwhelmed by the burden of class which the

family transmits. Thus, in Ovid Williams Piercefs The Plantation (1953),

Ed Ruffin is compelled by the death of his father and his understanding

lWilliam Faulkner, Light in August (New York: The Modern Library,
1950) s P» “‘300

®Ibid., p. 431.

3William Faulkner, Absalom, Absalom! (New York: The Modern Library,
1951), P. 235.
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of nodlesse oblige to forfeit his law career, his fiancee, and any hope

of a full personal life, in order to manage the plantation and care for
the dependentas, both kin and Negroes, who are sustained by it.

But it is not only that family membership can affect the South-
erner in these conflicting ways. In addition we must consider that, in
a soclety where family is of such paramsunt imnortance. denrivatiaon of
family is a traumatic, catastrophic experience to the person so afflicted.
“poprivation" can be understood in several ways. It can be actual physi-
cal deprivation, perhaps through violent death, of family members urgent-
ly loved and needed. The loss of brother Denie and his great promise,

killed in Vorld War I, runs as a minor theme throughout Delta wedding.

Again, in The Velvet Horn the parents Cropleigh are blown up in a steam-

boat race; as a reéult the Cropleigh children go to seed and grow up so=-
cially and psychologically eccentric. Or, “deprivation" may be a figura-
tive loss, a sense of family failure like that expressed in Quentin Comp-

son's "i{ I'd just had g.nother 80 l could say Mother Mother. . . ."l

But undoubtedly the worst kiﬁd of familial deprivation is that
wrought by bastardy, which produces anoﬁymity, a lack of warm natural ties,
anomalous social status, ignorance of one's blood lines~-in short, condi-
tions making for a terrible, agonizing doubt about onets identity. From
such despair young Lucius Cree, after discovering his own illegitimacy in

The Velvet Horn, cries out to his girl, "'Don't you ses, I'm nothing. Less

than nothing. Nobody. No place. Nothing. Just myself. I cantt stay

2
here. I've got to go away. You see that, don‘t you?'®

lyi1lian Faulkner, The Sound and the Fury (New York: The Modern Li-
brary, 1946), p. 191.

%p. 342,
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The presence and peculiar status of the Negro ir the South complicate
bastardy. One of the worst evils of slavery was its violation of the

Negro family, as in Go Down, Moses (1942) and Robert Penn Warren's Band

of Angels (1955), but tabooed miscegenation, not entirely one-way, has

continued to the present, yielding such haunted, hopeless figures as

(2
{3

Joe Christmas of Light in August and Rantiate of William Marchle foma

at the Door (1934).

Another, though more peripheral, threat to identity inherent in
the Southern family is the danger of incest. Because of the sparsely-
populated rural culture and the family's ramification in one locals,
Southern families tend to be ingrown through intre-marriage, and this
creates the superficial problem of discerning lineage and relationsghips,
as when cousins with the same surnames marry. But the possibility of
real incest is increased by the intimate daily life of a rural or vil-
lage family, especially when one or both parties are tormented by a nar-
cissistic preoccupation with innocence, or non-;nvolvenent with the
world. Incest is, as St. Thomas Aquinas observes, "the avarice of the
affections”l; it symptomizes the impulse to preserve one's blood intact,
and thus to restore a lost, Edenic state of innocence and unity, before
even the differentiation of genders. Such is the meaning of the incestu-
ous act between Duncan Cropleigh and his newly-affianced sister, Julia,

in The Velvet Horn, as 18 suggested by Duncan's memory, the night before

the act, of earlier hunts when he and Julia had slept innocently together

between deerskins:

They could not be felt apart then. It was like sleeping with yourself

lNoted also by McLuhan, “The Southern Quality," p. 382.
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doudled up, with none of you misaing, until the skin opened back,
all hard, and the air slid in and you shivered apart, halved dut
8till one. Now they were two, and something between.

Finally, all of these influences of the family on Southern char-
acter are complicated by the factor of change. Relative to the rest of
the United States, the Southern family is intact; but relative to its
own naat  tha Southern family ia deteriorating. The forces of moderniem——
principally urbanization, industrialization, and the spirit of egotism
and materialiem--are largely reeponsible for this decay. The main symp-
toms of the decay are the same as elsewhere: an increasing incidence of
divorce and degertion; a shrinkage in the size of families and of that
portion of a family living together; a progressive mobility, with chile
dren moving out of the South, to the city, away from the family ¥place";
a consequent weakening of family ties caused by distance, the failure of
family sentiment, self-absorption; and spiritually in the individual, a
kind of aimlessness or Yexistential vacuum" when no worthy institution
subgtitutes for the displaced family as informing center of the Southern-
er's life.

The effect of these trends on the Southernmer is aggravated, more-~
over, by his vivid memory of past norms and by the persistence about him
of unfounded confidence in familial forms and valuss. That is to say,
first, that he contrasts the family's present fragmentation and his own
insecurity with the apparent solidarity of the ancestral family, and is
bewildered by the change, perhaps also feeling vaguely inculpated in the
loss. Then, second, as the substance of family life erodes, heightened

public stress is likely to be laid on the forms and virtues of the family,

1p. 124,
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in an effort to re-invigorate the failing institution. Thus the South-
erner may be harassed by demands for traditional behavior, at the same
time that alternative, subversive forms of behavior are increasingly
available and alluring.

The decay of the family, with the effects mentioned, is visible
in almost all regional novels of the South, but. next to Faulknerisa.
Caroline Gordon's novele treat the subject most thoroughly. Like other
Southern novelists, Mies Gordon sees family disintegration as an ever-
present possibility in the traditional society, not as a peculiarly mod~
ern phenomenon, although the social extent and acceptance of the malady

are uniguely modern. None Shall Look Back (1937) exhibits, first, the

existence of eccentric, potentially ruinous strains in the Allard clan
even before the Civil War; but then the disastrous effects of the war on
the traditional Allards, as the young men are killed off and maimed, as
the surviving women perforce assume control of family destinies, as the
opportunists prosper by flight and collaboration, and as the Allards are
impoverished and driven, some of them, into mercantiliem. In Penhally
(1931) the fortunes of the Llewellyn family, neighbors to the Allards,
are traced from ante-~bellum days to the present. Again evidence of in-
ternal disorder in the family appears before the Civil War, in the fra-
ternal strife over division of Penhally, but the disease, checked by
conventional restraints, does not become mortal until the onslaught of

modernism, which leads to fratricide. Then, in The Garden of Adonis and

The Women on the Porch (19hh) we focus on the consequences for the family

of the forces which have gathered momentum through the years. In the

former novel, old Ben Allard has been left alone on Hanging Tree to
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manage the heavily mortgaged plantation; son Frank has deserted father
and family home for his own insurance agency in the city, while daughter
Ietty Allard, desperately seeking self-definition in a vital personal
relationship, is involved in an adulterous affair with another deraci-

nated aristocrat, with whom she finally elopes. In The Women on the

Porch conditiona have worseanad. Now Oatharine Chaoman revatriateas fram

New York to her familial home, Swan Quarter, after her Yankee, intellec-
tual hugband's adultery, only to find a ruined, barren skeleton of a
family and an adultercus affair for hergelf. Both these novels stress
the corruption and sterility of family and land alike wrought by the
forces of modernism, especially mobility and irresponsible wealth, and
both are peopled with drifting, lonely, deéperate figures--spinsters,
childless divorcees, homosexuals, promiascuous fornicators--~who betoken
the Southern family's dissolution and for whom Catherine Chapman speaks
when she thinkse, "I have made & mistake. . . . I have taken the wrong
road and it is too late to turn back. Am I lost?“l

The last point to be remarked about the Southern family is its
occasional appearance as protagonist in the regional novel. The narra-
tive focus is then not upon individuals but upon the family entity, and
the igsue is whether that entity can adjust to and survive the impact of
change. There is a hint of this intention in those of Miss Gordon's
novels just reviewed, especially in Penhally but in the others too as
the same families and places keep recurring in changed states; but Miss

Gordon's emphasis is finally on the individual. But in Delta Wedding

1The Women on the Porch (New York: Charles Scribmer's Sons, 1GWM),
pp L] 220'-?1_:
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the Fairchild clan is definitely the central "figure," and the issue is
whether the family unit can continue to absorb repreated invasions by
outsiders~~whether the family can "wed" the outside world without mortal

Jeopardy to either. Likewise, in The Sound and the Fury and As I lay

Dying (1930) the fortunes of the Compson and Bundren families are the

true loci of interest, and the narciesistic. individual viewpoints in

both novels are symptomatic of familial decay.

The local community is the second major social institution in the
South. ILouis D. Rubin, Jr., observes, "Except for a few cities which in
the North would be at best only medium=~sized cities, the South has been
predominantly a region of towns, villages, and small citiee."l Although
other parte of the United States also have their quota of small commu-
nities,
The difference lies in the fact that in the South . . . the chief
gocial emphasis still rests upon small cities and towns. They do not
exist as auxlliaries to metropolises; they dominate the region's
.cultural life. Until recently the Southern esmall town and city has
not been an industrial center for which the surrounding countryside
acts as feeder of produce and raw materials, so much as a kind gf
cultural and social seat for the activities of the countryside.
The reason for both the importance and the particular character of the
Southern community is the South'se preponderantly agrarian economy. Wheth-
er the community be the plantation "big house,! surrounded by its complex
of tenant (formerly slave) quarters, barns, smithy, and possibly gin, or

the crosseroads store, village or county~seat town, its life is geared to

the needs of the land and of the people who farm it. It is important as

logn Image of the South," The Lasting South, p. k4.

2
Ibid., pp. &5.
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the place where the essential business of agrarian life is transacted:
supplies obtained, crops sold or traded and transported, and justice ad-
ministered. But, because of several factors--the sparse population and
isolation of rural life, the people!s poverty, their restricted mobility,
the absence of large cities nearby for diversion--the community is the
soclal center, as well as the economic center, of the South, from which
fact derives much of ite cohesive character. Rubin explaina:

The inhabitant of thie typical small Southern community finde his

choices of recreation limited. It is necessary for him to seek in

intensity what is not possible in variety. . . . And where people

are concerned, he has no easily accessible group of thousands of per-

sons within the radius of a few blocks. He must get to know and en-

joy almost everyone in his community, because by the very nature of
amall town life he is thrown in with them day after day, at work and

at play.
The Southern community is therefore likely to be a much more

tightly-knit affair, much more an organic unit, than any Northern
metropolis.t
This enforced intimacy of the people, plus their common economic

base, their relative homogeneity in national origin, their common reli-
gioue view proceeding therefrom, their common past, and the presence of
the Negro in their midst——all give to the Southern white community a
unitary character, much like that of the Southern family. This condition
approximates what Richard Weaver calls "the spiritual community, where
men are related on the plane of sentiment and sympathy and where, con-
gcious of their onenege, they maintain a unity not always commensurable
with their external unification."2 Such a epiritual, or 'metaphysical,!

community is "suffused with a common feeling about the world which en-

ables all vocations to meet without embarrgsement and to enjoy the

11pi4., p. k4.

2Ideas Have Consequences, p. (1.
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strength that comes of common tendency."l

The community therefore plays a role very eimilar to that of the
family in both conferring and obscuring the Southerner's identity. Like
the family, the community solidifies against dangers which challenge the
communal security, and thus simultaneously protects and substantiates the
existence of its members. Similarly. by classifying and identifving
things, people, and events from a collective viewpoint, the community
functions to safeguard its members against surprise and menace, as seen

in this passage from Miss Welty's The Golden Apples (1949), where Miss

Virgie Rainey, apprehended in a "love-rest," is confronted by the Morgana
ladies emerging from a Rook party:

And nobody else was surprised at anything. . . . People saw things
like this as they saw Mr. Maclain come and go. They only hoped to
placé them, in their hour or their street or the name of their motherst
people. Then Morgana could hold them, and at last they were this and
they were that. And when ruin was predicted all along, even if people
had forgotten it was on the way, even 1f they mightn't have missed it
1f it hadn't appeared, still they were never surprised when it came.?

And the community's power to confirm at least the semblance of personal
worth is implicit in Flem Snopes's successful struggle to achieve regpect-
ability, as V. K. Ratliff reflectes near the end of The Town (1957):
He had ever thing now that he had come to Jefferson to get. He had
more. . . . He had his bank and his money in it and hig-self to be
president of it so he could not only watch his money from ever being
stole . . . but nobody could ever steal from him the respectability
that being president_of one of the two Yoknapatawpha County banks
toted along with it.J
Again, like the Southern family and indeed largely because of it,

the Southern town possesses historical continuity, so that communal

lrvid., p. 33.

a(New York: Hareourt, Brgce and Co., 1945), p. 90.

3William Faulkner, The Town (New York: Random House, 1957), p. 3U47.
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citizenship gives the individual Southerner a sense of vicarious prolon-
g€ation. So Rubin comments on the relationship between femilisl-communal
history and the sense of identity:
And family history can be so clearly tied in with political and sccial
history, that a sense of one involves a sense of the other. . . . For

a community with bases so complex and so firmly placed as that ]aicl
of a Southern iown, the awareness of history is the only logical or-

darina daviqca.
And "it is the historical sense which in the South makes the individual
identity, the sense of individuality, poaaible."2 Such an extension of
the "I" or "we'! into the past through identification with family and com=
punity heroes saturates Faulkner's Yoknapatawpha novels; a sample is this
reflection by Gavin Stevens in The Town:

Because we all in our country, even half a century after, sentimen-

talige the heroes of our gallant lost irrevocable unreconstructible

debacle, and those heroes were indeed ours because they were our

fathers and grandfathers and uncles and great-uncles when Colonel

Sartoris raised the command right here in our contiguous counties.

On the other hand, by providing the Southerner with a definition

of the self which is too complete, the community can threaten to extin-

guish inner being and frustrate contact with the vital mysteries of life,

In the "Moon Lake' section of The Golden Apples, the camping girls are

divided intoc the Morgana set--~stolid, complacent, communally defined.—
and the outside orphans, repregenting mystery--the "golden apples® of
this section-—and Nina Carmichael, one of the former, discovers the void
in her life:

The orphant she thought exultantly. The other way to live.

There were secret ways. She thought, Time's really short, I've been
only thinking like the others. It's only interesting, only worthy,

lagn Image of the South," p. 5.

zIbid. 3Tovn, p. k2.
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to try for the fiercest secrets. To slip into them all--to change.
» « «» To have been an orphan.

Moreover, the intimacy of small-town life in the South guaran—
tees that everybody knows everything about everybody else. As in the
Southern family, a truly private life is impossible; but unlike the fam-
ily, the community is not compelled by blood relationship to maintain
recognition of its eccentrics, with the result that offenders against
communal mores are either ostracized or coerced into conformity. The
community can thus become a kind of prison to the person who has to re-
gside there. For example, this is the communal voice of Morgana disg-
cussing the "private" triangular affair of cuckolded Ban Maclain, his

wife Jinny Love, and her lover Woody Spights, in a section of The Golden

Apples significantly called "The Whole World Knows':

Hetll do something bad. BHe won't divorce Jinny but he'll do asome-
thing bad. Maybe kill them all. . . . And oh, don't you know, they
run into each other every day of the world, all three. Sure, how
could they help it if they wanted to help it, how could you get away
from it, right in Morgana? You can'g get away in Morgana. Away
from anything at all, you know that.

And the futility of rebellion is similarly remarked by Gavin Stevens in
The Town, who incidentally notices an important distinction betwseen the
Southern community and the big city:
Because you simply cannot go against a community. You can stand
singly against aay temporary unanimity of even a city full of human
bshavior, even a mob. But you canrnot stand agalnst the cold inflex-

ivle sbstraction of a long-suffering community's moral point of view.

But the traditional, homogeneous Southern community is in decay.

Rubin describves the change:

1go1den Apples, pp. 138=39.

2Ibid., p. 163. 3Tovn, p. 312.
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Gone . . . is the small town Southern life as it used to be. In its
place is the increasing standardisation, the stepped-up tempo, the

enforced conformity of modern industrial life, which measures its
days by {actory whistles and ite nights by television channel

changesg.
The 0ld communal unity of spirit has been discomposed by an influx of
exotic types and new ways which, often by the arrogation of power through
wealth. divide the original community into factions, sometimes parents
against children, as traditional name and new wealth compete for prestige.

In The Garden of Adonis, for example, the social hegemony of Countsville

has shifted from people like the genteel Carters to the industrialiet

Canps (once "Kampschafers®), nouveaux riches who produce hygienic goods

for women and babies. To Mrs. Carter the Camps are
"people who can change their names as easily as they can change their
clothes. They are very rich. They make~-products. I remember your
fatheratried hard to prevent theee very people from coming into thie
town."
It is a mixture of bitter envy and bewilderment that leads Mrs. Carter to
deecribe Sara Camp as "'a young lady who is dictatrix——eocial dictatrix
of Countsville. They run wherever she leadis them. . . .'*3 Yet, with
some feeling of gullt, Jim Carter enters the Camp business and eventually
marries Sara Camp, even though "his mother, with her old~fashioned ideas,
connected the Camps 8¢ intimately with their products that she couldn't
meet them without embarrassment,“h but later discovers that Sara both

revereg and regents his distinguished pedigree. This confusion in com-

munal valuesg and relationships, with its consequent derangement of

lupn Image of the South," p. 13.

2Caroline Gordon, The Garden of Adonis (New York: Charles Scrib-
pnerts Sons, 1937), p. 13l.

L
BIbid. Ibid., p. 132.
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personal identity ard relationships, typifies the nature and effect of
change in the Southern community of the regional novel.
Yet again like the Southern family, the Southern community is fre-
quently the protagonist of the regional novel. In broad outline, Faulk-

ner's Snopes trilogy traces the subversion and transformation of a tradi-

tisnal sommn
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a mechanical force than a real family. Other novele which deal specifi-

cally with the decline of Southern community are Requiem for a Nun (1951),

The Golden Apples, and Shelby Foote's Jordan County: A Landscape in Nar-

rative (1954), which employs the inverse chronology of beginning in the
chaotic pregent and ending in the primitive, precommunal past (1797) of

Indians, missionaries, and trappers.

A third dietinctive feature of the South is its agrarianism. As
an attribute of the region, the South's agrarianism belongs to a desecrip-
tive order or category different from that of the family and community.

The latter are social institutions, but agrarianism is an economj, & whole
way and philosophy of life traversing, creating, and informing all the
South!'s beliefs, institutions, conventions, and manners. No other fea-
ture of Southern life can be considered apart from ite agrarian economy,

as we have partly seen in our review of the famlily and community, and shall
see again in conneetion with other Southern traits. Here, however, I want
to concentrate on two outgrowths of agrarianism which have a considerable

impact on the Southern character: attachment to place and closeness to

nature.

First, though, it is important to recognize that "agrarianiem"
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signifies not merely a present economic fact resulting from an accident-
al historical determination; it is partly that, of course, but it is also
a philosophy or set of ideals resulting from a series of decisions which
a soclety has made when confronted by the bare facts of geography, cli-

pate, and historical circumetances. This is to say, in other words, that

iniam alane

any theory of aconamie datarm
of Southern agrarianism. A fuller, more accurate view of agrarianism is

that of the Introduetion to I'11 Take Hz Stand:

An agrarian society is one in which agriculture is the leading vo-
cation, whether for wealth, for pleasure, or for prestige-—a form of
labor that is pursued with intelligence and leisure, and that becomee
the model to which the other forms approach as well as they maye. « o o
The theory of agrarianism is that the culture of the e0il is the best
and most sensitive of vocations, and that therefore it should have
the economic preference and enlist the maximum number of workers.l
Agrarianism is therefore not a matter merely of ig, but of ought also.
It ias necessary to consider this idealistic dimension of Southern agrar-
ianiem in order to understand why attachment to place, for example, should
have positive as well as negative aspecte for the Southerner; economic de-
terminiem can explain only the negative aspects.

The Southernert's attachment to his home place, now and in the past,
ie proverbial. Historian Clifford Dowdey asserts that, of the many dis-
puted causes of the "Confederate Wer for Independence," "the one element
beyond all hazard ard controversy was the Southerner's devotion to his

land."2 Further, of the modern Southerner, "his land and himself are

oneé. « » o The Southerner retains the Confederate heritage of love of a

lPo xix.

Z"The Cage for the Confedefacy,“ lasgting South, p. 29.
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1
place.? Ellington White amplifies the nature of the bond between South-
erner and his place:

The familyts closest rival for the Southerner's affections is his
place. . . . Largely this pride in place is aesthstic, having to do
with the pleasure it gives the senses, but also it carries with it
the idea of the place as a sustaining force imparted by nature, amd
as such 1t haé tended to replace other sustaining forces in the South-
erner's life.

The concept of place in this sense extends outward concentrically
from the Southerner's famlly place, whether farm or town house, to the
local community, to the state, and to the whole South, as a region both
historically united and also inhabited by other lovers of place. Basical-
ly, howsever, "place" means home place, and its relation to Southern agrar-
ianism is clear. Subsistence farming in itself requires the resident con-
tinuance of families in the same location for yeare and even generations,
if building improvements are to be made, the soill eariched by crop rota-
tion and fertiligation, and additional land made arable by clearing. More-
over, the lush fertility of Southern lande and the relatively early clos-
ing of the Southern frontier for political and economic reasons tended to
discourage that kind of incessant ploneering which elsewhere in the United
States hindered the development of attachment to place, to which factors
making for stable location should be added the more or less conscious a-
doption by the plantation class of classical democracy as a life style

and the growth of a yeomanry related to the land according to the Eurcpe=-

an order.

lIbid., Pp. Hl5.

2uThe View from the Window," Lasting South, p. 169.

3Noted by several writers, for example John Crowe Ransom in "Re-
constructed But Unregenerate," I'1l Take My Stand, pp. 1-27.
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Therefore the Southerner has always tended and still tends, by
and large, to be born, to grow up, to propagate his family line, and to
die in the same physical location. As a consequence both human construce
tions and topographical features are saturated, for the Southerner, with
personal and ancestral memories, and he develops toward them an attitude
which John Crowa Ranaom wonld call Waantimeant# and whieh attashes anly
to objects which are old and familiar, antiquated, highly individual, and
#innocent"~=requiring only to be known and loved, not primarily to be
ueed.l This is the nature, then, of the Southernerts attachment to place.
It is heavy with implications for the Southerner's character.

Memory of place forms a base for the Southerner!s sense of who he ig--a
kind of permanent psychic center which measures and evaluates later, fluc-
tuating states of being. Thus Catherine Chapman, now almost rootless,
wonders at the durability and power of certain childhood memories as she
gazes over the fields where she grew up: Wit was strange how the geogra-
phy of this con;try stayed in her mind. Those ponds, a hill at éwan Quar-
ter » « o these remote, rarely glimpased places had for her a reality, an
importance that no other places had."2 And later in her familial home
she gseems to hear again the "presencesat--—something liks lares~-vhich she
used to hear as a child:

The presences had been then only companions whom one could not con—

veniently address. After she became a woman they had seemed at times

to menace or at least to prophesy evil. Four nights ago their voices

had driven her out of the house, into the foge. « - - This mogning o o o

the presences spoke in the tones they had used in childhood.

Memory of place can even displace actual place in its control of the

lBansom, world!s Body, pp. 215-16.

2Jomen on the Poreh, p. Y49. 31vid., po 191,
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individualts psyche, as Mink Snopes discovers in The Mansion (1959): "!EX

yes he thought EE aint g_place & man wants Eg go back to; the place dont

even need 22_23 there RO more. What aches a man to go back to is what he

remembers."

This sentiment, the beckoning of place, is not confined to tﬁ;
wealthy and gentesl, am an aconomle determinisgt might agranme. hut ia felt
as well by the comnmon Southerner, poor and unlanded--even the sharecrop-
pere. Thus, as the tenant Mortimers move back onto the place where he
was born, Ote Mortimer recalls how his father has always treasured its

memory:

It was funny: Joe Mortimer, no matter where he was living, always
looked back in memory to this place. If he were cropping anywhere

in the neighborhood he would ride over some time during the summer

to look at the crops and « « « would compare the yields of the varia
ous fields. o . + But 01d Man Mortimer had been born on this place.
Perhaps a man always thought a lot of the first land he ever worked.
It settled into his mind, somehow, so that no matter where he lived

or wvhat land he was working he was always comparing it to those fields
he had known first as a boy.

The identity and social status of the Southerner are so connected
with his place that place-name often serves as an abbreviated evocation
of family and ipdividual nature, or at least it was so before wealth pre-
empted place and family as sign of quality. In The Fathers Lacy Buchan
feels compelled to apologize for discussing the Buchan holdings:

In giving this account of our property I am straddling two ages.

Hobedy in my youth discussed zoney; we never asked how much money
people had; and it was a little different, I believe, from the ordi-
pnary good breeding that demands reticence about the cost of things.
That too was never done; but the point of the "rule" was that it had

grown out of long habit, out of a way of seeing men in society; it was
less a rule than an actual habdit of mind. It was significant that we

Lyi111an Faulkner, The Mansion (New York: Random House, 1959), p. 106.

zGarden of Adonig, po. 5.
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always spoke of the Carters of Ravensworth, the Carys of Vaucluse,

the Buchans of Pleasant Hill. The individual quality of a man_was

bound up with his kin and the "places" where they lived. . . .l

| When for some reason the Southerner is alienated from his native
place, he usually suffers a partial loss of identity and self-possession.
Sometimes the Southerner flees from the painful associaticns of home-
place, but, because that place is so much a part of him. he is aleo flee-
ing from and denying a portion of himself. Flight from home thus often
appears as flight from self, and conversely, return to home represents a

recovery or acceptance of self. This is the regular pattern in Robert

Penn Warren's novels, for example in All the King's Men (1946), where

Jack Burden's periodic escapes from Burden's Landing to the Stark world
represent his inability to confront and accept a portion of his personal
and familial past. In Night Rider (1939) Perse Munn's total loss of iden~
tity is ayubolized by the burning of his home place, but the recovery of
identity is illustrated when Willie Proudfit's prophetic "dying" vieion,
later realiged, points the road back to his native place~-and a humble
acceptance of his weak and sinful human nature:
"Hit was the road come-en down to Thebes, in Kentucky, when I was a
kid thar, and the church setten thar whar hit takes a bend. I neler
seen hit since pappy done up and taksn outer Kentucky fer Arkansas
when the war come and he was on-sasy in his ménd, but hit come to me

plain as day, and I said, 'I'm a-goen thar.!'¥

Southern agrarianism also entails a closeness to nature on the

part of the average Southerner. whether actually farming or living in a
community which is surrounded by field and wood and depends economically

on the seasonal rhythms and vagaries of nature, the Southerner possesses

lop. 134-35.

2Robert Penn Warren, Night Rider (New York: Random House, 1939),
p. 425,



171
from childhood a familiarity with nature that leaves an indelible mark
on his character.
One result of his intimacy with nature is the Southerner's gense
of his own limitations and frailty, which is connected, somewhat paradox-
1c§11y, with a sense of his own worth and dignity. Walter Sullivan ex-
nlaina the relationenip in thia way:
One watches the seasons and the cycle of birth and death, the sowing
and the reaping, the planting and the pulling, and understanding
comes. A man gets a sense of his own frallty and the brevity of his
own time, when he conslders the large world and how long it has been
turning from day back to night and following its own course from
spring to winter. The man who is conaciius of his frailty is the man
who knows best his own individual worth.

In other words, his intimate contact with and radical dependence upon

nature convinces the Southerner of his own weakness before nature, but

at the same time of his equality before other men in this frailty.

This condition manifests itself in the Southernert!s leisureliw
ness, his stubborn individuality or independence, and his coneervatism.
As to the first, Andrew lLytle contends that

the farmer knows that he cannot control time, whereas he can wrestle
with space, or at least with that particular part which is his orbit.
He can stop, set, chaw, and talk, for, unable to subdue nature, it
is no great matter whether he gets g little more or a littls less
that year from her limitless store.
This leisursliness is hardly illustratable in a single passage from a
regional novel; it is rather a quality that pervades the Southern scene
in the novel: a slow, unhurried tempo of actlvity, evem in crisis; a

willingness of the Southerner to break off a momentary task to talk a

spell; a certain nonchalance in the Southerner's response to the

lnphe City and the 01d Vielon," Lasting South, p. 122.

2"The Hind Tit," I'll Take My Stand, p. 212.
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exigencies of time and duty. It is partially visible in the haphazard,
festive approach to tobacco~farming by the sharecropping Sheelers in The

Garden g£ Adonis; in the careless interruption of farm-family routine

occasioned by the wild horses in The Hamlet (1940); and in Faulkner's
portraits of Jefferson on Saturday, when the country folk come to town:
Slow as sheep they moved. tranaquil, impassable, filling the passages,
contemplating the fretful hurrying of those in urban shirts and col-
lars with the lerge, mild inscrutability of cattle or of gods, func-
tioning outside of time, having left time lying upon the slow and
imponderable land green with corn and cotton in the yellow afternoon.t
The Southern farmer's struggle with nature also toughens his will
and develops a hardy individualism that can at times reach incredible
proportions. The man who has the tenacity to "wrestle with space" is not
easily daunted by the opposing wills of other men. At one extreme this
individualiem may take the form of an arrogant, intolerant Jack Houston
'(222 Hamlet, 1940, and The Mansion) concerning whom at fourteen "finally
even his father admitted that there was nothing else about the farm for
him to learn"2 and who at Varner's store can sit his blooded stallion and
order "whoever was on the front gallery to step inside and fetch him out
whatever it was he had come for like they were Negroel.“3 Or it may be
the patient, smouldering bitterness of a lowly Mink Snopes, who yet be-
lieves in %"a gimple fundamental Justice and equity in human affaire"h and
who, after bushwhacking Houston, thinks,

What he would have liked to do would be to leave a printed placard

lwilliam Faulkner, Sanctuary (New York: The New American Library,
1951), p. 63.

Z¥illiam Faulkner, The Hamlet (New York: Modern Library, 1940),
p. 209.

4
3Mansion, pp. 7-8. Ibid., p. 6.
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on the breast itself: This is what happens to the men who impound
Mink Snopes's cattle, with his name signed to it. But he could not,
and here again, for the third time since he had pulled the trigger,
was that conspiracy to frustrate and outrage his rights as a man and
his feelings as a sentient creature.

0f course the intense contact, often strife with nature in agrarian life
is not the only factor operating to produce such individualistic charac-

tare Tmt 1te sontrihution ie conaidaranla.

The agrarian base for the Southerner's individualism also pro-
vides for his conservative world view, which Richard Weaver likens to
Spenglerts concept of the “Apollinian" perspective:

It knew nothing of infinite progressions but rather loved fixed

limits in all things; it rejected the idea of ceaseless bscoming in

favor of "simple accepted statuesque becomeness." It saw little

point in restless striving, but desired a permanent settlement, a

coming to terms with nature, a recognition of what is in its self-

sustaining form. The Apollinian feeling . . . is of a world of

%coexistent individual things®. . . . Other things are because they

have to be; one marks their nature and their limits and learns to

get along with them.2
Hence the Southerner tends to prefer thinge as they are, the status quo,
the presently existent, to change, %progress," and confidence in the
limitlees future; "The idea of stasis is not abhorrent to him, because
it affords a ground for the identity of thinga.“3 And this metaphysical
interpretation of the Southerner's conservatism is supported by James J.
Eilpatrick'!s observation of ite factual agrarian basis, in connection
with the Southerner's distrust of industrialiem:
This attitude of cautious reserve toward industrialism is allied

with the Southerner's love ¢f place, and his sense of community; it
has its roots in a tradition of man's dependence on the soil and his

lgamiet, p. 222.
2“The South and the American Union,® Lasting South, p. 50.

3I'bid., p. 55.
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independence by reason of this. The factory may or may not be pere
manent; the land 13.1

His conservatism, which is far more and much deeper than his mere
public, politico-economic conservatism. ahows in the Southerner's resigt-
ance to change snd, when it comes, in his bewilderment and inability to
cope with it. It appears early in Sartoris (1929), for example, in old
Bayard's maintenance of team and carriage after the onget of the automo-
bile age, and one meaning of his fatal heart attack in his grandson's
car is his failure to adjust to change. The accommodation to change is
a major issue in all of Eudora Welty's novels, as in Faulkner's, and a

humorous instance in The Ponder Heart is Uncle Danisl's "trial" marriage

with salesgirl Bonnie Dee Peacock and his easy submission to her, much

to Edna Earle's indignation:

Now I'll tell you about Bonnie Dee. Bonnie Dee could make change,
and Bonnie Dee could cut hair. . . . Uncle Daniel used to look like
a senator. But that day his hair wasn!'t much longer than the fugzz of
a peach. Uncle Daniel still keeps it like that-=he loves himself

that way.
And a fine illustration of the Southerner's conservatiem, and of itgs re-
lation to the sgrarian life, appears in sharecropper Joe Mortimer's
reaction to landlord Ben Allard's suggestion ito raise burley tobacco and

lespedeza:

"I ain't never what you might call raised any Burley," he said.
#Now dark-fired tobacco I understand. I was raised you might say
between the rows. . . . Hit's a fact now," he said, "you put me in
a tobacco patch and they's something tells me what to do and when
to do it. I don't n%ver have to study about what to do. They's
something tells me."

1"Conservatism and the South," Lasting South, p. 193.

2The Ponder Heart (New York: Dell Publishing Co., 1954), p. 35.

3Gordon, Garden of Adonis, p. 26.
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And after Allard leaves, Joe telle hig son Ote:

"You and Mist' Ben kin have your lesbeder," he said, "and I don't

mind givin you a hand in the field. . . . But I'm goin to put my

crop in, same as always. Dark tobacco. I growed up raisin it and

I ain't ready to give it up for ever! new fangled thing comes along.“1

Lastly, tbhe Southerner's closeness to nature tends to nurture in

him a sense of the invioclability of nature, and its corollary, a sense
of guilt when nature is in some way desecrated. Concerning the Southern~

er's older relationship to his land and his reverence for her, a writer

in the Times Literary Supplement points out that

The South was also-—-and more self-consciously than the North--
a land. . . . The image of a land on which itse people lived in close
physical and moral dependency was a popular one and persisted. . . .
From this image arose several convictions . . . that the land ie
sacred, that the 1ldeally moral life is one lived in close relation-
ship with it, that the land should not be "violated" (i.e. that Nature
should neither be ignored, exploited, nor viewed abstractly), and
that violation of the land is a major sin, for which there were pun-
iehments.2 '
And such, too, was the persistent theme of all the Southern Agrarians,
egpecially John Crowe Ransom.

In the Southern regional novel this attitude toward nature ap-
pears in & number of forms—-idyllic portraits of prletine nature, nostal-
gie reminiscences of nature and farm life by “dematuralized" Southerners,
the representation of the land as a woman (virgin, bride, or wife) to be
Jealoue of and safeguarded--, as does the pettern of personal guilt and

gelf-degradation which accompanies the abuse of nature. In Night Rider

the scraping of the tobacco plant-beds, signifying the violent steriliza-~

tion or abortion of nature, is both cause and symbol of Mr. Munn's

l1via,, p. 30.

2"Ths Southern Revival: A Land and Its Interpreters,® London
Times Literary Supplement, 2746 (Sept. 17, 1954), 16.
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progressive deterioration. The same theme runs throughout Faulkmer's
works: the indirect communal collaboration in Isaac Snopes's bestiamlity,
the wvanton slaying of game without need or feeling, the denudation and
impoverishment of the land through man's rapacity--sll are effect and
symptom of personal and communal moral decline and bring on retribution,
aa Teaane MeCamlin thinka:

This Delta. . . . This Delta. This land which man has deswamped and
denuded and derivered in two generations so that white men can own
plantations and commute every night to Memphis and black men own plan-
tations and ride in jim crow cars to Chicago. . . » No wonder the
rulned woods I used to know dont cry for retributiont he thought:
The people who have destroyed it will accomplish its revenge.

And before him, Isaac's fether and uncle, Uncle Buck and Buddy McCaslin,
had entertained similar ideas:
They believed that land did not belong to people dbut that people be-
longed to land and that the earth would permit them to live on and
out of it and use it only so long as they behaved and that if they
did not behsws right, it would shake them off Just like a dog getting
rid of flees.

So the norm of agrarianism pervades the regioral novel of the South.

Related to its agrarianiem ig another distinctive feature of the

Southern scene: its religious fundamentalism. HThe Southerner is a

religious conservative who is unwilling to modify his fundamentalist con-~
cepts of original sin, the necessity of God's grace to individual salva-
tion, the divinity of Christ, and the last Judgment,”3 says Walter
Sulliven. The nature of this fundamentalism necessltates our considera-

tion of two aspecte of the Southerrer's religious life, his generally

1Go Down, Moses (New York: Modern Library, 1942), p. 364.

2The Unvanquished (New York: New American Library, 1938), p. 33.

3uThe City and the 0ld Vision," Lasting South, p. 123.
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religious outlook on the world and ite institutionaligzed expression,
which usually overlap but are not identical.

The religious institutions of the South are pre-eminently the
#low" Protestant denominations: Methodism, Baptistry, Preebyterianiem,
and the evangelical sects. Their establishment is traceable primarily
to the Anglo-Saxon. ScotecheIrish origins of the early settlers. BRut
their perpetuation and "hardening® are attributable to a complex of inter-
related factors: the maintenance of a relatively homogeneous white popu~
lation co~existent with a large Negro population; the South's defeat in
the Civil War and her poverty afterwards, which discouraged the develope
ment of any liberalizing confidence in the efficacy of man's will and
works; and perhaps most important, the coincidence between these denomi~
nations' doctrines and methods-~the radical contingency of man's exist-
ence, the ubiquity of evil and the consequent need for a rigid moral
code, the individualistic organization and mode of worship of these
churches--and the religious perspective shaped by an agrarian way of life.

For, as we noticed in Chapter II, the close contact with nature
ipevitable in agrarianism conduces to a profoundly religious view of the
world. In contrasting rural and urban populations, John Crowe Ransom

points out that

(the city's] effect is to insulate its inhabitante against observa~
tion of & fact which it is well for the realist to take always into
account: the infinite variety of nature. The agricultural popula-
tion is constantly aware of this fact, and accordingly its temper
differs from the temper of industrialists and city-folk: 1t is
humble, religious, and congervative. Ite God is inscrutable. The
nature it knows is not the nature that the city-folk think they have

mastered.

1God Without Thunder, p. 125.
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Jamee MeBride Dabbs indicates how farm life tends to confirm one Calvin-
istic ingredient in many low=-Protestant churches, the doctrine of pre-
destination:

In addition to [;1!] sense of submiseion to the unpredictable, the

farmer 1as aware, however vagusly, that he deals with great, mysterious

forces, in a scene forever attractive, forever changing . . . an 11~

limitable arena through which passes the faultlegs procession of the

seasona. Roth particinant and ohsarver in this pracassion. he sainna

therefrom a sense of iievitability. He leans toward Calvinism. . . .}
Furthermore, because the farmer gees the malignant as well ae the benefi-
cent side of nature--fthe rattler coiled by the rotting log"2 as well as
the Y"scene forever attractivef--and because his whole life is 80 intimate-
ly involved with the play of mpatural forces and objects, rural life ig
more likely than urban to develop a sense of evil and sin; the farmer is
more apt to discover relationships, including retribution, between his
personal behavior and economic fortunes than the clty-dweller, who can
more easily dissociate the two.

It ie important to etress this religious outlook of the Southern-
er, and its connection with agrarianiem, first because its channeled, in-
stitutionslized expression appeare distorted without an understanding of
the semi-philosophical and experiential bases, and then because the reli-
gious view often counters the effects of various institutions in estab-
lishing the Southerner's identity. In Robert Penn Warren's At Heaven's
Gate (1943), for example, the itinerant, ecclesiastically non-effiliated
evangelist Ashby Wyndham, dispossessed of family, commurity, home place,

end even economic rights, yet has found himself 1in hig conversion through

God's grace:

2
lnfne Land," Lasting South, p. 80. Ibid., p. Bl.
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The pore human man, he ain't nuthin but a handful of dust, but
the light of Gode face on him and he shines like a diamint, and blinde
the eye of the un-uprighteous congregation. . . . I laid on the floor,
and it was dark. I waen't nuthin. . . . But the light come in the
dark room, like a finger apointin at me through the hole. . . . I
shined in the light.l

Continuing his "Statement" from the Mulcaster County jail, Wyndham sug-
gests, through his style, the agrarian preparation for his religious con-
version, and then etates his personal version of irresistible and irscru-

tadble grace:

But a man don't know, nor was made to. Salvation has laid hid
behind a dark bush, like a enemy man up to meanness. . . . But the
Lord, He made the world and what walke on it, and it out of pure love.
The copperhead, and him layin for sun in the path where the women
folks and the children goes down to the spring for water. And the
wicked man in his power of meanness, he puts out his hand, and he
don't know, but the Lords love is in it, in a far country, and it
only retches out to lay holt and come home.

A very similar figure is sharecropper Ed Trivers, in The Garden of Adonis,

who has undergone a mystical, transforming experience in the fielde and
who explains, "'Hit!'s just like the Book says. . . . Hit'e a mystery.
Poor mortal man, he ain't expected to onderstand 1t.'"3 And Ed, 1like
Ashby Wyndham and aleo Joe Goodyhay of The Mansion, has achieved a pro-
found serenity despite his worldly dispossession and has become an unor-
dained minister, associated with no denomination yet bearing witness to
God'e miraculous ways.

It ie well to remember such manifestations of Southern funda-
mentalism when we turn to ite more notorious expressions, which are large-
ly institutionaligzed (that ie, sponsored and promoted by the organized

churches, either directly from the pulpit and through semi-ecclesiastical

1st Heaven's Gate (New York: Harcourt, Brace and Co.), p. 35.
2

Ibid., pp. 35-36- 36ordon, p. k.

——
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socleties, or indirectly through concurrence of communal sentiment with
church policy). This side of fundamentalism includes a literalist inter-
pretation of the Bible! especially the 0ld Testament, and, stemming
largely therefrom, a rigid, illiberal, largely prohibitive morality which

oppresses ites violators and degrades and dehumaniges its upholders. This

CbAm dan awmisatber intAalawanra

antism, hypoerisy, and pharisaiem, and can have a devastating effect on
the Southerner's life and sense of identity.
Offenders againat fundamentalist morality, sexual morality in
particular, become pariahs. They are shunned, harried in variocus ways
from place to place and day to day, and, if their offenses are grave
enough, punished physically as well, perhaps even lynched. BReady examples
of such victims are Ruby and Goodwin of Sanctuary, Lena Grove and Gail
Hightower in Light in August, Eula Varner Snopes and (to a less extent)
Manfred deSpain in The Town. The fundamentalist churches' direct spon-
sorship of such persecution is typified in the Baptist preacher's dia-
tribe against Ruby and Goodwin, as reported by Horace Benbow:
"This morning the Baptist minister took him for a text. Not only as
a murderer, but ae an adulterer; a polluter of the free Democratic-
Protestant atmosphere of Yoknapatawpha county. I gather that his
idea was that Goodwin and the woman should both be burned as a sole
example to that child; the child to be reared and taught the English
language for the sole end of being taught that it was befot in sin
by two people who suffered by fire for having begot it.%

Such religious leadership bears fruit in the repeated expulsion of Ruby

and child from places of refuge and, later, in the holocaustal lynching

of Goodwin.

A less spectacular but poesibly more pernicious effect of

lSanctuary, p. 72.
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fundamentalism is itse creation of a purely negative sense of being in
many Southernersw—that is, a definition of self which depends heavily
upon specifying what one is not. In its milder form this is simply the
psychical dimension of pharisaism--a thanksgiving because one is not an

adulterer or fornicator or thief or accursed son of Ham or other %God's

adequacy, which places a heavy premium upon respectability as the external
verification of individual worth, and which ingists on the communal main.
tenance of moral laws in order to safeguard the repository of its iden-
tity. Chsarles Mallison attains an insight into this condition in fThe

Town as he muses upon the town'!s reaction to the impending catastrophe of
the Bula Snopes-Manfred deSpain affair:

And now, after eighteen years, the saw of retribution, which we
of course called that of righteousness and simple justice, was about
to touch that secret hidden unhealed nail buried in the moral tree of
our comnunity--that nail not only corrupted and unhealed but unheal-
able because it was not just sin but mortal sin--a thing which should

not exist at all, whose very conception should be eelf-annihila-
tive. . . .

But the town's condemnation proceeds from the personal envy, he thinks,

of such as
those of both sexes——no: the same sour genderless sex--who hated
them both for having found or made together something which they
themselves had falled to make, whatever the reason; and in conge-

quence of which that splendor must not only not exist, it must never
have existed. . . .

Therefore, Mallison perceives, the "saw of retribution” must not fail or
dieintegrate against the adulterous "nail," for "if that righteous and

invincible moral blade flew to pieces at the contact, we all might as

1Light in August, p. 327. 200wn, p. 307.

31vi4., p. 308.
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well give up, since the very fabric of Baptist and Methodist life is de-
lusion, nothing. « . ."1

A rare though more maleficent form of this negative definition
occurs when a Southerner defines himeelf in opposition to funiamentalist
precepts. Since the precepts are themselves largely negative, on the mod-~
el of the Nacalagna  such 1dantifisation amounta tn aelf-dafinitian hy a
kind of double negation; the individual requires for his sense of being
and direction an interdiction te react against, and without it he is be-
wildered and lost. Joe Christmas is the perfect exemplar of this type
(although his case is admittedly complicated by his uncertain blood).
The fanaticism of Hines and the Calvinistie rigor of Presbyterian Simon

McEachern are cruelly privative of personal dignity, yet they afford Joe

his only definition, first as a tot at the orphanage (“gg [ﬁine@] hates

and fears me. Eg much so that Eg cannot let me out g£ his sight. o o o

That is why E_ggkdifferent from the others: because he is watching me

all the time. . » 0"2); later as a stripling after the routine of beatings

has established an invariable pattern;

He geemed to recognige McEachern without surprise, as if the whole
situation were perfectly logical and reasonable and inescapable. PFer-
haps he was thinking then how he and the man could always count upon
one another, depeng upon one another; that it was the woman alone who
was unpredictable.

