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ABSTRACT

Pittnerova, Lucie. University of West Bohemia. Ap2012.As | Lay Dying William
Faulkner’'s Modernist Technique.
Supervisor: William Bradley Vice, Ph.D.

This thesis is concentrated on William Faulknensvarsally recognized novel
from 1930 nameds | Lay Dyingfor the work is commonly regarded as one of tlostm
exemplary projections of modernism in literatureeTprimary subject of the central part of
the thesis is to delineate the techniques thaaditieor utilized for attainment of the
modernist effect.

First of all, the initial section discusses thembnnection between Faulkner’'s text
and the perceptions of contemporary philosophypmydhology, addressing conception of
time and consciousness and its reflectioAsn Lay Dying The subsequent section of the
thesis consults Faulkner’s preoccupation with Visuts of his era, predominantly Cubism,
and his effort to project it to his writing consitey the substitution of painting devices by
language, and most especially by the author’'s @oatAmerican dialect. This chapter
presents Faulkner as a regional novelist insepatfiabled to the Mississippi area. The
final segment of the thesis, contrarily, portragsilkner as a global modernist by perusing
the mythopoetic approach At | Lay Dying comparing his method of employing motifs
inspired by older generations of writers to othaireent modernist literators. The
conclusion, thereafter, essays to provide a coheggropsis of the propositions from the

previous chapters inspecting the modernist teclesigypplied t&s | Lay Dying
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INTRODUCTION

The beginning of the twentieth century was a pemoghich America was
experiencing a constant change practically in eaeep of human life. It started with the
Progressive Era at the turn of the two centurias ¢bntributed to strengthening of the
democratic principles of the country in terms dbrened political and voting system or
purification of the government. The movement of Bmegressives was, however,
deadened by World War I, or the Great War, the majent of the second decade of the
century. Demonstrating its great power in the wangerica regained confidence and
gradually moved into the new decade, alternaticalied also “the roaring twenties”. This
era was symbolized by stimulation of the economgssrproduction causing the goods to
be affordable on hire purchase to the middle giesgle, prohibition interwoven with
bootleggers, jazz, Charleston, new fashion, loosrtners, women movements
represented by suffragettes or flappers, and lastdx least the new styles in art and
literature. It was a merry decade indeed, althauglas terminated by the notorious Black
Thursday —October 24, 1929 when the Great Depmes&s launched.

Nevertheless, this remarkable period of Americatony naturally produced a
large number of great writers, among whom the exdiaary Nobel Prize winner from
Mississippi may rank the highest. The body of himerous works was written in a period
not much longer than 10 years and even today tegegded as one of the most influential
authors not only of the South of the United Stafe&merica, but also of the whole world.

William Cuthbert Falkner was born September 25,71i89Albany, Mississippi, but
the town closely connected to his life was Oxfdviississippi, where his family moved in
September 1902. Although young William proved teekeeptionally intelligent, he
resigned his education in formal facilities andwacefd new experiences and knowledge in
real life by working and by maintaining relationgfiwith two personages crucial to his
whole life: Philip Avery Stone, his friend and ligey guide, and Estelle Oldham, his
childhood friend, object of affection and later evif

After he was not acknowledged as an appropriatersiar Estelle by his
sweetheart’s father, he departed from Oxford tokvasra clerk at Winchester Repeating
Company on Stone’s recommendation. In the apptingdtr the company, the additional
letteru firstly appeared in spelling of his name, whick aamajor biographer Joseph
Blotner comments on it, happened “either in erroaothe first step in a stratagem soon to

be attempted” (58). What Blotner meant was thetfaait Faulkner (after being rejected in
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U. S. Army Air Force) soon enlisted in Canadian &dyir Force, pretending he is an
Englishman, to which purpose could the name Faulkeere. Nevertheless, before he
managed to finish the training in Canada, the wadturope had ended. Faulkner then
returned to Oxford feigning he was a war hero, iant®19 he utilized the provision for
war veterans to enroll at the University of Misggs, although he never graduated from
high school. He only spent three semesters studtifi@le Miss”, but some of his early
short stories and poems were written during thigode