Fundamentalist rigidity and negativism thus create 1in Joe Christmas a re-
liance upon rejection for his sense of selfhood; hence in hias maturity
he must periodically violate other persons to provoke that repudiation

which confirme his exigtence.

lIbid.

2Lignt in August, pp. 120-21. 31b1d., p. 139

DY
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Southern fundamentalism assumes other modes of negativiem. Gail
Hightowsr intuits a death wish, a selfwcrucifixion in Protestant music:

The museic has still a quality stern and implacable, deliberate and
without passion so much as immolation, pleading, asking, for not love,
not life, forbdidding it to others, demanding in sonorous tones death
as though death were the boon, like all Protestant music. . . » And
80 why should not their religion drive them to crucifixion of them~
selves and one another? he thinks.l

The canons of fundamentalism often galnsay the natural appetites of the
body in an unreallstic manner, as in the disproportionate value laid on
female virginity, and this discrepancy between precept and fact frequent-
ly produces an astonishling dilemma in the Southerneris life. For example
Mink Snopes finds himself irresistibly attracted to & nymphomaniac, al-
though "he had been dbred by generations to believe invincidly that to eve
ery man . « o there was reserved one virgin, at least for him to marry;
one maidenhead, if only for him to deflower and destroy."2 Similarly,
Mink's counterpart and victim, Jack Houston, lives seven years with a Tex~
as prostitute, and "he even thought of marrying her, so had the impact of
the West . » « softensed and at last abolished his inherited southern-pro-
vincial-Protestant fanaticiem regarding marriage and female purity, the
biblical M’agdalen.“3 Finally, the disjunction between precept and fact
can lead to an actual romanticizing of illicit sexuality, as it does in
the case of Addie Bundren's adulterous affair with Rev. Whitfield in As
L Lay Dying (1930):

I would think of ein as I would think of the clothes we both wore in

the worldts face, of the circumspection necessary because he was he

and I was I; the sin the more utter and terridle since he was the in-
strument ordained by God who created the sin, to sanctify the sin He

lrvid., pp. 321-22.

Hamlet, p. 242, 3Ibid., p. 215.
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had created. . o . I would think of him as dressed in sin. I would
think of him as thinking of me as dressed also in sin, he the more
beautif since the garment which he had exchanged for sin was sanc-
tified.

As a last word on this point, it should be re-smphasized that no
picture of Southern fundamentalism which represents only its negative as-
pects can pretend to accuracy. The moral negativism of institutional
Protestantism functioning through the community is countered in some way
or degree by a profound religious spirit of humility and charity, or, it
may be, simple human decency. At any rate, while recording the narrow=-
ness of religlous fundamentaliam, the Southern novelist in some fashion
is alweys saying with Charleg Mallilson,

because I know now that people really are kind, they really are; there
are lots of times when they stop hurting one another not just when
they want to keep on hurting but even when they have to; even the most

Methodist and Baptist of the Baptistsaand Methodists and Presbyteri-
ans--all right, Episcopals too. « « &

Another outstanding feature of the South is its bi-racialiem, which
is considered by some observers to be the principal Southern differentia.
Howard W. Odum says, "We conclude . . o that our first and most distine=
tive difference between the South and other regions is the existence of
an organic bi-racial civilization in the Southeast made up of a2 dominant
white 'state-soclety! and the subordinate Negro !folke~society' within the

region.“3 This bi-racial society displays two interdependent aspects in

lyilliam Faulkner, As I Lay Dying (New York: Modern Library, 1946),
Pe )‘;‘660

2
Town, pp. 340-41.

3“Patterne of Regionalism in the Deep South," Saturday Review of
Literature, XXV (Sept. 19, 1942), 5.




185
regard to its effect on the Southern character: the dominance of a rela-
tively homogeneous white population, and the subordination of a Negro

population as an inferior caste with a history of enslavement.

The two aspects are interdependent in several ways. The white
homogeneity and the presence of the Negro as a physically stigmatized
infarinr nesate (a atismatisation further nroohesied and ranctioned by a
fuhdamentalist interpretation of Genesis) has always promoted a white
fraternity which transcends clasg differences and consolidates the white
community against both the Negro and his aspiring liberators from the
outside. These factors, for example, in éddition to their mutual love
of a common place, rallied the Southern yeomanry to the support of the
gentility against the Unlon in the Civil War, in spite of the fact that
the former class had no real proprietary interest in slavery. Converse-
ly, white Protestant homogeneity has tended to perpetuate and worsen the
Negro's plight by distinguishing him more sharply from Caucasians and by
giving Caucasians the appearance of a unitary menace to him. My meaning
is easier to see if we can imagine how s more heterogeneous white popula-
tion, with a large admixture of swarthy Catpolics from continental Bu-
rope, might have altered the racial esituation in the South by bdlurring
racial outlines and dissolving the religious, moral, and social solidar-
ity of the Caucasian community. The conjecture is not altogether hypo-

thetical, for we see in Absalom, Absaloml and Band of Angels how the

prevailingly Latin ethos of New Orleans tended to liberalize racial rela-

tions.

But gouth Louisiana is anomalous in the South. In an overwhelm-

ing praponderance, Protestant Anglo-Saxons settled in and developed the
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region. Furthermore, and aside from slaves, subsequent immigration was
both minor and largely confined to elements of the original stock; there
was no large influx of alien kinds such as occurred in the North, partly
because of economic conditions (an agrarian economy and a plentitude of
slave labor, hence an absence of paying jods to attract immigrants),
partly too because,‘as Clifford Dowdry says. "To be blunt. the South did
not want them. A homogeneous soclety and ites rulers abhorred the presg-
ence of a trestless proletariat! and any elements of population which
could throw political power to numerical maJorities."l It is this white
homogeneity which produces the genuine community, described earlier, as
well as the relatively free association among different classes of a
hierarchical socliety. A Wash Jones can identify and drink whiskey with
a Thomas Sutpen by the facts of their common backgrounds, their common
opposition to Yankees, and their common, observable differences from the
“niggert—-up to the time, that is, when Sutpen treats Jones and his
granddaughter like Negroes.

¥hite homogeneity has also been g factor in the South's conserva~
tiem, as remarked by Robert Hazel: "Separateness, relative solidarity
and homogeneity of the white community, dispirited enterprise--~all con-
spired to make the region seem stable, to make change almost impercep-

ne Another,

tible and to urge the cherishing of local myths of permanence.
normative relationship between Southern white homogenelity and its polit-

jcal congervatism is articulated by Gavin Stevens in Intruder Eg the

Dust (1948):

logne Case for the Confederacy," lLasting South, p. 37.

2“T‘ne Southern Writer and His Region," ibid., p. 173.
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¥It's because we alone in the United States . . . are a homogene=~

ous people. . . . So we are not really resisting what the outland

calls (and we too) progress and enlightenment. We are defending not

actually our politics or beliefs or even our way of life, but simply

our homogeneity from a federal government . . . Only a few of us know

that only from homogeneity comes anything of a people or for a people

of durable and lasting value--the literature, the art, the science,

that minimum of government and police which is the meaning of freedom

and liberty, and perhaps most valuable of all a national character

worth anything in a crisis. . . .l

These are the facts, and some of the general effects and values,

of homogeneity among the white population of the South. The facts of the
Negro's history and present state of existence in the South are too well
known to require much recitation. He was snatched away from a savage
Africen "home" where, according to Hamish Bond, "if you took one of 'om
off to pick cotton five thousand miles away, you did him a favor."2 He
was transported in unspesakably vile circumstances to an alien land, where
he was sold as chattel property. Until his emancipation, he was treated
thereafter as chattel property, subject to the same vicissitudes that
any other property undergoes: abused by cruel and careless owners, at-
tended carefully and perhaps even commiserated by practical and eympa-
thetlic masters, but still, always, property. He was forbidden literacy,
he could be whipped, hunted by dogs, uprooted and sold away from his
family, see his wife and daughters bred like animale to superior black

stock--0r to white.

Then came the Civil War and Emancipation, and the dumb hope for

1William Faulkmer, Intruder iﬂ the Dust (New York: New American
Library, 1949), p. 118.

2Robert Penn Warren, Band 2{ Angels (Few York: New American Li-
brary, 1956), p. 160.
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a new life. #!] ain't a nigger anymore. I done been aboliahed,‘"1 Ringo

says in The Unvanquished, and in the same novel we see the Negroes flocke-

ing en masse, "'Going to Jordan . . . Going to croes Jordan.“‘2 And in

Band of Angels the freed Negroes are "'craty to larn, crasy to larn. . . .

to read the Good Book and the Promise. . . . be lak white folks.'"S

The delusion was temporary. Quickly the Negro found himself ex-
ploited by his very liberators, 8o that frequently his only protection
was his 0ld master and the plantation from which he had so recently fled.
During Reconstruction the Negro was used as a political tool by unscru-
pulous Northern politiclians, carpetbaggers, and scalawags, and as the ob-
Ject of retaliation by embittered, resurgent ex~Confederates. Since that
time the Negro's role has developed ambiguously. In some ways his lot
has worsened, for he has incurred the responsibilities of freedom (such
as the duty to provide for himself ard family, to answer personally to
the law, to pay taxes) with few of its rights and privileges; moreover,
racial lines have hardened witn the advent of jim crow segregation, the
rise of a demagogic political leadership, and the adulteration or attenu-
ation of the old paternalistic gentility. On the other hand, the gradual,
general diffusion of education, the Negro's opportunity to flee the South
to the attractive Northern cities, the invasion of the South by induetri-
aliem, the growth of labor unions, the renewed friendship and interest of
the Federal government--~all have operated to creats new opportunities and
hope for the Negro which he has not known since Emancipation.

All of these are general characteristics of the Southern bi-racial

lynvanquished, p. 126. 2Ibid., p. 60.

3Band of Angels, pp. 210-11.
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soclety; we wish now to observe their effects on the character of the in-
dividual Southerner, both black and white. We take the Negro first be-

cause, in the regional novel, he is less important. It is not that the

regional novel scants the Negro's predicament; on the contrary, that pre-
dicament is one of its cardinal themes. It is rather that the Negro and
his condition are of leass importance 52 themgelves, than in their effect
on vwhite people. Nevertheless, even as refracted through the white ob-
server, the effects of the Negro's eituation on his own character are
clear and monstrous.

The most widespread effect is the questioning of his very exist-
ence as a human being which being a Southern Negro involves. By the mere
pigmentation of his skin enrolled innately and irremediably in an inferior
caste, the Negro is thereby deprived of most of those righte normally
appertaining to the human person in any just soclety, and certainly as-
eribed to persons by the Christian religion which his white superiors
profess. Such rights include the right to know, to learn, to exercise the
intellect freely; the corollary right to speak freely one's thoughts; the
right to select freely one's spouse, and to raise a family in the security
of its inviolability; the right to reasonable security of life and prop-
erty——in short, the whole range of human rights encompassed in the natu=-
ral law, specified in the Declaration of Independence and the Constitu-
tion, and entailed in the Chrietian belief that man is a creature of God
made in His image.

¥When the Southern Negro is denied partially or wholly the exer-
cise of these rights, he naturally experiences resentment, but he may

aleo entertain eerious doubts of his status ag a human being. This
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latter is the first reaction of Amantha Starr to the revelation, after
her white father'!s death, that she is half-Negress and is to be trans-
ported and =old as a slave:
My hatred had not yet reached its formulation. Now, there was only
the numbness, the muffling of all things, the period in which I was
a being without being, as though my inner experience reflected the
abstract definition of the law, which called me a chattel, a non-
naraon. tha thing without aoul. and T waa muapnandad in that vasim
of no identity. . . A
A similar bvafflement must have afflicted Charles Etienne Saint-Valery
Bon after he was told of his Negro blood, for
Yone of them, Clytie of Judith, found hidden beneath his mattiress
the shard of broken mirror: and who to know what hours of amazed and
tearless grief he might have spent before 1t, examining himsslf . . .
with quiet and incredulous incomprehension."

Another aspect of this same "no identity" 1s the contradiction
between the Southern Negro's intuition of his own humanity and the white
expectation that he behave like the "nigger™ he appears to be. The
Southern Negro is required to conform to the pattern of conventions
which the white community holds about his race: the nigger's irresponsi-
bility, his cowardice, his propensity to violence, his simple, fun-loving
nature, his natural humility or servility, his deference to white persons,
his promiscuous sexuslity and lust for white women, and 8o on. He cannot
be "Negro," much less simply "man'; he must be "nigger." Gavin Stevens

alludes to this convention when he analyzes Mr. Lilley!'s readiness to

help lynch Lucas Beauchamp in Intruder in the Dust:

"He has nothing against what he calls niggers. . . . All he requires
is that they act like niggers. Which is exactly what Lucas is doing:
blew his top and murdered a white man——which Mr Lilley is probably
convinced all Negroes want to do--and now the white people will take
him out and burn him, . . . themeelves acting exactly as he is

11bid., pp. 53-5Y. 2Avselom, p. 199.
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convinced Lucas would wish them to act: 1like white folks; both of
them observing implicitly the rules: the nigger acting like a nigger
and the white folks acting like white folks and no real hard feelings
on either side. . . .nl
It is Joe Christmas' nonchalance, his refusal to act his role, which en-
rages the white community of Mottstown:
"Phat wae what made folks so mad. For him to be a murderer and all
draeead ym and wallking the town 1ilme he dared them o touch him  whan
he ought to have been skulking and hiding in the woods. . . . It wa
lixe he never even knew he was a murderer, let alone a nigger too."
But Negroesg are of course aware of the discrepancy between this
conventional "Sambo" role and their human nature. Sometimes they adapt
the fatuous white convention to their own uses, as when Lucas Beauchamp
reports his prospective son-~in-law'!s moonshine operation to Roth Edmonds:
Without changing the inflection of his voice ard apparently with-
out effort or even design lucas became not Negro but nigger, not se-
cret so much as impenetrable. . . . "He!s running a kettle in that
gully behind the 0ld West field. . . .3
Sometimes, asserting their humanity, they articulate their protest against
both white indignities and white smugness about the "nigger," as when the
same Lucas confronts Zack Edmonds and demande the return of Molly Beau~
champ becauge "'I'm a nigger. . . . But I'm a man too.'"u Yet, even in
a Lucas Beauchamp at heart and alone, there remain the old frustration
and confusion created by the role of "nigger": "iHow to God,' he said,
tcan a black man ask a white man to please not lay down with his black
wife? And even if he could ask it, how to God can the white man promise
he wont?'“5

There is also of course an actual physical threat to the Negro's

llntruder, pp. 38«39. aLight in August, pp. 306-307.
N

3Moses, PP. 59=60. Ibid., p. 47.

51vid., p. 59.
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exigtence involved in hise inferior status and conventional role. If a
crime has been committed, a handy Negro is the readiest suspect; in fact,
with certain types of crime the generic Negro may be suspected even be-
fore a particular one is implicated. Thus the bystandere at Joanna
Burden's burning house and mutilated body Ybelieved aloud that it was an
anonymous negro crime committed not bv a negro but bv Negre and .
knew, believed, and hoped that she had been ravished too: at least once
before her throat was cut and at least once afterward."l Some Negro is
usually available as a personal or communal scapegoat for the white mants
crimes. Thus in Night Rider a likely Negro suspect is fdiscovered," and
later hanged, after the white murderer's trial has already begun, and in

At Heaven's Gate an educated Negro chauffeur is jailed and nearly lynched

after the actual white killer is questioned perfunctorily and released.
Also, the entire Negro community feels itself jeopardized when any Negro
ig incriminated in certain heinous offenses. So, when the lynching of
Lucas Beauchamp is pending, the Negroes in and around Jefferson stay in-
doors,
acting exactly as Negroes and whites both would have expected Negroes
to act at such a timé . . . black méen and woméen and children breath-
ing and waiting inside their barred and shuttered houses, not erouch-
ing eringing shirking, not in anger and not quite in fear: just
waiting . . . just keeping out of sight and out of the way. . . .2
Yet, notwithetanding the menace of phyeical violence (and it
diminishes annually), and notwithstanding also the other public, large-
scale injustices which tbhe Negro suffers (the suppreseion of voting priv-

ileges, economic and educational inequities, and so on), it is probably

the daily affronts to his human dignity that have the sharpest and most

lLight in August, p. 251. 2Intruder, Pp. 7h-75.
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durable psychic impact. Rubin summarizes the relative force of these
injustices as follows:

My own conviction is that though Negroee have suffered for want
of decent educational, health, and economic and political treatment,
their main grievance is not primarily based on these things. Rather,
it is the insult to their pride that most rankles. It is the hundred
little thinge, mass humiliations, that are intended to remind "Them"
that they are Inferior.t

It ie the necessiiy to "mister™ the white man and doff his hat, to sit
in theater balconies and eat out of restaurant backdoors, always, in
brief, to be a "nigger," which most consistently and thoroughly trauma-
tiges the Negro in the Southern regional novel.

As rogards this facet of Southern 1life, however, the regiomal
novel does not focus upon the Negro's situation in itself, but upon the
white Southerner'!s apprehension of that situation and his interior con-

- flicts bred thereby. It is significant that there are no regional nove
ele of the South which have been written by Negroes; none whose protag-

onists are full-blooded Negroes; and only two or three (Band of Angels,

Go Down, Moses, Intruder in the Dust) which have even mulattoes as

eentral characters. Probably the reason is that the Negro's inner ex-
perience and the perspective associated with traditionalist reglonalism
are irreconcilable, for, as Faulkner sald, "you can't write sympatheti-
cally about a condition when it's a constant outrage to you. . . .
Youtve got to be objective about it.“a At any rate, it is the effect
upon the white Southerner of the South's bi-racial system upon which the

regional novel centers.

l“An Image of the South," Laeting South, pa 1ll.

2Faulkner in the Univereity, p. 5.
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That effect is well-summariged in an observation by David Cohn,
a native of the Mississippi Delta region:

There has never been a free white man in the South--as there is
in Vermont~-because his entire life and ways of living individually
and institutionally are conditioned by the presence of multitudes of
Negroes . . . and consequently no one knows precisely what a Deep
Southerner is since he functions in an environment of which he is a
prisoner.

“No one knows precisely what a Deep Southerner ie," especially the South-
erner himself: that is the principal result of the South's bi-racial
society and ite history.

Perhape the most important aspect of this uncertainty ic the feel-
ing of guilt which the Negro inspires in the vhite Southerner. In "The
Search for Southern Identity" C. Vann Woodward remarks as distinctively
Southern the "genge of guilth yhich the Southerner experiences becauge of
Wg great social evil and ites aftermath,* slavery and the subsequent deg-
radation of the Negro.a In Richard Weaver's opinion, the "curse of slav-
ery¥ 222321 have been, and should be felt as "the common guillt of the
nation,"3 and this brotherhood in guilt is stated explicitly in Joanna
Burden's oft-cited words on the curse of the Negro, "a shadow in which I
lived, we lived, all white people, all other people."l+ Nevertheless,
mainly by ite loss of the Civil War, the South was saddled with the onus
of guilt, while the North by its victory achieved the illusion of inno-

cence and acquired what Robert Penn Warren calls "the Treasury of Virtus,!

1"The Deep South: An Editorial,! Saturday Review of lLiterature,
XXV (Sept. 19, 1942), 3.

2Virginia Quarterly Review, XXXIV (Summer, 1958), 33h4.

3"The South and the American Union," Lasting South, p. 56.

uLight in August, p. 221.



195
by which the North's past and future sins against the Negro were re-
mittod.l That i8 one reason why the sense of guilt for the Negro's lot
is peculiarly Southern.

This sense of guilt ie instilled in the inﬁividual Southerner
primarily by the malding forces of family and community. As we have seen,
the Southerner is deeply influenced by these institutions: he is of
them, they are in and through him, in an organic relationship. When the
Southerner discovers, therefore, the sins of these institutions against
the Regro, both in the past and continuing into the present, he is simul-
taneously discovering his own participation in these sins. This accounts
for Charles Mallison's anguished reflection, after exposing the innocence
of Luﬁas Beauchamp, “that he was responsible for having brought into the
light and glare of day something shocking and shameful out of the whole
white foundation of the county which he himself must partake of too since
he too was bred of 1it. . . 2 It is also the reason for Quentin Comp-
gon's increasing paralysis toward the end of the bizarre Sutpen story,
and for his thinking "t'Nevermore of peace. Nevermore of peace. Never-

tud

more Nevermore Nevermore.
when his own family is gravely implicated in the Negro's debase-
ment, the Southernmer!s torment is intensified. He cannot escape his
family bonda, but a family history of coercive miscegenation, perhaps
compounded with incest, brings on an excruciating ambivalence toward

both ancestral family and self. Such an ambivalence Isaac McCaslin feels

at the moment of his "repudiation,®

1ny Mark Deep on a Nation's Soul," Life, L (Mar. 17, 1961), 82-89.

2Intruder, p. 106. 3A.bsa.lom, p- 373.
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» o o that which to him too, even in the act of escaping . . « was
heresy: so that even in eascaping he was taking with him more of that
evil and unregenerate old man who could summon, because she was his
property, a human being « « « to his widower's house and get a child
on her and then dismiss her because she was of an inferior race . « o
than even he had feared.l
The situation of a Southerner 1like Isaac MeCaslin or Roth Edmonds or Hene
ry Sutpen is worsened when he finds that his mulatto kinsman, whom by so-
cial fiat he should contemn, is a better man than he himself, and perhaps
even better than their common ancestor. Concerning lLucas Beauchamp, for

example, Roth Edmonds first recognizes Lucas's superiority to his own,

the Bdmonds, distaff branch of the family: %Edmonds. Hven a nigger Me-

Caslin is a botter man, bstter than all of Eg.ﬂa Iater Roth realizes Mwith

amagement and something very like horror" thati in a way Lucas surpasses

even old Carothers McCaelin, their common progenitor: "He's more like

old Carothers than all the rest 2£ us put ﬁggpther, including old Caroth=

ers. He is both heir and prototype simultaneously. ."3

The bi-racial situvation displays for some Southerners still anoth-
er agpect which could be called a #familial® complication. It is not un-
common for a Negreas to merve as a wetenurse for the white infant, and for
a "mammy" to raise the white child or children amongst her own and almost
as her own, and therefore for the yhite to grow up intimately with black
children as playmates and black adults as mentors-sa kind of surrogate
family. Yet there comes a time, usually around puberty but sometimes
earlier, when the preservation of racial fpurity¥ requires a severance of
these intimate relations and the re-assertion of conventional caste rela=

tionso. At this point the white child is likely to experience a heart-

IMOSOB’ Po 29“‘. arbido. PPe 115-160 BIbido, Pe 118.
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wrenching sensation of shame and betrayal from which he never wholly re-
covers. In Faulkner this amounts to the white boy's "coming into his
heritage," and a good case in point ie the experience of Roth Edmonds,
who growe to seven accepting Molly Beauchamp for his mother and Henry for

his foster brother, until "one day the o0ld curse of his fathers, the old
1

hanghty ansaatral nrida . . . deecAnded to him # and he rejscts the
sleeping~companionship of Henry, only to find himself "lying in a rigid
fury of grief he could not explain, the ghame he would not admit.'a Simi-~
lar cases with variant patterns involve Judith Sutpen, Charles Mallison

(Intruder in the Dust), Bayard Sartorise (The Unvanquished), the Compson

children (The Sound and the Fury) in Faulkner's work; Amantha Starr in

Band of Angels, Chester Hurry in Come in at the Door, and many others.

— — ——

Yet another form of "imprisonment® which the bi~racial system
may impose on the Southern white is the kind of spurious identity always
available when an inferilor caste exists by which to identify oneself neg-
atively. Thus when Nancy affirms her lowlinegs with "I aint nothing but
a nigger,# and has that opinion confirmed by Mrs. Compson's words and ac-
tions, Jaseon Compson at three can conclude, "I aint a nigger," which by
false implication makes him something substantial.3 A related form of
gelf-delusion is the achievement of false innocence by using the Negro
as scapegoat, a practice which obscures the white'!s perception of his own
involvement in evil, and hence of his own humanity. So the Gowries'! asgw

sumption of Lucas Beauchamp'!s guilt blinds them to the fratricide which

2
1rvia., p. 11l. Ibid., p. 112.

3"That Evening Sun," Collected Stories of William Faulkmner (New
York: Randem House, 1950), Do 297.
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ig in thelr midst and whose exposure is an intolerable, shameful outrage.
But the Negre, source in many ways of the white Southernerts self-
deceptions, also frequently acts as their corrective. At the extreme his
very "crucifixion" may restore a sense of complicity in evil to the white
individual or community. Such a restoration, with its concomitants of

hmility and faith 4a the narnnaa of Noancv Mannignatle anscrifice in Reauniem
v v ~ = - hiad x

(S

for a Nun, as i1t is the unintended effect on the witnesses to Joe Christ-

mas! lynching and emasculation in Light in August. XNormally, however, it

ls eimply that the Negro!s humble virtues expose the pretensions and vices

of the white man, as Quentin Compson seee in The Sound and the Fury:

0 Benjamin. Dilsey said it was Mother was too proud for him. They

come into white people's lives like that in sudden sharp black trick-

les that isolate white faitl for an instant in unarguable truth like

under a microscope. « «
Isaac McCaslin, too, senses the superiority of Negroes to whites on the
moral plans: MBecauses they will endure. They are better than we are,
Stronger than we are," followed by a recitation of Negro virtues in whiech
the white man is deficient, Yendurance . . . and pity and tolerance and
forbearance and fidelity and love of childreno"a

Somewhat athwart of the moral plane is the role of the Negro as

natural symbol t6 the white Southerner., Because of his relative nearness
to cultural primitiviam, his more immediate, intimate, and econstant con-
tact with nature, and his comparative freedom from institutional restraints,

the Negro often appears to the white to represent the natural qualities

of wildness, freedom, spontaneity, vitality, fertility, and mystery. Such

15, 129.

2ose 8, Dp. 293-94.
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qualities, especially spontaneity and a kind of wild savagery, Gavin Stev-
ins associates with fblack blood" when he speaks of Joe Christmas'! flight
and his final actions in Hightower's house: "It was the black blood which
swept him by his own deslire beyond the aild of any man, swept him up into
that ecstaéy out of a black jungle where life has already ceased before
the heart stops and death is dealre and fulfillment."l The Negroes of

Delta Wedding, which haz no explicitly moral dimension, are yet more il-

lustrative of this natural role, There the Negroes are assoclated with
the fields of the Falrchild estate, and like the fields they represent
the substantial vitality, lushness, fertility, and wonder of life upon
which the Falrchild edifice of mannered civiliszation is built and from
which it perennially drawe 1ts sustenance. Typical figures are Pinchy,

a young Negress who is Ycoming through" (some form of sexual initiation
or maturation) and whose activities on a primitive level parallel the
civiliged ritual of the novel!s title; Partheny, who 1is # kind of auguress-
gorceress and who makes efficacious love-cakes ("'Got a little white dove
blood in it, dove heart, blood of a anake-thinga'"a); and Aunt Studney,
who always "tain't studyin' you'® and who carries a mysterious sack sym-
bolical of life!s secret origins ("!'Me, I think that'!s where Mama gets

all her babies,'! says Roy Fairchild of Aunt Studney's sack3)°

The sixth distinguishing feature of the South is that it has been,
and is still to a greater extent than the rest of the United States, a

hierarchical society on the older European order, consisting of rather

1Light in August, p. 393.

3

2pelta Wedding, p. 131. Ibid., p. 173
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well-differentiated social classes perpetuated through familial inheri-
tance. This characteristic is very closely related to the South's bi-
racialien, 1ts agrarianism, and especially the prominence of family-clan
among its institutions, since only through family is stable hierarchy
transmittable. In fact, not only are traditional social classes and in-
stitutional families interdependent, they also resemble each other in
structure and effect. Contrasting the hierarchical with the egalitarian
soclety, Richard Weaver observes:

The comity of peoples in groups large or small rests not upon this
chimerical notion of squality but upon fraternity. . .. . The aneient
feeling of brotherhood carries obligations of which equality knows
nothing. It calls for respect and protection, for brotherhood is sta~
tus in family, and family ie by nature hierarchical. It demands pa-
:;tgce with little brother, and it may sternly exact duty of big broth-

Becaus® of the many parallels between family and social hierarchy--a com-
mon sentiment and common goals uniting parts that are distinct, the sense
of duty and allegiance to the organism necessitating the suppression of
personal motivations, the sense of protectiion afforded by thé organisnm,
and others-~the effects of social hierarchy on the individual duplicate
on a larger scale the effects of family, and need not be reiterated in
detail. Certain effects, however, are not exactly coincident with famil-
ial dynamics and require notation.

Firet we must dietinguish between the ante-~ and post-bellum so-

clal orders in the South, each having ite strengihs and weaknesses. Pri=-
or to the Civil war, the South was unmistakably feudal and aristocratic.

About 1860 the Southern soclal order comprised four fairly distinct ele-

mente: the planter-aristocrats, their slaves (the human base of the

lideas Have Consequences, pp. 41-42.
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planters'! wealth and power), the yeomanry (free, white, subsistence farm-
ers), and the tovnsmen.l Now the planters! wealth might have been inher-
ited or self-acquired; in the lower and western South the latter was far
more common than the former. In any case, wealth was the foundation of
the Southern aristocracy, for as John Peale Bighop says, "An aristocratic
elans arimea from wealth: demcent bas nothing to do with it at the start,
though later the qualities of breeding begin to count and in the long
run an aristocracy serves powerfully to mitigate the pure influence of
money."2

However, wealth 18 not the only prerequisite of aristocracy, even
in its initial stages; there must also be willing and responsible rule.
So the aristocracy in the South was "a class which, having the wealth,
also took on the power and responsibility of rule,“3 and rule, further-
more, which was not entirely selfish-~-though the factor of self-interest
cannot be gainsaid--but also in the service of a social vision encom-
passing the best interests of all white elemente in society. The vision
was of something lilke a Greek democracy, liberally admixed with Latinate
and chivalric ingredients, based upon fraternity among the homogeneous
white population and solidarity against or above the servile Negro, and
administered by the planters. The yeomanry for the most part acceded to
this vision because it set them apart socially from the Negro and also
because it afforded opportunity for self-elevation into the aristocracy.

Moreover, the aristocratic leadership and vision promoted "faith in the

1This is a common anslysis of Southern soclety at this period. A
particular source is Andrew Lytle, "The Hind Tit," I'll Take My Stand,
P 208.

2Collected Essays, p. 7. ' 3Ibid.
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vorthwhileness of some intangible valusa,"l such as courage, honor, loy-
alty, courtesy, and duty, which tended to displace material wealth as the
sign of the aristocrat, and thus in a sense to democratize aristocraey.
Herbert Marshall McLuhan says of the ante-bellum South, "In such a soci-
oty, uniformly agrarian, possessing homogeneity of education and popula-
tian, tha aristoecratic idea was democratic."2 For if it is true, as
Ellington White says, "that aristocracy is a state of the mind, a moral-
ity, the conditions of which are sacrifice and obligation and a concern
for the welfare of otherl,“3 then it was possible for the poor Southern
yeoman to be in this sense as aristocratic as his wealthy neighbor.

Instances of the effects of the 0ld South aristocracy upon the
individual white Southerner are plentiful and varied in those regional
novels dealing with this period. The more idyllic aspects of the estab-

lighment are portrayed in the firet parts of Penhally, None Shall Look

Back, The Fathers, and So Red the Rose (1934), where we see in varying

detail and emphasis not only the well-ordered graceful life of the arig~
toeratic class, but also the generally amicable--if paternallistic—-
relations between aristocrats and their inferiors, both white and Negro.

Examples in None Shall Look Back are the joyous dance at Music Hall be-

fore the young men's departure for Forrest's Rangers and old Fontaine

Allard'e protective intervention between his slaves and their efficient

but brutal overseser.

1Stringfellow Barr, "The Uncultured South," Virginia Quarterly
Review, V (April, 1929), 198.

2

AThe Southern Quality," p. 369.

3"Tho View from the Window," Lasting South, p. 170.
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However, not all is pafadilical in such portraits. Aristocratic

noblesse oblige was already in conflict with destructive forces within

the individual and the class. In The Fathers, for instance, noblesse
23}353 is served, not by any notion of abstract justice, but by "honor
and dignity for their own sake since all proper men knew what honor was
and could recognize dignity; dbut nobody knew what human rnature was or
could presume to mete out justice to othera.“l Acting from his own honor
and dignity, Lewls Buchan, principal exponent of the old order, tries to
manumit a slave family he owns, but his son-in-law George Posey instead
sells the slaves for practical reasons; and not only sells them, but
finde justification for doing so within the Buchan femily: "Semmes al-
waye justified George by saying that if papa realized that the Negroes
were uselessly eating away his substance, it was better to sell a few
than to drift into bankruptcy, which would compel him to sell them ail
under the hanmer.“2 Indeed George Posey personifies some of the forceg—-
passionate egocentrism, pragmatism, animal vitality and magnetism in
search of an outlet--which eventually helped to destroy the old estab-
lishment, with "ite plety, ite order, its elaborate rigamarole"3 from
within. Against such forces and men ae George Posey, aristocratic prin-
ciples of duty and responsibility at their best could not stand.

In addition to such directly antegonistic forces, there were de-
ficiencies within the aristocratic system which worked to erode its sub-
stance and bring on its downfall. Power and its responsible use should
have coincided, but particular Southern aristocrats often abused their

possession of power flagrantly, and disregarded their responsibilities

lpate, p. 210. 21p14., p. 132. 3lvid., p. 180.
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The outstanding effect of this corruption was to deprive the lower white
orders (not to speak of the slaves) of their own sense of dignity, and
thus to create bitter resentment of the aristoeracy. This resentment
could result in utter repudiation of the aristocracy and direct action
against it, such as we find in Wash Jones's repudiation and murder of
Thomas Sutpen:

"t Bravel Better if narra one of them had ever rid back in !65!

thinking Better 1f his kind and mine too had never drawn the breath

of 1ife on this earth, Better that all who remalin of us be blasted

from the face of 1t than that another Wash Jones should see his whole

Tife shredded from him and shrivel away 1ike & dried shuck thrown on=
_t_q__t_hg?ire. "

On the cther hand, the resentrent often took the more insidious
form of imitating the debased aristocratic ways which had created the re-
sentment in the first plaee, thus perpetuating and aggravating the evils.
Thomas Sutpen's own dynastic "design® is simply a more pernicious version
of the aristocratic arrogance and contempt for humanity that inspired it.

Similarly, in Warrents World Enouég and Time (1950), Jeremiah Beaumont's

aspirations to the chivalric ideal and his coercion of Rachel Jordan in-
to a martyr's role are at least partly traceable, through a psychical ine
version, to his grandfather Marcher'!s disinheritance of Hettie Marcher
wvhen she married Jasper Beaumont, "!that rascal from God knows where,”’2
and to the old man!s haughty demand that Jeremiah, in return for a re-
stored inheritance, surrender his paternal identity, "'that I should take

his pame and be Jeremiah Marcher.'"3 As regards the theme of identity,

1ibsalom, ppe 290=91.

2Robert Penn Warren, World Enough and Time (New York: New Ameri-
can Library, 1952), p. 29.

31v14.
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then, the dispossession of the Southerner's identity by ariafbcratic
abuses frequently led to his development of a specious sense of worth
based on his own despoiling of others! 1&ent1ties: a gravescent, spiral=-
ing evil.

Of course to the Negro slave in the 01d South was attributed, at
lanat thaoretically snd legally. no status as a human being at all. what-
ever the Negro's own feelings on the subject. Yet the nierarchical sys-
tem could produce some anomalous consequences for those feelings. First,
along with the general obliteration of identity wrought by chattel slave
ery, the slave of a particularly wealthy and prestigious aristocrat might
feel distinctly superior to the class of poor whites, to the point even
of ridiculing them openly. Thus "the Sutpen niggers" during the war
would often taunt Wash Jones, ¥"and they would ask him why he wasn'!t at
the war, and he would say, 'Git outen my road, niggeri'! and then it would
be the outright laughing, asking one another . . . 'Who him, calling us
niggerst! . . .“l Second, miscegenation between aristocrats and Negroes
sometimes produced the slave or freedman with pride in his ancestry and
condescension approaching contempt toward whites of lesser blood (examples
are Sutpen's Clytie and, in later years, Carothers McCaslin's Lucas Beau~-
champ); sometimes it produced the supposed arlistocrat, like Amantha Starr
or St.-Valery Bon, who had to descend into the social abyss when he
learned of his tainted blood.

In short, then, the hierarchical society of the ante-bellum South
possessed both strengths and weaknesses, virtues and vices, and no novel

which represents only one side, or which heavily favors one side against

1sbsalom, pp. 290-91.
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the other, offers an adequate portrait of that society. The regionalist
truth requires recognition of the generally efficient, well-intentioned,
and in fact well-ordered rule by the aristocracy, and at the same time
realigzation that aristocratic virtues and power often did not repose in
the same hands, with the regult that the inferior clasees of both races
wara increasingly axploited and hence raastiva and dfacontantad.

During the ysars 1860-1865 the constituents of Southern soeiety,
ineluvding a large element of the slave population, were united as never
before or since in the face of a common enemy, but defeat and Reconstruc-
tion were a cataclysm that revolutionized that society. PFirst in impor-
tance was the emancipation of slaves, some of whoss consequences have
been hitherto descrived. In addition, this liberation simply eraeed a
huge portion of the planters! wealth, at the same time that it left the
freedmen economically dependent on the class whose impoverishment their
emancipation had helped bring on; the freedman, in other words, was still
a mduth to be fed, but he no longer had negotiables value, nor could he
be legally coerced as in the old days. From this dilemma arose the abor-
tive, makeshift system of sharecropping, or tenant farming, which has
characteriged the Southern agrarian economy since the War and whoge in-
herently inefficient structure has been immeasurably complicated by the
new economic competition between poor whites and Negroes.

Of second, if not equal, importance were the ruination of the old
ruling class and its replacement by a new type of lesadership with differ-
ent and less trusiworthy power-bases: sheer wealth and mass voting appeal.
Clifford Dowdey describes the change in this way:

The destruction by arms and exploltation by the army of occupa~
tion caused far more than physical damage. The whole order of the
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South's ruling class was destroyed. This destruction opened the way
for the Southern demagogues. . . .

The rise of the lower classes after the war's destruction turned
loose in power those who removed from the traditional Southern life
ite style~-its graciousness and high sense of personal honor.t

Thus in the post~bellum South we find a continuation of hierarchical soci-

ety, but a hierarchy whose lines of authority are attenuated and confused

One confusion results from the bifurcation of power and the sensge
of responsibility. The lingering prestige of aristocratic name and social
station may invest a Southerner with responsibility, both in his own and
in the public eyes, which he has not the power to execute, while the
actual wielders of power evade thelr obligations and even exploit the

victims of this ironical situation. In The Garden of Adonis, for instance,

0ld Ben Allard is trapped between the nearly anonymous but omnipotent
bankerg-~"it had got to the point nowadays where they felt that if they
lent you money they had a right to tell you how to run your farm"a-and
hie tenante, toward whom he feels an inherited sense of obligation but
whose supplications he is quite powerless to subscrive. The result is a
mounting experience of frustration and impotence on the parts of both
Allerd and tenants, until finally Ote Mortimer kille the old man.

A related frustration is caused by the old conflict between arig-
tocratic duty and personal desire, rendered more baffling now by the in-
dividuasl's powerlessness to pursue either course satisfactorily. That is
to say, in the old days if the call to duty triumphed over private motiva-

tions, some compensation might lie in the tangible results the aristocratic

1“The Cage for the Confederacy," Lasting South, p. Lo.

2Gordon, pp. 14=15.
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Southerner might achieve by submitting to noblesse oblige; or, converse-

ly, he might dissipate his resources in the pursuit of personal pleasure
on sométhing like the grand ecale. Now, however, the impoverished South-
ern aristocrat lacks the meens either to fulfill himself pereonally or to
offect any noticeable improvments in his estate. Like Ed Ruffin of The
Plantatlion or Misa Willy Tawia, ha is firat denied nersonal realization
by the imperatives of famlily and class duty, and then forced to ravel out
hig years watching over an unyielding, dwindling estate.

The phenomena deecribed in the last two paragraphs presuppose
reasonably welle~intentioned, inwardly healthy vestiges of the old aris-~
tocracy. But a much more salient feature of the'fecent Southern aristoe-
racy is its inner decay, and ever-widening chasm between whatever presg-
tige it still enjoys and its réal corruption as evidenced by the selfish-
ness, dissipation, pettiness, cruelty, bigotry, and, withal, arrogance
of its members. Purthermore, if it was once true that "the aristocratic
mind is the mind least of all conscious of class because it is least of
all afrald of losing its place in society,"1 it ie no longer true of the
goeneral run of Southern aristocrate, for, as thelr estatus grows more pre-
carious because of changing external conditions and thelr own failures,
they are likely to insist more and more urgently upon their identities
a8 aristocrate. Thus Gowan Stevens is described by Horace Benbow in

Sanctuary as

fithe Virginia gentleman one, who told us at supper that night about
how they had taught him to drink like a gentleman. Put a beetle in
aleohol, and you have a_scarab; put a Mississippian in alcohol, and
you have a gentleman-—"

lWhite, WThe View from the Window," Lasting South, p. 170.

%, 18.
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Drinking is indeed about the only connection Gowan makes with the gentile
ity of which he boasts, and his inability to hold his liquor shames him
into abandoning Temple Drake,
Such examples could be multiplied almost endlessly from the re-

gional novel, dbut a glance at the life of Robert Hurry (Come in at the

Nanw) will aawra +
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last of a family whose gen@ility had worn it out.
His mother « « » had planned gince his early childhood that he go to
college and study law, and by pinching and saving she had finally made
it possible to do that. He consented to her plans because he had no
strength to oppose her, but he had no aptitude for books. . . . He
spent his time lounging_ in pool rooms or drinking . . . in cheap un-
dercover saloong. o o oF

Thus he drifts through college and takes his degree.

After graduation he returned home. The place was even shabbier

and more forlorn than he remembered it, but he returned to it with
a sengo of relief. He knew even then that he would not leave it a-

gain.

Hie mother tries to spur him on by telling him "of the past glories of
the family: of the generals, the bishop and the governor whieh had come
out of it; vigorous people who could manage not only their own destinies
but the destiniesg of othera."3 But it ie no use. He marries casually,
loses his wife at the birth of thelr son, abandons that son to be raised
by in-laws, openly takes his Negrese housekeeper as his mistress, and up-
on his death bequeaths to hie aon his own mistress, six mulatto children,
and a mansion turned chicken house: ", . . the great living room, which

had once been so magnificent with carpets and chandellers, was bare now

1Re-titlcd Desire and Damnation (New York: Lion Library, 1956),
pp. 21-22.

2Ibid., p. 22 3

Ibld.
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of all furniture. The floor had been painted white and it wae lined with
a series of incubatorse and brooders."l In varying degrees, to such has
a considerable portion of the Southern aristocracy come.
Nevertheless, this husk of an aristocracy still largely sets the
tone of and defines the South's social life, and hence sgtill arouses re-
rentmant among the lower orders. the mare ao ar it nrotests too immerie

ously its own superiority. 1In éﬁ Heaven'!s Gate Jarry Calhoun's club-footed

Uncle Lew has been so soured by his deformity, his life-long poverty, his
exposure to domination by the superior classes that, reading of plutocrat-
aristocrat Sus Murdock'!s apparent murder by a Murdock Negro, he burste out
with venomous glee, "'By God, by God, them Murdocks, oh, they can't have
no common nigger, oh, they are high-stepping, they got to have educated
niggers . . o and it serves 'em right, by Godl'"2 The reaction of Lew,
himeelf an overbearing sadist, illustrates another point about the effect
of aristocratic hierarchy on the lower orders. Middle-class and poor whites,
as vell as Negroes, find imposed upon themselves the generally inadequate
standards of personal worth set by the gentility, and sometimes, just by
the act of rebelling against such standards, the subordinate classes un=~
consciously adopt those standards of self-definition and imitate the man-
ners of their supposed betters. There then ensuss the ludicrous and pa=-
thetic spectacle of poor white lording it over poorer white, poor white
over Negro, Negro over Negro, and sometimes Negro over poor white, on the
basis of family name, blood, lengkh of lineage, and so on. Intruder in

the Dust containe this comical but ominous exchange between an anonymous

11bid., p. 266.

2Warren, Pp. 366.
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white and Lucas Beauchamp:

"You goddamn biggity stiff-necked stinking burrheaded Edmonds
sonofabitch, . . .

"I aint a Edmonde. I dont belong to these new folks. I belongs
to the old lot. I'm a McCaslin.®

"Keep on walking around here with that look on your face and
what youfll be is crowbait,® the white man said. . . .

"Yes, I heard that idea bdefore. And I notices that the folks
that brings it up ain't even Edmondees®., . . A

Thus social hierarchy--issues of lineage, power, and station--complicates

the question and defense of one'sg identity in the regional novel.

Issuing from the importance of families, from its bi-racialiem,

and from its hierarchical society is the Southern mystique g£ blood, which

also, by its reference to something fundamental in the human constitution,
ig related to the South's agrarianism and the senee of the elemental as-
sociated therewith. The mystique of blood is a Bglig{ which Southerners
hold toward certain institutional and personal relationships and phenom-
ena, and which therefore informs those aspects of Southern life. 1In
brief, "blood" 18, on one level, a metaphor for the genetics of family,
class, and race and for the character traits potential within these cat~
egories; on another level, which yet often interwinds with the first,
hlood" and the heart represent a range of human facultieg-~intuition,
feeling, sensibility, pession, sexual appetite~~which have in common
their elemental, non-rational character.

In ite simplest and commonest usage, as in "blood-kin," "blood"
denotes the fact of consanguinity and the Southern belief in certain
ramifications of that fact. The intricate mechaniem c¢f genetice pro-

duces physical and temperamental similarities, and these similarities

lpp. 16-17.




212
symbolize familial bonds, both privileges and responsibilities, which are
in turn represented by the idea of blood relationship. We have already
explored some of the implications of the Southern family; "blood" in the
present gense is just the linguistic way of signifying those implications.

Thus Mink Snopes regrete having had to kill Jack Houston "at & time when

wanld have had ta aava
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him whether he wanted to or not because of the ancient immutable laws of
simple blood kinghlip, was & thousand miles awey. . . o"l Later Montgomery
Ward Snopes thinks for fjest a fraction of a moment" "that Flem too in

the last analysis wasn't immune neither to the strong and simple call of
blood kinship."2 And Isaac McCaslin, confronted by Lucas Beauchamp, con-

siders his own abdication of familial responsidility as blood-betrayal:

"He thought, Fifty dollars a month. He knows that's all. That I reneged,

sold my birth-right, betrayed my blood for what he too calls not peace

but obliteration, and a little food."3

Then, at one remove ffom the physical reality of ccnsanguinity,
but still based upon that fact, is the sense of blood as hereditary class
quality. By a questionable analogy with animal breeding, it is assumed
that intermarriage among aristocrate, for example, produces offspring
with "good blood," that is, equipped by inheritance with the aristocratic
qualities of courage, honor, refinement, responsibility, and the like.
This notion of inherited class traits is the sense of blood intended by

the mother of Alec Hinks (or "Hamish Bond") when, according to his account,

lMansion, p. 5.

albid., p. 61.

3Moses, p. 109,
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she reacts contemptuously to hie decision to become a sailor:
WThen she seild: 'A common laborer--my sonl'! She said how she was
gently nurtured. She said she once had a thousand slaves and they

all loved hir. She 8aid how blood would tell, and I was my father's
B0Ne o o .“

And it is in this same gense that Faulkner intended The Sound and the

EEEZ to be "a story of blood gone bad."z To clarify the distinction be~
tween the first two senses of "blood," we can observe that the firet |
senge is basically neutral, asserting the existence of familial relation-
ships without evaluation, whereas the second sense is always evaluative,
appralsing these relationships in terms of hierarchical status.

The third meaning of "blood" on this level refers to race. Liks
the second, this sense is based partly on fact, partly on supposition.
The factual portion is the genetic transmission of physical characteris-
tics of race; the supposititious portion is the belief that moral char-
acteristics are likewise transmitied. Gavin Stevens is expressing the
latter when he "explains" Joe Christmas! actions: "!Because the black
blood drove him first to the Negro cabin. And then the white blood drove
him out of there, as it was the black blood which snatched up the pistol
and the white blood which would no% let him fire it.'"3 In Band of Angels
Colonel Morton expresses the same belief when he explains that Tobias
Sears's brave Negro soldiers are not really "niggers" but "Jouisiana gens

de couleur libres": "!'what I mean is,! the Colonel said, 'it!s blood that

counts, and damn it, a lot of that gang hasn't got a spoonful of nigger.t"

Band of Angels, p. 15%.

2Cynthia Grenier, "The Art of Fiction: An Interview with William
Feulkner, ® Accent, XVI (Summer, 1956), 173.

3Light in August, p. 393. AWarren, p. 206.




214

We should pause herg to notice how these aspects of the concept
of blood may affect the individual Southerner. Their factual basis is
inescapable and heavily detrminative: a man cannot help being born into
his own family, class, and race, nor can he, except by total flight, eg
cape altogether the consequencgﬁ of these facts in the minds and actions
of other Southerners. for even in the act of rebelling sgainst these con-
sequences he is being determined by them. What is more amtiguous is the
effect of "blood" on his own mind: the extent to which he himself ac-
cepts these secondary significations of "blood" and acts willfully in par-
tial or whole accordance with them or passively allows himself to bde dom-
inated by them. The gamut of possible responses runs all the way from a
complete acceptance of the supposed consequences of blood, which amounts
to a self-willed determiniem, to the other extreme, which is not rebel-
lion but indifference. An instance of the former is Percy Grimmt's "be-
lief that the white race is superior to any and all other races and that
the American is superior to all other white races," a belief which ren~
ders his life "uncomplex and inescapable as a barren corridor, complete-
ly freed now of ever again having to think or decide. . . .“l Grimm'sg
counterpart and appropriate victim is Joe Christmas, whose life is also
a "corridor" or "astreet" and who "believed with calm paradox that he was
the volitionless servant of the fatality in which he believed that he did
not believe."2 At the other extreme, that of true freedom from blood, is

Lucas Beauchamp:

Yet it was not that Lucaa made capital of his white or even his
McCaslin blood, but the contrary. It was as if he were not only im-
pervious to that blood, he was indifferent to it. He didn't even need

1Lignt in August, p. 395. 2Ibid., pp. kb5,

——
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to strive with it. He didn't even have to bother to defy it. He re-
sisted it simply by being the composite of the two races which made
him, simply by possessing it. Instead of being at once the battle-
ground and victim of the two strains, he was a vessel. . . .
Thus while ?ng's blood 1is partly constitutive, the individual Southerner
is himself largely responsible for the way it affects his sense of identi-
ty and freedom.

The cases of Joe Christmas and Lucas Beauchamp point to another
frequent outcome of the Southern belief in blood: the possible confusion
vhen the various kinds of blood are mixed in the same person. ILucas Beau~
champ probably represents the ultimate of such posaibie confusion: he is
linked by consanguinity with both aristocratic whites and slave Negroes.
Yet, as we just saw, he surmounts the obstacles which these contradictions
propose to a sense of personallty. A figure almost identically situated
in hls possession of mixed blood is Yellow Jim, half-brother to George
Posey in The Fathers, and Jim's aristocratic Posey blood ruins him, as
Lacy Buchan ruminates:

He was the most refined negro, a gentleman in every instinct. But
he was & negro, and I am not sure that he would have been as good as
he was if his white blood, which everybody knew about, had not been

good. But . . « I had better say that white blood may have ruined

poor Yellow Jim in the end.2 He knew what his biood was. . . . He had
consclence and pride. . . .

Therefore, when his white half-brother sells him because he is "liquid
capital, " Jim feels humiliated and betrayed.
I think he felt about it as I should have: suppose papa were desd,

and brother Semmes had acted towards me in some grievous way, as if
I were not a brother or even a member of the family? Yellow Jim had

been in the full sense a member of the Poeey family. . . °3

lyoses, p. 104,

gFathsrs, p. 205, 3Ibid.., P. 206.
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Acting out of his sense of betrayal and degradation, Jim commite an as-
sault on Jane Posey and is lynched by Semmes Buchan. Jim's case is more
typical than Lucas Beauchamp's of the Southerner who is conscious of econ-
tradictions in his "blood."

So far, all of the meanings of "blood® have been related to three
other lineaments of the Southern image as metaphoric vehicle to tenor.
On the second level, however, "blood" has a meaning proper to itself, al=~
though 1t is still frequently assocleted with family, race, and class.
Very broadly, "blood" on this level means what it does in Allen Tate'!s
#Sonnets of the Blood," as described by Cleanth Brooks: "the blood is a
symbol of the non~rational concrete stuff of man which resists abstract
classification."l

Sometimes blood, with its central organ the heart, is imagined
as a faculty or source of extra-sensory knowledge, such ae intuition,
clairvoyance, prerecognition, or valid, non-rational faith, It may be
the kind of knowledge meant by Pascal when he said, "the heart has its
reasons, which the reason knows nothing about,"2 and echoed by Tate in
“0de to the Confederate Dead," "What shall we say who have knowledge/

3 Flennery O!'Connor makes this meaning of blood

Carried to the heartt"
explicit in Wise Blood (a Southern, but not a regional novel in the full
senge) in her description of Enoch Emery: "Enoch's brain was divided in-

to two parts. The part in communication with his blood did the figuring

lyodern Poetry, p. 103.

2The Thoughts, Letters, and Opuacules of Blaise Paacal, trans. O,
W. Wright (New York: Hurd and Houghton, 1866), pe 236.

3Kimon Friar and John Malcolm Brinnin (edis.), Modern Poetry (New
York: Appleton~Century-Crofts, Inc., 1951), p. 271.
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but it never said anything in words. The other part was stocked up with
all kinds of words and phraseo."l Or again,

What was going to happeh to him had started to happen when he
shoved what was in the case to Haze Motes. That was a mystery be-
yond his understanding, but he knew that what was going to be ex-
pected of him was something awful. His blood was more sensitive than
any other part of him; it wrote doom all through him, except possibly
in his Brain, and the result was that hies tongue . . . knew more than
he did.

The blood's intuition of mystery, its forekmowledge of the future, its
contact with the primitive, elemental, ineradicable--all are prominent
motives in the regiomal novel.

Contact with the elemental is especially associated with sexual-
ity and the blood's role in sexual intercourse. The physical agitation
of the blood in the ritual of passionate mafing is often conveyed by the
idea of "wild" or “terrible" blood. Thus Addie Bundren recalls her inter-
lude with Rev. Whitfield, "I would think of the sin as garments which we
would remove in order to shape and coerce the terrible blood to the for-
lorn echo of the dead word high in the air.n3 And afterwards, "My chil-
dren were of me alone, of the wild blood boiling along the earth, of me
and of all that lived; of none and of all."u As I Lay Dying illustrates
also the merging of the blood's meaning on this level (as personal facul-
ty or state or temperament) with that om the first level (as genetic
strain), for Addie's psychical attitude at the time of concéiving each
of her five children passes into the natures of those children. The half-

savage Jewel is conceived under the aegis of "wild" blood, dut

lﬁlannery OtConnor, Wise Blood (New York: Harcourt, Brace and Co.,
1952), p. 87.
2Ibid., p. 129. 348 1 Lay Dying, p. 466.

uIbid., p. ¥67.
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with Jewel . . . the wild blood boiled away and the sound of it ceased.
Then there was only the milk, warm and calm, and I lying calm in the
slow silence, getting ready to clean my house.
"Cleaning her house" involves Addie's giving Anse "Dewey Dell to negative
Jewel® and "Vardaman to replace the child I had robbed him of,“2 and her
negativigm is reflected in the characters of these latter children. The
double reference of "blood" to sexuality and some kind of personal vital-
ity is likewise stated in Charles Mallison's apeculation about his uncle
Gavin'e flight from Linda EKohl Snopes:
» o » the gpider love wige enough with age . . . to sense, anticipate,
that initial tender caressing probe of the probvoscis . . . or whatever
it is his gal uses to empty him of his blood too while all he thinks
he is risking is his semen; and leap, fling himeelf free, losing of
course the semen and most of the rest of his insides too in the same
what he thought at first was jusy peaceful orgasm, dbut at least keep-
ing his husk, his sac, his life.
Finally, the function of blood in the male reproductive organ (during a

pivotal seduction scene in The Velvet Horn, "The girl's hand reached for

and clasped the blood's true ehape"u) gives rise to several possible
metaphoric ironies, as "the blood's true shape," perfecting physical com-
munion between male and female, also produces future estrangements by
creating "tainted" blood, '"betrayed" blood, "mixed" blood, and so on.

The consciousness of Southerners is also saturated with "blood"
because of the South's bloody and violent history, but that history is

.
a4

rved for geparate diascussion shortly. As a last note on the South-

o
)
[1]

-ern mystique of blood here, we should remark how the literal and meta-
phoric meanings of "blood" can be confused to give ambiguous and even

humorous situations. For example, in The Velvet Horn the following

l1pid. 2rpi4.

3Mansion, p. 360. 41 ot1e, p. 229.
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dialogue between John Greer and Lucius Cree occurs shortly after the lat-
ter has learned of his own bastardy:
UMr. Lucius, you loss dlood? Your face don't show none."
WHalf of it."
"Nobody aint cut your"
¥You can lose blood, and not spill a drop.“l

Or in Carson McCullers'! Clock Without Hands, which like Wise Blood is

Southern but not in the full regionalist sense, J. T. Malone's "glight"
illness has just been diagnosed as leukemia, and he has asked Judge Fox
Clane, an old-time aristocratic Southern politician, to draw up his will:
H, . . Seems I have a blood digease."
HA blood diseasel Why, that's ridiculous—~you have some of the
best blood in this state. . . . I well remember your father. . . .
And your mother 1 remember, too--she was a Wheelwright. You have the
best blood in this state in your veins, J. T., and never forget that."2
Miss McCullers' tone here 1s lightly satirical, as the true regional nov-
el almost never is; nevertheless the passage indicates the linguistic and

pesychological ironies available because of the Southern mystique of blood.

The special role of woman in the South is related to the mystique

of blood and derives from the South's agrarianiem, its religious funda-
mentalism, its hierarchical society, and the prominence of family. The
special role of woman displays two outstanding aspecte: the cult of the
lady, which in the United States is peculiar to the South, and an insist-
ence upon generic differentiae between male and female, which was once
traditional in wWestern civilization but has become attenuated in the mod-

ern age.

1p. 325.

2
(New York: Bantam Books, Inc., 1963), p. 13.
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The importance of woman and., by ite refinement through hierarchi-

cal structuring, the cult of the lady developed from the Southern family's
symblotic attachment to the land. In a static, agrarian soclety like the
South, the woman's part in the basic socio-economic unit is more clearly
defined, stable, and vital thar in a commercial, sea-board society like
Naw Bnoland. whera, as Andrew Lvtle points out, "the sea takes only men;
and so the communion between husband and wife was interrupted and for long
periods of time.nl Further,

In the South, because of the prevailing sense of the family, the

matriarch becomes the defining imege. The earlier ingistence on

purity, an ideal not always a fact, was not chivalric romasnticism

but a matter of family integrity, with the very practiceal aig of

keeping the blood lines sure and the inheritance meaningful.
But from this eminence of womanhood and "insistence on purity" to “chiv~
alric romanticism" and the aristocratic lady is an easy step, given the
establishment of the hierarchical principle by the early Southeastern--~
especially Virginian and South Carolinian--gentility. Thus arose

a cult of feminine beauty and elegance. A feeling for the formal,

civiliging power of the passionate apprehension of a stylized fem-

inine elegance, so obvious in Southern life apd letters, . . . is

ingeparable from the courtly concept of life.

Besides gentle blood, specific attributes in the ideal of the

Southern lady varied originally from portion to portion of the region.
In the older East, refinement and graciousness of manners were more high-

ly esteemed and accessible than in the newer, rawer Deep South and West,

where the more practical virtues, such as hardinesse, prudence, and

lForeword to A Novel, pp. xvii-xviii.

2Ibid., p. xviii.

3McLuhan, "The Southern Quality," p. 383.
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efficient household management were demanded by the more or less fron-
tier conditions. Sometimes, indeed, this contrast between styles of la-
dyship proved an irritant in social intercourse, as in the case of Maria
Hopeby Jordan, who "had been born in Virginia, in the Tidewater, into a

family of some aristocratic pretensions but no great wealth,"l but who
moved to Tantnely with har huaeboand | farnd that their Ufat harna,
gant sllver and furnitﬁre, and the shadow of the Tidewater names made him
great in the new country," and consequsntly "took what satisfaction szhe
could in life by queening it over the ladies of her own neighborhood."2
In the main, however, the ideal virtues and values of the genmeric South~
ern lady were fairly definite and consonant with one another: Mgood
breeding," in the senses both of blood and of training, with consequent
good manners; chastity; responsibility to inferiore and dependents; and

a kind of ritualism, or confidence in and insistence on the preservation
of forms and ceremonies. The regional novel contains a gallery of ladies
possessed, in their varying individual ways, of such qualities: from
WAunt Jenny" du Pre, who arrives in Miesissippl from South Carolina "hold-
ing a lace parasol" and bearing "a hamper basket containing two bottles

of o0ld sherry and two jasmine cuttings . . . and the panes of colored
glass which she had salvaged from the Carolina houee“3 to Maureen Fair-
child Laws ("Aunt Mac"), who washes and irons the payroll money because
"tghe hates for them [Ehe bank] to give anything but new bills to a lady,
the way they do nowadays. So she washesg it.'"

The Civil War and subsequent developments altered the character

2
lyorld Enough and Time, p. 55. Ibid., pe 56

i
3Unvanquished, p. 148. Delta Wedding, p. 96.
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of the Southern lady significantly. For one thing, and quite ironically,
her very principles as a lady, beset by the pressures of the War and Rew
construction, compelled her into "unladylike! modes of behavior from which
she never thoroughly recovered. We see this process at work in The gﬂ?
vanguilhed, where Rosa Millard's instinct for social forms (including the
institution of property) and her sense of responaibility far denandants
drive her into a violation of those forms and of her dependents'! securi-
ty: as Andrew Lytle points out,

The success of her mission [Eo recover the stolen properti] sows the

seed for her destruction. . « « Gradually she is forced to violate

her moral code out of the ambiguity of her situation, and except for

her last act for the better reason. This contradiction between means

and ends finally brings her to her death.
In general, her effort to fulfill her responeibilities to family and so-
cliety, especially as a war~caused widow or spinster, led to a hardening
and perhaps a coarsening of the Southern lady. In addition, she suffered
along with the aristocratic gentleman a loss of substance, with much the
same effects on her identity that we noticed in the case of the aristocra-
cy at large.

The exalted status of the Southern lady was and is important not
only for her own character, but also for its effects on the character of
the SouthernAmale-gentleman or otherwise. Exaltation of this sort enw
tails a corresponding attitude of veneration or obeisance on the part of
the male, with several possible effects. Where the exaltation is substan~
tiated by personal worthiness, as is true of the Fairchild ladies, Roea

Millard, Jenny du Pre, Mra. Habersham (in both The Unvanquished and ng

truder in the Dust), May Munn (Night Rider), and many others, it may educe

l"The Son of Man," p. 131,
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the best qualitiee of the male—-or measure his deficiencies. On the oth-
er hand, where the designation "lady" is not supported by personal excel-
lence, the Southern man may experience a conflict between the publie duty
of formal devotion and his inner revulsion, producing a tormented figure
like Quentin Compson, for whom hie father's final argument "no compson
22 a lai;”l Can ue no uWivimave Justificatlion Tor cou=
tinued existence; or a world-weary skeptic like that same father, who
thus describes a Southern lady and her parasitic dependence upon rela-
tives:
Because that's what a Southern lady is. . . . 1t is as though she
were living on the actual blood itself, like a vampire, not with in-
satiablility . . . but with a serene and idle splendor of flowers
abrogating (sie| to herself, because it fills her veins also, nourish-
ment from the old blood that crossed uncharted seas and continents
and battled . . . lurking circumstances and fatalities.?
Yet the male's responsibility is not dissolved when he realizes the lady's
unworthiness; his obligation remains, as Mr. Compson points out:
WYears ago we in the South made our women into ladies. Then the War
came and made the ladies into ghosts. So what else can we do, being
gentlemen, but listen to them being ghostet"
So appears in modern times, in regard to the lady, that same discrepancy
between reality and form or public acceptance that we have noticed in
other features of the Southern scene.
The mystique of female purity is an aspect of the cult of the
lady which deserves special mention because of its prominence in the South-
ern mind. Although the Yearlier insiatence on purity" may actually have
been "a matter of family integrity, with the very practical aim of keep-

ing the blood lines sure and the inheritance meaningful," it later became

3

lpury, p. 97- 2sbsalom, p. 86. Ibid., p. 12.
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a thing-in~itself, upon which were predicated several dubious facets of
Southern identity. The mystique has always operated ambiguously for both
women and men. Coneider the Southern woman: the Southern lady appropri-
ated to herself (or had attributed to her} the states of pre-marital vir-
ginity and post-marital chastity, yet these states are innately availeble
¢c 21l wezmon, thus pllowings o @
adulterates its strict designation of social class. A low~born woman can
think of herself--and claim mascullne treatment for herself--as a lady
because of her purity (the anonymous wife of the salesman at the end of

Light in August admonighes him, in the privacy of their bed-chamber,

“Aint you shawed? . . . Talking that way before a lady"l); conversgely, an

aristocratic lady like Caddie Compson can become an outcast by notorious
impurity. The effect of this transection of class differences on ldenti-
ty is complicated by the fact that female purity, except in its extreme
violations, is not a condition which is publicly ascertainable; hence a
lady may still be considered a lady publicly, yet know herself fallen, or
a lady like Drusilla Hawk may be considered fallen because of circumstan-
tial evidence, yet know herself pure. Finally, no one knows for sure how
much Southern woman really believes in the ideal of purity. Mr. Compson
thinks she doesn't: "Because it means less to women, Father said. He
said it was men invented virginity not women."2 Gavin Stevens thinks ghe
does, at least collectively, ascribing to her "'that damned female in-
stinct for uxorious and rigid respectability which is the backbone of any
culture not yet decadent. . . ."3

As Mr. Compson says indirectly, female purity appears to mean

1p. uis. 2yury, p. 97. 3Town, p. 182.
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even more to Southern man than to SJouthern woman. Sometimes he acts as
though his entire identity as a man were contingent upon female purity
and its vindication. Thus Jeremiah Beaumont stakes not just his life
but the utter meaning of his 1life on avenging Colonel Fort's "betrayal®
of Rachel Jordan. Similarly, according to Faulkner, Andrew Jackson set

ehova th

natian'a wall-beingz, the White House., and his political party
"not his wife's honor but the principle that honor must be defended
whether it was or not because defended it was whether or not."l The
fragility of such honor, arnd hence of any sense of identity supported by
it, ie indicated in Mr. Compson's description of Henry Sutpen:
Henry was the provincial . . . who may have been conscious that his
fierce provincial's pride in hls sister's virginity was a false quan-
tity which must incorporate in itself an inability to endure in order
to be precious, to exist, and so must depend upon its loss, absence,
to have existed at all.
When an individual's identity and honor have been invested in such a
precarious state, its suddenly diminished significance reveals to him a
vorld and a self such as Quentin Compson once awoke to, "where all gtadble
things had become shadowy paradoxical all I had done shadows all I had
felt suffered taking visible form antic and perverse mocking without
relevance inherent themselves with the denial of the significance they
should have affirmed thinking I was I was not who was not was not who."3
Additional complicationg in the man's obgession with female pur-
ity are the woman's own ambiguoue attitude toward the condition and the

double standard. As to the former, we need ask only how Quentin Compson

can be expected to maintain the conslstent, rigorous attitude toward

lAppendix to Fury, p. 4. eAbaalom, p. 96.

3Fury, p. 188.
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female purity and masculine honor, bred in him by his mother ("I was
taught that there ie no halfway ground that a lady is either a lady or
not . . ."1 his mother's voice runs on), when his sister Caddy treats
sexuel indulgence so casually--or Bo fatalistically? Then there is the

confusing double standard: "In the South you are ashamed of being a vir-

ferald Rland, with Mra. Rlandla ancouracamant (Htell-

— bl o - ~

ing us about Gerald's women in a . . . tone of smug approbation"B) prac—~
tices the double standard and boasts of his sexual conquests. But
Quentin Compson is in a position to appreciate with peculiar force the
viciousness of the double standard: that for every "unvirgin" Southern
man's experience there must be a corresponding unvirgin female for that
same man to ostracize and call "bitch"; hence Quentin's repeated cry,
"Did you ever have é sistert" and his abortive assaults on Dalton Ames
and Gerald Blard. Quentin is in this way defending not just the reputa-
tion of Southern woman, particularly his sister, but the basis of his
whole sense of identity, to which the double standard is a threat, for
Hif it was that simple to do it wouldnt be anything and if it wasnt any-

thing what was I. . . ."h

Within the United States the cult of the lady has been uniquely
Southern. Within Western civilization there have always been, until
modern times, a recognition of sexual and psychical differentiae between
man and woman, and an apportionment of privileges and reeponsibilities
based on those differences. But the forces of modernism tend to efface

the conventional differentime in a now-familiar pattern: industrialism

11vid., p. 122. 2Ibid., p. 97.

l‘Ibm., p. 166.

31v14a., p. 12k.
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and urbanization break up the family, depriving the woman of her natural
domain and driving her into the economic world, where she must develop
masculine skills and psychical habits in order to compete with men, and
8o on. The economic causes are also reinforced by a philosophy of egali-

tarianism, according to which the only differences between man and woman
ere the ascidental
man gnd woman are not only equal but identical, and should share equally
the burdens and rewards of life in every sphere of activity.

It is quits otherwise in the South. There, the recognition of
traditional distinctions lingers on tenaciously, and the distinctions
themgelves are observed with great punctiliousness. This fact can be at-
tributed to several causes: agrarianism, with its norm of nature and its
retained importance of woman as home-manager and bearer of future labor-
ers; religious fundamentalism, with its insistence upon the subordination
of woman to man according to Scripture; the mystique of blood and the cult
of the lady, and the other interrelated factors. Whatever the exact con-
tribution of the several causes, the significant point is the traditional
demarcation between man andi woman which the Southerner assumes not as an
ideal but as a fact of life.

Since it is the woman's status or condition which has changed
more in the modern world, and the man's leas, it is the Southern woman,
rather than the man, who seems strange to the outsider. He finds it
strange, for example, that the Southern woman should still accept her tra=-
ditional subordination to husband, evinced publicly by her uncomplaining
gubmissiveness to his will and caprice. Among the lower orders this sub-

ordination obtains as almost an inversion of the lady's exaltation, and
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often shows as a slight but identifiable trick of manners, such as the
woman'e following instead of preceding the man in public. Thus in The

Velvet Horn, when Lucius Cree and his nev; hill-billy wife leave the inn,

"the clerk's leer spitted him between the shoulder blades ae they walked

the long lobby, Ada Belle behind him like a mountain woman."d Tt shows

alas in more flagrant =
wife in The Hamlet, and her passive acceptance of that abuse: ". . . and
the husband turned and struck her with the coilad rope. !Why didn't you
head hir?' he said, 'why didn't you?' He struck her again; she did not
move, not even to fend the rope with a raised arm.“a

Far more important than the inferior relationship of wife to hus-
band, however, 1s the special range of faculties and functions assigned
the Southern woman in the regional novel. Regional novelists agree with
Western tradition in differentiating woman from man on the basis not only
of physical peculiarities but of functional and temperamental character-
istics which issue in part from those physical traits. In general, man
tends to be active, rational, idealistic, and vocal. Woman, on the other
hand, is passive and receptive, emotional and intultive, practical, and
gilent. In her gexual and procreative aspect, woman 1s the vehicle, the
vessel, the receptacle: man sows, the woman bears, and from this ancient
analogy with the land derive other quslities of woman: pliabllity, trac-
tability, durability, inexhaustible strength, energy, patience, and
mystery.

It is not possible or desirable to enumerate and exemplify all

the traits associated with woman by Southern novelists; moreover,

1p. 350. 2pp. 299-300.
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contradictions within and among individual authors are not infrequent,
the reason being that woman herself is inconslistent and enigmatic like
the land. The validity of the foregoing outline of woman, however, is
demonstrable from a few typical passages. Of woman's practicality and
fataliem V. K. Ratliff speculates, "Or maybe it's women that dont need

v nawvar haord nf o resann and
v newer X ¢ ¢l o réaaon and

—-——— e ———

wouldn't recognise it face to-face, since they dont function from rea-
sons but from necessitiéa that couldn't nobody help nohow and that dont
nobody but a fool man want to help in the second place, because he dont
know no better. . ."1 And Gavin Stevens agrees: "YBecause women are
not interested in romance or morals or sin and 1lts punishment, but only
in facts, the immutable facts necessary to the living of 1life while you

are in 1t. . . ."2 The comparison of woman to land is explicit in

Labove's prevision of Eula Varner's fate:
He could almost see the husband which she would someday have. He
would be a dwarf, a gnome, without glands or desire. . . . the
crippled Vulcan to that Venus, who would not possess her but merely
own her . . . as he might owmn . . . a field, say. He saw it: the
fine land rich and fecund and foul_ and eternal and impervious to
bim who claimed title to it. . . 3

And the woman, like the land, re¢eceives and nurtures man's seed, as Gail

Hightower reflects: "The woman. Woman . . . the Passive and Anonymous

whom God had created to be not alone the recipient and receptacle of the

4
gseed of his body but of his epirit too. . . "

The woman also possesges a kind of knowledge, or faculty for
knowledge, normally unavailable to man. It is usually the type of knowl-

edge associated with the second level of "blood"~-instinct, intuition,

luanaion, p. 117. 2Town, p. 293.

4

3Ham1et, p. 119. Light in August, p. 409.
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faith, and the 1ike. Just what woman intuits varies according to the

author and particular situation. Mr. Compson thinks it is evil:

Women are like that they don't acquire knowledge of people . . .
they are just born with a practical fertility of susplcion that

makes & crop every so often and usually right they EEve an affinity
for evil for supplying whatever the evil lacks in itself_?br drawing
it about them instinctively. . . .T

For Fudora Walty it ia the anirit 11luminating thea nhyaical eurfaece and
gesture which woman, at her best, apprehends. In Migs Welty's novels men
do and act; women characteristically see, but this allotment of faculties
becomes apparent not so much by explicit exposition as by her use of wom-

en as point=of-view characters. Thus the action in Delta Wedding is pre-

sented altogether through a series of alternating female obsgervers, and

the climax ias Ellen Fairchild's vision of the real George Fairchild, her

brother-in-~law:

As he looked in her direction, all at once she saw into his mind
as 1f he had come dancing out of it leaving it unlocked, laughingly
inviting her to the unexpected intimacy. She saw his mind--as if it
too were inversely lighted up by the falling paper lanterns--lucid
and tortuwus. . .

3

Some such feminine sensibility or instinct, whatever its specific char-
acter, almost always distinguishes the Southern woman when her faculties
have been allowed to develop along their natural lines.

When, however, her natural disposition has been warped by condi-
tioning, trauma, or coercive circumstances, the Southern woman is likely
to assume masculine characteristics and may become a kind of grotesque
parody of both sexes. She develops the man's hard, inflexible will; she
becomes preoccupied, like him, with the fanatical pursuilt of ideas,

ideals, principles; she becomes obsessed with words and talk. Frequently,

lpury, p. 115. 2p, 221.
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she is unmarried, badly married, or early widowed, and thus is denisd the
child-bearing and -rearing function which is so vital to realization and
fulfillment of woman's nature. Familiar instances from Faulkner!'s work
are Joanna Burden, Rosa Coldfield, Judith Sutpen, and Virginia du Pre.
From other regional novelists we have Miss lucy Burnham (Night Rider),

twice~widowed Amelie Crovleizh (The Velvet Horn). Susan Buchan Posey

(The Fathers), and Miss Willy Lewis (The Women on the Porch). In Miss

Welty's novels the distortion of woman's nature is sometimes a technique
as woll as a theme, glving us compulsive talkers and manipulators like

Edna Earle Ponder and the community women of The Golden Apples, who have

developed so in large measure by default of their men.

Another distinguishing feature of the South has been its code of

manners--the existence of traditional forms and conventions which play
an important role in the conduct of life. The code of manners developed
coevally with the aristocracy, although it has never been restricted to
that claas but hae permeated the entire Southern culture. Its develop-

ment, general nature, and diffusion are described by Marshall Mcluhan as

follows:

One main condition of aristocratic life was present in the South and
not in the North~-personal responsibility to other human beings for
education and material welfare. . . . Perhaps even more declisive. .
in the creation of the aristocracy is absence of private life. To
live always in the presence of family and family servants changes the
most average of beings. Formality becomes a condition of survival.
Moreover, to represent one's family first and oneself second in all
goclal intercourse confers a special impersonal character on human
manners and actions. And where there is a cgde, all classes will
ghare and interpret it for themselves. . . .

1"The Southern Quality," pp. 369-70.
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McLuhants description is valuable, not only for emphasizing the interre-
lationship of manners with other aspects of Southern life-~the family,
bi~racialism, and hierarchy--~but also for emphasising the practical ori-
€in and use of a "soclal code."

Perhaps too often the merely ornamental, assthetic, and even oti=-
naa aida of mannara ia atreased. and it ia overlooked that a social code
originates in utility and belief. A statement by Andrew Lytle, cited ear-
lier, recalls the relationship of belief to institutions and conventions:
The structure [Ef aocieti] is in its inltitﬁtionu. The institution is
defined by conventions. Belief, the life of the state, functions through
its conventions." By thise interpretation a particular form of manners,
such as the code of honor or the ritualistic courtship of woman, should
be viewed not as an idle form practiced for its elegance or aesthetic
value alone, though such a value may certainly appertain, but as the ex-
pression of a belief in personal integrity or in the dignity of woman.

Likewise, as McLuhan suggests, the utility of formal mannerg is
an important consideration in estimating thelr nature and value. Their
utility lies in distancing, depersonalizing, and therefore facilitating
public, social ihtercourse, which otherwise would be disrupted by the in-
trusion of personal, private motivations. Thie prohibitory, "facilitating"
function of manners among individuals is recognized by Walter Sullivan:

In a world whers trouble enough is expected, good manners help peo=-
ple to avcid misunderstandings and unnecessary and unintended slights.
Thus the Southern world is seriously concerned with the task of pale
liating the difficulty, of making a sometimes hard life a little eas-
ier.

More generally, Andrew Lytle interprets the mass movement of the "uprooted

l“The City and the 0ld Vislon," Lasting South, p. 123.
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slavee" in The Unvanquished as

the loosing of chaos, &ll those elemental forces which an ordered
soclety keeps in place by ethics, a code of morals and manners. So-
ciety can solve none of the repetitive involvements which are man's
plight and inheritance. 1I%t can only hold in abeyance the most destruc-
tive aspects of these forces by rules and orders, accepted habits and
the convention of property. The animal nature if man is transformed

by form into what is called civiliged behavior.

Rut tha inhihiting finstinn af mannera haas alan a nositiva asnect 1f. as
John Peale Bishop thinke, "what we ask is not repression of passion, but
a discipline that will in controlling it elso conserve it." The 014 South
had such a discipline.
For theirs was a civilization of manners, and it is only through that
unconscious ingtruction which we appropriately call being wellwbred
that the discipline of which I speak can be imposed. The sense of
the earth was strong in them, so that they could not cultivate many
illusions as to the ultimate improvement of mankind. But in the mean=-
time, their manners gave them assurance and, because they knew that

the uge of civilities 18 to keep others at a distance, they preserved
integrity.a

The existence of a viable code of manners means the presence in
society of traditional, prescribed rituals,infused in the individual
through "unconscious instruction," for the performance of recurring acts,
from the most casual and trivial to the most profoundly significant deeds
of the human being. In addition to allowing the easy executlion of tasks
and duties without formal instruction, such rituals have the effect of
establishing the individual in a known, secure, familiar world, extend=-
ing before and after him. This effect is illustrated in Lacy Buchan's

description of his sister:

To Susan the life around her in her childhood had been final; there

1“The Son of Man," pp. 130-31.

2
Collected Essays, p. 1ll.
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could be no other, there never had been any other way of life-~which
is, I suppose, a way of saying that people living in formal societies,
lacking the historical imagination, can imagine for themselves only
a timeless existence: they themselves never had any origin and they
can have no end, but will go on forever.l
Lacy then recollects a typical minor ritual from his own childhood-~his
motherts meticulous washing of the "good china" after dinner each day-
and speculates,
If this 1little ritual of utility--not very old to be sure but to my
mother immemorial-—had been discredited or even questioned, she would
have felt that the purity of womanhood was in danger . « « and that
the infidels had wickedly asserted that the State of Virginia (dby
which she meant her friends and kin) _was not the direct legatee of
the civilization of Greece and Rome.
Thus the Southernerts daily existence is both lightened and substantiated
by the minor ritualas of his formal society.

Moreover, major ceremonial forms attend the deeply significant
events~~birth, maturation, courtship, marriage, death-—of the Southerner's
life and enhance their significance, at the same time that the rituals
help absorb the trauma of these events. The rituale are a public posses-
sion and remind the individual of his continuity with mankind and of the
social importance of the ritualistic events; simultaneously they remind
him that his experience is not unique but has been undergone a myriad
times before. Something of the elevating and sustaining powers of major
ritual, at least formerly, is explained to Lucius Cree by Jack Cropleigh:

#Itn gpeaking of marriage. . « « The time was when man made a little
progress towards the recovery of what he had lost. « . « That is, man-
kind had come to accept coupling as not entirely a private matter but
a neighborhood affair first of all, and the bride and groom were
brought to bed . . « in a fairly public way. At night, 1t's true, be-
cause of our fallen state, but only after the long day's ceremony o o .
just so the burning couple, once they were behind the locked door,
would romember in between times that it had been done before, when

12he Fathers, po 183. 2Ib1d., p. 184,



235
they would be tempted to say this is ours and nobody else'a.";
At its best, then, Southern formalism has served a manifold practical,
expressive, and assthetic function, and has done much to alleviate, yet
hypostatize, the onerous course of existence.

However, a social code also engenders a certain vulnerability in
its creatures. Restrained by and seemingly secure in his meshwork of
forms, the traditional Southerner can be victimized and exploited by the
highly persoral, unscrupulous, or merely uninformed man who recogniges
no sanctioned limits to the realization of hie drives. The "gheltered®
Susan Buchan is thue seduced into a disastrous marriage with George Posey:
"There can be no question but that Susan had been fascinated by George's
mysterious power, by his secrecy and his viclence. . « « She could not
have known that George was outside life, or had a secret of life that no
one had heard of at Pleasant Hill.“2 Againgt such fmysterious ﬁower“ as
Posey's and Thomas Sutpen's, the Buchans and the Coldfields and the Comp-
gong are not exactly helpless, but they are seriously disadvantaged. And
in their discomposure the frustrated traditionslists sometimes fall into
the ways of their antagonists, as do Susan Buchan Posey, Rosa Millard,
and the Coldfield sisters, thus betraying their soclety and themselves.

Nor are the traditionalists solely the victime in thise kind of
encounter. The Posey-Sutpen species typifies the modern "innocent" of
good falth (1n that he intends no harm), whose difficulty is that he does
not know the "rules" of a formal socliety, or at least what the rules mean;

he knows only his personal desires and needs, often not too well, and he

veivet Eorn, pp. 354-55.

aJ!‘an:b,erta, pe 183¢
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is mystified and driven to further extremities of action by the resist~
ance of the forms and formalists to his onslaught. Lacy Buchan!s analy-
sis of George Posey illustrates the tragedy of the type:

George Posey was a man without people or place; he had strong re-
lationships, and he was capable of passionate feeling, but it wae all
personal. . +» « In a world in which all people were like him, George
would not have suffered--and he did suffer-—~the shock of communion
with a world that he could not recover; while that world existed. its
plety, its order, ite elaborate rigamarole-~hie forfeited heritage—-
teased him like & nightmare. . . . All vioclent people secretly de-
slre to be curbed by something that they respect, so that they may
become known to themselves.t

Another type of subversive, however, deliberately and viciously

exploits the social code and its adherents to his own aggrandizement. The
prototype of this species 1s Flem Snopes, but his spiritual brethren are
scat tered throughout the regional novel-wfor example Wilkie Barron of

World Enough and Time, who, to further hie own political ambition, cyni-

cally manipulates Jeremiah Beaumonti®e romantic concept of the code of
honor. Anotker example is Jason Compson IV, who utilizes his mother's
aristocratic pretensions, expressed in her ritualistic burning of ¥Caddy's
check! each month, to amase hig private treasure, The ascendancy from
lowliness to respectablility of the arch~enemy, Flem Snopes himself, can

be largely aecribed to hie successful playing off of personal and communsl
weakness against communal formalism. Now, it is a mistake to view the
Snopes—-community struggle as a villain-victim contest. The traditional
community possesses the usual vices of man, and is in fact the Snopeses!
mentor in the lessons of rapacity and greed; but these forces are, as
Lytle said, "held in abeyance' by the social code: Will Varner dare go

- only so far in the practice of his rapacity. It is Flem Snopes's genius

11vid., pp. 179-80.
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to exploit the weakness through the form, as when he barters his name to
"cover" Eula Varner's original indiscretion, and later uses the familial
forms to parlay Eula's adultery into the presidency of Colonel Sartoris!
bank.

The case of Flem Snopes and his like illustrates a related compli-
cation of the mocisl code. Being extarnal. manners and forms are aveila-
ble for imitation by all and are therefore no reliable index of a person's
station, let alone his character. Societal confidence in forms probably
entalls an element of ambiguity about the real nature of any particular
person. A veneer of impeccable manners may conceal a real scoundrel like

Senator Tolliver in Night Rider or Bogan Murdock in éﬁ_Heaven*n Gate. Or

the avallability of mannere may allow a low-born person to "pass' as a
gentleman-—-or a lady, as Miss Idell candidly explains to Amantha in Band
of Angels:
"I wag a barmaid, dbut I caught on quick. I got the right kind of a
dress. I'd go stand in a lobby at the big hotel and watch how ladies
did, and I'd practice it, and shucks, darling, there!s nothing to it,
anybody can do a lady's tricks. . . « And you never guessed I wasn't
a lady, did you, darlingt“l
Such diasimulation has done no little to discredit formal behavior.
Moreover, with the passage of time and the erosion of substance,
forms have tended to become empty in themselves. When general belief in
the purity and exalted status of woman declines, for example, such gee-
tures of gallantry as Quentin Compson's attack upon Gerald Bland can in~
gpire only ironic comment: "!Oh,! Spoade said, 'the champion of dames.
Bud, you excite not only admiration, but horror.! He looked at me, cold

2
and quigzical. 'Good God,! he sald."  Still, the modern South is pervaded

1Po 2]‘")4’- ZF_ufz_’ Pe 185'
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by the remnants of manners, and the contrast between the compulsive, ves-
tiglal form and its meaningleasness is often an occasion for humor. So
Charles Mallison must hurry to properly eacort self-sufficient Linda
Snopes Kohl to her door, "who perhaps had left the South too young too

long ago to have formed the Southern female habit-rite of a cavalier's

o mer H &
-

stangy, " though Motill net oo faor diceevered from b

ern heritage but to recall that he, Charles, dared not risk some casual
passerby reporting to hie uncle that his nephew permitted the female he

was seeing home to walk at least forty feet unaccompanied to her front

door."l

The most prominent and significant lineament of the Southern

image, in my opinion, is the importance 2{ the past. Temporal extension

into the past exists, however, as a dimenslon of the several, more read-
ily definable institutions and economies previously described; it is not,
like the family, one of the cells or sub-structures in the Southern or-
ganism, but is a proportion of the whole organism, and hence of all the
celle. This fact has become evident in the necessary allusions to the
past, to change, and to the present in the foregoing discussions, and it
cannot be too much emphasized that the past in the South is important,
not a8 any kind of separate entity, but as & function of the institutions
which transmit it and which also acquire additional significance by their
instrumentality in this respect.

Nevertheless, the role of the past in the Southern culture de~

gserves special attention because of its massive presence and therefore

1Maneion, pp. 358-59.
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potent effect on the Southern character, and also because of certain ae-
pects which cannot be easily distributed.to institutional agencies. Rubin
summarizes these aspects in his declaration, "More than any other region
of the United States, the South tends to think about its history, and to
live with less regard for the future than for the immediate present, and
to do things in certain ways because that is the way such things have

always been done before."1 Reversing the order, we can call these as-

—— — ——— Stm——

pecte the general role of the past and the South's particular history,
especially its defeat in the Civil War.

We have seen in Chapter II the general nature of tradition in any
regional society, and we have seen in this chapter some of the particular
characteristice of tradition in the Southern society. We are concerned
here with the general effect of the past and tradition on the Southern
character. For, regardless of the particular agency of transmission and
the specific content of tradition, the mere presence of voluminous tradi-
tion exerts a powerful determinative force upon the individual, with both
beneficial and adverse results.

Generally, the impingement of the past on the present through
traditional formse produces in the individual a constant awareness of the
past which is foreign to modernism. In its orientation toward time,
moderniem is characterized by "provincialism," as Allen Tate calls it,

or Richard Weaver's "pregentism," an immersion in the sensations of the

present, fleeting moment:

Indeed, modernism is in epsence a provincialiem, since it declines
to look beyond the horigon of the moment. . . . it involvee impalr-
" ment of the memory. . . . It ie apparent, moreover, that those who

1"An Image of the South," Lasting South, p. 1.
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are in rebvellion against memory are the oneg who wish to live without
knowledge; and we can, in fact, tell from their conduct that they act
more than others on instinct and sensation.
A pathetic example of fpresentism" is Perse Munn's old cousin, Miss
lanthe Sprague, who can listen to nothing but the advertisements and
casual stories from a newspaper:

Sha eonld nat listan to tha long, eoneacutive articles in the nawa-

paper. But the fragmentary, the irrelevant, the meaningless, such
things she could receive and draw her special nourighment from. Auto-

matically, ehe rejected everything elsge. . . .
And she did not 1like to talk of the past, and avoided his ques-

tions. Indeed, she bhad little memory of the past. That, too, she
had rejected, for out of memory rises the ngtion of a positive and
purposive future, the revigion of the past.