Thereatfter, at the beginning of 1925, during hesy $h New Orleans his first book
was publishedThe Marble Faur(1924) was a collection of poetry and it was soon
followed by his first novel calle8oldier's Pay(1926). When the book was out of print,
Faulkner departed for Europe. He traveled to Svidre to see the glorified Alps
described in Shelley’s poems, further to Francelatadt to England, but the most
significant part of the trip was spent in Parig tenter of the modern artistic world. Stone
planned for him to be introduced to the famous modeiters; yet, according to famous
biographer Jay Parini, William Faulkner defied dpdrtly through shyness and partly
through ornery self-regard, refused to mingle waither writers,” even though the café
favored and frequented by James Joyce was jushertbe corner (86). For the whole of
the duration of his European visit, he evaded tmapgany of the artistic circles and
preferred watching ordinary citizens — the workatass people (Parini 87). This period of
Faulkner’s life was, however, the most substamtie in regard of his literary work. The
time spent in Paris benefited in encountering ampiaing techniques of writing employed
by major modernists such as already mentioned Jaoye or Virginia Woolf both
contributing to artistic circles of this heart obdernism, and that was one of the
circumstances resulting in writiniche Sound and the Fu($929) and primarihAs | Lay
Dying (1929), the central topic of this thesis, and thaslkner to become a part and parcel
of literature all over the world.

Shortly after his return to the United States Faeils Mosquitoeg1927), and
Sartoris(1929), the cut version of what later was publishsFlags in the Dus{1973),
introduced the fictional country called Yoknapat&apCounty to the readers. The year
1929 was consequential to William Faulkner alsparsonal life: he finally married
Estelle, who, divorced, returned to Oxford. To b&edo provide the family Faulkner
focused on earning money by writing by day and wuaylat a power plant by night. The
same year and the next one, the two already mesttinavels revolutionary in style and

manifesting Faulkner's modernist implementatiolise Sound and the Fu(§929) andAs
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| Lay Dying(1930)were published; and the machinery “picked up stearfRaulkner
produced novels in rapid succession. For illusiratinly it wasSanctuary(1931);Light in
August(1932);Absalom, Absalom1936);The Unvanquishe(l938);TheWild Palms
(1938);Go Down, Mose§1942); detective stories calléatruder in the Dus{1948) and
King's Gambit(1949);Requiem for the Nuf1951); etc. Occasionally Faulkner also co-
operated with director Howard Hawks as a screeawirt Hollywood. The two of them
filmed Ernest Hemingway'$o Have and Have Nat 1944 and Raymond ChandleTke
Big Sleepn 1946 together.

The year 1950 Faulkner was awarded the Nobel Ryizaterature, and he
traveled to the Academy in Stockholm and his “atameqe speech . . . has become the
most famous speech by any American writer to rectie Nobel” (Parini 329). In addition
to the Nobel Prize Faulkner received Pulitzer Paizé The National Book Award for
Fiction in 1955 for his booRk Fable(1954).

After those events William Faulkner acted as wsiteresidence at the University
of Virginia and still continued with writing, toan 1959 he finished the Snopes trilogy,
consisting of three novel$he Hamle(1940),The Town1957) andrhe Mansior(1959).
Unfortunately, before long his life was suddenlged by a heart attack on 6 July 1962
and his body buried in Oxford. Posthumously hislfimovelThe Reiver§1962) was
published and his memory honored by being awardethar Pulitzer Prize as well as the
Golden Medal for Fiction by American Academy of #\eind Letters.

Nevertheless, William Faulkner, as it was alreagiyarked, is inseparably
interwoven with literary reflection of modernisneibg one of its major representatives
and most respected personages. Still, in the geepériod, in which William Faulkner’s
most appreciated novels were written and publisbdgbr largely significant modernist
authors were writing their works as well. Firstadifthere were writers associated with the
so called “lost generation”, a term firstly pronced by Getrude Stein, and, according to
Roger Lathbury ilAmerican Modernisgrdenoting people who “experienced the horrors of
World War | and came out of it shaken — having tbsir faith in government, God, and
most of their peers and elders” (17). These asttsarch as Francis Scott Fitzgerald, John
Dos Passos, E. E. Cummings, or another giant ofrisaneliterature, Nobel laureate, too,
and an ostensible leader of the lost generatiamdErHemingway, published many great
novels, stories and poems, yet the style and fdrieir works is substantially dissimilar
to Faulkner’s. The authors wrote their novels a@martsstories in a more traditional,

realistic manner, adapting the routine methodfefarevious generations of writers.
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Although both Faulkner and Hemingway pursued tleeigron of the language and form
of their works, each of them accomplished it indwa way. As the authors @fritical
Companion to William Faulknensinuate, Hemingway'’s “distinctive and much-inbéa
style” was different to Faulkner’s primarily in agj “simple sentences, exact descriptions,
terse [and] highly suggestive dialogue” (Fargn@lolay, and Hamblin 403).