By contrast, the traditional mirnd possesses a continuous, some-
times excessive awareness of the past and its bearing on the present. If
the traditional Southerner is able "to live with less regard for the fu-

. ture than for the immediate present," that present is not the fragmentary,
diecrete point in time inhabited by Mise Sprague, but a present secure in
and continuous with the past. The interpenetrative relationship of past
and present to the traditionalist, as well as the possible import of that
relationsbip for his sense of identity, is indicated by Williem Faulkner:
o +» » to me, no man le himself, he is the sum of his past. There is
no such thing really as was because the past is. It ie a part of
every man, every woman, and every moment. All of his and her ance
try, background, is all part of himself and herself at any moment.
The same incidence of past upon present is the theme of Jack Cropleigh's
meditations during the wake for Joe Cree: "Unravel the past: weave the

present. To what pattern? A pattern to keep Lucius from being undone

l14eas Have Consequences, pp. 67-68.

2Night Rider, p. 212.

3 pavtimer in the University, p. gh.
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by the knowledge this fresh death will bdbring up, for open the ground as

you will the WAS jumpe up as the NOW goes in. ol

As we have seen, this presentness of the past, especially to the
extent that "no man is himself, he is the sum of his past," can have
peculiar consequences for the Southerner's sense of himself, depending in
part upon the nast of which ha faela him o he the eum and in pert vmon

his own ability to escape total domination by that past by mastering it

end assimilating it to present needs and circumstances. Jack Cropleigh

himgelf is a figure who exhibits this type of mastery: awed by the mys
tery of time, he yet ig able more or less effectively to "unravel the
past: weave the present," although he dies a sacrificial death in the
interests of his "pattern." Captain Todd of Night Rider is another who
has transformed his personal and traditional past into a "deep, inner
certainty of self,"2 an awareness of "a ripe, secret security that he
could count on, out of the swirl and reach of the general excitenent."3

And the Falrchilds of Delta Wedding have reached such an accommodation

with the past--perhape because they continue it so perfectly--that they
can forget 1t: "They were never too busy for anything, they were gen-
erously and almost seriously of the moment: the past . . . was a pri.
vate, dull matter that would be forgotten except by a.unts."l+

On the other hand, when the past of which the Southerner is the
sum is too confusing, too morally repugrant, or simply too overpowering-
ly energetic for him to assimilate, he becomes its victim and loses him-

gself. So with Quentin Compson and the "interchangeable and almost myriad"

lyelvet Horn, p. 201. 2Night Rider, p. 43.

N
3Ib1d., po M. P. 15.
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names from the Jefferson past at the beginning of Absalom, Absalom!,

before he has even heard the entire Sutpen story: "His childhood was
full of them; his very body was an empty hall echolng with sonorous de-
feated names; he was not a being,‘an entity, he was a commonwealth."l
And the past seems to dwarf the present for Mr. Compson, too, who thinks
cf the slder Scutherners oo
people too as we are, and victims too as we are, but victims of a
different circumstance, gimpler and therefore, integer for integer,
larger, more heroic and the flgures therefore more heroic too, not
dwarfed and 1lnvolved but distinct, uncomplex who had the gift of lov-
ing once or dying once instead of being diffused and scattered crgap
tures drawn blindly limb from limb from a grab bag and assembled.
This passage illustrates a function of tradition implicit in the
Southerner's intense awareness of his past: 1its agency as a megsure of
change and the present. The past is apparently stable and secure, and
by reference to it from the presert one may estimate collective or per-
sonal improvement or deterioration. Mr. Compson measures his own and
Quentin's generations ageinst the simpler, more heroic image of their
predecesgsors and arrives at a disparagement of contemporaneity, thus
illustrating the point of Allen Tate's remark, "The South has had re=~
verses that permit her people to imagine what they might have been(And
only thus can people discover what they E{g.)"B A similar concept of the
past's use in ascertaining the direction of development is indicated in
Jack Burden's philosophy of "contextualiam":

Reality is not a function of the event as event, but of the relation-
ship of that event to past, and future, events. . . . But this only
affirms what we must affirm: that direction is all. And only as we
realize th&s do we live, for our own identity is dependent upon this

principle.
lAbsalom, p. 12. 2Ibid., p. 89.

' 4
3Limita of Poetry, p. 269. All the King's Men, p. 407.
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Jefferson's jail, in Requiem for a Nun, is another relic from the past
which teatifies to both change and continuity. The original jail, with
its "0ld ineradicable bones, the o0ld ineradicable remembering: the old
logs immured intact and lightless between the tiered symmetric bricks

nd

and the whitewashed plaster, witneasses Jefferson's "mutation and change

from a halting-nlace: to a community: tn a settlament: tn a2 villaga:
to a town“a; and its very persistence recognizes and reflects the unchang-
ing "gross and simple lusts and yearnings" of man's "gross and simple
heart"3 which the main story of Temple Drake Stevens and Nancy Mannigoe
dramatizes. Gavin Stevens draws together the communal and personal
themes of Requlem, and also eplitomizes the general role of the past in
the South, in his etatement, "'The past is never dead. It's not even
past.tt

But the South's public past, its history, is of course quite
specific, and it is the speclfic content of this omnipresent past which
fashions the contours of the Southerner's unique character. We have al-
ready noted some effects of the South's bi-racial history. At this point
wve are concerned with the momentous consequences of the South's involve-
ment and defeat in the Civil War, and its aftermath.

A good many commentators on Southern reglonaliem regard this as
the Southern subject. Allen Tate, for example, discussing differences
between "traditionaliste" and "soclologists" of fiction, writes as fol-

lowa: "If the Southern subject is the destruction by war and the later

lyi11iam Faulkner, Requiem for a Nun (New York: Random House,
1951), p. 224. -

N
®Ipid., p. 214, 31v1d. Ibid., p. 92.
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degradation of the South by carpetbaggers and scalawags, and a consequent
lack of moral force and imagination in the cynical materialism of the New
South, then the soclologists of fiction and the so-called traditionalists
are trying to talk about the same thing."l Irving Howe writes of the
Southern "myth" that, "like any other myth, it is a story or cluster of
stories that expresses the deepest attitudes and reflects the most funda-
mental experiences of a people. And its subject . . . is the fate of a

ruined homeland."®

And by Robert Penn Warren's interpretation of history,
while the Civil War claimed the South for the Union irrevocably, it aleo
immortalized the separate identity of the South:

But in claiming the Confederate states the War made them, para-
doxically enough, more southern~-with all the mystique of a prideful
"difference." There had been disintegrating tensions within the Con-
federacy, but once the War was over the Confederacy became a City of
the Soul. . . . We can say that only at the moment when Lee signed
the document of surrender was the Confederacy bosn. At the moment of
its death it entered upon its immortality. . . .

This last point, the establishment of Southern identity in the

Civil War, bears emphasis. Less metaphysically than Warren, Richard
Barksdale Harwell yet agrees essentially that "the Confederacy achieved

a unanimity of thought and action the section had never known before," in
other words that the South achieved its purest moment of selfhood in and
through the Civil war. Now, since the Southerner, more than others, iden-
tifies himself with his "land," and since that land realized itself most

fully at a moment in the past, the Southerner in a very large measure has

his own identity located behind him in literal time. After the War, the

lLimits of Poetry, p. 291.

2'".l‘he Southern Myth and William Faullkmer," American Quarterly,
III (winter, 1951), 360.

3"A Mark Deep on a Nation's Soul," p. 83.
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Northerner could relegate it to a forgotten past and proceed confidently
to future triumphs, whereas the Southerner's finest hour was already in
the past.
The North had the wealth and the power to move on. For long the South
could honor itself only in defiance and remembrance. The past of the
South, for sixty years, became centered in recollection of the war.l
This fact accounts for the almost unbearable tension which we
sometimes find in Southern characters' thinking of the past: there is
the feeling of the presentness of the past, in the mode described above,
and yet there is at the same time a covert recognition that, in a literal
sense, the past has irremediably passed and taken with it the peak of
life. This tension appears in Gavin Stevens' explanation of Southern
time to his nephew:
HIt's all now you see. Yesterday wont be over until tomorrow and to-
morrow began ten thousand years ago. For every Southern boy fourteen
years old . . . there is the instant when it's still not yet two
oclock on that July afternoon in 1863 . . . and it's all in the bal-
ance, it hasn't happened yet . . . there is still time for it not to
begin against that position and thoee circumstances . . . yet it's
going to begin, we all know that . . . and that moment doesn't need
even a fourteen-year-old boy to think This time. Maybe this time

with all this much to lose and all this much to gain: Pennsylvagia,
Maryland, the world, the golden dome of Washington itself. . . .

%1t hasn't even begun yot . . . yet it's going to beginh: the high tide
of the Confederacy and its ebbing-~these are the two warring qualities
of Southern time implicit in the Confederacy's achievement of greatness,
and their tension is poignantly felt by the Southerner.

Historically, Pickett's charge did begin, and after it came "the

destruction by war and the later degradation of the South by carpetbaggers

1Richard Barksdale Harwell, "The Confederate Heritage," Lasting
South, p. 19. R

2
Intruder, pp. 148-49.
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and scalawags."

What is different in the history of the South, what digtinguishes
it from the history of the rest of the United States, is that it is
a history of defeat. The South was beaten in war and occupied by
enenmy troops; alone of American regions, the South has a Lost Cause.

1

The material loss in the Civil War and "the nightmare of Reconstruction®
was immense, and "there was no Marshall Plan for the Southern States."2
Beyond and graver than this, however, was the incalculable effect on the
Southern psyche, as Richard Weaver points out:

In the course of the Civil War the South suffered not only great
Physical destruction, but also severe traumatic shock. There can be
no doubt that the latter was the greater injury by far. For thirty
years the atmosphere was so suffused with the sense of tragedy and
frustration that it was almogt impossible for a Southern man to take
a "normal" view of anything.

~On the positive side, the public history of defeat has given the

Southerner a tragic view, or at least a familiarity with failure, which
is more in accord with the average lot of mankind than the more succesg-
ful experience of the nation at large. The Southerner is the "only in-
voluntary tenant of the American union" as a result of the fact

that a supreme act of his will was frustrated, and that as a conse-

quence of that defeat he had to accommodate himself to an unwanted

circumstance. And that, of course, is the meaning of failure. There-

fore in the national legend the typical American owes his position

to a virtuous and effective act of his will; buﬁ the. Southerner owes

his to the fact that his will was denied. . . .

In this respect, says Walter Sullivan, the individual's private experience

lRubin, "An Image of the South," Lasting South, p. 7.

2Weaver, "The South and the American Union," idid., p. 63.

3“Agrarianism in Exile," Sewanee Review, LVIII (Autumn, 1950),

587.

k4
Richard Weaver, "Aspects of the Southern Philosophy," Southern
Renascence, pp. 24=25.
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of radical contingency and ultimate failure, which we noticed as corol-
laries of the Southerner's religious fundamentalism and agrarianism, is
corroborated by regional history, enhancing the identification of the
Southerner with his region:

Thus the public, eectional experience confirms the private experience

of the individunl citigzen. The personal philosophy bears extension

until it ie applicable to the region as a whole. The result is a

gpiritually integrated, philosophically homogeneous society in which

public and private feeling, public and private duty coincide.l
Such an M"education" in defeat and tragedy enables the Southerner better
than the innocent, "typical American!" to cope with the nature of life,
since "nothing else can bring home so forcibly the truth of the proverd
that time and chance happen to us en.l].."2

In specific connection with the Civil War and Reconstruction,

motives and imagee of deféat, destruction, suffering, yet withal endur-
ance, pervade the Southern regional novel. To both the actors in the
historical drama and their descendants, it is a source of pride, of in-
transigent defiance, of fatalistic resignation, sometimes of outraged
unbelief, that the South and Southerners could endure so much. Jackson,
Mississippi, "knew General Pemberton . . . and Joseph Johnston: and
Sherman: and fire: and nothing remained, a City of Chimneys . . . ruled
over by a general of the United States army while the new blood poured
in . . . But endured. . . ."3 According to the imaginings of Shreve and

Quentin, Charles Bon lists the conventional supports lost to the Confed-

erates--God, food, clothes, shelter, even honor and pride--yet still

luqme Gity and the Old Vision," Lasting South, p. 122.

2Weaver, "Agpects of the Southern Philosophy," Southern Renascence,

pp. 24-25.

3Requiem, pp. 108-109.
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finds a faculty to endure: "'Qnly there is something in you that doesn't

care about honor and pride yet that lives, that even walks backward for

& whole year just to live . . . the old mindless sentient undreaming meat

that doesn't even know any difference between despair and victory, Henry.'#l

Gail Hightower's father is singular in his adjustment to peacetime: "And
when the war was lost and the other men returned home with their eves
stubbornly reverted toward what they refused to believe was dead, he
iooked forward and made what he could of defeat by making practical use

of that which he had learned in it."2 And Charles Mallison shows the typ-
ical Southerner's attitude toward the North, with its "rich teeming never-
ravaged land of glittering undefiled cities and unburned towns and un-~
vasted farms®: "not north but North, outland and circumscribing and not
even a geographical place but an emotional idea, a condition of which he
had fed from his mother's milk to be ever and constant on the alert not

at all to fear and not actually anymore to hate but just . . . to d.efy."3
Wagh Jones's "!'Well, Kernel, they kilt us dbut they aint whipped us yit,
air they‘f'")+ might be the motto of this theme.

Although Southern man suffered physically the more, Southern
woman endured the greater spiritual travail, as a result of which her
will hardened more than the man's. (Of course she experienced physical
hardship too. It is probably true that the invalidism of Gail Hightower's
mother "was the result of the food which she had had to subsist on during

the last year of the Civil War."5 Concerning a neighborwoman's hands

1)bealom, p. 349. 2Light in August, p. 415.
y

3Intruder, p. 117. Absalom, p. 184.

5

Light in August, p. 409.
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#gtiff and swollen from dishwater and picking up stovewood," Lucius Cree
wonders, "Did Sherman make those hands, when he said he would bring every
southern woman to the washboard?"l But it was the spiritual shock more
than physical hardship alone that changed Southern woman in the way we
have previously seen. It was the loss of beloved men and the resultant
vacuun of authority, the loss of status, the affront to her dream and
denial of her will--all these hardened and masculinized Southern Qoman.
The holocaustal war temporarily projects for Drusilla Hawks the "highest
destiny of a Southern woman--to be the bride-~widow of a lost cauae—-,“a
and it estranges the Jefferson men and women "for the reason that the men
had given in and admitted that they belonged to the United States but the
women had never aurrendered."3 The Southern woman assumed the dominance
vacated by the death or moral defection (in her eyes) of the Southern
man, for example in the case of Frankie Dunbaugh's control over her hus-—
band: "'And Appomattox hae more to do with it than you think. You let
a man be whipped . . . the next morning he will find the woman trying on
his breechea."h No finer illustration of Southern woman's indomitable
flesh and spirit can be adduced than Aunt Mac and Aunt Shannon, "with the
brothers and husbands every man killed in the end!:
[Aunt Ha.q] and her sister Shannon had brought up all James's and
Laura Allen's children . . . from Dehis aged twelve to George aged
three, after their dreadful trouble; were glad to do it-~widows! And
though Shannon drifted away sometimes in her mind and would forget
where ghe was . . . she, Mac, had never let go, never asked relenting
from the present hour, and if anything should, God prevent it, happen

to Ellen now, she was prepared to do it again, start in with young
Battle's children, and bring them up.D

lyelvet Horn, p. 215. 2Uhvanquished, p. 121.
3Ibid., p. 119. l+Velvet Born, p. 5k.

5Delta Wedding, pp. 118-19.
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Altogether, such phenomena may bYe reckoned with the beneficent side of
defeat.

On the other hand, the history of defeat has also had its unques-
tionably harmful effects on the Southern character, many of which have
already been descrived in connection with other aspects of the South. R
B. Harwell points out that, because "the past of the South . . . became
centered in recollection of the War,"

men who had been rollicking, roistering soldiere became, in retro-
gpect, knights of a vanished Southern chivalry., Demagogues whose
most positive accompliehments had been gpitting todacco juice and
shouting became statesmen of the 0ld South. Filiopietism replaced
patriotism, Apology replaced history. The Confederate heritage had
full sway.
To these we should add such additional tralte-—not ascribable altogether
to Southern history but certainly confirmed and enlarged by that history--
as the Southern disposition to militarism, excessive pugnacity and vio-
lerce; an inordinate suspicion of and animosity toward outlanders ("Yan-
keea'); the use of the Negro as scapegoat; and, covering these and other
deficiencias, the "Great Alibi" complex, by which "the South explains,
condones and transmutes everything": "By the great alibl the Southerner
makes his Big Medicine. He turnse defeat into victory, defects into vir-
tues. Even more pathetically, he turns his great virtues into absurdi-
ties—-sometimes vicious absurdities.!
The romanticigation of the past to the degradation of the pres-

ent, an inability even to see the present clearly because of the splen-

dor and poignancy of the past~-this is the moral and cognitive infirmity

lurne Confederate Heritage," Lasting South, p. 19

2
Warren, "A Mark Deep on a Nation's Soul," p. 85.
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to which the South's history all too fregquently contributes. The pattiern
is illustratable throughout the Southern regional novel; it is, in fact,
the principal form of felse irnnocence through mythicization to which the
Southerner 18 subject. Robert Penn Warren's night riders justify their
increasingly violent depravities partly in terms of their 'Confederate her-
itaze® of violence. and Lem Murdock is exonerated for murdering Moxby
Goodpasture when the latter impugns his Confederate record and later source
of wealth. In & lighter vein, Aunt Shennon Milee is immune to the reali-
ty of recent Fairchild family history, and hence implores a long-dead
brother~in-law to dispose of a living in-law of whom she disapproves:
"tDuncan, dearie, there's a scrap of nuisance around here ought to be
ghot. « « « Pinck Summers, he calle himself. Coming courting here.'"1
More somberly agaln, we have seen how, on the domestic level, Gail Highe-
tower victimizes hise wife by hie infatuation with his grandfather; but
on the communal level, too, terrorists like Percy Grimm can flourish on-
ly because religlous leaders like Hightower have abdicated their responsi-
bility, “offering instead of the crucified shape of pity and love, a swag-
gering and unchastened bravo killed with a shotgun in a peaceful henhouse,
in a temporary hiatus of his own avocation of killing.”z Thus on every
slde, the South!'s past threatens to dominate its present as Colonel Sar-
toris has dominated the lives of his descendante, and as his statue, which
serves well to symbolize the nature and eminence of the regional past, con-
tinues to dominate the graves in the Sartorls plot:

His head was lifted a little in that gesture of haughty pride which

lpelta wedding, pe 119e

aLight in August, P. 4og.
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repeated itself generation after generation with a fateful fidelity,
his back to the world and his carven eyes gazing out across the val-
ley « « « and the Dblue changiless hills beyond, and beyond that, the
ramparte of infinity itself.
Finally, the interplay between past and present occurs not only
as subject and theme but also as technique in the Southern regional nov~

el. One version of the class, which might be called the "historical"

novel and which includes The Iong Night, None Shall Look Back, The Unvan-

quished, and Band of Angels, is laid entirely in the distinctively South-

ern past but contalnse previsions of the Southern present. Another tech-
cique utiligzing the temporal dimension ie the panoramic chronicle from
past to present with frequent reversions and anticipationa; instances are

Penhally, Jordan County, The Golden Apples, and Go Down, Moses. In still

another approach--the most common-~the main action is centered in the
present but with frequent incurselions from the papt, with more or less co=
herence depending upon the rational and volitional control of the narra-
tive authority. Whatever the particular manner, the point is that in the
Southern regional novel the interrelationship of past and present is very
often communicsted technically by flashback, flash-forward, and almost

inextricable mingling of past and present.

Another Southern trait articulated both thematically and techni-

cally in the regional novel is the oral tradition, comprising the related

traditions of public rhetoric and tale-~telling. Malcolm Cowley observes,

A striking feature of Southern life ie that it is much more conversa-
tional than life in the North. . . « Southerners as a type are good
talkers. They became good talkers by practice and social custom, but

lyilliam Paulkner, Sartoris (New York: New American Library,1953),
p- 313.
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also by necessity. Until quite recent years the rural South had very
few commercial amusements, and its people had to entertain themselves.
They fiehed and Eunted . + « but their principal amusement and folk
art was talking. :
Gavin Stevens' attitude toward talk, remarked by Charles Mallison on a
rare occasion of hig uncle's reticence, typifies the outlook: "It was
1ile he didn't have time any more to concentrate on talk in order to
raise it to conversation, art, like he believed was everyone's duty."2
Practice, soclal custom, and necessity have given rise to "talk" of two
species: public rhetoric and folk-rnarration. "The South has always been
blessed and cursed by a fondness for public rhetoric. . . . Thie rhetorie
is also the style of the folk-tale, the story told and re-told, filled
out by hazard and by guess. . . ."3

For, not only is there more talk in the South, but that telk is

of a different nature than elgewhere, certainly at least in the United
States: it is rhetoric, both in public speeches and in folk-tales.
Richard Weaver distinguishes between the dislectical and the rhetorical
uses of language, and indicates why the Southern mode is rhetorical. The
word, he says, can be used for anslysis, as in dialectic, but it is bas-
ically a synthesizing instrumentality, and "in rhetoric words make use

of things already dialectically established in a further and final expres-
gion which has to do with matters of policy and value."u In other words,

rhetoric does not use language to arrive at truth, but to express the

lIntroduction to Great Tales of the Deep South, p. viii.

2
Town, p. Hlo
3“The Southern Revival: A Land and its Interpreters," p. 16.

"
wpgpects of the Southern Philosophy," Southern Renascence, p. 18.
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possible application of truths already assumed and to elaborafe larger
configuratione of truth. Therefore rhetoric is possible only in a stable
soclety like the South. "The very stability of its institutions makes
possible a vocabulary which does not exist . . . where things are charac-
terized by distracting change."1 In the South, furthermore, the identity
of worda with what thay renrecent ohatructe the develomment of verhal
skepticism and moral nihiliem.

Verbal skepticism ie the beginning of moral nihiliam, and it is just

this belief that wordse are among the fixed things which has kept the

South conservative. . . . Just as soon as men begin to point out that

the word is one thing and the object it represents is another, there

sete iIn a temptation to do one thing wéth the word and another or

different thing with the object. . . .

Now, although he acknowledges certain disadvantages to the reign
of rhetoric, such as the tendency to venerate anyone who can speak well,
in general Weaver appfoves Southern rhetoric and its enabling cornditions.
It seems clear, however, that in the present Southern world, as repre-
sented in the regional novel, the equivocation of rhetoric ie far more
fundamental than Weaver here indicates, and that it pointe to a perennial,
universal fissure in man's nature: his inebility to harmonize ideality
with reality. Many a regional novel deals explicitly with the theme that
rhetoric does not coincide with actuality, that the word does not repre-
sent the object adequately--and never can, and that dialectic or "verbal
skepticism" is a necessary counterpoint to rhetoric when the postulation
of identity between word and object is found tc be erroneous, or partly

so. In fact, since language is the novel's medium and must represent all

the social forces we have been discussing, from one point of view it can

l1via. 2Ibid., p. 19.
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be asserted that the tension between rhetoric and dialectiec is the basic
tension in the Southern regional novel. It is a tension revealed at its
extreme in Addie Bundren's thought, Whow words go straight up in a thin
line, quick and harmless, and how terribly doing goes along the earth,
clinging to it, so that after a while the two lines are too far apart for
tha esma narean to atraddle from ane to the nthar.

A corollary aspect of the Southern rhetorical tradition whieh con-
tributes to this tension is the apeaker—éuditor situation. Allen Tatel!s
perceptive eseay on Southern rhetoric, "A Southern Mode of the Imagina-
tion," contains the following comment on this situation:

The traditional Southern mode of discourse presupposes somebody

at the other end silently listening: it ie the rhetorical mode. « « «
The Southerner always talks to somebody elee, and this somebody else,
after varying intervals, is given his turn; but the conversation is
always among rhetoricians; that is to say, the typical Southern con-

versation is not going anywhere; it is not about anything. It is a-
bout the people who are talking. . . .

The pattern of this situation, wherein no exchange and resolution of con-
trasting ideas occur, holds true all the way from "official® rhetoric (ora-
tor addressing audience) down to casual tale~telling, for
the old Southern rhetor, the speaker who was eloquent before the aud-
ience but silent in himself, had always had at his diepoeal a less
formal version of the rhetorical mode of discourse than the political3
oration. « « « The tall tele was the staple of Southern conversation.
Agein Gavin Stevens is a first-rate exemplar of our point; according to

V. K. Ratliff, if Stevens ever comes to talk about a certain event, the

telling will not be very revelatory, ''because when Lawyer come to tell

e I Lay Dying, p. 465.

20ollected Bssays (Denver: Alan Swallow, 1959), po 560

3Ivid., p. 566.
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it, he wouldn't be having to tell what happened: he would be having to
tell, to say, it wouldn't much matter what, to somebody, anybody listening,
1t wouldn't much matter who."l

We find in this oral pattern several possibdle traps for the South-
erner, all of which are often developed in the regional novel. One is
the unbalancing of the theoretically contrapuntal arrangement, so that
one voice runs on and on while the other is silenced. For the predomi-
nant voice it can mean a loss of self in a spéte of words, such as we see
in Rosa Coldfield, Uncle Daniel and Edns Earle Ponder, and, occasionally,
¥Willie Stark and Gavin Stevens. For the silenced voice--silenced by awe
or bafflement or sheer shock--it can mean a feeling of suffocation such
as Quentin Compson experiences, who cannot escape his father's voice even

in Massachusetts with a Canadian, "thinking Yes, too much, too long. I

didn't need to listen then but I had to hear it and now I am having to

hear it all over again because he sounds just like father. . . .42 Again,

the fact that a Southern conversation "is not about anything! but "the
people who are talking" can be extraordinarily frustrating to the listen-
er who, in an unrhetorical fashion, is striving to get at the reality of
a matter. So Quentin finds it next to impossibie to extract the true
Sutpen story from the motley fabric woven from his father's and Rosa's
subjectively colored accounts.

Another tension-building fact of Southern rhetoric is its rela-
tionship to mythopoeia in both habit of mind and technique. A4s we saw
in Chapter II, the mythopoeic faculty is disposed to locate the sum of

value in particular, representative figures or images. So with the

1Town, P 99. 2Absalom, p. 211.
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Southern rhetorical mind and expression in ite "public phage," according
to Allen Tatets explanation of the South's public image of iteself which
compelled figures like Lee to choose local community over the abstractions
of union and abolition:

For the rhetorical mode is related to the mythemaking faculty, and
the mythopoeic mind assumes that certain great typical actions em~
hody human truth. . . . Tha Ronthern nuhlie nearsana was sunnartad hy
what W..J. Cash called . . . the "proto~Dorian® myth. This persona
wag that of the agrarian patriot, a composite image of Cincinnatus
dropping the plough for the sword, and of Cicero leaving his rhetori-
cal studies to apply them patriotically to the prosecution of Cati-
line. . o « The South was an aggregate of farms and plantationi, pre-~
sided over by our composite agrarian hero, Cicero-~Cincinnatus.

The point ie that the habit of mind shown in the popularity of this image,
which has been promulgated endlessly in Southern political rhetoric, is
cousin~-german to the mythical habit of mind.

Moreover, the techniques of rhetoric and myth resemble each other
in their attempts to express a synthetlc, rather than analytle, view of
objects. Both modes of discourse tend to elaborate the fullness of an
individual object, rather than to establish rational connections between
objects. A passage cited fragmentarily before goes on to describe the
nature of Southern rhetoric as follows:

The South has always been blesged and cureed by a fondiness for pub-
lic rhetoric. But this rhetoric is not merely one of public demon~
stration; it has become a style, a manner of making the language re-
veal its secrets elaborately, of torturing the syntax of human

thought. « « « To make a half-truth whole, one must reveal its sub-
rational nature, persist along the path to the source of its whole-

ness, reveal it in as many of its human and natural ambiguities and

paradoxes as the language can hold.
This rhetoric is also the style of the folk-tale, the story told
and re-told, filled out by hazard and by guess. . . o€

Loo11ected Essays, p. 560.

2#Phe Southern Revival: A Land and Its Interpreters,® p. 16. My
italics.
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With this description of rhetoric, especially the parts I have emphasized,
should be compared Ernst Cassirer's descriptions of mythical insight and
its lingulistic expression introduced in Chapter III.
¥With respect to this habit of mind and expression, rhetoric, 1like

myth (if indeed the two can be regarded as discrete), is truly both a

hlaaaines anA
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o curee to the Sontharner. T¥ undouhtadly anawers o renl
needs in human nature. It provides aesthetic satisfaction by furnighing
non-utilitarian "precious odjects" for contemplation, in a style which
appeals to man's deep yearning for wholeness or unity of being. It also
provides concrete images such as the "Cicero Cincinnstus" persona, and a
style of life, the unconscious imitation of which allows the Southerner

to meet the challenges of experience with conviction and security. These
sglutary functions of rhetoric can be seen in the nature and effect of

the long story-telling sesasions between o0ld Will Falls and Bayard Sartoris
in Sartoris, or in the repeated legends of the Fairchild brothers' hero-—

ism and self-sacrifice in Delta Wedding, or in the confidence and hope

with which a downcast audience can be inspired by a public rhetorician
like Senator Tolliver, "a real orator--no ranting and bellowing, but per-
fect composure and ardent gesture as the moment demanded, and always that
flowing, full, compelling voice moving out over the lifted faces."l
On the other hand, and very often at the same time, the mythical
aspect of rhetoric possesses a considerable demoralizing poteniiality--
the "“curse" of rhetoric-~-insofar as spurious images and excessive falth

in words hinder the prudent, efficient conduct of daily life, and perhaps

even lure the individual into unnecessary, foolish, and perilous

NNight Rider, p. 23.
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adventures for which he is unequipped. Rhetoric, in other words, can be-
tray as well as fulfill, and frequently betrays in the act of fulfilling.
George Fairchild 1e thus in a sense betrayed by the appealing legends of
his dead brother, Denis. Ellen "wondered whether, if it had never been
for Denis, George might not have been completely the hero to his family--
inatesd of anmetimes almonst ita hero and sometimea almort ita aacrifiecinl
beast"lz it is George's "being in himself all that Denis no longer was,
e human being and a complex man,"2 that is overshadowed by the stories of
the superlative Denis endlessly recited by the legend's unofficial propri-
etress, Aunt Tempe. George's wife, Robble, feels that George is driven
by these stories to heedless risks such as defying a train on a trestle:
But oh, when all the golden persuasions of the Fairchilds focused

upon him, he would vaunt himeelf again. . . . Sometimes she thought

when he was out of reach . . . that she could blame everything on

some old story. . . . For he evidently felt that old storles, family

stories, Mississippl stories, were the same as very holy or very pas-

gsionate. . . . He looked out at the world, at her, sometimes_. . .

as if an old story had taken hold of him~~entered his flesh.
And to mee the obverse effect of another kind of rhetoric, we could fol-
low the destiny of the people mesmerized by Senator Tolliver, as they are
led down the path of gravescent bigotry, violence, self-betrayal, and
general degradation, after being actuated by the spell-binding Senator's
promise that "the Assoclation would give them Justice."u

Whatever form it takes, the primacy of language, of the spoken

word, ies the general consequence of the South's oral tradition. It is a

society in which the word and its effective user are venerated. A para-

digm of this veneration is Sugar-Boy's eulogy of Willie Stark: "'He

lelta Wedding, p. 63. °Ibid., p. 6b.

y
31via., p. 191. Night Rider, p. 23.
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could t-t-talk so good,' he half-mumbled with his stuttering. 'The
B~B-Boes could. Couldn't nobody t~t-talk like him.'"l From the pecul-
lar status and dignity of word and speaker in the South flow all of the
variations on the theme of language in the regional novel. Briefly,

three clusters of linguistic themes are discernible: the danger of over-

confidenca in lancuasa.

T v

the worae danger of radical skepticism of language,
and the shifting, amblguous relationship of language to reality.

Where so much social faith is reposed in the power of language,
some Southerners are bound to exalt language to a status equal or superior
to reality itself. Instead of a vehicle for the expression of conceptual
reality, language becomes reified itself, even when it runs counter to
obgervable, phenomenal reality. Or, if it is not the reification of lan-
guage alone, it is the reification of language as the vessel of the will,
or belief, or dream--what one wants to be true, as against factual truth.
The typical pattern is described by Quentin Compson ag he listens to
three boys planning the expenditure of a bonus reward for catching (they
hope) an o0ld trout, in spite of the fact that they no longer even try
geriously to catch the fisgh:

Then they talked about what they would do with twenty-five dollars.
They all talked at once, their voices insistent and contradictory and
impatient, making of unreality a possibility, then a probability,

then an uncontrovertible fact, as people will when thelr desires be-
come words.c

Now this kind of rhetorical fantasy is natural and harmless enough among
boys, but it can be ruinous when indulged by grown men. When subjective,
linguistic reality diverges appreciably from objective reality and is pur-

sued to the neglect of the latter, objective reality, acting like nemesie,

1411 the King's Men, p. 446. 2pury, p. 136. My italics.
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has a way of striking back retributively at the subjective rhetorician.
Illustrative is the case of Labove, the iron-willed, ambitious school-

master in The Hamlet. His "was a forensic face, the face of invincible

conviction in the power of words as a principle worth dying for if neces-~
sary," and he suppresses "his own fierce and unappeasable natural appe-
titee"l‘in the aingle_minded nrosmcution of hia ambition. But Labove is
undone by those same suppressed appetites when Eula Varner's %"kaleido-
scopic convolution of mammalian e;lipses“a drifts into his orbit, "tran-
quilly abrogating the whole long sum of human thinking and suffering
which is called knowledge, education, wiadom"3; and when, driven quite
mad and knowing it, Labove clumsily attacks her, the "attack" is largely
rhetorical and ineffeectual: "He held her loosely, still smiling, whisper-
ing his jumble of fragmentary Greek and Latin verse and American-Mississip-
pl obscenity. . . ."u

On the other side lies the possibly worse danger of radical skep-
ticism about language~-the conviction that words are meaningless. It is
the antithesis of excessive faitn in language and results, usually, from
witnessing the disjunction betwsen rhetoric and empirical reality, and
perhape aleo from simple exhaustion by a torrentlal flow of words. The
nature and degree of disenchantment with language range all the way from
Jack Cropleigh's philosophical skepticism to Quentin Compson's unreason-
ing, profound cyniciem. Cropleigh, who has been a great talker himself

until he falls into an open grave, explains his new reticence this way:

The old story beginning over and over again, for there's only one,

lgamiet, p. 106. Ibid., p. 100.

L
3Ivid., p. 116. Ibid., p. 122.
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beginning with the words, Eritis sicut dii, not the Word, not the
etymon but the multiplication of its derivatives. Put them in any
combination you will, and I've tried them all, they never are; they
only derive, That's why I'm done with words.1

Quehtin Compson has not analyzed his condition, but he has reached the
stage of automatically rejecting or denying the meaning of all spoken
worde, which are just dead sounds to him: ". . . because Harvard is such
a fine sound. . . . a fine dead sound we will swap Benjy's pasture for a
fine dead sound . "2 When his father tells him the truth, that "it's
nature is hurting you not Caddy," Quentin replies "That's just worda."3
In a somewhat lighter veln, Quentin's skepticism is shared by Gavin
Stevensa, to whom nahing a thing despoils it of its quelity end endangers
its very existence:

You gee? That was it: the very words reputation and good name.

Merely to say them, speak them aloud, give their existence vocal

recognition, would irrevocably soil and besmirch them, would destroy

the immunity of what they reprﬁeented, leaving them not just vulner-
able but already doomed. . . .

And Gavin finally reaches the point of conjecturing that Linda Kohl's
deafness may be the ideal human situation, that "perhaps the entire dilem-
me of man's condition is because of the ceaseless gabble with which he
hag surrounded himeelf, insulated himgelf from the penalties of his own
folly which otherwise . . . might have enabled him by now to have made
his condition solvent, workable, successful."5

Utter skepticism about language poses a greater danger to the
Southerner than overconfidence in language because of the third linguis~

tic theme of the regional novel: the fact that language does have some

lyelvet Horn, p. 357. Spary, p. 193. 31vid., p. 135.

4 pown, p. 202. SMansion, p. 236.
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positive, expressive relationship, however shifting and uncertain, to
reality. Therefore the individual who adopts the radically skeptical
attitude toward language renders himeelf vulnerable to whatever reality
lies concealed in language, if only that of the speaker's subjective
biases. A cltation in the last paragraph showed Quentin's linguistic
skepticism blinding him to a truth which could certainly relleve some of
his anguish. Another excellent case in point is that of Addie Bundren,
who becomes so disillusioned about language that she discredits it alto-
gether:

[Anse] had a word, too. Love, he called it. But I had been used
to words for a long time. I knew that that word was like the others:
Just a shape to fill a lack . . . and I would say, Let Anse usge it,
if he wants to. So that it was Anse or love; love or Anse: it didn't
matter.

Bowever it does matter, and a great deal, because, however defective may
be Ange's use of "love," there is adjunctive to that use a physical core
of reality which is capable of affecting Addie vitally, as she pgrtially
sees when ghe finds she is pregnant with Darl:
Then I found that I had Darl. At first I would not believe it. Then
I believed that I would kill Anse. It was as though he had tricked
me, hidden within a word like within a paper screen and struck me in
the back through it.
But Addie is self-deceived, and her self-delusion persists. She thinke

3: later,

"I would be I; I would let him be the shape and echo of his word"
after her adulterous affair with Whitfield, she takes pride in tidying wup
relations by "giving" Anse the appropriate children: "And so I have

cleaned my house."h But Anse's "word" to transport her body to Jefferson

148 I Lay Dying, p. 463. 2Ibid.

3Ibid., pp. 465-66. l+Ibm., ». 467,

—
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violates even the dead "I" of Addie Bundren, which undergoes a succession
of quite untidy outrages and, furthermore, decomposes vicariously through
the morbid thoughts and actions of her family. Thus does the word work
its vengeance upon those who deny it validity.

The actual relationship of the word to reality cannot be general-
ized, except to say that there is such a relationship and that the search
for its nature is one of the motivating impulses in the Southern regional
noval; Since language is the principal form of human communication, the
regional novellst is apt to be eapecially interested in the degree and
quality of communication enabled by the Southern oral tradition. Occa-
slonally we find the suggeation that the spoken word can express or effect
real spiritual communion among persons, as does the broken, illiterate,

but impassioned rhetoric of the Negro preacher in The Sound and the Fury,

whose second, genuine voice stirs the congregation deeply, "sinking into
their hearts and speaking there again when it had ceased in fading and
cunmulate echoes." Then:

And the congregation seemed to watch with its own eyes while the

voice consumed him, until he was nothing and they were nothing and

there was not even a voice but instead their hearts were speaking

to one another beyond the need for words. . . .
Much more common, however, is the idea that language connects human beings
only peripherally, while more vital communication awaits other measures,
such as physical contact. Thus language is described by Grandfather Comp-
son as "'that meager and fragile thread . . . by which the little surface
corners and edges of men's secret and solitary lives may be joined for an

.1"2

instant now and then. And Addie Bundren too sees language as

lFury, p. 310. 2Absalom, p. 251.
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inadequate to a person's need for communion with others, and soc explains
her former disciplinary problems with her pupils: "I knew that it had
been, not that they had dirty noses, but that we had had to use one
another by words, like splders dangling by their mouths from a beam,
‘swinging and twisting and never touching, and that only through the blows
of the switch could my blood and their bloeod flow as one stream."l
Finally, as a superlative and appropriate complication to thie

theme of linguletic reality, we find the paradox that words may belie
facts, yet express a greater than factual truth. Insofar, that is, as
words express or correspond to what the heart and the blood know or be-
lieve to be true, they convey a truth superior to that witneseed by the
gsenses or inferred by the intellect. Thus Gavin Stevens distinguishes
between poetic and factual truth:

But, then, poets are almost always wrong about facts. That's because

they are not really interested in facts: only in truth: which is

why the truth they speak is so true that even those who hate poets

by simple natural instinct are exalted and terrified by it.2
On this level of truth and language, the word is nearly identified with
the Word, of whose accessibility through language Jack Cropleigh despaired;
it is associated with men's dream, the will to believe, what should be
true even if it is not actually existent. This association is made ex-
plicit in the following passage on Eula Varner and her meaning to the men
of Frenchman's Bend:

. . . alittle loet village, nameless, without grace, forsaken, yet

which . . . without tumescence conceived, and bore . . . a word, a

single will to believe borm of envy and old deathless regrst . . .

the word, the dream and wish of all males under the sun capable of

harm . . . the word, with its implications of lost triumphs and de-
feats of unimaginable splendor-—and which best: to have that word,

lég I lay Dying, p. Le3. 2Town, p. 88.
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that dream and hope for future, or to have had need to flee that word
and dream, for paat.l

Now, the complication wrought by this conception of linguistiec
truth is evident if we recollect a kind of linguistic falsity, previously
congidered, which also results from the will to believe: the "incontro-
vertible fact" which people make of unreality "when their desires become
words." The question, as it is dramatically realized in the regional
novel, ig this: How does the Southerner discern the wish~word which is
true from the wish-word which is false, since both are disjunct from
factual reality? Or is it possible that, on this level, truth is alto-
gether relative to the speasker-—that, for example, the several, contra-
dictory versions of George Fairchild's actions on the railroad trestle
are equally true, to the extent that they express their speakers' dreams
of truth? Isaac McCaslin would say "no": |

"And I know what you will say now: That if truth is one thing to me
and another thing to you, how will we choose which is truth? You
don't need to choose. The heart already knows. . . . there is omnly
one truth and it covers all things that touch the heart."e
However, Isaac's argument is offset by McCaelin Edmonds' counter-argument,
by the fact that Isaac got this notion from Edmonds in the firast place,3
and by the additional fact that Isaac's decision based on this idea is
proved by later events to be a mistake. The point remains that picking

his way among the various degreee and kinds of truth is an excruciatingly

complex task for the Southerner because of his society's oral tradition.

At the beginning of the present discuseion I said that the South-

ern oral tradition is articulated technically as well as thematically in

lgemlet, p. 149. ®Moges, p. 260. 31vid., p. 297.



267

the regional novel. It appears as techniéue in two overlapping modes:
narrative figures and point of view. A minor use of the oral tradition
in narrative structures involves public or quasi-public speeches in one
form or another--what has been called "official" Southern rhetoric. The
regional novel is heavily sprinkled with courtroom scenes, pclitical
meetings, church services, and other types of public gatherings, on most
of which occasions a rhetorical voice is heard pronouncing the communal
credo and, as a result, motivating the characters in diverse ways. The
Tquasi~-public! speech occurs when a character such as Gavin Stevens or
Willie Stark harangues one or two listeners in a private context; the
style ie the same as the public style, and its use in a private situation
may suggest the speaker's fixation in a monomaniacal habit of thought.

A more important use of the oral tradition in narrative struc-
tures is that of the anecdotal or legendary form either to present the
main action or a part of it, or to introduce digressive but thematically

relevant material. Occasionally we find a whole novel, such as The Ponder

Heart, presented in the form of a tale orally related, with the casual,
backward and forward motions characteristic of the oral tale, to us, the
captivated listeners. Far more often the tale or legend is interspersed
with other forms of narration to provide important information from
another, sometimes a communal, angle. Examples of the tale used in this

way are the Fairchild legends in Delta Wedding, Sol Leatherbury's and

Jack Cropleigh's stories in The Velvet Horn, Hamisgh Bond's story of his

life in Band of Angels, Will Falls's and Jenny Du Pre's Civil War stories

in Sartorls, Rosa Coldfield's Sutpen fable in Absalom, Absalom! and the

many Ratliff and Ratliffesque tales recounted in The Hamlet, The Town,
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and EE: Mansion. Finally, there is the kind of tale, such as Willie
Proudfit's in Night Rider, which is a structural "digression" but which
relates slgnificantly to the ideas motivating the main line of action.
These illustrations are meant to suggest the recurrence of the tale's
ESEE as a formal element in the regional novel, and therefore to stress
the freausncy with which the reader is directly exposed to the same
linguistic considerations affecting the Southern character so complexly.

The technique of point of view in the regional novel also real-
izes with peculiar force and thematic bearing the Southern oral tradition.
That tradition and its consequences both lend additional significance to
conventional points of view and produce innovations in the technical cat-
egory of narrative authority. First, the use of the oral tale as a struc-
tural element is one example of the extra dimension which the oral tradi-
tion gives to a conventional authoritative device. The introduction of
such first~person tales in the structural progression is certainly not
original with the Southern regional novel. What is original, I think, is
the meaning and effect of that device. That is to say, temporarily, de-~
pending upon the length of the intercalation, the reader is subjected to
the same gtresses and questions as the auditors in the novei--~the complex
considerations described under the "thematic" aspect of Southern rhetoric.
The reader experiences with the fictlional auditors the tension between
the objective truth of the events related (whose objectivity may be high-
1y questionable) and their subjective truth for the tale-teller. The read-
er may also be captivated, like the fictional auditors, by the intrinsic
interest of the tale's events and led astray from the bearing of those

events on the main action and from pursuing the needs of that action
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expeditiously. Or, in another version, the reader may share with both
raconteur and audience a communal tension between the noncommittal, wry,
humorous manner of the relation and the underlying gravity of its import,
as is true of Rétliff'a Snopes stories. Regardless of the specific situa-
tion, the use of the first-person point of view in the oral tale repro-
duces in the reader effects analogous to those experianced hy the Santh-
ern characters.

And the same generalizstion applies to other kinds and uaes_of
narrative authority, with particular variations according to particular
sltuations. TFor example, two of Miss Welty's recurrent, interrelated
themes are the paralysis and superficiality in personal relations engen-
dered by loquacity, and the idee that irn talk only the exterior outlines
of self are revealed while the inner self, one's unique sensibility, re-
cedes from view. Coneldered together, these themes are a version of the
opinion that talk or rhetoric impedes vital communication among persons,
although of course Mise Welty's themes are complex, subtle, and unique
in their realization. And their realization consists in part in her
manipulating point of view so that at times it is completely objective
and auditive, when nothing is perceived but the spoken words of charac-
ters, to the extent even that the speakers' identities are effaced. At
such times the characters tend to grow opaque and flat, and the reader
slides with them along the surfaces of words, out of touch with the es-
sences of things and people, in contrast to those still moments when,
exterior silence prevailing, the reader and the observing character pen-
etrate via the sensliblility (exhibited by third-person, restricted exposi-
tion in a conjectural, exclamatory style) deep into the inner life of

things.
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There are other possible correlations bestween aspects of the
Southern oral tradition and conventional points of view which can enrich
the thematic and affective significance of the latter. In a society
vhere nearly continuous, sociable conversation is the norm, extreme reti-
cence indicative of introspection or introversion--at least withdrawal
from tha acecial cnrrent—-can ha symntomatiec srimultanaonaly of incansei-
tating personal disorder and of institutional breakdown. Southern nov-
elists have often used the first-person point of view to dramatize both
of these states. In The Fathers, for instance, the first-person narrator
tells the story not so much to the reader as. to himself, in a kind of
reverie, and there 1s a fairly explicit contrast between him at the time
of telling, “an unmarried old man, having nothing else to do, with a
competence saved from the practice of medicine," and the first scene he ‘
recalls: "'] see figures on the lawn that morning at Plegsant Hill, I
hear voilces. Of that large company I remember the ordinary tone of the
conversation, the hospitable anxiety of the nearer connectiion for the

vl purthermore, the

comfort of the more distant kin and friemnds. . .
effect of the contrast between "the ordinary tone of the conversation"
and the narrator's lonely, reflective voice is sharpened by the fact that
Lacy Buchan's half-acknowledged solipsism is the result of the events he
relates, so that in a eense the content of the novel is responsible for
its form.

Paulkner and Miss Welty utilize first-person narration to similar

effects. In The Golden Apples Ran Mclain's chaotic, anguished, first-

person reverie is a telling counterpart to and consequence of other

1p. 5.
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sections dominated by the incessant, objectively rendered gabble of the
Morgana women, and both extremes are contrasted with a more harmonious
conjunction of interior and exterior perspectives achieved in certain
passages related from the restricted, third-person point of view. Like-

vise, in several of Faulkner's novels (ggg Sound and the Fury, As I lay

sent psychlical states variously disoriented with respect to objective
reality, and it is often ironical that an excessively subjective orienta=-
tion, such as Quentin Compson's, exhibits at the same time both a revul-
gsion from Southern rhetoric and still an interior domination by that
rhetorie, as voices from the past continue to disrupt consciousness of
the present.
It is in this area of "voice" that Southern novelists, notably
Faulkner and Lytle, have worked what I think is an innovation in the
technique of point of view: it is the bardic or communal voice. Lytle
describes its origin and nature as follows:
At a family gathering . . . there would always be one voice more capa-
ble than another of dominating the conversation. It was & kind of
bardic voice. This opened my eyes to a technical device about the
point of view, what might be called the Hovering Bard. Everybody
knows something about a happening; but nobody knows it all. The bard,
by hovering above the action, to see it all, collects the segments.
In the end, in thi vay he fite the parts together, the one story will
finally get told.

And again, of Faulkner'e technique: ‘“what is unique to him is a kind of

Bardic quaelity and tone. . . . The bard tells the well-known story but

known incompletely until he brings all the fragments into their true re-

lationship, thus revealing the fuller truth in the mold created by his

lFore\\rord to A Novel, p. xix,
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greater talent and knOWIedge."l

In Lytle's own The Velvet Horn, Jack Cropleigh is the individual-

igzed bard, containing within himeelf the collective knowledge and wiedom
of the community. There are however sigeable portions of material inac—
cessible to the personal Cropleigh, told from a kind of omniscience which

we con aaenma to ha Gropleighlg bardic axtanaion or nrojection, mueh aft-

R AN - - > e A Al

er the fashion of Darl's clairvoyant visions in the twelfth and seven-
teenth sections of As I Lay Dying. TFaulkner's normal "bardic voice" ap-

pears in novels such as Light in August and the Snopes trilogy in the form

either of lyrical omniscience, hardly distinguishable from conventional
omniscience except for ite communal, panoramic sweep and occasionally
rhapsodic quality, or of first-pereon-plural authority. The latter, with
its typical "And so we thought . « « And so we lmew! authorization, in-
corporates technically both the communal and the rhetorical features of
Southern life; the technique, like the substantive aspects of these fea-
tures, operates equivocally, being wrong as often as right, or right as

to fact and wrong as to motivation and meaning of fact. Of all these tech-
niques, it should be noted that their special relevance derives from the
Southern world they help to portray, where the spoken word has the pecul-

iar status described in the first part of thie section.

The twelfth and last feature of the Southern image to be consid-

ered here is the Southern tradition 2£ violence. Southern violence is

indirectly related to all of the other Southern traits, insofar as the

tensions bred by them are apt to erupt into violence at any time, and it

ltThe Son of Manm," p. 129.
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is directly or causally related to the South's history, its agrarianism,
its bi-racialism, and the cult of the lady and code of honor.
The Southfs publicly sanctioned use of fofée during the period
1860-1876, venerable as that period became in the Southern mind, estab-

lished the tradition of violence as not only a permissible recourse but
actuellw o civie dnty wnder certein circumetansas euch fe wmeonvention-
al behavior by Negroes or flagrant violatioﬁ; of communal mores by any-
one. Southern vigilante justice, no matter how questionable the circum-
stances in which it ig exercised, always hearkens back to the impeccable
authority of the Confederate army and the first Ku Klux Klan. Thus when
high=-principled Captain Todd seeks to withdraw from the Association Board
because of the worsening outrages of its auxiliary night riders, he is
reminded of his Klan and Civil War records, the presumption being that
his participation in the former violence justifies his support of the
present. Captain Toda is one of the few who can disériminate between
Just and dubious uses of force:

"I was in the war and in the Klan, all right. And I helped hang
those men. I acted according to my lights, Mr. Silis. And I'm act-
ing according to them now. I thought I knew who my people wzre then.
o o o I just don't know as I can say who my people are now.#

But Captain Todd is rare; for perhaps the majority of Southern men, a
coloring of respectability is sufficient to invoke the violent ghost of
the "Confederate heritage.!

The South's agrarian economy is another factor contributing to

its predisposition to violence, for several reasons. First, the average

Southerner!s closeness to nature, with its concomitant sense of the

Lyight Rider, p. 179.
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elemental, breeds in him an acceptance of violence as an inescapable part
of life. Nature herself, in her weather and the competitive existence of
her blological species, alternates violence with tranquillity and offers
plentiful examples of savage combat, death, and cannibalism which came

unconsciously to suffuse the world view of the onlooker. Again, in his
cwn struggla with natura for enrvival the farmer muat amnloy varying
kinds and degrees of violence, so that it becomes habitual with him.
Clearing land, plowing recalcitrant soil, domesticating animals, hunting
game to eke out his crop income, and killing natural predators--all these
and other routine activities not only accustom the farmer to violent ac-
tion, but also necessitate his possessing the instruments of violence--
Zuns, knives, axes, scythes, rope, and so on--which are thereby available
for use against his fellow man. Even a Mink Snopes can lay hold of an
0ld shotgun and a few shells when the need for revenge grows too over-
powering to be borne. Finally, the scattered population, natural environ-
ment affording shelter, and meager policing forces of rural communities
render crime prevention and law enforcement extremely difficult, and thus
tempt the passlonate Southerner to indulge his taste for violence.

Then the Negro's presence and status, the cult of Southern woman-
hood, and the code of honor all interwork to produce an explosive complex
which often breaks out into violence. Of course the Negro can be chas-
tised for any transgression-—or for hone but being in the wrong place at
the wrong time--, but the offense for which communal punishment is ines-
capable is any gesture, from flirtation to rape, toward breaking down

blood lines--any offense against white Southern woman, in other words.

The violent pattern is epitomized in Percy Grimm's emasculation of the
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still-living Joe Christmas, with the moral, "!Now you'll let white women
alone, even in nell.'"l But the Southerner's code of honor demands pun-
ishment for crimes against Southern women committed by white men, too,
although usually not in the same degree of severity as that exercised
toward the Negro. Although Lee Goodwin is roasted alive for his supposed
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is coﬂaigned to the more lenient hand of the law, while a white man who
sullies white womanhood less.extremely (by seduction, adultery, loose
talk, and so on) is challenged to a duel or fist fight, flogged, tarred
and feathered, or forced into a shotgun marriage. Nor is chivalric vio-
lence reagtricted to the defense of woman's purity; "satisfaction' is also
demanded when one's name, honor, word, and family are impugned. Thus,
after Moxby Goodpasture describes Major Lemuel Murdock as "!the son of
his father, Angus Murdock, who got rich after the war by land speculation
in this state in pértnership with Mr. Herman Tilford of Cleveland, Ohio,'"
Lem Murdock exacts violent retribution, éven though Goodpasture's words
are trug:
WHe stood there in the station, waiting, while Moxby Goodpasture's
hired band was playing, and when Moxby Goodpasture come up, with
folks all around him, Lem Mtmlock bellered out 'Sirl! And he shot him."2
Although the code of honor seems to encourage violence, it can be
argued that a system of manners as a whole works normally to smooth so-
cial intercourse and discourage the forcible settlement of differences,
and that at least modern Southern violence ie dus in part to a breakiown

of an older form of manners. Thus Allen Tate asserts that "in ages

which suffer the decay of manners, religion, morals, codes, our

lLight in August, p. Lo7. aﬂeawen'a Gate, p. 87.
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indestructible vitality demands expression in violence and chaoa,"1 and
Herbert M. McLuhan‘ascribeg modern violence to the Southern aristocrat's
vulnerability before certain forces of modernism:

In a world of private lives, sceptical ambitions, and cynical
egotisms, the aristocrat or the man of passion is helpless. In a
world of merely material appetites his role is to suffer. That is
why the world portrayed in the novels of the South is one of vio-
lence, passion, and death.

Tatets own creature, George Posey, is one of these whose "indestructible
vitality demands expression in violence and chaos," and his opportunistie
use and disregard of forms in the pursuit of his privgte.life and skep-
tical ambition clearly anticipate the modern spirit. So at the beginning
of First Manassas, when Southerners'! private differences are presumably
submerged in common cause againet the invading Yankee army, Posey uses
the code of honor to avenge a personal affront (after public insult by
John Langton, "George raieed the pistol and shot him in the face"3). The
episode is highly slgnificant and somewhat ambiguous. Considered by it-
gelf, it could be taken to illustrate the disruptive effect of a formal-
ized violence; but, given the character of George Posey and the structur-
al progress of the novel to this point, we recognize the scene as one of
the last stages in the subversion of a formal society by the violent
spirit which tolerates no containing form.

These are, I belleve, the principal reasons for the prevalence

of violence in the Southern world, although several other factors play

contributing roles. Regardless of the exact incidence of the various

lninits of Poetry, p. 301.
2

WThe Southern Quality," p. 370.

3Pathers, p. 301.
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causes, the South's tradition of violence can be considered under three
interrelated headings: the general effect of a violent world on the
Southern character; the particular effects according to the two differ-
ent kinds of violence operative; and the meaning of violence to the
parties involved in a violent act.

Tha nravalence of violence in the South entails its widespread
acceptance as one of the facts of existence, with both wholesome and
pernicious consequences for the Southern character. On the one hand, its
acceptance produces a certain equanimity in the conduct of routine life
and a stoicism in times of crisis which are unknown to inhabitants of
more peaceful localities. Hardly any Southerner has not had a relative
or friend removed violently from the world, or threatened with such re-
moval; he knows it can happen to him, and this knowledge of his own con=~
tingency, having been faced, can be forgotten. This psychical habit ac-
counts for that curious air of indifference, and sometimes even light-
heartednese, which Southerners often exnibit in the face of imminent per-
sonal danger. TFor instance, on the evening of his own wedding rehearsal,
Troy Flavin, "bathed and dressed in a stiff white suit," settles a fight
among Negroes, aﬁoota an ice pick out of a threatening Negro's hand,
uges the pick to extract buckshot from a Negro's posterior, and, to
Shelley Fairchild's protest "'I can't get past--~there's blood on the
door,'" replies, "!Then you'll have to jump over it, my darlin'' . . .
singeong.“l

On the other hand, this acquaintance with and inurement to vio-

lence can produce or symptomize a moral insensitivity to outrages

lnelta Wedding, pp. 195-96.
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perpetrated upon others and to the suffering caused thereby. There are

times, after all, when one should be shocked by barbarism and savagery,

or, as Gavin Stevens puts 1t, "'Yes. Some things you must always be un-
able to bear. Some things you must never stop refusing to bear. Injus-

1

tice and outrage and dishonor and shame.'"™ Yet, far from being unable to

bear violent outraga, many Sontharners take o nnaitive antiafaction in
it. Gail Hightower accurately characterizes this bféed of Southerners,
who can never teke either pleasure or catastrophe or escape from
either, without brawling over it. Pleasure, ecstasy, they cannot
geem to bear: their escape from it is in violence, in drinking and
fighting and praying; cstastrophe toc, the viglence identical and
apparently inescapable.
And it is they, as Hightower recognizes, who will lynch--"erucifyt--Joe
Christmas:
"And they will do it gladly. . . . Since to pity him would be to ad-
mit selfdoubt and to hope for and pity themeelves. They will do it
gladly, gladly. That's why it is so terrible, terrible, terrible.n3
Much of the particular effect of a violent deed upon the perform-
er depends upon the character of the performance--in brief, whether it
is conceived and executed impersonally or personally. Charles R. Ander-
gson has discerned these two types of violence in the novels of Robert
Penn Warren,l+ but the distinction holds for other Southern regional nov-
els. The personal or private deed of violence has a definite relation-
ship to the performer and to a system of morality, however distorted,

that is part of the self; it comes from moral awareness of self and has

the mark of 1ife and will. Neither the personality of the vietim nor

Yintruder, p. 157. 2Light in August, p. 322. 31v14.

u"Violence and Order in the Novels of Robert Penn Warren,"
Southern Renascence, pp. 207-2k.
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that of the culprit is effaced; on the contrary, both are heightened and
intensified. Hence personal violence has a built-in limitation and can
even portend psychological redemption. Impersonal violence, on the other
hand, manifests the negation of personality in both actor and victim,
both of which are reduced to things or abstractions in the actor's mind.
This reduction allows lmpersonal violence to grow progressively worse,
becoming an attraction to violence for its own sake and an escape from
the tensions of personal conscliousness and responsibility. Impersonal
violence leads eventually to psychological and moral extinction. We can
perhaps glimpse the difference between the effects of the two types of
violence by an actual episode from World War II. Heinrich Himmler, who
was the Nazi master-murderer Ez paper, that is impersonally, once ordered
fan Einsatz detachment to execute a hundred inmates of the Minsk prison,
8o that he could see how it was done." According to an eye-witness,

Himmler almost swooned when he saw the effect of the first volley from

the firing squad. A few minutes later, when the shots failed to kill

two Jewish women outright, the S$.S. Fushrer became hysterical. One

regsult of thie experience was an order from Himmler that henceforth

the wimen and children should not be shot but dispatched in the gas

vans.
Ir other words, even to the incredibie Himmler, the realization of the
victime as suffering persons, instead of abstract integers on paper, had
some slight, grim, humanizing effect.

So with violent persons in the Southern regional novel. To the

extent that they identify themselves with impersonal forces, whether mobs

or principles or sheer mechanistic action, they lose sight of themselves

and their victims as persons and become increasingly dehumanized, become

1yilliam L. Shirer, The Rise and Fall of the Third Beich (New
York: Fawcett World Library, 1962), p. 1253.
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dark and empty inside and strive the more frenziedly to find themselves
through violent contact with the outside world. In Warren's work the
classic case is that of Percy Munn, who from his first exhilarated iden-
tification with a political crowd progressively loses himself in forms
of violent action--plant-bed scraping, flogging, vigilante killing, the
raping of his wife, mass raiding and dymamiting. killing from ambueh--
until at the end he thinks he can find himself only by killing Senator
Tolliver:

"I'm nothing," he uttered distantly, and cocked the revolver, but did

not point it. "But when I do it, I won't be nothing. It came to me,

Do it, Do it, and you'll not be nothing. . . . and I came here. To

kill you." He pointed the revolver. . . . "Not because you are

filthy, but for myself.nl
Other examples from Warren's novels are Sugar-Boy, who is perfectly sure
of himself only when firing a gun or driving a car; Percival Skrogg, who
translates his "pure idea' of the world into a masterful skill at duel~
ling because "that was the moment when, after all, he was most fully him-
self. It was the moment of the pure idea"a; and Jeremiah Beaumont, who
likewise seeks to live, at one stage, by the pure idea but finds his ful-
fillment in a fight when "I hit him in the face with all my force and
felt a great burst of delight in the act, and the jar and the tingle up
my arm filled me with Joy."3 These examples of violence are impersonal
in the sense that the personality of the victim--his humanity--is oblit-
erated in the name of an idea or the thrill of an emotion, and with that
obliteration goes part of the violator's humanity.

Faulkner, too, stresses the degradation which accompanies

lyignt Rider, p. Y57. 2World Enough and Time, p. 98.

3Ivid., p. 110.
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impersonal viclence, especially mob violence. In a mob one loses his
identity, becomes part of a composite thing, and hence forfeits personal
responsiblility for his actions. So when Charles Mallison is running to
intervene between Lucas Beauchamp and a mob, "he remembered again the
faces myriad yet curiously identical in their lack of individusl identi-
ty, their complete relinquishment of individual identity into one We not
even impatient, not even hurryable, almost gala in ivs complete oblivious-
ness of its own menace.“l In these circumstances the victim becomes as
anonymous tc the members of the mob as they themselves are; he too bhe-
comés a dehumaniged thing on whom any outrage can be perpetrated, since
it is no longer outrage. That is the reason why it is good for members
of a mod to get a close look at their handiwork; it can bring home to
them the humanity of their victim and the extent of thelr crime. Thus
the three-man vanguard of the mob led by Percy Grimm, himself acting the
depersonslized pawn of a metaphyeical Player, come in their "ghameless
savageness!" face to face with their sacrificed victim, and what they see
changes the "nigger!" Christmas to "man" and constitutes for them the re-
demptive grace of the sacrifice:
When they approached to sse what he wae about, they saw that the man
was not dead yet, and when they saw what Grimm was doing one of the
men gave a choked cry and stumbled back into the wall and began to
vomit. . . . For a long moment [phristmaé] looked up at them with
peaceful and unfathomable and unbearable eyes. Then . . . from out
the slashed garments about his hips and loins the pent black blood
seemed to rueh like a released breath. It seemed to rush out of his
pale body like the rush of sparks from a rising rocket; upon that
black blast the man seemed to rise soaring into their memories for-
ever and ever. They are not to lose it. . . . It will be there,

musing, quiet, steadfast, not fading and not particularly threatful,
but of itself alone serene, of itself alone triumphant.

ntruder, p. 105. ®Lignt in August, pp. 406-4OT.
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This paseage, which in its entirety is probably Faulkner's finest prose,
shows us ilmpersonal violence instantly transformed to personal, trans-
formed by the access of the personal vision. It is hard to believe that
these men, poselbly excepting Grimm, would ever again figure in a lynch
mob, not with Joe Christmas' blood "of itself alone triumphant® in their
haggard memories.

For that--gome sort of intimate communion between violator and
victim--is the effect of personal violence in the Southern world, as it
is also the subject of our third topic, the meaning of violence to the
parties involved in & violent deed. Impersonal vioclence not only has
the effects indicated above, but 1s essentially meaningless, at least to
the perpetrator: if committed mechanically, no question of meaning oc-
curs; if committed in a search for meaning, it is still meaningless be-
cause it erroneously postulates meaning in some absolute structure out-
side the self and in an infinite series of destructive acts. Personal
violence, on the other hand, has the effect of welding the violator with
the violated in some more or less permanent unlon of inner beings. It
is meaningful because it expresses the intention of a person to communi-
cate himself to another person in a limited act, and it is always suc-
cessful to the extent that it 1s personal in this way.

These facets of personal viclence can be illustrated handily in
Mink Snopes's murder of Jack Houston. As we saw in the section on South-
ern agrarianism, Mink wishes to express by this act, which is very pre-
cise, limited, and concrete in nature, his existence as a man, "his feel-
ings as a sentient creature," and he would if he could leave a placard

declaring his identity and his reasons for the murder. Furthermore, Mink
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wighes that he could convey these same points to Houston himself, as we

learn in The Mansion:

« « o thinking how if there had only been time, space, between.the
roar of the gun and the impact of the shot, for him to say to Houston
and for Houston to have to hear it: "I ain't shooting you because

of them thirty-seven and a half four-bit days. . . . That aint why I
shot you. I killed you because of that-ere extry one-dollar fee."l

On his part. in the brief time available to him. Houston recognizes and
reciprocates the personality of the deed, for his dying words are an ex-

ecration of Snopes, so that the two are bonded together in irrevocable

communion:

. . looking up out of the red roar, intoc the face which with his
own was wedded and twinned forever now by the explosion of that ten-
gauge shell--the dead who would carry the living into the ground with
him; the living who must bear about the repudiating earth with him
forever, the deathless slain--then, as the slanted barrels did not
move: "God damn it, couldn't you even borrow two shells, you fumbling

ragged—-—" and put the world away.

A discussion of such personal violence appropriately follows a
section on Southern rhetoric, because when and where so much confidence
is placed in language, and it fails, recourse to violence as a means of
personal communication seems, if not quite inevitable, at least very

probable. We noticed this pattern in connection with Addie Bundren's

revulsion from language: how words kept her and her pupils isolated,

while whipping united them. Further in explanation,

I would look forward to the times when they faulted, so I could whip
them. When the switch fell I could feel it upon my flesh; when it
welted and ridged it was my blood that ran, and I would think with
each blow of the switch: Now you are aware of me! Now I am some-
thing in your secret and selfish life, who have marked your blood

with my own forever and ever.

1. 39. 2Hanlet, p. 221.

3AB I Lay Dying, pp- Le1-62.
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Something of the same theme appears in Eudora Welty's novels, only with
a different emphasie and by an inverse approach. Here, words typically
establish a superficial, comforting solidarity among persons but stulti-~
fy the inner life; the act of violence cuts through or breaks this soli-
darity and reveals at once the beauty ard the terror of life, which are
respectively the mystery of individual personality and the nainful fact
of its isolation or separateness. But only from this point of revela-
tion can the inner life emerge and true communion, which is voiceless,
proceed. In other words, violence prepares for and perhaps expresses,

but is not itself, love. Delta wWedding, for example, actually revolves

around the episode on the railroad trestle, for in that violent incident
the revelation of personality and separateness causes Robble Reid Fair-
child to question her husband's allegiance, and Dabndy and Troy to be-
come engaged. Virgle Rainey expresses this paradoxical effect of vio-

lence mythically in The Golden Apples: HCutting off the Medusa's head

was the heroic act, perhaps, that made visible a horror in life, that
was at once the horror in love, Virgie thought--the separatenees."l
Finally, this discussion of personal violence alsoc appropriately
concludes our analysis of the Southern image. The tensions created by
the ambiguous and complex operation of all these aspects of the Southern
world, the difficulty of defining the self caused by the same aspects,
the difficulty of communicating the self, which indeed is part of its
definition, posed by the barriers of family, community, class, race, and

language~—all tend to personal violence as a short-cut soclution. Rosa

Coldfield expresses the ultimate rationale of this solution when she

1p. 275.
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recounts the way Clytie, her sister's mulatto half-daughter, once tried
to deny her access to Ellen by first a word and then a touch on the arm,
which is a form of violence to Rosa:

Then she touched me, and then I did stop dead. . . . Because there is
something in the touch of flesh with flesh which abrogates, cuts sharp
and straight acroes the devious intricate channels of decorous order—
Ing, which enemies as well as lovers know because it makes them both--
toueh and touch of that which Is the citadel of the central l~Am's
private own: not spirit, soul; the liquorieh and ungirdled mind 1s
anyone's to take in any darkened hallway of this earthiy tenement.
But let flesh touch Th flesh, and watch the fall of all the eggshell
shibboleth of caste and color too.T

111

This, then, is the image of the South which emerges from the South-
ern regional novel. It is, of course, an over-simplified outline, in
which somewhat arbitrary categories hypostatize forces and institutions
appearing interfused in the actual novel. Moreover, the ramifications of
the various features can only be adumbrated in this type of general sur-
vey, while additional features which might justifiably be discussed, such
a8 Southern legalism, have to be passed over because of'their subordinate
nature and the demends of economy. Nevertheless, even ln outline the
Southern image figures a; an almost incredidbly complex world in which, as
reader or character, to make one's way.

A question which naturally arises at aboutthis juncture is the
extent to which the image as outlined should be present in a given novel
before it can properly be called a "regional novel of the South." This
is not a question of mere labeling for the fun of it, or the self-satis-
faction. Rather, it ie a gquestion of a minimal circumscriptiﬁn, within

which a sufficiency of the Southern image is operatively present to

lsvsalom, p- 139.
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produce the thematic effects characteristic of the typical regional novel,
and outside of which the lineaments of the Southern image are replaced by,
or shade into, a different type of enveloping action producing a different
range of thematic effects. It is a question that neither can nor should
be answered exactly, but there is a very general criterion for making the
distinction, and its use can be illustrated coniounslyv.

The criterion stipulates the working together in concert of some
majority combination of these features and the more or less prominent
functioning of certain specific features, which can be regarded as "car-
dinal" indices in the sense that their absence in a given novel would lo-
cate that novel in a different category. The "cerdinal" features are
those conventionally ascribed to ﬁhe Southern world (the conventionality
is important), whether disparagingly or approvingly: what is evoked
when the proper noun WSouth" is mentioned. They are the family-clan ram-
ifications; Southern agrarianism; bi-racialism; the weighty presence of
the past, especially of the specifically Southern part; and, less impor-
tantly, the special role of woman and religious fundamentalism.

Southern regional novelists have written several novels which
are non-regional by reason of the exclusion of one or more of these fea-

tures. For example, in Faulkner's work, Soldier's Pay, Mosqultoes,

Pylon, and The Wild Palms are set in the South, yet lack in varying de-

—

grees the historical, racial, agrarian, and famllial dimensions which
are peculiarly Southern. Warren's The Cave does not possess the typical-
ly reglonal temporal perspective; also it introduces the Jewish minority

relationship in place of the Negro's, as does the same author's Wilder-

ness (which is also formally non-regional). Caroline Gordon's The
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Malefactore contains most of the Southern image except the bi-raciél ait-
vation (which, to be sure, has never assumed prominence in her work), but
that image is viewed largely in retrospect from an urban, cosmopolitan
setting, and is also given a supra-regional construction by the novells
informing Catholic philosophy. In general, the more a novel tends to be

the racognizahla contaxt of moderniem. with ite nrhanive-

tion, industrialization, mass society, high mobility, deracination from
the soil, disintegration of traditional institutione, and so on, the less
likely it 1s to be regional, in the Southern or any other application.

The same generalization-holds true of many ncn-regional novels
written by other Southern authors:! the context of moderniam dissipates
the likelihood of the regional effect. Without using precisely this ter-
minology, Professors Rubin and Jacobs yet make the same point in contrast-
ing the novels of William Styron and James Agee with those of Yearlier
writers" from the South, for whom "man as an individual does not exist a-

1
part from a social framework."

Yet, though the Styron and Agee novels are greatly different in
form and attitude, they have several striking similarities to each
other, and differences from the novels of the earlier writers. Both
are bullt squarely upon the growing and finally complete isolation
of the protagonists from their society. Also, in neither is there a
vital historical sense~—that is, measurement of the present by the
standards of the past, or depiction of the present as being important-
ly determined by the past.

For my part, I would extend this observation on Lie Down in Darkness, Set

This House on Fire, and A Death in the Family to include other non-region-

al novels by certain "earlier writers" exempted by Rubin and Jacobe: Thomas
Wolfe, for example, and Erskine Caldwell, Carson McCullers, and, a little

later, Flannery O'Connor and Truman Capote. In all of these novelists,

2
1Introduction to South, p. 1l2. Ibid., p. 22.
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it seems to me, the essential lineaments of the Southern image are so at-
tenuated or effaced by a modernist enveloping action that we are cone-
fronted with a different species of fiction.

These comments, I hope it is understood, are merely descriptive,
by nc means evaluative: Very moving and satisfying effects, aesthetical-
1y spasking. igaeua from the novela of Walfe, Mre. McCullers, Mias 0!Can~
nor, Capote, Eligzabeth Madox Roberts, and many other Southern novelists;
only, they are effects proper to their kinds, not those of the Southern
regional novel. The thematic effects of the Southern regional novel oc=
cur when a substantial portion of the recognizably Southern image has
been dramatized and mythiciged.

I call the entire ideational and emotive area of these effectg~
the novel's “thematic range," to use an earlier phrase——the "definition
of innocence." '"Innocence" has three rel#ted meanings, which may be
present individually or collectively in any regional novel of the South.
It means ignorance; it means the illusion of moral guiltlessness; and it
means abstention from significant engagement, or participation in moral
action. The Y“definition" of innocence means first the representation or
portrayal of any or all of these kinds of innocence; but then, second, it
also means the limitation of such innocence: the discovery of his inno-
cence, and hence a movement toward self-knowledge and identity, by the
character or reader, or both.

First there is innocence as mere ignorance. As a2 line from Rubin

and Jacobs continues,

e o o in the Southern novel man as an individual does not exist apart
from a social framework. o o he must always define himself in terms
of the community in which he lives. This conflict——the individual

within society, product of it and often as not its victim, yet at the
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sane time a free agent with the rosponeibilit{ for hie actione-—is
preeent in every one of the Southern writers.

But the several features of the Southern world, each one complex, ambig-
vous in meaning and validity, impinge by dramatisation and mythicisation

on the character go that he does not know in what relationship he etands

to soclety, does not know how much he is its product and victim, how much
Ya free agent with the responsidility of his acticns.® Or, in the divi-
sion of his faculties, he may "think' ore thing, "know" another, "believet
still another, and "do" yet another, in Faulkner's vocabulary. The inno-
cent by ignorance may, like Percy Grimm, find it agreeable to beliave
that his life ic arranged altogether in terms of his soclety's shibbo-
leths because such belief makes his 1life "uncomplex and inescapable as a
barren corridor.* Or he may, like Gail Hightower and Isaac McCaslin and
Jeremiah Beawmont at one stage, believe that he can free himself by an
act of renunciation or flight, and thus accede to the condition of natu-
ral man, unlimited by other than the endowments of hie nature and exist-
ing outeide society, its mores, manpers, taboos, and shaping patterns of
action. Or, on the scele between these extremes, he may, like the Fair-
child girls and a host of other Southern characters, be siruggliing to
find out who he is, to "define himsgelf in terms of the community in which
he lives" although the terms are equivocal, indefinite, and confusing.
The definition of ignorant innocence proceeds by its representa-
tion to the point where the character, or possibly only the reader in
one version of the pattern, discovers the extent of the former's deter-

mination by society, the ratio in which he is society's product yet aleo

l1vid., pp. 12-13.
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a free agent. It is the kind of discovery made by Jack Burden in All the

King's !gg. Virgie Rainey in ggg Golden Apples, Dabney and Ellen Fair-

child in Delta Wedding, and many others. The penetration of ignorance

about one's relationship with society means the seisure of one's identity,
&8 Robert Penn Warren explains:

Only by lmovledoe dsea man achiews hia idantity. . . . Jnowledes

€ives him his i1dentity because it gives him the image of himself.
And the image of himself necesearily has a foreground and a back-
ground, for man is in the world not as a billiard ball placed on a
table. . . . He 1g rather, in the world with continual and irntimate
interpenetration, an inevitable osmosis of being, which in the end
does not deny, but affirms, his identity. It affirms it, for out of
a progressive understanding of this interpenetration, this texture of
relations, man creates new perspectives, discovers new values--that
is, a new self--and so the identity is continually emerging, an un-
folding, a self-affirming and . . . a self-corrective creation.}

The definition of innocence on thie level thus involves, in critical

' terms, a simultaneous complication and resoclution of the action: as the

"texture of relations” unfolds, bewildering and misleading the character,

it is also becoming visible, available for scrutiny, "progreseive under-

standing, " and the consequent emergence of a new self out of the old

innocence.

The second meaning of "innocence" is the more conventional one
of guiltlessness, or rather the illusion of guiltlessness, since the
typical regional novel is orthodox in affirming the universality of com-
plicity in evil, whether by original or actual sin, or by simple fellow-
ship in the guilty human race. Innocence on this level is also based on
ignorance of one's relationship to society, but here it 1s the additional

ignorance of one's moral relationship to gociety--of the extent to which

lagnowledge and the Imsge of Man," Sewsnee Review, IXIII (Spring,
1955), 186-87.
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one is responsible for his own crimes and also implicated in the crimes
of others. Conceivably, innocence of the first type could be dissipated
without one's apprehension of personal and communal responsidbility for
evil, ae indeed happens to0 many of Miss Welty's characters, who dwell in
a rather anomalous, amoral world. Generally, however, the recognition
nf onata true relationshin with his fellow men produces simultaneously
an acknowledgement of his share in their guilt, and of theirs in his.

Moral innocence ie the peculiar province of the Southern regional
novel becauss of the guilt-laden character of the Southern world, which
affords plentiful opportunities for incurring guilty feelings, both gen-
uine and spurious. The extensive network of obligations and taboos makes
it difficult for the Southerner to act without betraying someone, some
ideal, or some revered institution. Religious fundamentalism, the ex-
alted status of woman, the mystique of blood, the code of honor, the
pressure of the venerable past--~all insure the ubiquity of occasions for
guilt but auvgment the difficulty of assessing true guilt. Actually,
therefore, with their weighty inheritance of guilt, few Southern charac-
ters manage to preserve an illusion of total innocence. It is rather
that, from the hierarchy of offenses, they accuse themselves of the less
gerious and avoid confrontation of the graver, o1 else they justify the
major offense by the necessity to avold the minor, as Henry Sutpen juse-
tifies murder to preclude miscegenation. Or, again, like Gail Hightower,
they may think they have 'paid for" a minor offense, purchased immunity
from the guilt-punishment pattern, only to find that their specious im-
munity is itself a crime.

The definition of moral 1nnocencé proceeds by the progressive

revelation of the Southerner's community with his fellows in moral guilt.
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As the contradictory, incriminatory features of the Southern image are
laid out and pieced together, false innocence and superficial guilt are
penetrated to disclose the degree of personal responsibility for evil.
This revelation is a moral definition in the logical sense of relating
the individual to what he has in common with others (his complicity in
guilt) and at the same time of distinguishing his individuality. which
enables personal moral responsibility. The case of Gail Hightower illue-
trates the paradox of this definition. 1Isolated and "immune," Hightower
c@n perceive the gullt of others but not his own. But vhen he becomes
involved in the Byron Bunch~lena Grove-Joe Christmas complex of action,
Hightower comee to see his share in the communal responsibility for
Christmas's lynching (that is, his failure as a religious leader), and
in turn his personal responsibility for higs wife's death. The same case
illustrates the technical or formal process of "definition®" in the region-
al novel: the dramatic action defines by specific application the valid-
ity of attitudes assumed through the pictorialigation of one's relation-
ship to the Scuthern world. Thue Hightower's inadequate involvement in
the Grove-Christmas lines of action unmasks the deficlency of his "inno-
cent" immunity, arrived at through the mythicization of his grandfather.

Similarly, in All the King's Men Jack Burden's various "pictures" of his

innocent relationship to the world are successively tested in action and
revealed in their inadequacy as they progressively aggravate the evil

congequences of the action.

The third meaning of "innocence® is abstention from active com=
mitment to moral action. It is detachment, non-engagement, or rather,

agein, the 1llusion of such, because in the sphere of moral action,
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detachment is really a form of negative action, creating a vacuum apt to
be filled by‘ amoral or immoral forces. Here we must distinguish between
the assthetic attitude of innocence, which is deairable in its disinclina-
tion to uee or exploit the "precious object," and the moral posture of

detachmontv, which is defective in its refusal to essay the rectification

catnra ia the sacond in tha ftrinity of conscienca® which

~ Y -

Faulkner perceives in Moby Dick and his own A Fable:

., . . tho three men in Moby Dick, who represent the trinity of con-
science: knowing nothing, knowing dbut not caring, imowing and caring.
The same trinity is represented in A Fable by the young Jewish pilot
officer, who said, 'This is terridle. I refuse to accept it, even if
I must refuse life to do so!; the old French Quartermaster General,
who said, !'This is terrible, dut we can weep and bear it'; and the
Engligh battalion runner, who said, 'This is terrible, I'm going to
do something about it.t"

When the innocence of ignorance and that of guiltlessness are dispelled,
the Southerner has the option of maintaining the innocence of detachment,
as do in their various ways Quentin Compson, Isaac McCaslin, and Jack

Burden, or of intervening in the action to try to amend a vicious situa-

tion, as do Charles Mallison (in Intruder in the Dust), V. K. Ratliff,

Gavin Stevens, and Private Porosum (in At Heaven!s Gate). Because it en-~

tails the incurment of additional guilt, the latter course of entering
fthe awful responsibility of time"2 is painful to undertake and pursus,
and the moment of decision is often the climax of the regional novel.
Technically, a shift from preponderant description, exposition, and des-
ultory narrative to concentrated narrative and dramatic scenes often

marks the passage from detached innocence to active involvement.

lyalcolm Cowley (ed.), Writers at Work: The Parie Review Inter-
views (New York: The Viking Press, 1958), pp. 132-33.

2A11 the King's Men, p. 46h.
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Thege are some aspects of 1nnoc§nce in the characters as the theme

emerges from the dramatiszation of the Southern image. In addition, the
theme is reinforced by certain motions occurring within the reader as a
result of the same fragmentary impingement of that image. In general,
the reader's expgfience develops analogously with the character's: initial
hawildarmant at sontrsdistory amhiongona zeaain;s end walnas from the
Southern world, all competing for recognition and priority; captivation
by the seemingly irrelevant, leading into devious byways that immediately
confuse but later clarify the main development; progressive understanding
of the society-self relationship; and an ultimate seigzure of identity,
which for the reader is probably constituted by the "key moment":

Such a moment brings into focus all previous events and interprets

all previous events. It is the moment of illumination for the whole

story. It is the germ of the story, and contains in itseif, by im-

plication at least, the total meaning of the story.l
One very important variation from this analogous development of reader-
character experlences is that specles of the reglonal novel in which the
characters undergo little or no enlightenment. Here only the reader ex-~
periences the development from and insight into innocence; as a result,
he concludes the novel with a comsiderable irbnic distance established
between himeelf and the characters. This species frequently employs a
fairly large cast of characters, shifting points of view, and parallel,

tangential lines of action, in place of the close concentration upon a

ceantral character!s developments. IExamples of the species are The Sound

and the Fury, At Heaven's Gate, The Golden Applee, and, in part, the

Snopes trllogy.

1Brooka and Warren, Understanding Fiction, p. 577.
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There is, however, one moméntous ingredient of the reader!s expe-
ience which lessens his advantage over the characters in any species of
the Southern regiocnal novel, bui which enhances conaiderahly the thematic
definition of ;nnoéonce. That is the reader's status, normally, as an
outsider to the Southern world of the novel. He comes to the novel an
“innocent,“ verhaps in his total lgnorance. perhaps in his preconcentions
and prejudgments. He possesses "outside" conventions about the South
which he attempte to apply initially to the novel!'s situation, only to
find that they won't work, as they should, to explain the characters and
and their actions. The reader has usually heard of the Southern features
discussed in this chapter, but he has construed them from one angle only,
probably the disparaging one. TFor example, he knows about Southern reli-
gious fundamentalism, but he knows of it principally as narrow-minded,
morally intolerant, bigoted hypocrisy-~the H. L. Mencken version of
Southern religion-~, not the genuine, profound, and quite fundamentalist
piety revealed in Ashby Wyndham and in the Negro preacher and congrega-

tion of The Sound and the Fury. Now, all the features of the Southern

image operate equivocally, as their pregentation here has tried to show.
Therefore, the reader will find his preconceptions simultaneously or
successively confirmed, undercut, and qualified, and will discover an
ambivalent attitude toward the fictional Soutnern world emerging in him-
gelf much like the ambivalence of the Southern characters toward their
own society. In short, the outside American reader, starting from his
#Treasury of Virtue" stance, undergoes an education from his own inno-
cence to the point where he recognizes his community with the Southern

characters in the plight of all men, to be trapped in the complexities
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of their environment and to still need to do something about it.

Fipally, the definition, the meaning of trus innocence emerges
from the revelation, penetration, definition, and conquest of false in-
nocence. True innocence is the discovery and acceptance of one's identi-
ty, both soclal and pereonal, and of his complicity in guilt; it implies,
furthermore, at least the willingness to undertake moral action in snite
of the inevitable contamination of ideals by action. There is also this
nuch of aesthetic innocence in the cognitive and moral innocence defined'
by the Southern regional novel: it entails the acceptance of otﬁer per-
sons on the same terme as oneaslf: as "precious objects,” not to be ex-
ploited and manipulated and summarily judged, but loved for their unique
and infinitely valuable selves in the human fraternity. The truly inno-
cent restrict condemnation to the evil deed, and always reserve caritas
for the human agent. The characters in the novel may or may not attain
to true innocence; it 1s always present for the reader, either positive-
ly in the form of exemplars of innocence, or residually by way of elim-
inating false innocence, or both. The reader's final state thus anawers
to Warren!g exhortation in "The Ballad of Billlie Potte'": "And our inno-

cence needs, perhaps, a néew definition."l

1Selectod Poeme: 1923-19&3 (New York: Harcourt, Brace, and Co.,
1944), p. I7.




CHAPTER V

THE SOUND AND THE FURY

I said in Chapter I that the idea of "motivation," considered in
all its depth and dimensions, furnishes a sound basis for generic criti-
ciem, and that a valid generic study %should both potentially enrich the
experience of any novel subsumed in the class, and at the same time re-
late coherently ths class means and effects to those of other classes in
terms of their common categorical properties." In Chapters III and IV
we have seen that the prominence of dramatigation and the presence of a
dense social medium as envéloping action rank the Southern regional novel
in the novelistic quarter of prose fiction, and we have occasionally no-
ticed the relation of the class to other classes of fiction, doth roman-
tic and novelistic. It is now time totest whether the gemeric concept is
capable of adding to our appreciation of particular novels, whether "when
one turns back from the criticism to the novels these appear more intel-
ligible and more delightful."

I say "novels," and indeed it would be eminently desirable to
apply the generic concept to several novels by different Southern novel-
ists, 80 as to note the range of accomplishments and thematic emphases
within the class. In this way we could see how Robert Penn Warren's

philosophical novels differ from Eudora Welty's novels of sensibility
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and Faulkner's ironic epics, while all which dramatize the Southern envel-
oping action remain within the class boundaries. The limitation of space
and the desgirability of a fairly thorough demonstration, however, commend
the second alternative of focusing on a single novel, and that a well-
known one so that, some familiarity with the novel by the reader being
aasumsd_ the preliminary stazes of explication may be forgone.

For primary explication and exposition by the generic method dif-
fer somewhat in their presentational strategies. In the former, the crit-
ic's ideal posturs, I should think, is to act as though he knew nothing
about the work under consideration until his first reading. And, actual-
ly, a generic concept such as the topic of this treatise arises gradually

out of a series of such private explications. But, once the concept has

been formed and formulated, the critic in his own presentation of the
work can pass cursorily over the rudimentary phases of explication, and
concentrate instead upon the additional light shed by the generic concept.
Provided that concept has derived from technical and substantive factors
which are truly central in novels of the class, an exposition from the
generic level should render the novel "more intelligible and more delight-

ful.!" V¥e shall see if this is true.

II
William Faulkner is of course the prototype of Southerm regional
novelists by every significant criterion: temporal priority, number of
regional novels, comprehensive utilization of Southern materials, range
of formal methods, and magnitude of achievement. His 1s indeed the tri-
umphant case of the Southern regional novelist who has time and again

attained the proportions of universality through the medium of local
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materials. TFaulkner himself has often streesed the universal subject of
his own and other writers' books: "that is what the writer is trying to
do . . . to show man as he is in conflict with his own heart, with his
fellows, and with his environment. That's all, in my opinion, any book
or story is aboux."l And again,

I famal that tha varities which these peonle [}is characteré] suf-
fer are universal verities~-that is, that man, wvhether he's black or
white or red or yellow still suffers the same anguishes, he has the
sane aspirations, his follies are the same follies, his triumphs are
the saxe triumphs. . . . And in that sense there's no such thing as
a regional writer, the writer simply uses the terms he is familiar
with best because that saves him having to do research.?

Yot at the same time Faulkner has often affirmed the need and desirability
of the writer to use "the terme he knows best" to express these verities:
Can a man write about ideas excepting in the provincial terms of his
background'r"3 "I think the writer has got to write in terms of his en-
vironment. . . ."h "People are the same. . . . But of course the milieu,

the background, the environment will change the terms of their behavior

not the act."? Thus in Faulkner's novels the Southern image is the medi-~

um through which the "universal verities® of the human heart manifest

themeelves.

I use The Sound and the Fury to illustrate Faulkner'!'s version of

the Southern regional novel because it stands 8o high in Faulkner's own
estimation, because I think it is his best novel, because it contains a
full-scale Southern image rendered through a variety of techniques, and

because, coming early as it does in the Faulkner canon, it shows us the

1l‘aulkner 33 the University, p. 132.

Ibid., p. 197. 31vid., p. 137.

41vid., p. ¥1. SIvid., p. 168.
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Southern regional novel full-blown in nearly its first appearance, ar-
rived at independently by Faulkner before the agitation for cultural and
literary regionalism developed.

Now The Sound and the Fury can be interpreted by the purely ex-

plicative method with hardly a single reference to ite Southern image,

as Professor Olga Vickery's fine essay on this novel demonstrates in the
best book to date on Faulkner's work.l By this approach, the dynamics
of what we can now rscognigze as the Southern world are remarked individu-
ally as they appear in and affect characters, without reference to their
cultural, organic interrelationships and’vithout indication of their
"centrifugal® allusiveness. For instance, Professor Vickery notices

that "Quentin . . . has constructed for himself a private world to which
Caddy is eesential, a world which is treatened and finally destroyed by
her involvement in cfl.rcu:utance,"2 and that Jason's "preoccupation with
social form partakes of the nature of a ritual with which Jaaon»voﬁld
charm away disorder and placate the Player.“3 Thess observations are
quite accurate, as far as they go. But the generic approach enables us
to supplement this limited accuracy with the recognition that Quentints
“private world" has not been constructed entirely or even largsely by him-
gelf, nor is indeed really private, but has been built into him by the
same societal forces which have developed Jason's ritualistic "preoccupa~
tion with social form." We recognize Quentin's concern for Compson honor,

invested in Caddy's maidenhead, as one outgrowth of an enveloping social

1Olga We Vickery, The Novels of William Faulkner: A Critical In-
terpretation (Baton Bouge: Louisiana State University Press, 1959).

21bid., pe 37e 3lvid., p. 44.
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organisa in which proclaimed values and their real bases have so diverged
as to produce, in Jason, primarily a "modern" concern for external form,
or respectability. This recognition serves at once to bdring the two
brothers closer together, for example humaniging Jason to some extent and
rendering both less singular, and to accentuate thelr different reaponlei
to tha inflinanca of thair milian: it sarvas, in other worda_  ta Wthiaslkant
or complicate this single aspect of the novel's potential experience.
Finally, con thisc merely illustrative point, the centrifugal reference of
the novel's cultural dynamics also enriches our experience, for example
as our initial matching of Jason to the conventional stereotype bf the
Southern bigot is undercut and qualified by our growing insight into the
ambiguous, paradoxical, tortuous influence of the world which has shaped
him. In such a way does the generic concept of the Southern regional
novel unify and add to the more discrete insights made available by the
strictly explicative methcd.

For The Sound and the Fury is saturated with the terms of the

Southern image in both obvious and less apparent ways, as I shall demon-
strate by stressing the Southern features of the enveloping action before
remarking their formal embodiment. First, I should agree in general with

Professor Vickery's opinion that "the theme of The Sound and the Fury, as

revealed by the structure, is the relation between the act and man's ap-
prehension of the act, between the event and the interpretation."l But
the "act" here, which is mainly the "fall" of Caddy and then of her
daughter, and its ramifications in the lives of her family are thoroughly

conditioned by the Southern world surrounding the Compsons. Caddy's

lrvid., p. 29.
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strength of will itself should probably be taken as a natural datum, as
should her overwhelming sexual appetite; they are aspects of her natural
endowment which can not be explained by reference to her environment.
But this endowment still assumes a behavioral pattern and produces conse-
qusnces which are very largely deteramined by that enviroanment. For ex-~
ample, the exalted status of the COnx}son family precludes any normal
courtship of Caddy by the common run of boys, and she is driven to clan-
destine meetinge with boys like "Charlie¥ and Dalton Ames. This secrecy
in turn provokes Mrs. Compson to have Jason IV spy on Caddy and to ha-
rangue Jason 1II endlessly on the subjects of Compson bad bdlood, Bascombd
ladies, and young Jason's poor prospects:

. « « she is secretive you dont know her I know things she's done

that I'd die before I'd have you know . . . I look at [Jason IV]

every day dreading to see this Compson blood beginning to show in

him at last with his sister slipping out to see . . . then have you

ever laid eyes on him will you even let me try to find out who he

is . . . it's for your sake to protect you but who can fight against

bad blood you wont let me try we are to sit back with our hands

folded while she not only drags your name in the dirt but corrupts

the very air your children bdreathe. . . R
Furthermore, Mrs. Compson's reactions to Caddy's first experiments ("like
that time when she happened to see one of them kissing Caddy and all next
day she went around the house in a black dress . . . saying her little
daughter was dead.."a) help to build wp in Caddy an exaggerated impression
of her own "evil" and "degeneracy," as fragments from her talks with

Quentin reveal: "dont cry Im bad anyway you cant help it“3 "Dont touch

me dont touch 2"1&; “_I_ died last year £ told you l had but _I_ didnt know

lrury, ppP. 122-23. Hereafter all page references are to The

Sound and the Fury unless otherwise indicated.

%. 7. Jp. 176. l"P. 131.
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then what I meant. . . . But now I know Iz dead I tell you“l; “There was

something terrible in me sometimes at night 1 could see it grinning at

me I could see 1t through them grinning at me through their faces it's

€one now and I'm sick*2; WIive got to marry sonobody.'3 Finally, this

last sentiment, shared by Mrs. Compson and expressing the Southern em-
phasis on family honor and communal reapectability,.drives Caddy into a
hasty marriage with a Yankee scoundrel and eventuates in her final, ir-
retrievable loss to the family. In short, we can generalise that the

loss or "lostness" of Faulkner's "heart's darling"u

issues from the col-
lision between Caddy's nature and the barriers of the Souﬁhern world in
which it must seek expression. |

This collision typifies Faulkner's selection and use of Southern
materials, for Faulkner, like other regionalists, takes both sub-human
and human nature as a minimal norm. (It is not clear to me, I should
add, that he does not take nature also as an ultimate norm, since he often
attributes to the "natursl," instinctive, human heart those powers and
habite which most writers would ascribe to soclal conditioning.5 But
Faulkner's statements on this point are ambiguous, and his reasoning is
confused.) In Faulkner's work there are several natural norms--the land,
the Negro, children, woman in a particularized form, the human heart in
all persons~-whose violation incurs gullt and obscures one's view of his

own nature and identity. On the other hand, several institutions and

conventions of the Southern scene lend themselves to the violation of

lpp. 14243, 2p, 131.

4

3P. 134, Faulkner in the University, p. 6.

5

See, for example, idid., p. 78.



304
these norms and perpetuate guilt and lost identity; they are the dynastic
family and the mystique of blood, the homogeneous white community, the
hierarchical caste system, religious rigidity, the lure of the heroic
past, and the exaltation of rhetoric. Now these features never work

solely against the natural norms; the interrelationships of the norms and

the inatitutions are far too intricate and ambiguous to be so simply gen-
eralized. 8till, when a vioclation of nature occurs in a Faulkner novel,
one or several of these features can usually be detected in the background,
informing the violator and predisposing him to hie viclation, though not
thereby acquitting him of personal responsibility. Thus, if Caddy's lost-

ness in The Sound and the Fury is traceable to a clash between her nature

and various Southern dynamics enacted around her, so are the additional
losses suffered by other members of the Compson family.

In Benjy's section we gee the pernicious effects of the Southern
world on a creature incapable of understanding but still capable of suf-
fering. Benjy, & "natural" as Dalton Ames identifies him,1 represents
on a simple, childlike or animalistic level the norm of nature viclated
by certain Southern dynamics. BenJy experiences the loss of Caddy as
the lose of Wtenderness and love though he could not have named them":

He knew only that something was wrong, which left a vacuum in which
he grieved. He tried to fill that vacuum. The only thing he had was
one of Caddy's discarded slippere. The slipper wae his tenderness

and love which he could not have named, but he kiew only that it was
miesing.

Benjy's “grief" is intensified by another loss: the sale of his beloved

pasture "to pay for Candace's wedding and to send Quentin to Harvard."3

lpury, p. 178. 2covley, Writers at Work, p. 131.

pury, p. 19.
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Benjy'- pasture hae been converted into a golf course (an example of the
modernigation of Southern communities and, in Faulkmer's view, another
abuse of nature), and Benjy can hang on the fence to watch the golfers
and hear them call, “here, caddie," which reminds him of hie major loss.
What were the urgent, ulterior reasons for selling the pasture? Because
the danohter af an 51d  aristseratic, Southern family. however immaver-
iehed, must be given a "proper' wedding, and also because, as Mr. Comp-
gon tells Quentin, "for you to go to harvard haes been your mothers dream
since you were born and no compson has ever disappointed a lady."

Benjy feels the effects of his Southern environment in somewhat
legs serious ways, all bearing on the theme of loss. There is his geld-
ing, for example, which Jason has accomplished in order to preeerve the
family's respectabllity before the community, although Benjy apparently

experiences the loes only when he sees himeelf: "I got undressed and I

looked at myself, and 1 began to cry. Hush, Luster said. ILooking for

2
them aint going to do no good. They're gone," ©Even while Caddy was

present, Mrs. Compson's pride as a Southern lady wae always threatening
to come between Benjy and Caddy's "tenderness and love." Thus on the day
of hie neme-~changing, an expression of Mrs. Compson's pride which in it-
gself bothers Benjy not at all, Mrs. Compson tried to diminish Caddy's so-
licitude for BenJy:
¥Bring him here." Mother said. WHgtg too big for you to carry. You
must stop trying. TYou'll injure your back. All of our women have
prided themselves on their carriage. Do you want to look like a wash-

er=woman."

With Mr. Compson, Caddy, and Quentin gone, Benjy is deprived of familial

pp. 196-97. 2p. 92. 3p. g2,



306
love and turned over to the Compson Negroes who, except for Dilsey, have
undergone a corruption rather like the Compsons'!. Luster, for example,
has learned his manners from white men like Jason and the golfers, and
he passes his lessons on to Benjy through a series of petty tyrannies
and sadistic acts. Thus after a white golfer has appropriated Luster's
newly found golf ball. Luster bezins to torment Benjy:
Luster knocked the flowers over with his hand. *That's what
they'll do to you at Jackson when you starts bellering."
I tried to pick up the flowers. Luster picked them up, and they
went away. I began to cry.
"Beller." Luster said. "Beller. You want something to beller
about. _All right, then. Caddy." he whigpered. "Caddy. Beller now.
wl
Caddy.
And it is Luster who, in order to "'show dem niggers how quality doél,"a
evokeg Benjy's worst outcry by reversing normal, natural procedure and
turning left at the square, exposing Benjy directly to the marble Confed-
erate soldlier instead of to the row of routine building fronts, %"each in

its ordered pl.co.'3

Faulkner opens The Sound and the Fury with Benjy because "it

geemed to me that the book approached nearer the dream if the groundwork
of it was laid by the idiot, who was incapable of relevancy. . . . He

himgelf didn't know what he was seeing."u Therefore, much of the South-
ern world which has no immediate relationship to Benjy still emerges for
the reader, who grasps its significance only later when it re-enters the
action through the minds and behavior of other characters. For example,
Caddy's indifference to the standards of a Southern white girl, premoni-

tory of her later "fall," first becomes evident on the occaslon of

1pp. 7374 %p. 335. 3p. 336.

m
Faulkner in the University, pp. 63-64.
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Damuddy's funeral, when Caddy, defying Quentin and displaying unladylike
immodesty and sirength of will, has the Negro boy unbutton her dress and
disrobes publicly. This, the symbolical soilure of her drawers, and Mr.
Compson's delegation of authority to Caddy constitute an early challenge
to the picture of the world--of woman's modesty, of man's superior rela-—
tionship to woman, of man's duty to defend woman's purity--which has been
etched into Quentin's mind, especially by Mrs. Compson. We see Quentin
aiready refusing to admit the facte of nature implied in this challenge,
first by slapping Caddy, then by fleeing to the barn, later by turning
his face to the wall when the children retire. Aleo on this occasion,
the talk among Caddy, Frony, and Versh reveals that difference between
white and Negro versions of natural reality which is to plague both Quen-
tin and Jason in later sections:

"Oh." Caddy said, "That's niggers. White folks dont have funer-
als."

" " %I'like to kmow why mot." Frony said. "White folkp dies too.
Your grandmammy dead as any nigger can get, I reckon.™"

Elsewhere in the section we see additional facets of the Southern
vorld-~not just the Compson world-—which affect Benjy only obliquely dbut
other characters more directly. Quentin is puzzled in hie section by
the meaning and nature of the Negro, who seems often to wear a mask before
whites; but the Negroes speak openly before Benjy, since they know he
can't understand them, and we get an objective view of their undissembled
feelings toward whites. FHere Luster and some anonymous chums discuss at-

tending the carnival show:

"Be enough niggers there without me. Wase last night."

Ypury, p. 52
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"Nigger's money good as white folks, I reckon."
"White folks gives nigger money because know first white man
comes along with a band going to get it all back, so nigger can go
to work for some more."

L [ ] L) . ¢ o L N e & & o 0 ] [ 4 [ e ¢ o . L] . L . . . [ [ ] L] - L] L]

"what you got against white folks."
"Aint got nothing against them. I goes mi way ard lets white
folks go theirs. I aint studying that show."

Incidentally, the third speaker's opinion here of the white man's alli-
ance with other white men, even outsiders, to exploit the Negro contrasts
sharply with the attitude of Jason, who later in the novel complains acid-
ly about the Negroes' eagerness to donate their quarters to "a bunch of
Yankees that come in and pay maybe ten dollarse for the privilegeﬂa and
that will "pick up Saturday night anrd carry off at least a thousand dol~-
larg out of the county."

Benjy is similarly an objective mirror in reflecting the exhidbi-
tions of aristocratic pride and decadence which occur in his presence.
Benjy's name is changed from "Maury" because of Mrs. Compson's pride in
the Bascomb name and its last bearer, brother Maury: "!You know how come
you name Benjamin now.' Versh sald. !'Your mamma too proud for you. Wwhat
mammy eayo"u However, brother Maury, living parasitically off the Comp-
gons and even Dilsey, uses Caddy and Benjy as go<betweens to carry cn 2
gshabdy af fair with s neighber-woman, for which he gets hls eye blacked
by her husband. In spite of Mrs. Compson's protest, that "'my people are
every bit as well born as yuur-,'”s Mr. Compson, hoisting his bourbon,
takes some cynical satisfaction from Maury's degenerate behavior: "Father
said, 'I admire Maury. He is invaluable to my own senee of racial super-

iority. I wouldn't swap Maury for a matched team.'“6 Although this is

L, 35. 2Pp. 2u7-lg. 3p. aug.
4p, g9, 5. 63. ép. 6.
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méaningloul to Benjy, Quentin is standing by to absorb these lessons in
Southern gentility, so that Mr. Compson's voice on this occasion contin-
ues to run on in the next section,
e o « but Father said why should Uncle Maury work if he father could
support five or six niggers . . . he certainly could board and lodge
Uncle Maury now and then and lend him a little money who kept his

Father's belief in the celestial derivation of his own species at
such & fine heat. o o .2

Respecting their relationships to society, Quentin's situation
differs essentially from Benjy's. In a very real sense, Benjy is not in
soclety at all, nor is it in him. Benjy is outside society--beyond, be-

low, above society, depending on our estimation (in New Orleans Sketches,

a Benjy=-like "natural® with broksn narcissus and eyes "clear and blue as
corn=-flowers" appears in a story called "The Kingdom of God"z). Benjy is
completely passive, subject entirely to the will of othere; hence the
forces of society work on him, but not through his conscious, volitional
agency. Quentin's situation, on the other hand, is that of the normal
person in soclety, in whom the social dynamlice appear as operative voices,
values, habits, and images, competing for authority in the detarmination
of thought and behavior. Now, let us emphasize that the Southern features
operative in Quentin do not appear as "social dynamics"; they appear as
particular voices, values, habits, and images. Quentin does not hear, in
hie memory, the Southern family or the Southern Negro; he hears Father

and Mother and Caddy talking, or Dilsey and Versh and Uncle Louis Hatcher.

1p, 294,

SNew Orleans Sketches, ed. Ichiro Nishizaki (Japan: The Hokuseido
Press, 1353), Ppe 53~060.
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Nevertheless, our concept of the Southern world in the regional novel en-
ables us to recognize these particulars as Southern, and thus to general-
ize the relationship hetween Quentin and his Southern soclety.
Moreover, and this is of considerable importance to his predica-

ment, Quentin himself has ascended to the level of generalization about
- that relationshin. By his residence at Harvard. (mentin has been exposed
to outside ways and to extra-regional views of his native culture, so
that, unlike any other major character in the novel, he can identify cer-
tain traits in himself and others as "Southern.' This self-consciousness
has intensified Quentin's already excruciating sensitivity and compli-
cated his problem of discovering who he is, for he now has to worry about
being classified by Northernerg with such odious Southerners as Gerald
Bland. He also has to worry about acting the way he thinks Northerners
expect him to act in some situations, and somstimes he finds that this
behavioral mask expresses the way he really feels.

I used to think that a Southerner had to be always conscious of nig-

gers. 1 thought that Northerners would expect him to. When I first

came East I kept thinking Tou've got to remember to think of them as

coloured people not niggers. . . . I thought at first that I ought

to miss having a lot of them around me because I thought that North-

erners thought I did, but I didn't know that I really misssd Roskus

and Dilgey and them until that morning in Virginia.l
His extra=-regional experience has taught Quentin to consclously appreciate
certaln features of the South, such as the Negro and the land:

Only our country was not like this country. There was something

about just walking through it. A kind of still and violent fecundity

that satisfied ever bread-hunger like. Flowing arcund you, not brood-
ing and nursing every miggard stone.2

Yet outsiders' comments like Shreve's on Gerald and Mrs. Bland have also

lpury, p. 105. 2p, 132.
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accentuated his skepticism of other Scuthern earmarks, such as the stand-
ards of Southern aristocracy:

"Another band recital, I guess. Tumpty ta ta Gerald blah. 'A little
louder on the drum, Quentin.' God, I'm glad I'm not a gentleman."l

In drief, Quentin's period at Harvard has led him to formulate in conseious
terms some of his deep ambivalence toward his native ernvironment, in addi-
‘tion to aggravating the tensions already rending him.

Quentin's basic conflict is between nature, including natural
processes, natural changes, and time as measured by those processes and
changes, and a complex of values, provided him by his Southern world, with
which he has identified himself. Quentin has defined himself in terms of
Compson honor, which in turn he has based on female purity, specifically
Caddy's maidenhead: "Who loved not his sister's body but some concept of
Compson honor precariously and (he knew well) only temporarily supported

¥ yith the loss

by the minute fragile membrane of her maidenhead. . . .
of that maidenhead, which is guaranteed here by nature in general and
Caddy's nature in particular (both eseen by Quentin pre-eminently as sex-
ual appetite snd gratification), goes the loss of Compson honor, and with
that the entity known as “I® or "Quentin Compson."

Actually, to be more precise, it is not just the maidenhead's
loss that threatens Quentin's identity, but ite loss without meaning or
importance. If Caddy's loss of virginity could be something momentous,
whose significance would endure, as by incest with him, then Quentin's

identity would be secure. Instead, most of the evidence Quentin accu-

mulates seems to deny the significance of this loss. Mr. Compson's

1. 120. 2. q.
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voice is probadbly central in this body of evidence.
Because it means less to women, Father said. He said it was men in~
vented virginity not women . . . and I said, But to believe it doesn't
matter and he said, That's what's so sad about anything: not only
virginity . . . nothing 18 even worth the changing of it. . . A
What Quentin has witnessed or had related to him appears to confirm Mr.
Compson's opinion: for instance, Gerald Bland's casual and frequent con-

queste, fully approved by Mrg. Bland, and Caddy's own extensive adventures:

Have thers been very many Caddy
1 dont know too manyc

Therefore, with defloration emptied of its value, meaningless, Quentin's
very being is called into question, for "if it was that simple to do it
wouldnt be anything and if it wasnt anything, what was I."3

This question dbrings Quentin to his decision for suicide. For
Quentin, time, which is "is® or "am," is identified witn nature and end-
less, repetitious change: "Yigain. Sadder than was. Again. Saddest of

4

all. Again."  Time means "temporary," that nothing lasts, not even his

grief over Caddy's loss, which is why Quentin balks at "temporary" in the
closing, remembered dialogue witn his father on the subject of his pro-

posed sulcide:

e« o o« 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 brov even benjys 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 I temporary
end he you cannot bear to think that someday it will no longer hurt
you 1ike this . . . and i temporary . . .D

And Quentin can follow his father'e rhetoric, truthful as much of it is,

no further. To Quentin it seems that the only thing constant in time is

1y, g97. Zp. 134, 3p. 166.
4. 11k, OPp. 195-96.
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change, which is effected and symbolized by sexuality. This constant
flux is represented for Quentin on the one hand by the sea gull, whose
fixed, up-slanted wings are imagistically associated with the clock's
hands at 1:50 or 10:10.1 and on the other hand, in the same imagistic
pattern, by the flashing oars of Gerald Bland, who stands for the end-
laas triumohant rhvibm of sexuality:

« » +» and then I could hear my watch and the train dying away, as

though it were running through another month or another summer some-

vhere, rushing away under the poised gull and all things rushing.

Excapt Gerald. He would be sort of grand too, pulling in lonely

state across the noon . . . mounting into a drowsing infinity where

only he and the gull, the ome terrifically motionless, the other in

a steady and measured pull and recover that partook of inertia it~

881f, the world punily bensath their shadows on the gun.2

So for Quentin time is "all things rushing" away, including him-

self, because of the Bland meaning of time. Quentin tries to halt the
diminishing effect of time by imputing the horror of incest to Caddy's
fall: "Because if it were just to hell; if that were all of it. Fin-
ished. If things just finished themselves."> But hia father's is again
the disillusioning voice: "That's sad too, people cannot do anything
that dreadful they cannot do anything dreadful at sll they cannot even
remember tomorrow what seemed dreadful today. . . .“u Ahead of Quentin
in time is only the prospect of continued diminution, fragmentation, and
dispersal of his self. His solution, therefore, is to remove his "I*
from time ("am") and thus locate it in the past ('was"), where it has
security, substance, and meaning.

A quarter hour yet. And then I'll not be. The peacefullest words.
Peacefullest words. Non fui. Sum. Ful. Nor sum. . . . I was. I

am not.D

1p, 104, 2pp. 139-40. 3p. g8.
4. 9. S5p. 192.
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In this way Quentin hopes not only to secure his identity but to lend
importance to Caddy's loss, and also to confute his father, for whom
"was" 1s "the saddest word of all there is nothing else in the world its
1
not despair until time its not even time until it was." But for Quentin
time stops with "was," and the unadulterated "I" begins.
Considering Mr. Compson's skepticism of all values. where does

Quentin get his bellefs in honor, purity, and other Southern values?
There is the heroic past, with which Quentin has had contact through the
person of Grandfathers

It used to bve I thought of death as a man something like Grandfa-

ther . . o I always thought of them as being together somewhere all

the time waiting for old Colonel Sartoris to come down and sit with

them walting on a high place beyond cedar trees Colonel Sartoris was

on a still higher place lookling out across at something . . . Grand-

father wore his uniform . . . they were always talking and Grandfa-

ther was always right.?
More important, however, than his grandfather Jason Lycurgus II, whom
Quentin may not bhave known very well becauseé he "passed most of the end

3
of nis days" as a recluee till his death in 1900, is Mrs. Compeon as
fhe ingtrument of Southern tradition.
It 18 Caroline Compson's tiresome, tireless voice that drills in-

to Quentin the conventional notions of Southern gentility, blood, purity,
chivalry, and the like, Of couree it is a vain, selfish, querulous volce,

— —— —— — —

mother so I could eay Mother Mother" ; still it is a valus~laden voice

of authority, in contrast to Mr. Compson's nihiliem.

« o« o then Mother would cry and say that Father believed his people
were better than hers that he was ridiculing Uncle Maury to teach us
the same thing she couldnt see that Father was teaching us that all
men are just accumulations dolls stuffed with sawduat swept up from

p. 197. %p. 194. 3p. 7. 4. 190.
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the trash heaps where all previous dolls had been thrown away. . . A
Because of Mr. Compson's abandonment of parental responsibility, Quentin
picks up his values from the only remaining source of importance, and
they are invariably false values, distortions of the best in Southern
tradition, as theese fragments from her talk reveal:

Country people poor things they never saw an auto before . . . of
course there's the carriage but so often when I*d like t{o go out Mr
Compson has the darkies doing something. . . .2

I thouzht that Benjamin was punishment enough for any sins I have
committed i thought he was my punishment for putting aside my pride
and marrying a man wvho held himself above me . . . I see now that I
must pay for your sins as well as mine what have you done what sins
bave your high and mighty people visited upon me . . . I was only a
Bescomb I was taught that there is no bhalfway ground that a woman is
either a lady or not . . . but who can fight against bad blood . . .
I'1l go down on my knees and pray for the absolution of my sins. . . .J

* e s e o e e o & 0

Here we sgoe the outlines of Quentin's system of values, for example of
his "Presdyterian concept® of siﬂ and puniuhmont,h of aristocratic hier-
archy, of female purity, of "blood," and of “Sambo" or "darky" racism.
Finally, Quentin's yearning to substantiate his mother's values is shown
by the way his own wish ("Finished. If things just finished themselves")
is patterned after what he conceives to be Mrs. Compson's evaluation of

the consequences of Caddy's act: "Doad in Mothor's mind though. Finighed.

Finished. ")

For that, to substantiate the husks of values bequeathed him by
hie mother, is Quentin's ulterior motive as revealed in his section,
though it is inextricably connected with his quest for identity. From

the welter of ambiguous, contradictory values which constitute his

1, 194, 2, 113. 3pp. 122-23.

%, 9. Sp. 121.
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Southern heritage, he would select the worthy and make them real. The
pattern discerned by Mr. Compson in Quentin's story of incest ("you wanted
to sublimate a plece of natural human folly into a horror and then exor-
clee it with truth"l) applies in varying degrees to all of Quentin's
actio:}u in terme of his Southern environment. He would, for example,

coerce Caddv into prover. aristocratic discrimination: W"'It's not for

kissing _I_ ngzped you. . . . It's for letting }_t_ b_°. some darn town squirt
2
e

1 slapped you. . . & Qentin is trying to enforce the same discrimi-
nation by discouraging Caddy from marrying Herbert, "not that blackguard

Ca.d.dy"s; "A liar and a scoundrel Caddy was dropped from his club for

cheating at cards got sent to Coveniry caught cheating at midterm exams

and expelled. it

the chivalric ideal by challenging Dalton Ames and to rectify the gentle-

We see-the same pattern in Quentin's efforts to embody

man's double standard by attacking Gerald Bland, whose attitude toward
women unhappily coincides with Dalton Ames's views preoccupying Quentin.
¥We may also discern in this latter attack Quentin's more or less conscious
desire to repudiate publicly the phony Southern quality represented by
Mrs. Bland, with all her tales about "Gerald's horses and Gerald's nig-
gers and Gerald's women . "9

Had Quentin not already committed himself to these particular
forms of his Southern heritage and to suicide as the ultimate mode of
reifying them and himsslf, several sources of illumination are presenrt
which might show him a more harmonious relationship between nature and

cultural forms, and hence provide him a genuine basis for his sensge of

1p, 195. %p. 152. 3p. 130.
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identity. For example, there is Nr. Compson's inlight into Quentin's
prodlem ("It's nature ie hurting you not Caddy"j, which Quentin rejects
because of his revulsion from rhetoric. Thers is Caddy'sApernonal demon~
stration that "bad dlood™ is really only "wild" or "passionate" blood:
sh3 took my hand and held it flat against my throat

novw say his name
Nalton Amas

I felt the first surge of blood there in strong accelerating

beats
Thsre is Spoade, a full-blooded Southern gentleman "having five names,
including that of a present Engliah ducal house,"2 whose easy-going, iron-
ical appraisal of Southern valuess ("!'He ought to go back so they'll know
he fights like a gentleman,' Spoade said. 'Gets licked like one, I mean.'")
and leisurely accommodation of time and necessity ("It was his club's
boast that he never ran for chapel and had never got there on time and
bad never been absent in four years"u) afford the best example in the
novel of aristocratic adjustment tc changed circumstances. There is the
vast spectrum of nature itself, which, from the "violent fecundity" of
his native place to his own bodily needs, should prepare Quentin to ac-
cept the inescapable grounding in nature of every mode of existence.
Finally, there are Southern Negroes, with their adjustment to both na-
ture and adverse cultural conditions,

with that quality about them of shabby and timeless patience, of

static serenity: that blending of childlike and ready incompetence

and paradoxical reliability tbat tends and protects them it loves

out of all reason and robs them steadily and evades responsibility

. « - and is taken in theft and evasion with only that fraank and

spontaneous admiration for the victor which the gentleman feels for
anyone who beats him in a fair contest, and withal a fond and

p. 195. 2pp. 110-11.
3p. 185. ", 98.
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unflagging tolerance for whitefolks' vagaries. . . .1
Now, all of these models or exanpleQ Quentin has witnessed, for
they occur in his memory or to his sensory apparatus. Faulkner confirms
Quentin's clarity of vision in response to a question on the big trout
which occupies Quentin's attention momentarily:
Well, it doean't have any meaning by itself. but Quentin knowa

he is going to die and he sees things much more clearly than he would

otherwige. He sees things that are more important to him since he

doesn't have to worry about them now, and when he wants the old fish

to live, it may represent his unconscious desire for endurance, both

for himseslf and for his poople.2
The trouble with Quentin is that he can not or will not consciously ac-
copt such galutary emblems as applicable to his own definition of himself;
he can see but not believe. Quentin therefore occupies the first position
in Faulkner's "trinity of conscience,” that of Mimowing nothing" or of
saying "This is terrible. I refuse to accept it, even if I must refuse
1ife to do s0." In terms of innocence, Quentin belongs vo the first
order of innocence; he does not know his true relationship to his soci-
ety--the extent of his determination by it and of his free agency. Any-
way, by June 2, 1910, Quentin has put such questions behind him and does
not consider a serious reopening of them, any more than of the bag which

he has packed for final ehipment home.

Jason Compson is far more lnnocent than Quentin, in that he has
adopted a simplistic view of his world and himself which does not permit

him to know either in ite full complexity, or to know their interrelation-

lop. 106-107.

2Faulkner in the University, p. 18. This "Session® is prefaced
by the note, WNot recorded. Reconstructed from memory."
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shipe, and yet which providee him the illusion of knowing both. The Ap-
pendix describes Jason IV as "the first sane Compson since before Cul-
loden and (a childless bachelor) hence the last. Logical rational con-
tained and even a philosopher in tne oid stoic tradition. . . ."l The
heavy irony in the description is supported by the content of Jason's
raction and by developmenta in the laat maction. for. as it gradvally e~
merges, Jason is nelther logical, rational, contained, nor philosophic,
in the true senses of these terms, although Jason's actions and "thoughts"
(which are almost always cast in the form of speech, "I says" standing
for "I thought" as well as "I said') may give him the epecious appearance
of being so. In actuality, Jason is as thoroughly illogical and contra-
dictory as his evaluation of money ("After all, like I say money has no
value; it's just the way you spend it. It don't belong to anybody, eo
why try to hoard it. It just belongs to the man that can get it and keep
it"a); only he is too innocent to know it.

Jason thinks that he has rejected or risen above the complex Comp-
son world, which to him is all the world but himself, "eince to him all
the rest of the town and the world and the human race too except himself
were Compsons, inexplicable yet quite predictable in that they were in no.
sense to be trusted."3 He would have dispatched "the Great American Geld-
ing" to Jackson at the time of his gelding, "but that would have been too
simple for a Compson to think of. Not half complex enough."u Jason ap-
parently thinks that he is self-sufficient and that he operates by the
simple canons of practicality, financial profit and loss, self-aggrandise-

ment, and cause-effect logic. In fact, however, Jason is enormously self-

. 16 %p. 212, 3p. 17. Y. 280.
lyury, p
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deceived. His delusion of self-sufficiency both causes and conceals his
nearly complete determination by the natural and cultural factors which
he scorns. The irrational springs of his conduct are hidden from him,
and his "logic," thus founded on false and inadequate premiges, results
in extraordinarily illogical apd irrational thought and behavior.

The ultimate reasona for Jason's actions lie far back in his
ckildhood, and perhaps even deyond that, according to Faulkner's some-
times problematical statements about inherited strengths and weaknesses
(he speaks, for example, of "the basic failure Quentin inherited through
hig father, or beyond_his fa.ther,“1 and we learn from the Appendix that
" infallible Dilsey has been Jason's "sworn enemy since his ’bi.rth,"2 both
of which and other statements suggest a moral determiniem working within
the dynastic, genetic process). At any rate, when wve first see Jason at
about five in BenJy's section, on the evening of Damuddy's funeral, he
is already showing signs of his later character: telling on Caddy and
Quentin and keeping his hands in his pqcketa3 ("That was a mannerism . .
that presaged his future, something of greedinees and grasping, selfish-
nese"u). Later in the same section we find him maliciously cutting up
Benjy's paper dolls and lying about it,” and in his own section Caddy is
adult witness to Jason's lifelong coldness ("You never had a drop of
warm blood in you“G) and treachery:

"Dont you trust me?® I says
" o." ahe says. "I know you. I grew up with yout’

lpaulimer in the University, p. 3. aFury, p. 16. 3p. 43,

uPaulknor in the University, p. 263. 5Fury, p. 84. GP. 226.

7P. 221.
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Perhaps Jason's inhumanity is explicable partially by his early loss of
Damuddy, apparently the only one whom Jason really loved and who loved
him,l and partially by Mrs. Compson's nagging insistence that Jason is
her only true Bascomb child,2 80 that a like mother-like son pattern

develops. Certainly Jason takes after his mother in a number of eignifi-

Whatever the remote causes, the proximate determinants of Jason's
bshavior are the logsses that he has suffered, he thinks, through Caddy:
the lose of his inheritance, by the heavy expenses incurred for Caddy's
wedding; the loss of the promising bank job offered him by Berbert; and
the loss apparently occaslioned by having to raise Caddy's bastard, Miss
Quentin. Jason refere to these losces, egpecially the second, several
times in his section, although usually they are recollections from the
past. TFor example, upon the arrival of Quentin, Jason's response is,
"Then when she sent Quentin home for me to feed too I says I guese that's
right too, instead of me having to go way up north for a job they sent
the job down here to me,"3 and, after he has cheated Caddy on her con-
tract for a surreptitious glimpee of Quentin, Jason's satisfaction mani-
fests his vengeful purpose, as well as his delusion of self-sufficlency:

After she was gone I felt better. I says I reckon you'll think

twice before you deprive me of a job that was promised me. I was a
kid then. I believed folks when they said they'd do things. I've
learned better since. Besides, like I say I guess I dont need any
man's kelp to get along I can stand on my own feet like I always
have.u
By Jason's lights, then, Caddy's perverse conduct has cost him a pecuni-
ary loss, for which the simple, logical remedy is to use the human result

1p, g2. 2por example, p. 123.
3p. 214, o, 224
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of her misbehavior to pay himself (and incidentally Caddy) back. And
this, we might add, has been the usual interpretation of Jﬁaon's motives,
for example QOlga Vickery's:

He 1s not concerned with either Caddy or her daughter except as they

enter into the pattern of loss and recompense and finally loss again.

In short, his is a world reduced to calculation in which no subjec-

tive claims are tolerated and no margin for error allowea.l

Really this explanation does not account for Jason's eccentric
actions, which are often highly emotional, contradictory, and extemporisged.
If Jason were interested in Miss Quentin primarily as an instrument of
extortion, his most calculating and ;ogical procedure would have been,
from the very first, to placate her, to keep her as happy as possible,
since the longer ghe stays around the more money he can mulct from Caddy.
Inetead, we find him tormenting her beyond measure, in a manner more sug-
gestive of sadiem than of fine calculation: "'Did you get a good piece
of meat?' I says. 'If you didn't, I'll try to find you a better one.! "2
Miss Quentin's complaint points to this perverseness in Jason's conduct:
WyWhy does he treat me like this, Grandmotheri™ she says. "I never

hurt him. . . . He won't let me alone. . . . If he doesn't want me

here, why wont he let me go back to--"3
Jason ie subject to fits of perfect rage in which, however caim he appears,
inwardly he is far from "rational® and "contained": ™It made me so mad
for a minute it kind of blinded ne"h; I gaw red. When I recognized that
red tie, after all I bhad told her, I forgot about everything."5 Moraeover,

we learn from the objective narrator in the next section that Jason is

jJust as uninterested in his money, which supposedly preoccuplies him, as

lone Novels of Faulkmer, p. U43. 2pury, p. 174.

45, 206. 5p. 255.

3p. 276.
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in hie niece as a person:
Of his niece he did not think at all, nor the arbitrary valuation of
the money. Neither of them had had entity or individuality for him
for ten years; together they merely symbolised the job irn the bank of
which he had been deprived before he ever got it.l
A fuller explanation of Jason's character and behavior, it seems
to me, takes into account the clash between the rigid pattern of self-
centeredness bred in Jason by his mother, the constant unpredictadility
of nature, and the confusing welter of forms and conventions which has
been brought about by cultural change and which still both determines and
exasperates the self-styled individualist like Jaeon. Jason, like Quentin,
is considerably affected by his mother's false pride, dbut in a different
way. Whereas Quentin sought to substantiate the principles contained in
his mother'g talk, Jason learns from the same source the more evident
lesson of selfishness-—of the irrelevance of principles to the thoroughly
selfish person. For example, here is Mrs. Compson addressing Jason on
the subject of familial obligation, or "flesh and blood":
"Itts not myself ¥ she says. 9"I'd gladly take Caddy back, sins
and all, because she is my flesh and dlood. Its for Quentin's sake."
#And yours," she says. "I know how you feel toward her."
Lot hor come back,®" I says, "far as I'm concerned."
"No." sehe says. "I owe that to your father's memory."
"When he was trying all the time to persuade you to let her come
home when Herbert threw her outt® I says.
"You don't understand," she aays.
But Jason does understand--understands instinctively, and takes uncon-
sciously as his ordinance of life, the doctrine that family ties and
other conventions are just words that can be juggled to suit one's self-

ish needs. Thus, regarding Miss Quentin, at one moment Jason can prac-

tically disavow the obligationa of flesh and blood:

1p. 321. 2pp. 237-38.
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“Remember she's your own flesh and blood,* she says.

WSure," I says, "that's just what I'm thinking of--flesh. And a
1little dlood too, if I had my way. When people act like niggers, no
matter who they are the only thing to do is treat them like a nigger."

Yet at another moment, when Jason's self needs shoring up, it comforts him
to think of Miss Quentin's violation of familial duty and of his own fi-
delity to it:
I kept thinking, Let's forget for awhile how I feel toward you and
how you feel toward mé: I Jjust wouldn't do you this way. I wouldn't
do you thie way no matter what you had done to me. Because like I
say blood is blood and you cant get around it. It's not playing a
Joke that any eight year old boy could have thought of, it's lotging
your own uncle be laughed at by a man that would wear a red tie.
In short, all of Mrs. Compson's sighing, contradictory appeals to the pre-
cepts of Southern gentility, of which the rule of family duty 1s only one
example, instruct Jason only in the transcendence of the "I" in all rela-
tionships. In contrast to Quentin's attempt to create an onjective struc-
ture of values that will support the "I, " Jason's rigid scheme of egocen-
tricity tries to adjust the external world of people, things, and values
to itself.

In doing so, it rune athwart nature in its various forms and va-
garies. In his own way, Jason is at war with nature, just &3 Quentin was
in his different wey. But whereas Quentin would exclude nature from his
picture of the world, Jason wants nature always one way: accessidble to
his personal exploitation. Jason is not so much aggrieved by nature's
apparent objective inconsistency, as Quentin was, but by the refusal of
nature's inconstancy to conform to his own fluctuating demands. Jason

is a violator of all the natural norms--woman, the land, the Negro, the

human heart, children--, but his victims will not stay still for him;

1p. 199. %p. 260.
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they insist on pursuing courses perversely contrary to his own wavering
plans.
It ie thus, I believe, that we should view Jason's animue toward

Caddy and Mises Quéntin, whom Jason does not dislikes as persons but as wom—
en, or rather woman, and even beyond that, as unpredictable nature, which
bhag alwave been and is yet responsible for all his losses. Jason's ani-
madversions on Caddy and Miss Quentin are so often followed by generali-
zations about woman that the sex emerges as the real target of his hatred.
For example, after cheating Caddy Jason yet finds that she has the audaci-
ty to challenge him in the store:

It never occurred to me she wouldn't keep her promise and take that

train. But I didn't know much about them then; I didn't have any

more sense than to believe what they said, because ihe next morning

damn if she didn't walk right into the store. . . .
Outwitted by Miss Quentin and her beau, Jason blames himself for forget-
ting woman's lack of character: "I don't know why it is I cant seem to
learn that a woman'll do anything.“a Urged by his mother to marry, Jason
replies, "no thank you I have all the women I can take care of now if I
married a wife she'd probably turn out to bs a hephead or sometmng.“3
And to Jason %good" women are no more reliablc than Fbitches* like Caddy
and her daughter; in fact, the only reliable species of woman is the pros~
titute, whose mechanical responsés are actuated by money's constant value:

e « o« I'd like to see the colour of the man's eyes that would speak

disrespectful of any woman that was my friend it's these damn good

women that do it I'd like to see the good, church-going woman that's

half as square as lorraine, whore or no whore.

That woman ultimately represents unpredictable nature to Jason

is shown by the similarity between his attitude toward woman and his

1p, 223, %p. 260. Jp. 264, 4. 23.
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attitude toward the land and the people who farm it. Now Jason is no more
interested in the land and its farmers as such than he is in particular
women as persons. But Jason's speculation in the cotton market, which is
a violation both of nature and of the Compson gambling tradition (because
he uses "inside" information), makes him peculiarly interested in the pro-
ductivity of Mississippl cotton land and farmers. Jason is at firgt a
short seller, a "bear," ard it is therefore to his financial advantage
for the fields and the farmers to cooperate in the production of a large
crop, which would drive prices down and enable him to buy dback at a prof-
it. This is partly the reason why, in chasing Quentin over the country-
side, Jason is so disgusted to find the land unbroken and the tenants in
town for the carnival:
It's a good thing the lord did something for this country; the folks
that live on it never have. Friday afternoon, and from right here I
could see three miles of land that hadn't even beenlbroken, and every
able bodied man in the county in town at that show.
But the agrarian complex, like woman, is consistent only in running coun-
ter to Jason's changing needs, for when unbroksn landi would suit his per-
sonal comfort, he finds a plowed field:
I parked and got out. And now I'd have to go way around and crocs
a plowsd field, the only one I had seen since I had left town, with
every steop like lomebgdy was walking along behind me, hitting me on
the head with a club.
When, still pursuing the elusive couple, Jason stumbles into uncleared
land, he discovers that nature'c perveraity continues to exceed his pre-
conceptions:

I had gotten beggar lice and twigs and stuff all over me, inside
ay clothes and shoes and all, and then I happened to look around and
I had my hand right on a bunch of poison oak. The only thing I

1. 256, 2. 257.
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couldn't understand was why it was just poison oeck and not a snake
or something.

Finally, as a result of his observations, of being "closed out" in the
market, and of a large drop in cotton prices, Jason turns into a market
"bull,* a buyer in the expectation of flood, a small erop, and high prices:
Any fool « « o could tell the market was going up all the time, with
the whole damn delta about to be flooded again and the cotton washad
right out of the ground like it was last year. . . . Of course 1téll
overflov again, and then cotton'll be worth thirty cents a pound.
When, therefore, in the last section a Negro tells Jason ®tLook like hit
gvine fair off, after all!'" and Jason repliec "!'Fair off, hell . . . 1t'1ll
be raining liks hell by twelve oclm:k,“'3 it is a certainty that Easter
afternoon will be hot and dry (as it is), and a probability that Missis-
sippi will enjoy a dry cotton season and produce a large crop. Thus do
Jason and nature, whether woman or land or weather, Negro or idiot broth~-
er, ever fare at odds with each other.
The third, related, complicating factor in Jason's character is
the welter of cultural forms and convenfionl which Jason for the most
part thinks he has rejected or transcended but which are still determin-
ing him constantly, and all the more so because he is generally unaware
of their operation. To a great extent Jason is both vietim and cause of
cultural change in hisg portion of the Southern world, a stage in which
many venerable forms have lost their substance but still command public
allegiance, and in which new modes of life compete with traditional forms
for survival. Jason has been victimized by this process in that his form=
ation was accomplished under wavering, contradictory standards unsupported

by actual experience. Jason has heard a great deal about pride in family,

1p, o58. Pp. 251-52. 3p. 320,
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for example, from both his father and his mother, Compson against Bascomb.
Yot, looking around him, he can discover no apparent basis for the pride,
no personal example of high worthineas: on the Bascomb side, only a
hypochondriacal, vain mother and a worthless parasitical uncle; on the
Compson side, a dipsomaniacal father, an idiotic drother, a suicidal
and a nymbhomaniacal aister. Jasonis revulsion from the standard
of familial pride is therefore at least underatandable, if not exactly
endearing in the way he expresses it

I haven't got much pride, I can't afford it with a kitchen full of

niggers to feed and robbing the state asylum of its star freshman.

Blood, I says, governors and generals. It'!'s a dammn good thing we

never had any kings and presidents; we'd all be down there at Jackson

chasing butterflies.t

Yet if Jason is a victim of cultural change, when the individual

cannot discover subsiance for the forms drilled into him, he also con-~
tridbutes to and accelerates that process by such rejection as the last
quotation discloses, by deliberately exploiting the older, largely mean-
ingless forms, and by joining in the general debasement of traditional
forms. In his devious channeling of Caddy's monthly check into his
private coffer, Jason is exploiting not only Caddy's natural love for
her daughter, but Mrs. Compson's pride as a Southern lady and a Bascomb,
vhich is perfectly senseless in view of the family's decayed fortunes:
gtill, "'We Baecombs need nobody's charity. Certainly not that of a
fallen v-rou:an.'“2 And thers follows the ritualistic burning of the fraud-
ulent check.

Many of the older ways have degenerated into a concern for ap-

pearance alone, or "respectability,” and in this degeneration Jason

1p, 2u7. %, 237.
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participates unreservedly. Quentin's and Jason's attitudes on the stand-
ard of female chastity provide an interesting and illuminating contrast
here. Quentin was concerned with the reality of chastity, and if the

substance was missing, the appearance was irrelevant to him: "Why wont

you bring him to the house, Caddy? Why must you do like nigger women do

in the pasture the ditches the dark woods hot hidden furious in the derk

!2223."1 In contrast, Jason does not care whether Miss Quentin is chaste,
or how promiscuous she is, so long as she preserves the appearance of
chaste conduct. He says directly to Miss Quentin, "'I dont care what
you do myself . . . But I've got a position in this town, and I'm not
going to have any member of my family going on like a nigger wench.' "2
And he thinks to himself,
Like I say it's not that I object to so much; maybe she cant help
that, it's because she hasn't even got enough consideration for her
own family to have any discretion. I'm afraid all the tims I'll run
into them right in the middle of the street or under a wagon on the
square, like a couple of dog|.3
Jason's anxiety about preserving appearances, maintaining respectability,
runs all the way from the major to the trivial: from wishing brother Ben
were in the asylum at Jackson ("I says God knows there's little enough
room for pride in tkis family, but it don't take much pride to not like
to see a thirty year old man playing around the yard with a nigger boy,
running up and down the fence and lowing like a cow whenever they play
golf over there"u) to regretting his own appearance in the street without
a hat (¥And there I was, without any hat, looking like I was crazy
t00. - « o All the time I could see them watching me like a hawk, wait-

ing for a chance to say Well I'm not surprised I expected it all the

o, 113. 2p. 207. 3p. 257. hp. 239.
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time the whole family’'s craly”l). Jason's preoccupation with communal
opinion, with "them watching me like a hawk," thus contributes a great
deal to the further genéral corruption of faltering cultural forms and
to his own violations of nature.

Moreover, it omphasiseu the extent to which Jason is a creature
af hia anvironmant without knowing it. In contrast to his econvietion
that he has set himself apart from society, Jason is a ragbag of conven-
tional motives which affect him incessantly and disconcertingly. TFor ex-
ample, he thinke he has no Compson pride, yet he imagines or recollects
a conversation in which he suppresses gossip by referring to the Compson
aristocratic past: "I says my people owned slaves here when you all were
running iittlo shirt tailicountry stores and farming land no nigger would

2 He thinks he has escaped the determinism of blood,

look at on shares."
yet hs spends most of his time fretting about and pursuing a girl who,
according to his own interpretation, is & victim of blood fatalism: "Like
1 say blood always tells. If you've got blood like that in you, you'll
do anything."3 Sometimes he can partially articulate his determination
by such societal forces as blood and name, though he never seems to under-
stand it clearly:
Me, without any hat, in the middle of the aftermoon, having to chase
up and down back alleys because of my mother's good name. Like I say
you cant do anything with a woman like that, if ehe's got it in her.
If it's in her bdblood, you cant do anything with her. The only thing

you cﬁn do is to get rid of her, let her go on and live with her own
sort.

Jason does not recognisze the several contradictione within this "thought"

(for example, why chase the girl up and down back alleys if "you cant do

1p, 250. 2p. 256. 3p. 256. 45, 250,
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anything with her"?), any more than he seems to understand why he treas-
ures his expensive but troublesome automobile so much (Quentin could have

enlightened him, knowing "the first car in town a girl Girl that's what

Jason couldn't bear smell of gasoline making him sick then got madder

1
than ever because a girl Girl""), or how much his own attitude toward

tha Cammann Nagroas (#1¥an anzht to ha working for ma ! T save. IRvary
other no-count nigger in town eats in my kitchsn'"a) reproduces eerious~
ly his father's ironical sentiments on thic subject, as revealed in Quen~
tints esection (Father said why should Uncle Maury work if he Father could
aupport'five or six niggers that did nothing at all dut sit with their
feet in the oven's). Jason's fpreoccupation with social form" is like-
wige confused and inconsistent. At times he indeed thbve debased vestiges
of an older formalism, as when he insists that the entire family be pres-
ent for supper on Friday night and for EKaster breakfast.u At other times,
however, according to his whim or need, he scoffs at the very same form:
I went straight to the kitchen and told Dilsey to hurry up with
dinner.
f"Quentin aint come yit," she says.
yhat of thatt" I says. "You'll be telling me next that Luster's
not quite ready to eat yet. Quentin knows when meals are served in
this house. Hurry up with it, now."®
Thue the bearing of the past on the present escapes Jason's attention,
but he does not escape its control.
I have dwelled somewhat at length on Jason's character and situ~
ation because I feel that he and his relationship to socliety have been
oversimplified by most interpreters of this novel, who tend to accept his

own description, though not his evaluation, of himeelf. Jason is not at

1p, 190. %p. 207. Jp. 194,
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all “limple,".in the philosophical sense; in'fact he is almost unintelli-
gible, in the clutter and randomness of the motives which assail him.
His domination by natural and societal forces is concealed from himself
by his own delusion of irdependence, which allows those forces to act up-

on him with redoubled vigor. When the "IM thinks it has withdrawn from

idantification with ahiectiva sanhatanea  whathar God or natnra or snciaty
or all these, it has already lost any basis, any perspective, for per-
ceiving, evaluating, and regulating the claims of these forces on itself,

and therefore falls prey to whatever motive is temporarily ascendant. At

least this is trus of Jason. Jason expresses whatever societal scrap pre
sents itself at the moment, because the expressing "I" is nothing in it~
self but the series of such presgentations. Jason's greed does not chal=-
lenge this generaliszation, because greed is by nature a sslf-centered mo=
tive, whoee valus shifts with the changing ephemeral self. Thus, as ve
have seen, Jason's greed is revealed in the fourth section to be only a
mask for deeper-lying motives, primarily a sense of loss caused by nature
and soclety.

Like Quentin, Jason has many sources of illumination available;
but, unliks Quentin, who either heard but refused to heed or overlooked
entirely, Jason hears but scorns and gets mad. Ths Negro is Jason's bas-
ic evaluator, but his contempt, hatred, and fear of Negroes precludes his
serious consideration of such judgments as Dilsey's: "'You's a cold man,
Jason, if man you is,' she says. 'I thank de Lawd I got mo heart dan dat,

1

even ef hit is black.'" And there is Job's incisive comment on Jason's

self-imposed innocence, though Job would not call it "innocence':

1p, 225.
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"You's too smart fer me. Aint a man in dis town kin keep up wid
you for smartness. You fools a man whut 8o smart he cant even keep
up wid hisself," he says. « . »
"Who's that?* I says. 1
"Dat's Mr Jason Compson," he says. "Git up dar, Danl®
Of course the reader has these and additional materials from Sections One
and Two by which to understand and evaluate Jason's innocence, but one
imaca fram Ranivia esantiAan ateanda At in mr mind ocoa antitAaminmine Tanant
o _— e e Y v - hdadh St Al Al Sanbaded hdhadhd —— insindad el S Sl daadahadnbey ~ B Jb o dod o] -
true relationship with the external world, as against the false relation-
ship assumed by him in his rhetorical question, "'Do you think I need any
man'e help to stand on my feet?‘"z It is a%recollection" by Benjy from
the occasion of Damuddy's funeral, and showe by imagistic foreshadowing
the extent of Jason's reliance on the outside world, even Negroes, as

well as the reason for his inability to "stand on my feet":

"I'm hungry." Jason said. He passed us and ran on up the walk,
He had his hands in his pockets and he fell down. Versh went and

picked him up.

"If you keep them hands out yowr pockets, you could stay on your
feet." Versh said. "You gant never get them out in time to catch
yourself, fat as you is."

In the fourth section we find, in Dilecey, one who has mastered
the accidental circumstances of her environment and accommodated herself
to its irremediable forces without losing her self-posesssion. In answer
to the question whether Quentin Compson does not, in fact, "have the cards
stacked against him," Faulkner ascribes to Dilsey the role of embodying
his favorite theme, "that man will prevail®:

True, and [Quentin's] mother wasn't much good and he had an idiot

brother, and yet in that whole family there was Dilsey that held the

whole thing together and would continue to hold the whole thing to-
gether for no reward, that the will of man to prevail will even take

1p, 267. 2p, 279. 3p. b3,
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the nether channel of the black man, black race, before it will re-
linguish, succumd, be defeated.

That Dilsey's triumph over circumstance is an expression of true human
personality, and not just the function of some ingrained racial charascter-
lstic or other deterministic element, is further suggested by Faulkner's
reply to the question "Do you believe in free will for your characters?!

I would think I do, yes. But I think that man's free will func-

tions against a Greek background of fate, that he has the free will

to choose and the courage, the fortitude to die for his choiso, is

my conception of men, is why I believe that man will endure.
In other words, Dilsey's point-by-point coping with circumstance, her ef-
fort "to hold the whole thing together," ig a matter of deliberate, willed
choice and shows a self-possession abeent in the white Compsons, who in
varying degrees and ways have gurrendered to fate, relinguished their pow-
er to know and to choose. Dilsey's superiority manifests itself in her
responses td both natural and cultural environmental circumstances.

Dilsey represents the minimal norm of nature, in that she recog-
nizes and ministers to the inescapable claims of his physical nature on
man, and adjusts uncomplalningly to uncontrollable, adveree natural cir-
cumstances. The latter point is illustrated in the first pages of the
fourth section, when, attired as for church in Ya dress of purple silk, Y
Dilsey emerges from her cabin, finds it raining, and, without repining,
goes back in and changes clothes, to appear again shortly "in a man's
felt hat and an army overcoat, beneath the frayed skirte of which her
blue gingham dress fell in uneven balloonings.“3 Her quiet submission to

the vicigssitules of weather contrasts to her credit with Jason's later,

2
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resentful fantasy at the mere thought of possidble rain: M"'It's going to
rain,'! he sald. 'Get me helf way there, and rain like hell.' And he
drove on out of the bells and out of town, thinking of himeelf slogging
through the mud, hunting a team."l That Dilsey's reeponse'to the weather

is more than a stoic fatalism or a behavioristic reflex is shown by her

Tadam Al aes ~aw e
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best clothes to church on a threatening morning:

"You got six weeks' work right dar on yo back,® Dilsey said. ®"Whut

you gwine do ef hit raint"

"Git wet, I reckon," Frony said. "I aint never stopped no rain

yit."

"Munmy always talking bout hit gwine rain," Luster said.

UEf I dont worry bout y'all, I dont know who is," Dilsey said.2
Dilsey's calm acceptance of the ineluctable adversities in nature's pro-
vieion shows throughout the section, but most pointedly in her treatment
of Benjy, who is a repulsive freak to Jason and a "judgment" to Mrs. Comp-
son, but still "honey," a human being, and one of her "family" to Dilsey:

Dilesey led Ben to the bed and drew him down beside her and she held
him, rocking back and forth, wiping his drooling mouth upon the hem
of her skirt.3 "Hugh, now," ghe said, stroking his head, "Hush. Dil-
sey got you."

Dilsey'!s relationship with nature, however, is more than a pas~
give acceptance of its mischances; she in a sense cooperates with nature
by recogniging and ministering to man's natural needs. She acknowledges,
in other words, man's essential grounding in nature, in contrast to the
Compsons, who variously deny or abuse that grounding. We can take the
body's radical dependence upon the more or less regular consumption of
food to illustrate the difference between the Compsons and Dilsey on the

point of this acknowledgment. The preparation and eating of food consti-

1p, 321, 2p, 305. 3p. 332,
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tute an almost sacramental act in !EEZ as eleewhere in Faulkner's work,
and characters can be partly ovaluated by their attitudes toward the act.
Quentin is at the business sf trying to escape the metabolic processes;
his goal is the condition that he remembers from his hunting trips with
Versh: "When Versh and I hunted all day we wouldn't take any lunch, and
at

walwe Alalanl TIA ot hyane
eLve ofclocxr 1'C get hngry.

ey TIA atasy hiunewre ntdl ahAant Ana +han
iC glay hungry untll abtound one, then

[

all of a sudden I'd even forget that I wasn't hungry any more." Jason's
attitude varies according to his temporary compulsion: sometimes he in=~
sists on the punctuality of meals, but at other times he skips eating al-
together. By contrast, Dilsey approaches the preparation and serving of
food regularly, methodically, and punctually, “gathering about her the
raw materials of food, coordinating the neal,'e and trying to get people
to eat: to Benjy, "'All right, honey,' she said. 'Here yo breakfast"B;
to Jason, "'Aint you going to eat no breakfast?'! Dilsey sald. He paid
her no attention. 'Go and eat yo breakfast, Jason.'“u Dilsey'!s attitude
does not stem from the servile performance of expected duty, but is a
genuine cgncern for satisfying the besic needs of the body, as is shown
by her rather blunt rejection of Mre. Compson's Yoffer" to prepare break-

fast:

"If you're going to drop everything to drees Benjamin, I'd better
come down and get breakfast. You know as well as I do how Jason acts

when it'e late."
"En who gwine eat yo messint" Dilsey said. "Tell me dat. Go on

now. "5

Perhaps Dilsey'a peace with nature, "the sequence of natural e-

vents and their causes which shadows every mans brow even benjys," is

1p. 131, 2p. 305. 3p. 292.
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best summariszed by reference to the clock image. The clock's ticking
"might have been the dry pulse of the decaying house ituelf"l of the
Compsons, whose trouble Faulkner says is that "they are still living in
the attitudes of 1859 or '60."2 The cabinet clock hangs on the wall in
the kitchen, has only one hand, and strikes three hours behind time, so
that 1f meals wera prapared hy it, tha Comneonas wonld aat breakfast at
eleven, dinner at three, and supper at nine in the evening. But Dilsey
is present in the kitchen to correct the clock's version of time, so that
when it "with a preliminary sould as if it had cleared its throat, struck
five times," "'Eight oclock,' Dilsey said.'3 Thus Dilsey adjgsts the
Compson eccentricities to the natural rhythm of time and the bodily
processes.

As Cleanth Brooks cautions, however, we must beware of seeing in
Dilsey EEESEZ the norm of nature.u Dilsey is situated squarely in soci-
ety, and so ls subject to the same cultural forces, though often in dif-
ferent guises to be sure, as the other characters in the novel. Those
aspects of the Southern society which have beer the focus of this reading
do not evaporate in Dilsey's section. Rather, their valid demands and
forme are met and appropriated by Dilsey, while their unrealistic, stul-
tifying, perverted facets are either ignored or assuaged by her. Dilesy
is Ythe individual within society, product of it and often as not its

victim, yet at the same time a free agent with the responsibility for

1p. 301. Faulkmer in the University, p. 18.
Sfury, p. 290.
4
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his actions." Dilsey knows herself--at leaet has that image of herself
which establishes her identity--, she knows her people, she knows her
responsibility to her people, and she works to fulfill that responsibility.

Dilsey gets her image of herself from the same source whose per-
version we see in Mrs. Compson: & fundamentalist faith in God. Mrs. Comp-
son aftan orateas of Christianity. ain., jvdsment. retribution. and other
fundamentalist tenets, bdbut it is just rhetoric, and the rhetoric is thor-
oughly contaminated by her gselfishnessg and falee pride as a Southern lady.
For example, to Dilsey, on Quentin's reason for suicide:

"What reason did Quentin have?! Under God's heaven what reason

did he have?! It cant be simply to flout and hurt me. Whoaver God is,
He would not permit that. I'm a lady. You might not believe that
from my offspring, but I am.nl
And she shortly asks for her Bible, which has fallen off the bed and gone
unretrieved all morning. The expression of Mrs. Compson's faith, we
senge, precludes any real conviction in what she professes to believe.

In contrast, Dilsey's faith is profoundly heart-felt, nearly in-
articulate, and active. It is as logically incoherent and fragmentary as
Rev. Shegog's words when hie intonation becomes negroid: "'!'When ds long,
cold~—oh, I tells you breddren, when de long, cold--I gsees de light en I
sees de word, po sinner. Dey passed away in Egypt, de swinging chariots;
de generations passed away.'"a But, however deficient in rational coher-
ence, the Christian message as presented by Rev. Shegog finds its con=~
stant, mystical analogue in Dilsey's raclal and familial experience as
she sits with Benjy by her side:

"Breddren! look at dem little chillen settin dar. Jesus was
1like dat once. Hie mammy suffered de glory en de pangs. Sometime

pury, p. 315. 2p. 311.
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maybe she helt him at de nightfall . . . maybe she look out de do' en
see de Roman po-lice passin.*l

As Benjy's true "mammy," in every sense but the physical, Dilsey has seen
and believed these things, but also "'de resurrection en de light . . .
dat dem whut sees en believes shall never die. . . . en de arisen dead
wvhut got de bdlood en de ricklickshun of de Zamb.!*2 Dileey, Mcrying rig-
idly and quietly in the annealment and the blood of the remembered Lamb*3
(that is, Benjy, and "remembered" by Dilsey because of His saying, "as
long as you did it for one of thege, the least of my drethren, you did

it for ne"h) participates in the heart-to-~heart communion effected by the
minigter's words in a way that Mrs. Compson, with her unopened Bible in
her gelf-imposed solitude, could never understand or approach.

Moreover, Dilsey carries her faith into the weary routine of
daily life, caring for her own family and the Compsons with an ungrudging
steadfastness because ghe is secure in the image of herself and others
as the children of God. Her religious faith is her constant support.

As she works in the kitchen, preparing Benjy's dinner, she repeats her
personal summary of Rev. Shegog's message, "'I seed de first en de
last, %D and sings over and over again the few lines she kmows of a reli-
gious hymn. Ae she puts her old felt hat on Benjy's head for his weekly
trip to the graveyard, she reveals the source of her strength: "'We's
down to worse'n dis, ef folks jes knowed,' she said. 'You's de Lawd's

106

chile, anyway. En I be His'n too, fo long, pralse Jesus. And a pas-

gage from the first section shows the ultimate location of Dilsey's

1. 5ne. 2pp. 312-13. 3p. 313.

%5t. Matthew 25: 40 Spury, p. 316. 6p. 333.
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stable sense of self, and the reason why worldly losses mean less to hsv
than to the Compsons:

My name been Dilsey since fore I could remember and it be Dilsey
when they's long forgot me

Hov will they know it's Dilsey, when it's long forgot, Dilsey,
Caddy said

It7T11 be in the Book, honey, Dilsey said. Writ out.

Can you read 1t, Caddy sald.

Want h-vg tn ‘l'\*llnv anid . Thev!ll raand

Ty

t for ma. A1l T ont

i

Indeed, as Cleanth Brooks concludes, Dilsey's faith, her sense of purpose,
is securer than anytning in the Compsone' lives because it is rooted in
something outside herself, but it is not nature and it is not man: "Dilsey
does not belleve in man; she bellsves in God. "2

From her firm identification with a reality beyond herself, Dilsey
can diescern the true from the false values of the cultural scene surround-
ing and informing her. It would be easy, but false, to assume that Dilsey,
because she is a Negress, is immune to the noxious influences infecting
the white Compsons. Other Negroes, such as Luster here and Deacon in
Quentin's section, consciously or unconsciously imitate the manners of
their white mentors, and thus become parodies of both those mentors and
themselves-~as Quentin thinks of this type, "a nigger is not a person so
much as a form of behavior; a sort of obverse reflection of the white
people he lives among."3 It is only Dilsey, really, who consistently ad-
heres to essential values, without regard for specious appearances.

The preservation of the family as an institution is one such

valus to which Dilsey commits herself unreservedly. Hers is not the

1. 717. 2nprimitiviem," p. 26.

Jp. 105.
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ampty voice of Caroline Compson, alternately proclaiming the value of
familial appurtenan<:s an? disowning actual members of her family, while
all the time corrupting the family from within. Rather, Dilsey believes
in the family as a natural social unit, a community of love andlloyalty
extended unvaveringly to every member, regardless of his condition and
marite. Sha has £f1llad tha vaeunm of narental rasnonaihility in the
Compson family and applied these "principles® of love and loyalty to ita
members as well as to her own family. When Miss Quentin is brought home
an outcast bastard, for example, and Mrs. Compson raises a stir about
putting "it"® in Caddy's old room "to be contaminated by that atmosephere,™
Dilsey cannot understand why the infant's treatment should differ from
the normal pattern:
"And whar elge do she belong?!" Dilsey says, "Who else gwine raise
her cep' me? Aint I raised eve'y one of y'all?. . . Why aint she
gwine sleep in here," Dilsey eays, "In the same room whar I put her
ma to bed ev'y night of her life since she was blg enough to sleep
by herself .l
And when the girl grows up, Dilsey never stops trying to protect her from
Jason, in spite of Quentin's iﬂgratitude:
%Now, now," Dilsey says, "I aint gwine let him tech you." She
put her band on Quentin. GShe knocked it down.
"You damn old nigger," she says.<
In short, to Dilsey, family members are always family members, not to be
disowned or renamed, in the manner of Mrs. Compson, when they do not live
up to expectations.
Nor does Dilsey believe in that dlood fatalism which is one of
Mrs. Compson's favorite ideas. When Miss Quentin finally disappears, Mrs.

Compson immediately concludes that she has fatalistically followed her

1p, 216. 2p. 203.
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uncle's example: "!'It's in the bdlood. ILike uncle, like niece. Or mother.
I dont know which would be worse. I dont seem to care.!nd Although Dil-
sey is mistaken about the girl's reappearance, she at least knows that
Mrs. Compson is talking nonsense about the nature and cause of Quentin's
abgence: "'Whut you talkin about?' Dilsey said, 'Dont you know she all
right? X bet mhe be walking right in dim do befo dark. . . . Whut you
keep on talkin that way fur? . . . Whut she want to do anything like that
fur?'"a Certeinly one reason for Dilsey's disregard of Mrs. Compson's
belief in #blood" ia her own deep faith in the redeeming power of "de
blood en de riﬁklicklhun of de Lamb," which renders Mre. Compson's idea
of blood meaningless.

Dilsey's attitude toward race is a little more complex. 1In gen-
eral, she shows little consclousness of race, with respect to herself and
her relationships with white people. That is, we do not find her worry-
ing about being a Negress, or about being called "nigger," or about being
treated like a "nigger," as she is called and treated by at least Mies
Quentin and Jason. If she were reflective, she would probably acknowl-
edge her acceptance of her race and station as another dispensation from
God, a cross to be borne without complaint as a part of this life's trial
for the next. However, this 1g Just speculation; the only evidence for
it 1s the fact that Dilsey does not allude self-consciously to her own
raclal character, as many Negroes from other Faulkner works often allude
to theirs (for example, Jesus and his wife Nancy in "That Evening Sun,"
who exhibit extreme gensitivity to the fact of their race). Dilsey's

fpolicy" is to meliorate the bi-racial situastion by avoiding involvement

lp. 315. 2p. 315.
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in the private affalrs of white people, except when it is necessary to
. protect the defenseless. Her advice to Luster, "'You tend to yo dusi-
ness en let de white folks tend to deir'n,'"1 expressas her own course
and that of most other Negroes in this novel.

The complicating factor is Dilsey's occasional language, which
nomatimen suverficially suzzasts racism and inverse raciam, or “"Crow .Jim.#
The truth is that Dilsey employs "nigger¥ and "white trash® usually as
normative epithets to characterize low moral quality in persons of those
races, regardless of their hierarchical rank. Thus, in her exchange with
Frony on "folks talkin" about her taking Benjy to the Negro church, Dil-
soy uses "white trash" to indicate all whites, including the Compsons,
who would bar Benjy from the lord's presence on the grounds of his idiocy
or her race:

"And I knows whut kind of folks," Dilsey said, "Trash white folks.

Dat's who it is. Thinks he aint good enough fer white church, dut
nigger church aint good enough for him."

"Dey talks, jes de same," Frony sald.

"Den you send um to me," Dilsey sald. "Tell um de good Lawd dont

keor whether he smart er not. Dont nobody but white trash keer dat."

Dilsey's ume of ‘niggar¥ is sometimes casunl and merely descrip-
tive, as in %nigger church® in the last passage. Very often, however, it
is a pointed reminder of low charactier in one of her race, as when she
comments on the importation of Rev. Shegog from St. Louis, "'Whut dey
needs is a man kin put de fear of God into dese here triflin young nig-
gers,"‘3 or when she warns Luster, "'G'awn, now. En ef you hurts Benjy,
nigger boy, I dont know whut I do. You bound fer de chain gang, dut I'll

send you dar fo even chain gang ready fer you.'“u When Luster tries to

define himszlf in antithesis to the Compsons, Dilsey is quick to point

4

1p. 314, %p. 306. 3p. 306. P. 334.
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out that the Compson quality is found in Negroes too when they are nig-
gors: |

"Dese 18 funny folks. Glad I aint none of em," _

¥Aint none of who?" Dilsey said. "Lemme tell you somsthin, nig~

ger boy, you got just as much Compson dev:llmeit in you es any of em.

Is you right sho you never broke dat window?"
Dileey'e use of such language thus contrasts with Jason's. For Jason,
black skin invariably means "nigger," which in turn invariably meens
shiftlessness, parasitism, immorality, irresponsibility, and the like.
But for Dilssy, skin~color means nothing in iteelf; it is the moral qual=-
ity that counts, and low moral quality is "nigger® for Negroes, "white
trash® for white people. |

S0 it 1s with Dilsey'!s expression of other cultural dynamics:

what counts is the inner value and the suitability of the form to the oc~
casion, not the form or the convention in itself. For example, the Negro
world is just as mannered and ritualistic in its way as the white world
in its, dut Dilsey modifies the form to suit the needs of practicality,
the convention to express reality. ZEaster Sunday is the occasion fo pa-
rade in one's best apparel, but if rain threatena, Luster can wear his
old hat or carry an umbrella, and Dilsey will take Benjy to church no
matter how people talk. On the way to church, little ritualistic greet-
ings are customarily exchanged, but Dileey's exhaustion permits her to
reply personally only to the venerable aged, to whom an extra effort of
respect is due.a Likewige the past, which is an obseesion with all the
Compsons in one way or another, receives its due attention from Dilsey,

but only as a part of the cyclical process of time, whose consummation

lpo 292» ZPO 3070
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ie eternity: W'I'vec geod de first en de last,' Dilsey said. . . . 'I sgeed

de beginnin, en now I sees de endin.'"d

In summary of this novel's enveloping action, which we have hbeen

observing in its emergent aspect alone, let us review some of the advan-

tamea in annrasiation which the sanarie soneant of the Sauthsrn imace

- P
e - b ha 2 i = e

makes possible for the reader of The Sound and the Fury. First, on the

level of fairly minor significance, it engbles him to "place," to know
the meaning of, certain facts, mannerisms and conventions whose refer-
ences are immediately concealed by the dramatic method, and hence to esti-
mate with greater precision and I think enjoyment their incidence upon
the action. Some of these are seemingly very minute detalls, such as
Mr. Compson's burial on Confederate Memorial Da.y,2 which yet serve to
specify the pattern of ideas and motives at work in the novel. Some are
matters of vocabulary. For example, knowing that in the South the noon
meal is called "dinner" and the evening meal "supper" occasionally helps
the reader to establigh what time of day it is and which meal is being
taken. Similarly, an awareness that older Southern Negroes frequently
uee the term "nigger" among themselves in the way Dilsey does helps to
clarify her racial attitude. Other mannerisms, once recognized in their
true nature, take on symbolical and evaluative significance. For ex-
ample, the reader may notice that all the male charactsrs here place

special importance on having and wearing their hats. Of course, in an

1p. 513.

zFirst noted in publication by George H. Stewart and Joseph M.
Backus, "'Bach in Its Ordered Place': Structure and Narrative in 'Ben-
Jjy's Section' of The Sound and the Fury," American Literature, XXIX
(Jan., 1958), Who=5p.
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older America, nat-wearing was much more commonplace than it is at pres-
ent; but in an older South, because of the almost perpetual sunshine and
the fair skins of the Anglo-Saxon community, it was virtually a 5152 qua
non of one's dress, a testament to one's sanity, as Jason suggests. The
constancy of the convention therefore renders the different characters!'
attitudes tovard hat-wearing emblematical of their adjustments to nature
and societal standards, and Dilsey's casual deference to the convention,
without regard to the style and antiquity of the headdress, once again
emerges as the ideal. Likewige, an awareness of the leisurely, lonely
existence of Southern sharecroppers makes more understandable their flock-
ing to town to see the show, and at the same time renders more perverse
Jason's regentful objection to their recreation. A knowledge of other
peculiarly Southern ways, such as the "Christmas gift" convention,l helps
in a similar manner to illuminate characters'! attitudes for the reader and
therefore to sharpen his appreciation of the novel.

Second, a knowledge of the Southern image enables the reader to
perceive the underlying relationships among the different, sometimes ap-
parently disparate motivational forces--to see these forces as issuing
from a single, massive, enveloping, informing cultural organism. This
perception has the effect of unifyiang, enlarging, and complicating the
"body of fate" in and against which the characters of the novel are
struggling. Without this perception, certain motivational forces might
appear to strike characters at times serially and disjointedly. TFor ex-
ample, Quentin's memories, thoughts, words, and actions regarding the

Negro might seem at first arbitrary and gratultous, unrelated to his

lrnry, pp. 105-106.
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prepossessing problem of honor, without the elementary recognition that
both problems stem from the same, inescapable cultural source, and the
further apprehension that the two issues are inextricably related: that
Quentint's ideals of honor and gentility, for which he can find no basis
in nature and experience, parallel in character and origin his stereo-

tyoad nisturea of the Magro, aome of whasa falsiéw or
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he has begun to penetrate. So the more clearly the reader understands
the cormon background of Quentin's thinking on these two questions alone,
the more acu@ely does he see into the tertiary levels of Quentin's main
problem, as also into the solution which eludes Quentin. |

This insight does not, however, simplify either Quentin or his
plight. On the contrary, it complicates both, in the desirable sense
that it lends them that density or impenetrability which is characteris-
tic of real persons in critical situations. In other words, possessing
the generic picture of the South enables the reader to see with greater
clarity the nature of Quentin and his problem; and it also complicates

what is seen. Here the internaligzation of cultural dynamics, achieved

by dramatization, comes into active play. @uentin's Missiesippi culture
is not something exterior to himeelf, which he can analyze, accept anmd
reject plecemeal, without loss to himeelf. It has formed him and it is,
quite literally, in him in the form of his memories—-Father's voice,
Mother's volce, Caddy's voice, Dilsey's volce, recollections of hunting
trips with Versh and Uncle Louie Hatcher, and the like. For Quentin
directly to repudiate one or another of these voices or images would be
to mutilate a portion of that very self he is trying to integrate and

establish. It would be analogous to that self-castration which Quentin
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explicitly rejects:
Versh told me about a man mutilated himself. He went into the woods
and did it with a rasor, sitting in a ditch, flinging them backward
over his shoulder. . . . But that's not it. It's not not having them.
It's never to have had them then I could say O That That's Chinese I
don't know Chinese.l

Similarly, if Quentin had never heard his mother's voice talking about

hanae and tha Santharn ladvla nurity
— e ey - = e

, ha conld cav. HThat'a Chinasa T
don't know Chinese®; but'having heard it, he cannot reject its content
without serious loss to himself--or rather of himself. In a sense, there-
fore, Quentin's decision for suicide emerges as an admirably well-inten-
tioned, though horribly miedirected, gesture toward self-integration.
The same complicating effect from discerning the Southern terms
of action is of course true in connection with other characters, as I
have tried to show in the cases of both Caddy and Jéson. More bdbroadly,
both the subject ("blood gone bad," "the tragedy of two lost women," the
decline of a family) and the theme ("the relation between the act and
man's apprehension of the act") are thoroughly conditioned. by the terms
of Southern culture, the recognition of which enriches and deepens both
subject and thene; The very core and axis of the novel is the family,
vhose modern statue in America, as we have seen, 1is peculiarly Southern.
Thus Cleanth Brooks comments that, while EEEZ may be about the break-up
of Southern aristocracy and of the old South itself,
what seems to me more immediately obvious is that it has to do with
the break~up of the institution of the family. The break-up of the
family is probably much further advanced in California and in Con-
necticut than in Mississippi; but in the former states the dissolu-
tion has occurred quietly and almost without fuss. The true signif-

icance in the Southern setting lies, perhaps, in this: that placed
in a Southern context, the break-up can be presented, not as a slow

lop., 134-35.
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erosion, but as a crashing landslide.l
Not only that; the Southern context causes the break-up of the Compson
family, in that the context has supplied the family with a pattern of
ldeals to guide the conduct of its membars, but has also evolved ints a
- chaotic state whoge circumstances subvert those ideals. In other words,
the Sountharn context astahliahes the importance of the family, dbut also
provides the ready means for its destruction.

The theme of Fury, "the relation between the act and man's appre-
hension of the act," is similarly conditioned by the terms of the novel's
Southern environment. As I pointed out, Caddy's irrevocable loss is in
large measure caused, certainly aggravated and accelerated, by the im-
portance placed on honor and purity ty Quentin and Mrs. Compson. But
that loes in turn causes Quentin to strive the more frenetically to create
honor, at last by suicide, while it leads Jason, as he thinks, to jetti=-
son the ideal of honor entirely. These developments, along with Mr.
Compson's hastened death by over-drinking and Mrs. Compson's increased
pelf-pity, in turn deprive Miss Quentin of the little love and security
Caddy had known and so insure her early and total loss. There is a good
deal of truth to Miss Quentin's remark to Jason, "'Whatever I do, it's
your fault. . . . If I'm bad it's because I had to be. You made me,!"2
as well as pre-justification for her flight in her bitter retort, "'I'm
bad and I'm going to hell, and I dont care. 1I'd rather be in hell than
anywhere where you a.re.'"3 So the act and its apprehension work recip-

rocally, in an ever-worsening spiral, and always in terms of the environ-

mental dynamicas.

luprimitiviem," p. 26. 2Fury, p. 277. 3p. 207.
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Third, the recognition of the Southern scene brings about an ef-
fect which is hard both to describe and to find its causes. It is an im-
pression of solidity or density or continalty--of a life, truly, "that
would conceivably continue beyond the frame of the story, just as it pre-

ceded it, and out of which the particular drama develops," as Tate and
iordon dafine Henwalonine :-tic:."l Soxe of ocur Mltimnta anessd
about certain novele, it seeme to me, have to do with this impression, or
the lack of it. We ask, How singular are the persons and circumstances
here? What are the optiuns of conduct and principles available to the
characters within thelr society? How involved or engaged with their soci-

ety are the characters? How permanent is the socliety itself? In some

novels, such as On the Road or Other Voices, Other Rooms or Wise Blood,

the social settings seem as ephemeral as the characters; there is an air
of transience about both, as thought hey had beer temporarily summoned
for the occasion of the action, in order to illuminate each other brief-
ly, and will evaporate after the books are closed.

By contrast, in The Sound and the Fury the'COmpsons geem an in-

alienable part of a complex society which stretches endleassly before and
after them. They emerge from it dbriefly to hold our attention, and col-
lapee back into it, but the society itself goes on and on. Moreover,
strange as the Compsons are, they do not seem especlally singular, in the
sense of going against the grain of their milieu, of standing out in

sharp opposition to or viclation of societal norme. The few outside view-
points we get of the Compsons-—through Earl, through the sheriff, through

the town Negroes--do not point with horror or outrage at the Compsons,

lHouse of Fiction, p. 631.




351
but accept them unreservedly as a part of communal life. An articulation
therefore exists between the Compsons and their society which tends to
substantiate both. As I say, the reasons for this effect of solidity are
not clear to me. Perhaps it is due in part to the centrifugal reference

of the novel's enveloping action, 8o that we confuse the South of the nov-

2 wdEn e [ S | awd abdne Qaneh Dovrhana 1+ 1a Ana in
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to our knowledge of the whole Yoknapatawpha series, in the panoramic

sweep of which the Compson drama is indeed but incidental. In any case,
the effect is quite real and contributes considerably, in my estimation,

to the overall stature of this novel.

II1

Qur purpose here is to consider briefly the technical means by
which Faulkner has put together these materials to produce the relation-
ships and emphases Just outlined: how he has drematized and mythicized
Wthe provincial terms of his background" into the terms of his characters!
behavior, so that, to recollect Miss Welty's phrase, "as place has func-
tioned btotween the writer and his material, mo it functions between the
writer and reader.® We are concerned here with the “rhythmical® aspect
of the Southern imege in Fury, or, more precisely, with the techniques
which secure the rhythmical development of that image in the manner
characteristic of the regional novel.

Fow, studies of Faulkner's general techniques and of this novel's
particular form exist in great profusion and on all levels of quality,
Qur purpose, however, is neither the general survey ncr the detailed ex-
plication; we are on a plane inferior to the former and superior to the

latter, in the ladder from particular to general. What we want is a
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characterization of the techniques in Fury sufficient to indicate their

unique way of bringing the details of the enveloping action to bear upon
the action, 80 as to give the thematic outlines we have already discussed.

As 1f in contradiction, I would begin by noting Faulkner's gener-
al dramatic inetinct, which is the essence of his creative method and the
L the Yolmopotowphs cancn, from the
briefest story to the entire corpus. For Faulkner, "'living' is motion,
end 'motion' ls change and alteration, and therefore the only alternative
to motion is un-motion, stasis, death"l; "time is, and if there's no such
thing as was, then there is no such thing as will Eg.“a Moreover, "time
ie not a fixed condition, time is in a way the sum of the combined intel-
ligences of all men who breathe at that moment."3 Therefore and neces-
sarily, no single viewpoint, etate, moment, or action can ever express or
match perfectly Faulkner's "dream" of Yoknapatawpha County. Any single
viewpoliat is only one integer in th; igum of the combined intelligences
of all men who breathe at that moment," and demands supplementation. Any
character or state or action, once written down, has gotten out of the
stream of "igh which is the independent life of Faulkmer's characters,
and demands re-admission by later treatment or reference. Again, the

idea that time is the sum of the combined intelligences of men suggests

the dramatic principle of indirection: that the reality of at least
time does not reside sheerly in external objects and events, but aleo in
men's apprehension or reflection of them, and that the entire group of

such reflections is necessary to get at the full reality of any moment.

1From the frontal note to ggg Mansion.
2

Faulkuer in the University, p. 139. 31vi4.
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In the Yoknapatawpha canon, therefore, individual stories and novels are
of course self-subsistent creations, but they are also episodes within
the whols apic, just as, within a particular novel, apparently self-con-
tained episodes transpire to contribute to and be modified by the whole
novel.

Thia assentially dramatic aooroach is seen in Faulkner's state-

ments about his conception, execution, and revision of The Sound and the

Fury, as well as in the novel's form itself.
It began with the picture of the little girl's muddy drawers. . . .
And I tried first to tell it with one drother, and that wasn't
enough. « . . I tried with another brother, and that wasn't enough.

, « « I tried the third brother, because Caddy was still to me too

beautiful and too moving to reduce her to telling what was going on,
that it would be more passionate to see her through somebody elge's
eyes, I thought. And that failed and I tried myself--the fourth
section--to tell what happened, and I still failed.l

Even then, "it was still not complete, not until fifteen years after the

book was published, when I wrote as an appendix to another book the final

effort to get the story told and off ay mind, so that I myself could have

some peace with it."e

In Fury as elsevhere for Faulkner, no effort is
ever Y"enough," because of hie philosophy of "ig" and the heart's dreanm,
which are always a step ahsad of and a cut above what has heon writion.
Whatever Faulkner's motives for rewriting Fury, the critic is
primarily concerned with the result of that revision, the accomplished
novel after Faulkner "wrote it five separate times, trylng to tell the
.tory="3 What appears as the techniques of narrative structure and point
of view is not the same story retold from five different angles, but a

Wgpiral® structure, in which the central issue (*the tragedy of two lost

l1pia., p. 1. 2uriters at Work, p. 131.

31vi1a., p. 130.
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women, " ¥blood gone bad*) is viewed from different angles of vision, with
a general movement forward. In spite of the confused chronology, the
movement is forvard in several ways. One is the progression in under-
standing and clarity of vision, as we move from the anarchical world of

Benjy's through the chaotic world of half-mad Quentin, through the decep-

tivaly aimnle world of snuriomaly Yeana® Taaon

to the wallwardearad aoh-
Jjective vigion of Dilsey and the omnisclent narrator in the last section.
Another ia the dual progression in attitudes toward time and in types of
motion. Benjy's is a timeless world in which past is as resl as pregent
and interchanges indiscriminately with present when stimuli trigger his
unconscious, associative processes; his motion, dictated entirely by the
wills of others, is volitionally aimless and possesses only the rhythm

of natural processes—-waking, eating, and sleeping. Quentin lives mostly
in the past, whither he has already renewed himeelf mentally; he is "kill-
ing time" till the evening hour of his suicide, and his motion too is
random and casual. Jason lives oriented toward the future, and, in con-
trast'to Quentin, who has too much time, Jason never has enough time to
do adequately what he wants to do; hie motion is frenzied as he rushes
about Jefferson and the countryside, always too late to accomplish his
purpose. These three aberrant complexes ?esult, directly or indirectly,
from the "tragedy of two lost women" and "blood gone bad," as they re-
flect in a disorganiged faehion the causes and consequences of those
losses. Only in Dilsey, again, do we find the ideal, one who admits the
legitimate claims of past, present, and future without letting time
dominate her; her motion is purposeful, methodical, punctual, and morally

centered, as she copes heroically with tragic circumstances.
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All of these progressions have been frequently remarked. The
progression which strangely has not been explained, to my knowledge, is
that of the action itself. That action is the last stage of Compson de-
cay, "de endin" which Dilsey sees on Easter Sunday with Mise Quentin's
flight, Jason's departure ("'Jason aint comin hono,'“l Dilsey says, in a
way which the resdar can wmdarstand ne wnintentionally nranhatie) and
Benjy's abandcnment. The last sigrificant act in the Compson drama, cen—
tering on Miss Quentin's elopement, begins on Friday and concludes on
Sunday, although its antecedent causes lie far back in Compson family
history and its denouement falls several years ahead. The structural
presentation first'of Saturday, at the end of which we see Miss Quentin
making her sscape, and then of Quentin's death day in 1910 and of Jason's
trials on Frida&. before the conclusion in proper chronological perspec—
tive on Sunday, reveals an intricate causal pattern bearing on the ac-
tion which neede to be unraveled. In brief, the structural order iteslf,
as well as the objective facts disclosed fragmentarily in the first
three portions of the structure, is ultimately responsible for Miss
Quentin's flight and the final desolation of the Compsons.

The Compson domination by the paet, which is a communal and cul-
tural heritage symbolized by the prominent display of the Confederate
goldier "with empty eyes beneath hie marble hand.“a deranges the family's
temporal perspective and prevents the practical, moral confrontation of
present needs and the foresight of future developments and requirements.
This pattern can be shown at will by isolating any Compson act and tracing

ite causes to a distortion of time and its effects on not only the actor

lpury, p. 317. - 2p, 336,
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but Miss Quentin. Thus Quentin's obsession with out-moded standarde
causes his suicide and also commite Miss Quentin to the guardianship of
Jason. Mrs. Compson's complex of proud, outdated notione deprives Miss
Quentin of her mother's love and care and restricte the girl so severely
that, like Caddy, she is driven to secret assignations and eventual
flight . .Tasan'a presceunation with the future. which ia determined hy
his past experlence, leads him to ruln even his own potential future by
overdoing his exploitation of his niece and driving her from the house.
The point 1s that the chronological confusion among as well as within
the structural gections reproduces formally one of the decisive factors
bearing on the action. We might say that Just because, figuratively
épeaking, Friday comes after Saturday and 1910 after a day in 1928 to
the Compsons, Miss Queantin ig compelled to accept the first avallable
offer of freedom. And Faulkner has not stated this relationship; he has
Eggsgsontea it, as James would say, by dramatizing it in this structural
order.

Moreover, there exists a submerged causal relationshlp among the
sections which culminates in Miss Quentin's robbery of Jason and escape
from the household. 044 as it —Zay sound, there are caussl anexus betwesn
Secticne One and Two, and setween Two and Three, which also cause the
event witnessed at the end of Section One. The causeal pattern holds in
that the state of mind, partial content, and typical or particular action
of one section are invariably at least partly responsible for the state
of mind, partial content, and action of the next section, up until Dil-
sey's portion of Four. For example, much of One concerns avents prior

to 1910 =2nd so helps determine and explain Quentin's anguish and suicide
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in Two. But, in addition, Benjy's kind oi :onscicusness and typical
actions-~his way of responding to certﬁin phenomena, suéh as changes in
Caddy--sorely afflict Quentin because they seem to exhibit the family's
decay and reflect Caddy's dishonor. In this sense, then, the state of
mind and type of behavior exhibited in 1928 have helped to cause an event
aishteen years befora. Similarly, with cumulative force., Sections One
and Two determine in part Jason's attitude and behavior in Three, espe-
cially his "practicality® and revulsion from Compson pride, foily, and
decay: "I says no I never had university advantages because at Harvard
they teach you how to go for a ewim at night without knowing how to
svin,"l and "I could hear Ben in the kitchen, where Luster was feeding
him. Like I say, if we've éot to feed another mouth and she wont take
that money, why not send him down to Jacklon."2 In turn, Jason's complex
motivations are expressed in his sadistic, exploitative treatment of
Miss Quentin, which drives her down the pear tree on Saturday night.
Within the Compson hensge, only Dilsey is able to resist the causative,
gravescent interaction between act and apprehension which ruins the
dynasty.

The extremely complicated pattern of causation presented by the
spiral structure is inseparably connected with the angles of vision, or
points of view, through which the action and enveloping action emerge.
The priority of Compseon subjectivity, as exhibited in the first-person
points of view of the first three sections, is one of the reasons why
the family is in the last stages of decline and why Miss Quentin consum-

mates that decline by her departure. Like their father and mother, the

1p, 213. 2p, 239.
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Compson brothers, in varying measures and for different reasons, are in-
capable of loving persons other than themselves, and this absence of love
eventuates in the loes of both Caddy and her daughter. The dramatic es-~
sence of the novel's form is illustrated by the contextual evaluation of
the first-person authority in the first three sections by the objective
prasantatinn in Rantion Four, whara tha aalf.datachment of the form. as
wel} as the portrait of Dilsey responding fully to objective values, crit-
icizeg the gelf=centeredness of the earlier sections.

_ In those sections the first-person point of view locates the
reader within the minds of persons paralysed in various states of inno-
cence, 80 that he experlences the quality of innocence as well as attain-
ing to an eventual understanding of it. With Benjy.he sxperlences the
chaos of a meaningless, random present, determined altogether by the will
of others and interrupted by flashes from other ascenes coming as if by
chance. Of course the reader's experisnce never duplicates Benjy's exact-
ly: the reader never shares Benjy's emotional involvement, and succes-
sive readings enable one to catalogue the fragmoents from the past and to
recdgnize the stimuli and associative principles which evoke them. Never-
theless, the i1llusion or impression of a primordial chaoes never ceases
to operate in the reader as an approximate analogue to Benjy's state.

wWith Quentin, the reader is placed in immediate relation to a
different kind of chaos, one complicated by the presence of a tortured
will. Quentin's will has predetermined the hour of his sulcide, and in
the meantime, with the exception of accomplishing a few last-minute tasie
such as digpatching his parting letters and purchaeing his weights, he is

almost literally killing time by drifting aimlessly around Cambridge and



359

its environs. Still, his apparently random, mysterious actibns, such as
amputating the hands of his watch, are dictated by the encounter of his
will with images from the past. The reader's bewilderment by these enig-
matic actione is enhanced by the confused state of Quentin's conscious-
ness. The past lrrupts into Quentin's mind no less than into Benjy's,
but with these complicating differences: only Benjy's sensations were
affected by these irruptions from the past, whereas Quentin's sensations,
actiong, and conscious thoughts are all disordered by recurring memories;
Benjy's "memories® were gimple recordings, while Quentin's are emotional-
ly tinged, often ejaculative; and Benjy's were unaccompanied by any com-
ment, whereas Quentin's are fused with interpretative parallels from his
literary, mythological, and Biblical knowledge. The following brief pas-
sage, which occurs when Quentin is supposed to be convefsing politely
with the Bland party, illustrates all of these points and epitomizes the
obscurity of Quentin's consclous processes:

*No," Shreve said. running the beast with two backs and she

blurred in the winking oars running the swine of Zuboeleus running
coupled within how many Caddyl

Placed in immediate contact with such mental processes, the reader under-
goes even more befuddlement than in Benjy's section, but he gradually
comes to recognize in Quentin the person whose captivation by the past
and his society incapacitates him for prudent, moral conduct in the pres-
ent. It is & kind of innocence illustrated by his unconscious attack on
Gerald Bland when Quentin is lost in recollecting last summer's abortive
attack on Dalton Amss. Quentin's situation is partially clarified for

both himeelf and the reader by such objective comments as Spoade's

1p. 167.
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description of the attack:
"The first I knev was when you jumped up all of a sudden and said,
'Did you ever have a sister? did you!' and when he said No, you hit
him. I noticed you kept on looking at him, but you didnt seem to be
paying any attention to what anybody was saying until you jumped up
and asked him if he had any sisters."l
But, as ve saw earlier, Quentin cannot benefit from such illumination;
only the reader grows in insight through Quentin's section.

With Jason, the reader is eituated in a coneciousness which, ac~
cording to my reading, 1s apparently much simpler and more ordered than
Benjy's or Quentin's but actually in its own way more unintelligible than
either. It is true that the past does not break in upon Jason's conscious-
ness as disjointedly and frequently as with Benjy and Quentin, but that
is for two reasons: Jason's gpecious control over the past through the
verbalization "I says" and the assoclative theme of loss to self, which
have the efrect of assimilating the past to Jason's present by distortion,
and Jason's obliteration of large blocks of the disturbing past from his
memory. The first effect is illustrated in a passage just after Earl
has asked Jason to serve a customer. Jason's respongse is, "Well, Jason
likes work. I says no I never had university advantages. . . . Then
when she sent Quentin home for me to feed too I says I guess that's
right too. . . ."2 Here we move from the actual present to an ambiguous
present whose real time must lie between Quentin's suicide and the in-
fant's arrival. later in the same paragraph we move lmperceptibly for-
ward to Mr. Compson's funeral ("and I esays well I could spare Uncle

Maury myself and then they came and sald they were ready to start“3),

and again we have ghifted from a specious present, really located in the

1p. 185. 2p, 213. 3p. 214,
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past, to a definite past occasion. The point iz that Jason's "I says"
often conceals the pastness of the past, which occurs to Jason anyway
only when it relates to a losa or pain which he suffers in the present.
The second point, Jason's obliteration of much of the past from his con-
scious memory, is revealed when he feels vaguely disturbed about some-
thing but can't auite identify the cause. as when he and Caddy stand aver
their father's grave: '"We stood there, looking at the grave, and then I
got to thinking about when we were little and one thing and another and
I got to feeling funny again, kind of mad or something. . . Ll Here
the "when we were little" probably refers to an occasion like Damuddy's
funeral, which is quite distinct in Ben)y's and Quentin'e memories but
obscured in Jason's, although its vagueness does not prevent it from af-
fecting him.

The normal reader is relieved when he arrives at Jason's section
becauss it seems so much plainer and simpler than the first two sections.
He cannct proceed very far, however, without beginning to see that the
gimplicity is illusory, the plainness deceptive. In addition to finding
that Jason's "says" often conceals the workings of the past, the reader
discovers that the same "says" is no reliable index to what is actually
spoken, since Jason is often imagining what he has said, is saying, or
would say, and there is frequently & discrepancy between what he does
gsay and what he would like to say. An example ie his talk with his moth-
er on her illness and the disposition of Benjy:

Then she says, "I'll he gone soon. I know I'm just a burden to you'

and I says "You've been saying that so long that I'm beginning to be-
lieve you" only I says you'd better be sure and not let me know

1p. 220.
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you're gone because I'll sure have him on number seventeen that
night. . . A

If the reader is deceived into thinking that quotation marks indicate
- what Jason actually speaks aloud, one of Jason's last "words" to his
mother about Miss Quentin compels him to re-examine the entire section:

"I don't know what else she'd do in there alone," ghe says. "8he

never did read any."

"No," I says, "You wouldn't know. 4nd you can thank your stars

for that," I says. Only what would be the use in saying it aloud.
It would just have her crying on me again.2
Another ingidious attraction of Jason's consciousness is the presence of
adverbial connectives between his thoughts, in contrast to the inadequate
co-ordinating comnectives in Benjy's section and the truncated comnectives
in Quentin's. But Jason's #logical" relationships are perhaps even more
confusing to the reader as he gradually discovers, for example, that
Jason's ubliquitous use of “because® to express all relationships makes
nonsense cut of many passages. Thus, to Lorraine, spoken or imagined,
I says I'll buy you enough beer to take a bath in if you want because
I've got every respect for a good honest whore because with Mother's
health and the position I try to uphold to have her with no more re-
gpect for what I try to do for her than to_make her name and my name
and my Mother'e name a byword in the town. A
Jason's 'logical® forms and his "says® thus conduce to a surface plain-
ness which conceals a very disordered mind.

My purpose in elaborating these points on the reader's contact
with Jason's coneciousness is to emphasize an effect which actually paral-
lels the experience of the first two sections, although it does not seem
to do so at first glance, and that is the reader's active participation

in the quality of innocence, and his gradual ineight into that state.

1p. 239. 2p. 279. 3p. 251.
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Just as the reader shares the differing disorders of Benjy's and Qpantin'é
sections, but slowly comes to understand those characters, so he at first
shares Jason's illusions of simplicity, practicality, and self-sufficiency,
but gradually comes to see, as Jason never does, the real complexity, dis-
order, and contingency underlying those illusions.

Tha resdaria ausceasive angncament with the minda of the threa
brothers depends not merely upon the firet-person points of view, but up-
on the qualities of style which lend persuasiveness to those points of
view. The styles of the first three sections vary according to the nature
and plight of the character "gpeaklng" in eacnh case, or, to put it more
suitably from the reader's side, the nature of each character is knowable
through his style. Except for the objective conversations it records,
each character's style is constantly revealing the kind, scope, and limi-
tation of his knowledge; and since each character's knowledge is s harply
limited in one way or another, the reader is drawn into considerable in-
ferential and comparative activity.

Benjy's consciousness, excepting the talk he records, is limived
to very simple sensory impressions whose meaning he doesn't understand.
This simplicity is reflected in his diction, which consiets of a few con-~
crete words giving approximate images with few refipnements or nuances of
perception: "amooth, dright ahapea,“l Ubright grass® (for golf green)
and "flower tree®? (for a tree in bloom), and so on. His syntax is typ-
ically a series of short, independent clauses joined by "and" and "but"
or their equivalents, since the cumulative and adversative relations are

about all he is capable of seeing: '"They took the flag out, and they

lp. g4, 2p. 23,
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were hitting. Then they put the flag back and they went to the table,

and he hit and the other hit. Then they went on, and I went along the

nl

fence. Although no true figures of speech issue from Benjy's percep-

tion because of his inabllity to see occult resemblances, occasionally
his fallure to detect the source of a sensation results in an expression

th a8 figurativa: WHI amattad thara holding tha alinnar. I

t eom

couldn't see it, but my hande saw it, and I could hear it getting night,

and my hands gaw the slipper but I couldn't see myself but my hands saw

323 slipper."a This kind of synesthesla and Benjy's awareness of death,
which he "gmells" or knows in some way, carry the strong implication
that in the "natural® gtate some thingas are gensed intuitively without
needing sengory specification.

Such stylistic traits immerse the reader in Banjy's perceptions
yet at the same time require him to infer the significations which Benjy
misses. They exemplify, on the stylistic level, the indirect revelation
af meaning which characteriges dramatic technique. From the simple de-
scription, "Our shadows were on the grass. They got to the trees before
we did. Mine got there firat,”3 the reader infers the direction of move-
ment and the relative sizes of Benjy and Luster. Or, as Benjy sits be-
fore the fire, "The long wire came across my shoulder, and the fire went
avay. I began to cry,'u and we know that Luster is badgering his charge
again by furtively shutting the stove door. So, all through the section,
Benjy'e simple impressions, appropriately reproduced in his simple style,
are the medium by which the reader obliquely approaches meaning.

Quentin's style is far more complex than Benjy's, as I have

1p, 23. %p. 91. 3p. 13. Y. 77.
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already partly indicated. Quentin is endowed with a good mind and an
acute sensibility, and in addition he is highly literate and well-edu-
cated; hence he should be able, through his style, to clarify relations
for us. Instead, his obsession with honor and the sharp disjunction be-
tween past and present convert hlis natural advantages into limitations,

whish ara nftan raflactad in hig strla hy tartured froomantod awnén

missing punctuation, irresoluble paradoxes, mysterious allusions, pro-
nouns with lost antecedents, obscure abstractions, and figures of spssch
whose meanings are initially unclear because the terms are unknown. The
difficulties of Quentin's style are compounded by its frequent shading
off into the voices of his family, which are usually but not always dis-
tinguishable. Thus in the following passage, which also illustrates
these other complexities, it is difficult to know where Mr. Compson's
voice stops and Quentin's begins:

Because women 80 delicate so mysterious Father said. Delicate
equilibrium of periodical filth between two moons balanced. Moons
he said full and yellow as harvest moons her hips thighs. Outside
outside of them always but. Yellow. Feetsoles with walking like.
Then know that some man that all those myeterious and imperious con-
cealed. With all that inside of them shapes an outward suvavity wvalt-
ing for a touch to. Liquid putrefaction like drowned things floating
like pale rubber flabbily filled getting the odour of honeysuckle
ell mixed up.l

Quentin's section has many intervals of extreme lucidity, and toward the
end, after the Bland eplisode, the style assumes a serene tone that is
almost elegiac. Still, the section has enough passages like the disor-
dered one above, and worse, to compel a constant re-reading and cross-

referencing before Quentin's exact situation, with all the forces pro-

ducing it, becomes clear to the reader.

1p. 147.
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The stylistic features contributing to the surface eimplicity of
Jason's gection have already been noticed in part. In addition, we ob-
serve that the staple of Jason's vocabulary is coarse, vulgar diction
heavily interlarded with stereotyped words and phrases often indicative
of his racial and religlous bigotry:

"And what foot oo o bunmch of dnmn sastern dews Tim not talking ahant

men of the jewish religion . . . I've known some jews that were fine
citizens. . . . I have notbhing against the jews as an individusl. . .
It's just the race. You'll admit that they produce nothing."!
Such diction, and the ungrammatical, frequently curt syntax with causal
connsctives and ellipses of unnecessary words conspire to produce an image
of the direct, unsentimental, practical man of no foolishness, but this
image is belied, as I have stressed, by the actual devicusness and non
sequiturs of Jason's motives and actions.

A unique dramatic feature of Jason's style is its humor. Jason's
contempt for most of the persons, instifutions, and conventions of his
environment, plus hie self-centeredness, results in his straight-faced,
sardonic exasggeration of what exasperates him at the moment. The humor-
ous effect ie dramatic in that it first clicits our commitment, as we
laugh spontaneously at Jason's scornful cheracterizations and scenes, and
then condemns that commitment, as we realize that we shouldn't have
laughed, that Jason's humor is based on a degradation of humanity. In
other words, we divide ourselves by first sympathiging with Jason tempo-
rarily and then censuring him and ourselves; but since we can never con-

demn ourselves utterly, so we can never thereafter totally condemn Jason.

A good example of this process at work issues from Jason's digreesion on

1p. 209.
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Benjy and the golf course:
It's bad enough on Sundays, with that dazn field full of people that
haven't got a sideshow and six niggers to feed, knocking a damn over-
sige mothball around. He's going to keep on running up and down that
fence and bellowing . . . until first thing I know they're going to
begin charging me golf dues, then Mother and Dilsey'll have to get a

couple of China door knobs and a walking stick and work it out, unless
I play at night with a lantern.l

Hore the hwnorbaolic ridienla of 20lf
as incredidly otiose, the image of Mrs. Compson and Dilsey improvising a
sot of clubs and playing the game, and the picture of "practical" Jascn
Playing by lantern-light——all strike us, I think, as quite funny, until
we gée the dehumanizing aspects and assumptions; the degradation of per-
sons to parasitic "niggers," the conception of Benjy as a burdensome,
sideshow freak, even Jason's own miserliness, which would compel him to
find a way to "work it out¥ if he were charged golf dues. The humor thus
effects a kind of double perspective of both Jason and ourselves which
helps subvert our patronizing view of Jason as an inhuman, cruel, intol-
erant Southern bigot.

The point of view and style of Section Four, as well as the char-
acter of Dilsey, present a norm which evaluates the points of view,
styles, and characters of the first three sections. The omniscient au-
thority presents a balance of objective description, interior exposition,
panoramic and close narration, and exposition, which is not especially
remarkadble in itself but which stands out in marked contrast t¢ the vari-
ous distortions in the other sections. With the exception of Quentin in
his lucid periods, for example, the Compson brothers either could not or

. would not notice the objective appearances of persons and things with

1p. 205.
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any fineness of perception: Renjy could not, Quentin was usually too
distracted to see thipgs clearly, and Jason didn't much care what things
looked like unless, like a red tie or a dilapidated wagon, they violated
his canon of respectability. In contrast, the narrator of Four gives

close attention to the fine details of appearance, as in his opening,
five-narszranh desecrintion of Dilsey ana aha lanncheas Raster Sunday. Sneh
attention not only provides the reader with information which the Compson
brothers failed to provide and without whiéh the characters have gseemed
rather bodiless, but aleo reflects an assumption of value in persons and
things in themssives which was notably missing in the Compsons. It is a
kind of “preclious object" mentality in the narrator, in contrast to the
Compson warping of objective phenomena to subjective interests.

But the narrator does not focus long on merely spatial dimensione,
as though captivated by things outside of time and action; he propels
them forward into action, engaging them in a méaningful interaction with
other things and persons that corresponds formally with Dilsey's commit-
ment to significant action and contrasts with the isolating subjectivity
of the Compsons. Narration follows swiftly upon description in Section
Four, and even objective descriptions are activated by verbal figuree:
"The gown fell gauntly from her shoulders, across her fallen breasts,
then tightened upon her paunch and {g}l again, ballooning a little above
the nether garments. . . ol Moreover, the narrator doee not rely upon
appearances alone, which can deceive, but intermixes eufficient exposi-

tion to indicate the relationship between appearance and meaning, as in

the presentation of Jason and his mother

1p, 281. My italice.
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in identical attitudes; the one cold and shrewd, with close-thatched

brown hair curled into two stubborn hooks . . . aud hazel eyes with

black-ringed irises like marbles, the other cold and querulous, with

perfectly white hair and eyes pouched and baffled and so dark as to

appear to be all pupil or all iris.l
Finally, the description, narration, and exposition are marked by shifts
in perspective which cumulatively demonstrate an awareness of context
tha nointe of viaw. Sn 08 wa ara eitnated in the
Negro church, listening to the sermon and observing the congregation's
responge, our attention is momentarily diverted to¢ the larger context of
time and the outside world, and then the former focus ies resumed:

As the scudding day passed overhead the dingy windows glowed and
faded in ghostly retrograde. A car passod along the road outside,
labouring in the sand, died away. Dilsey sat bolt upright, her hands
~- Ben's knee. Two teare slid down her fallen cheeks. . . .2

In spite of the authoritative omniscience, Section Four remains

intensely dramatic. The narrator mskes sparing use of his power to judge
and to generalize, 8o that there are but few instances of the overt,
general evaluation illustrated in this weak cheracterization of Mrasa.
Compson: "lLike so many cold, weak people, when faced at last by the in-~
controvertible disaster she exhumed from somewhere & sort of fortitude,
atrength.“3 Instead, the proportion of representational modes deéscribed
above; the full, coherent syntax supplied with accurate connectives; the
heavy predominance of the subject-verb-complemernt pattern; the varilety
of sentence lengths and types (simple, complex, compound, compound-com-
plex); the variety of diction; and the plenitude of figurative expres-
sions: all these qualities of focus and style, with their resultant

clarity and fullness of vision, judge in themselves the various distortions

1p. 295. 2p. 111. 3p. 315.
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in perspective and style of the first three sections.

Moreover, comment on the characters and actions of Section Four
alone is for the mpst part indirect rather than direct, emerging from
implicit contrasts of action, speech, and appearance. For instance,
Jason's frantic, futile, morally unjustifiable pursuit of Miss Quentin
contrasts implicitly with Dils@y's calm. effective, moral performance of
her duties to God and her fellow man. Similarly, her genuine religious
falth, expressed in bhoth action and words, contrasts not only with Mrs.
Compeon's hollow religion but with Jason's open blasphemy: "!For what?!
Jason said. 'You never resurrected Chriast, did you?'"l Imagistic anti-
theses likewise suggest temperamental and moral differences, as we half-
consciously compare, for example; the coldness, hardness, and darkness
of Jason's and Mrs. Compson's eyes, and the peculiar cut of his "close-
thatched brown hair curled into two stubborn hooks, one on eithe; side
of his forehead like a bartender in caricature,"2 with Benjy'e eyes and

hair:
His hair was pale and fine. It had been brushed down upon his brow
like that of children in daguerrotypes. His eyes wers clear, of the
pale sweet blue of cornflowers. . . .
Also, the uge of figurative expressions, of the subjunctive and potential
moods, of "as if" and "as though" constructions, and of the words "ap-
peared" and "seemed! often avoids the direct interpretation of appear-
ances, as though the narrator were eimply an objective observer, while
nonetheless suggesting the proper interpretation. Thus, of Benjy's
Haound, " “It might have been all time and injustice and sorrow beccme

vocal for an instant by a conjunction of planets"u; of Jason's posture

4
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371 |
before Mise Quentin's door, "His attitude was that of one who goes
through the motions of listening in order to deceive himself ae to what
he already hoars"l; of Benjy's hunger, "It was as if even eagerness were
mugclebound in him too, and hunger itself inarticulate, not knowing it
is humger"a; and of Luster's hat, "The hat seemed to isolate Luster's
akmll. in the bahnlder's ava ar a anotlight would. in all its individual
blanes and angles."3 So the emphasie and style of the narrative author-
ity in Section Four present a clear picture rectifying the distortions
of the Compson brothers, and yet preserve a dramatic detachment requiring

the reader's continued, active engagement.

The dramatic techniques of the spiral structure, the first-pgraon
and detached points of view, the characterized stylee, and humor are the
principal means by which the details of the Southern imege have been so
enacted that they emerge as the terms of the characters' thought and be-
havior, not aé an external body of fate or the subject of the novel. 1In
the non-dramatic or "romantic" mode, when authoritatife generalizations
about place occur, place is at the seme time externalized to the charac-
ters inhabiting it and uplifted to the status of subject in one degree or
another. WThey were silent for a moment, knowing in common with all
Southerners that when the knot got too tangled it was just as well left
alonﬂ.“u HSoutherners hear parts of stories with their ears, and the

rest they know with their heartu."5 "It is part of the consciousness of

1p, 296. 2p, 292. 3p. 304.

l"lL'Lizath;lrx Spencer, The Voice at the Back Door (New York: Pocket
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a Southern household that a Negro is calling at the back door in the
night."l Such generelizations, from a very respectable novel incidental-
ly, tend to make the characters' actions to which the generalizations
apply illustrative of a pattern existing outside the characters and op-
erating mechanically through the characters without their human agency.
At the mame time  auch sauthoritative generaligations call special atten-
tion to place and thus elevate its importance, while diminishing that of
the characters. The dramatic rendering of place, as seen in The Sound

and the Fury, achieves quite a different effect.

The few generalizations about the South by name ocecur in Quentin's
section, and there they are not "reliable," authoritative generalizations,
but dramatic opinions, derived from his own observation and from contact
with another culture, which compete with other opinions for'ascendancy in
his structure of values and exert additional strain on his frail sensibil-
ity. Thus his generalization "In the South you are ashamed of being a
virgin. Boys. Men. They lie about it" is a challenge to his self-
definition by honor and to the physical basis of that honor in woman's
purity. He can answer the challenge, as he tries to do, or he can suc-
cumb before it; but in either case, it is not just a "rule! which he
mechanically illustrates. Morecver, the primary relevance of the gener-
alization is to Quentin'e own consciousness, not to the cultural back-
ground; its importance lies in how thinking this way about the South will
affect him, not in whether it is a vallid statement about the South of the

novel. Therefore the Southern background remains subsidiary to our focus

on Quentin's consciousness.

1Ib1d., p. 756.
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The same effect holds true of other generalizations, in the first
threebsectiona, about institutions and conventions which we recognize as
Southern but which the characters usually do not explicitly identify as
such: the generalization is always revelatory of the character who makes
it, and its main significance is its effect on those who apprehend it.

ifather mald it umed ta he a gentleman was Jmawn by his hooks; nowadava

he is known by the ones he has not returnod,"l reveals Mr. Compson's

scoffing, world-veary nihilism; it also offers Quentin a degraded version
of the gentleman at odds with the traditional, questions the validity of
his very presence at Harvard, for which a great sacrifice has been made,
and requires him to choose, to appropriate one or the other concept of
the gentleman as his standard. Or conslder the letter which Jason re-
ceives from Uncle Maury, whose parasitical mode of subsistence validates
Quentin's observation, in another context, on familial obligation, "Re-
mote cousins and famlily friends whom mere acquaintanceship invested with
a gsort of blood obligation noblesse oblige."2 Uncle Maury's letter, how-
ever fine the rhetoric, is simply another of his periodic "touches!" for
money, which he wishea to keep concealed from Mrs. Compson on the pretexi
of gallantry to Southern ladies:

WiThis is in confidence. . . . And knowing your Mother's delicate
health and that timorousness which such delicately nurtured Southern
ladies would naturally feel regarding matters of business . . . I
would suggest that you do not mentlon it to her at all.w3

The transparent sham of this loftiness, especlally in view of Maury's
borrowing from Dilsey while "explaining to her . . . that she was not only

in his eyes the same as = member of his sister's famlly, she would be

lpary, p. 100. - 2p, 104, 3p. 2u1.
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considered a born lady anywhere in any eyee,”l exposes Maury's flabby
decadence behind the facade of aristocratic gentility; also it vindicates
and inteneifies Jason's scorn of genteel standardse and his assunmption
that such forms are just convenient maske for the self-gratifying instinct.
The dramatic technique thus renders even generaligations about cultural
milieu directly onerative on the minda of charactera, althaugh the snara-
tion, being represented and not stated, requires our active search for
relations; and simultaneously it subordinates the terms of that milieu to
the characters and action affected by the terms.

More commonly and importantly, however, the details of the South-
ern image occur particularly and casually, not in the form of generaliza-
tions, and this incidence also is effected by the complex of dramatic
techniques. Although various characters make observations on aspects of
Southern family life, the most significant way of our seeing the impor-
tance of the family is being placed inside the minds of the three brothers.
No authority has to state the importance of family ties in forming the
person, when we ourselves are hearing constantly, with the characters,
iMother said," "Father said," "Caddy said"; when we detect through sty-
listic changes; the typical voices of Father and Mother entering the con-
gsclousnesses without introductory identifications; and when we witness
the characters unconsciously thinking like Father or Mother or Uncle
Maury. The privation of familial love and its effecis on Miss Quentin
are not explicitly described to us; we see the absence of love in Jason's
mental processes and in hls record of Mrs. Compson's cold, formal preach-

ments to the girl ("'He is the nearest thing to a father you've ever

lpp. 18-19.
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had. . . . It's 6nly right that he should expect obedience from you‘"l)
and we see the effects in Miss Quentin's desper#te outbursts ("!'Dilsey,!
she says, 'Dilsey, I want my mother'“a) and finally in her theft and
flight. The spiraling, looping structure, by Jjuxtaposing parallel scenes
widely separated in time, lets us witness at first hand the decline of
the family. as for example we see through Benjy'e unknowing eyes the dif-
ferent reactions of Caddy and her daughter, as well as the different cal-
iber of their beaus, when Benj)y interrupts their courting twenty-two
years apart.3

The dramatic method similarly exposes ue directly to all the oth-
er lineaments of the Southern image, which we can recognize by the aid
of the generic concept even though they are not explicitly identified.
Rhetoric is another good example of this effect. It is true that Quentin
generalizes the emptiness of vords,u but we get an immediate impression
of that emptiness by listening to Uncle Maury and Mrs. Compson talk and
by hearing Jason'q ] gays," '"like I says" beat incessantly on our minds
and at the same time recognizing the falsity of what he says. Moreover,
and this is very important, Quentin's view of rhetoric is ar extreme
position, obscuring from him the partial truth which words always con-
vey, even when they are lies, and ignoring that possiﬁility of true com-
munication by language which Rev. Shegog's sermon demonstrates in Section
Four.

Finally, then, as my last remark suggests, Faulkner's dramatic

method in Fury introduces the detalls of the regional enveloping action

1p. 276. | 2p. 203.

3pp. 65=69. uPp. 136-37.
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in g tentative, anbiguoﬁa, contingent fashion so that they are, in fact,
dramatic: they clash with one another for domination of the characters,
they require the reader's active participation, and they are evaluated,
ultimately, only by the context of the whole novel. With respect to the
characters, this dramatiem is actually thematic. That is, the completed
nowel nttests thae Adlasatar to on;eelf and othara which raanlta from srit-
ical action, or inaction, out of a state of innocence. For example,
Quentints attitude toward honor is like his attitude toward rhetoric: it
is tentatively valid, but only a partial truth, needing‘to be reviged and
modified from other environmental information. Quentin'e "mistake," in
terms of the whole novel, is committing the irrevocable act of suicide on
the basis of a highly-selected, extiremely conditional, partial picturs of
hig world. Quentin makes an irreversible decision from an inadequate
view of all the "contingencies which surround and modify action." And
hig act is judged by ites consequences--the hurt to others and the further
decline of the family to which his suicide contributes-—~and by the por-
trait of Dilsey, who acts from a total, religious view of her world.

The reader's experience contributes an increment to the same
theme. The dramatic enactment of the Southern image enforces upon the
reader the necessity to withhold his judgment, and to constantly revise
hig convictions in the light of the accumulating evidence, until the
last word is in. Such a suspension of judgment is of course necessi-
tated by any dramatic performance, but it is doubly urgent in a drama
where there is a strong centrifugal reference to a controversial area
like the South. Whatevar the reader's conventione and convictions about

the South, they tempt him always toward a premature commitment to some
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position rendered untenable by later developments. If he happens, for
example, to entertain convictions such as Edith Hamilton's, that "!Mr.
Faulkner's novels are about an ugly people in an ugly land,'”1 ke may
find himself, like Quentin Compson, looking for evidence to substantiate

his bellefs, and he may identify himself, again like Quentin, with some

nartial viaw of tha navalta world which the reat of the novel
be inadequate, innocent, and injurious 1o humanity. Thus the dramatiza-

tion of regionél materials in The Sound and the Fury creates an affective

tension which parallels the tension within the novel's characters and

action.

"Mythicization" we noted as the second, and ancillary, branch of
regionalist formalism by which the regional novelist incorporates his
regional materials without reducing them to the distorting conventions

of an outside audience. The Sound and the Fury does not contain, in any

significant degree, the more common and obvious mythopoelc techniques
that we find in other Faulkner novels, such as the narrative parallel

with Biblical myth in Absalom, Absalom! and the "archetypal" pattern of

initiation in "The 0ld People" and "The Bear" in Go Down, Moses. The
principal external illumination shed on the characters and action in Fury
comes from the non-mythical gource Macbeth, to which the title alludes.
Still, there are incidental uses of mythopoeic devices in the novel, and
there is one major techrique which is partly concealed but which our pre-
vious discussion of mythicization enables us to recognize and interpret.

Occasional mythological references both illuminate the meanirg

1Cited by Brooks, "Primitivism," p. 7.
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of characters and actions and elevate them above the particular circum-
stances of their environment. Jason's name and pursuit of Miss Quentin
and the stolen money recall with some irony the more heroic quest of
another Jason for the golden fleece; the mythical Jason's patrimonial
dispossession and difficulties with women are also pertinent to the situ-
ation af Jaeon Comnaon,  who in a sanea iae tryving to racovar hia naurned.
dynastic '"kingdom" through Miss Quentin, and whose abuse of her defeats
his own purpose as the mythical Jason's abuse of Medea defeated his. It
is doubtful, however, that these more detailed paraliels are either "in-
tended" or commonly apprehended; the basic connection between the two
Jasons ig their quest for a valuable object, and this connection tendis
to universalige or extend the meaning of a small-town, Southern store-~
clerk's greed.

In Quentin's section we find more, and more conscious, mytholog-
ical allusions than elsewhere because of Quentin's learning. Hence the
allusions not only increase our understanding of the persons and actions
mythicized, but also cuaracterize Queniin by revealing the state of his
formal education and his disposition to think in symbolical and mythical
modes. In other words, Queniin himself is constantly prons to exaggerate
hie own situation into heroic proportions, and thus to escape confronting
the commonplace, matter-of-fact, natural kind of reality which his situa-
tion reflects. Mrs. Bland is not just the fatuous, pretentious, amoral,
Southern-lady snob she really is, but Semiramis, the Assyrian queen who
established lust as her realm's law in order to mask her own licentious-
neas. Caddy is not just naturally passionate but demon-ridden, like the

demoniac of Gerasa whose unclean spirits, exorcised by Jesus, entered
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the nearby swine and rushed into the sea; the image of "the gwine unteth-

ered in palrs rushing coupled into the sea“l recurs to Quentin several
times in connection with Caddy's promiscuity. (In view of Quentin's sui-
cide by drowning, this allusion gives rise to the interesting question

of whether Quentin thinks of himself as the unclean spirits or the swine

into whish tha anirita antared. or perhana both, since by drowning him-
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self he in a way "cleanses" Caddy.)

Quentin's penchant for mythicizing persons and states is also
attested by his younger brother's name, for it was Quentin who picked
"Benjamin®" after Mrs. Compeson "insisted weeping that his name must be
changed, " and Quentin thinks of Benjy as signifying something beyond
himself: ‘"Benjamin the child of mine old age held hostage into Egypt."3
Vhat it is that Benjy signifies to Quentin, however, is harder to speci-
fy, since it was Joseph who was actually sold by his brother into slav-
ery, while Joseph later only threatened to hold Benjamin hostage as a
trial to his brothers and father.u Although it is tempting to discover,
in the story of Jacob's sons, abstruse parallels and relaticnships ap-
plicable to Quentin's situation, such as Simeon;s and Levi's ;evenge on
their sister's violator, it is more likely that Quentin connects the
name "Benjamin® generally with the idea of pride or "Egypt," to which
the innocent are sacrificed. Thus the pride of Joseph's brother, of the
Egyptian Pharaoh, of Pharaoh's wife, even of Joseph, each case resulting

in harm to the innocent, is to Quentin a fitting magnification of his

1p, 195. p. 19. 3p. 189.

uFaulkner says that he used Joseph and Benjamin "interchangeably."
Faulkner in the University, p. 18.
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mother's pride, which has resulted in changing Benjy's name and sacri-
ficing his pasture to send Quentin to Harvard. Indeed, Quentin thinks
of his mother as a kind of prison in which the whole family is captive,
for he comparee ‘the family plight to

a picture in one of our books, a dark place into which a single weak
ray of light came slanting upon two faces lifted out of the shadow.
< « o It howe $o turn bosk $o i4 wmtd) the Aimgoaon was Mothar her.

g8lf she and Father upward into weak light holding bands and us lost
soméwhere below even them without even a ray of light.

Quentin'e mythiclzation of aristocratic pride into a land or state of
captivity lends additional significance to Rev. Shegog's words in Section
Four: H'Dey passed away in Bgypt, de swingin chariots; de generations
paesed away. Was a rich man: whar he now, 0 breddren? Was a po man:
whar he now, O siatuhn?‘"2

Faulkner's rather loose employment of the 01d Testament story
typifies his use of established myth. Normally he does not intend a
minute, point-by-point parallelism with hias ownlstory,3 but wants rather
to introduce an area and kind of meaning to illuminate temporarily his
fictional details. This pattern of mythical incidence obtains as well
for the Christian parallels in Fury as for the Hebraic. Although Faulk-
ner has expressly denied any elaborate parallel with Holy Week in thisa
novel,u Faulkner speaking on Faulkner is by no means infallible or alto-
gether trustworthy. But on this point a close examination of the novel
bears him out; to force the action of the novel into the pattern of Holy

Week is to distort the former beyond the limits of credibllity. The

lpury, p. 191. My italics. 2p. 311.
3A Fable is of course an exception.

1"l‘a,ull.kner in the University, p. 68. Faulkner calle Holy Week
WPagsion Weelk.!
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falling of the novel's last day on Easter Sunday appears ratherAto empha-
size the theme of secular endurance and redemption through Dilsey's hu-
mility, faith, hope, and charity: the idea "that the will of man to pre-
vail will even take the nether channel of the black man, black race, be-

fore it will relinquish, succumb, be defeated."

Thece instances of merthical raferanca ara not of great imnortance
individually, though cumulatively they add an extra plane of significance
to the story of a provincial family's decline. But a form of mythiciza-
tion of great importance in itgelf and for the novel!s action is the
exaltation of Caddy which takes place by the exhibition of her effect on
her bdrothers, primarily Quentin and secondarily Benjy and Jason. One
mythical technique, we recall, is to "convey the excitement of the mythic
state and the 'preternatural efficacy' of the exciting odject," to show
the psyche captivated by the mythical object in which the "sum of all
Being" seems to reside. Such is precisely the case with Quentin, for
vhom the sum of being, including his own, lles in Caddy, her maidenhead,
and the honor it represents. The way of exhibiting this captivation is
iteelf dramatic, consisting of the continual irruption intc his present
thoughts and actions of past scenes with Caddy, or sometimes just her
voice or name. The core of Quentin's mythic consclousness is his imgge
of Caddy the day of Damuddy's funeral, when she muddied her drawers in
the branch, and to this center he eventually arrives through the inter-
cession of another past scenme, when he and Caddy engaged in an abortive,
putual suiclide pact:

do you remember the day damuddy died when you sat down in the
water in your drawers

. . . . . . . . . . . L] . . L] . * e . . . . - . .

Caddy do you remember how Dilsey fussed at you because your
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dravers were muddy
dont cry1

Here Quentin's reference to the childhood scene and his weeping over it
reveal its immense significance for him--the intensity of his identifica-
tion with Caddy's purity and the anguish of that early moment when he
intuited the meaning and eventual loss of the purity. t ie by such
meagures exhibiting the power which Caddy exerts over Quentin that ehe
energes as the mysterious, marvelous object of mythic proportions.

That effect is due mainly to Quentin's section, but it is rein-
forced by the presentation of Caddy'se impact on Benjy and Jason. To
Benjy, Caddy “means" love and security, but he can express this meaning
only in sensory terms which invest Caddy with more than personal, human
quelities. So through his section, as the theme "Caddy smelled like
trees” recurs again and sgain, Caddy gradually acquires something of the
mysterious power of nature. To Jason, Caddy aleo means woman and nature,
but thie significance is concealed from him, and he experiences her main-
ly as a fateful force which somehow manages to rob him at every turn.

The insight into both brothers' minds thus contributes to the mythiclza-
tion of Caddy which is centered in Quentin's section.,

Now there are two lmportant points to be emphasized in this myth-
ical effect. The first point is the way in which the technique of mythi-
cization expands the very limited, regional terms of Caddy's meaning into
a universal condition. Directly for Quentin and indirectly for Benjy
and Jason, Caddy's significance is actually determined by a complex of

factore peculiarly Southern: the importance of family, of female purity,

lpury, pp. 170-71.
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of male honor, of aristocratic tradition, of "blcod," and of fundamental-
i1st concepts of sin and damnation. The utter dependence of Caddy's sig—
nificance to Quentin on their Southern origin is perhaps suggested by
Shreve'!'s chiding of Quentin upon the arrival of Caddy's wedding announce-
ment :

Toung Iochinvor rode out of the weet o liétle tog cocn, Aidnts has

I'm from the south. You're fumny, aren't you.
0 yes I knew it was somewhere in the countryl

Or again, Shreve points out by innuendo the peculiarity of the Southern
genteal tradition in his retort to Spoade:

"You're not a gentleman," Spoade gaid.
io. I'm Canadian,® Shreve said.

But Faulkner, by stressing and augmenting the effect of Caddy upon the
minde of her brothers, very largely bypasses the cultural terms of that
effect at first glance. As readers, we are struck 1nmediately.by the

powerful influence which Caddy exerts on Quentin, Benjy, and Jason; we

too are initially captivated, I think, by the mysterious girl who means
so much to the first three "gpeakers" in the novel, and our captivation
partakes of that universal experiemnce, the mythic apprehension. It ig
only later, when we begin to analyze and interpret the ressons for Cad-
dy's importance, that the Southern conditions emerge with full clarity

and force.

At least there is, for the reader, that reflective glance, as
there 1s not for the Compson brothers. The second point is then the

function of this mythical mode in the theme of The Sound and the Fury.

The mythical mode, in the form of the brothers' awed apprebensions of

1p. 112. 2p. 166.
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Caddy, is the primary "romantic" dimension of this novel. ZEach brother
is dominated by a picture or image of Caddy which impedes his efficient,
moral action in the present. Quentin's blunder with the little Italian
girl 18 a paradigm of this pattern: he gets into trouble with the girl's
brother and the law Just because he is too distracted by thoughts of
Cally ¢ gy o 2 iz dging. But for hoth Onentin eand
Jason there are far more pressing needs for wise, moral action in the
circumstances of their enviromment. Caddy has asked Quentin to "look
after Benjy and Fa.ther,"1 and not to let "them" (Mrs. Compson and Jason)
send Benjy to Jackson.2 Miss Quentin pleade to Mrs. Compson and Jason
for relief: "'It'e hie fault,' she says. She jumped up. 'Ee makes me
do it. If he would just--' she looked at us, her eyes cornered, kind of
Jerking her arms against her eides.“3 But neither Quentin nor Jason can
respond to these neede in the dramatic action because of their domination
by pictures of Caddy, which in turn blind them to their determination by
their environment. Only Dilsey, whose vigion has located herself and
the "eum of all Beipg" in their only adequate repository, can provide the

kind of respomse which is this novel's final definition of innoccence.

Iv

Thus, if the preceding exposition of The Sound and the Fury is

gufficlently illustrative, does the generic concept of the regional novel,
and then of the Southern regional novel particularly, ernhance the under-
standing and appreciation of individual novels falling within the claes.

The generic concept enables us, first, to identify novels which do fall

1p, 134, 2p. 131. 3p. 276.
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within the class, 8o that we do not mistake their "intentions" and read
them for what they are not. Then, second, it enables us to read the'
ldentified novels with greater insight into their materials and movements
than is likely, I claim, without the generic concept.

Beyond the ald to appreciation, which yet remains primary, is
24 from thia agaeay. Tt s, not nre-
sumptuouely 393 proper, but a proper or decorous means of using "extrin-
slc" findings of scholarship in the act of literary criticism. Implicit
throughout this study, and at points explicit, is the assumption that
soclological, historicsal, blographical, linguistic, and other kinds of
extrinsic data may be useful in discovering, and thence fulfilling, the
intenhtions of single works and kinds of workq. The regional novel and
the Southern regional novel in particular constitute, as it happens, an
ideal testing-ground of this assumption and its application to generic
criticiam because of the factor of cultural differentiation and the ig-
norance and blas stemming therefrom. By using extrinsic data in eome
gsuch fashion as that indicated in the early chapters of this study, the
reader surmounts his initial handicaps and becomes equipped to perfect,
ag it were, the intention of any work to which the generic concept ap-
plies. This value of the study, the proper use of extrinsic materials,
thus connects seamlessly with the first, the enhancement of appreciation
of novels included within the sub-genre.

The connecting point is the concept of motivation, which I have
suggested as a comprehensive and hence useful criterion for the generic
ecritieiem of fiction. ZKnowledge of intention, to which extrinsic data

may contribute, relates to perception of motivation very roughly as end
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to means: it is partly by knowing the end toward which a process tends
that we are able to apprehend and appraiee processional stages, although
in fiction procees and ultimate construct are inseparably interfused, in-
tention and motivation mutually illuminating and fulfilling each other in
their growth toward finality. But, in the case of the present subject,
a knowladse of resionaliat intention nranaraa na to resnond Heorrastly #
that is appropriately, to the motivation of a Southern regional novel, so
that we do not for example hasten to premature judgments on Southern
gharacters and ways while still in the midst of the dramatic development.

Finally, and beyond the preceding, there is another assumption
'pervading this study, with I hope its corresponding "value" or "point'":
it 1s the focus of the critical zigigg steadfastly on ;he literary object
and its experience, but the direction of the critical'zéigg tovthe reader
of literature. 1If this sounds axiomatic, yet considér the frequency with
which the critical voice is hesrd addressing-~—-advieing, commending, or
admonishing--the authors of literature; or, perhaps more diatastefully,
addreseing its own ear. As for the latter veniality, the critical jour-
rals are crammed with the sounds of ecriticism talking to iteelf. As for
the former, which can be much more hurtful to readers, even eo masterful

a study as Wayne C. Booth's The Rhetoric of Fiction goes badly astray in

the last chapter, "The Morality of Impersonal Narration®: "And yet,
difficult as it is to argue, and with all of the complications carefully
noted, one must say that an author has an obligation to be as clear about

his moral position as he possibly can ve.l

But no, the author's only obligation, as author, is to the good

1p. 3g29.
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of his work. And the critic's obligation 18 not to the author, who will
not hear the critic anyway, but to the reader. It is not true that "the
author makeg his readers"l; these days, it is very largely the critic
who makes readers. His job is to make good readers, readers with the
capacity and inclination to know the literary work for what it objective-
lv is. and ta appreciate it on the basise of that knowledge. The critic
can best approach this task with the attitude toward literature recom-
mended by John Edward Hardy, the attitude of love,
that state of affection in which enjoyment is indistinguishable from
understanding. A4nd the true lover, our true critic, is not jealous
of his prerogatives in the enjoyment of the beloved. He willl not
makes her the instrurent of his vanity before the world. But rather,
ke will recognisze the infinite superiority of her greatness to his,
and her presence will be his world. And merely to enter into that
world, with all it contains, he will be himself content .2

Not, however, merely to enter that world, but also to conduct other read-

ers into it, is the fuller critical task.

l1p14., p. 397. e Curious Frame, p. 193.
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