On the other hand, a group of literary figures, géhetyle of writing is assuredly
kindred to Faulkner’s, is referred to as the expental modernists above all represented
by the two foremost personages of modern movemsditerature - James Joyce and
Virginia Woolf. Both of them, and William Faulknatongside, employ a new,
revolutionary style of writing. They integrate nefements and features into what is called
the modernist novel, simultaneously with new theness/ing the antiquated conventions
of literature behind. The method primarily delimgiworks of these experimental authors
is an exceedingly modernist technique termesti@am of consciousnessmong the
novels that are proverbial for applying this meth&uth as Joyceldlyssesor Woolf's
Mrs. Dalloway alsoAs | Lay Dyingoccupies an important position in world’s litenau

Consequently, William Faulkner’s short nov | Lay Dying the principal subject
of this thesis, unquestionably belongs to the dar&a modernist projeclt was
published in 1930 and as Faulkner claimed, he wtaetéhin the time interval of only six
weeks and on top of that he allegedly never chaagadgle word of the novel. The novel
depicts a story of the Bundrens, a poor white Ssmatmerican family of farmers on the
journey from their countryside farmstead to theriomith the primary aim of burying the
dead body of their mother, meeting a range of carapbns, inconveniences and
obstacles.

Although the plot may appear as mundane, the sargt everything in the novel:
Faulkner presents the narrative with innovativehoétof a series of monologues in fifty-
nine chapters successively narrated by fifteeragantists of either all the seven Bundren
family members, including their dead matriarch Agdir their neighbors and passers-by.
Still, there are many other modernist techniques aulkner exercises; on that account,
when questioned about the methods used in his Noe@nce stated:

Sometimes the technique charges in and takes cochafdhe dream before
the writer himself can get his hands on it. Thaoig de forceand the
finished work is simply a matter of fitting brickeatly together, since the
writer knows probably every single word right t@ thnd before he puts the

first on down. This happened wifs | Lay Dying (gtd. in Gorra 188)
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Yet there certainly is deliberateness, not onlygmation in control, in Faulkner’s literary
production.

First of all, since it is necessary to remark tihadernism is a very complex
movement enforcing in various disciplines, the@rmmodern movement was commenced
by new approaches in philosophy and psychology. theweries about human mind and
conscious vs. unconscious levels of thinking arttalber were promoted: concepts of
consciousness constituted by American psycholdgibiam James, a world-widely
acclaimed psychoanalytic method by Sigmund Frend peecept of relative perception of
time in relation to consciousness and theory oatlom by French philosopher Henri
Bergson. All of these conceptions issued in theasir of consciousness technique and thus
laid foundations to modernism in literature, foraisignificant number of novels, not
excepting Faulkner'$he Sound and the Fuoy As | Lay Dying Joyce’sUlyssesor
Woolf's Mrs. Dalloway such theme is one of the central.

Secondly, the rebound of modernism is pronouncsal ial visual arts of the first
three decades of twentieth century. The avant-gaweknt a blossoming of new
astonishing art styles, specifically Pablo Picas€tibism or Salvador Dali’s Surrealism,
both of them employing techniques based on newdptaints and approaches in
philosophy and psychology such as automatism, anthe spirit of modernism, distorting
in highly creative manner the painting routineshair artistic predecessors. These
methods used by cubists and surrealists, althotigtaply created for depicting reality on
canvas, projected to literary world as well, or mprecisely to the output of William
Faulkner, respectively intAs | Lay Dying as the novel is on numerous occasions denoted
as a cubist novel.

Last but not least of the techniques used by FaulkmAs | Lay Dyings
interrelated with the central theme of the novéijch is a journey. Faulkner chose the
journey as his leitmotif i\s | Lay Dyingyet it is an element that is not new to literatatre
all — traveling to home was the chief motif of Hate@OdysseyHowever, based on
Parini’'s comparison, modernist approach transfdairagourney home from its
mythological understanding, whether consideringda#d Bloom’s way to his unfaithful
wife in Ulyssesor Addie Bundren’s return to her blood relatiaeshe cemetery in
Jefferson (143). Therefore, Faulkner conspicuoasberts fabular and mythological motifs
in As | Lay Dyingand on that account may be regarded as one aithers exhibiting

what is called mythopoetic method.
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On these grounds, it is evident tat | Lay Dyings a very complex novel that in
its content de facto unifies a significant amountieghniques pursued by authors of
modernist literature. This thesis examines elaletydhe three practices used by William
Faulkner inAs | Lay Dyingadumbrated above. First chapter provide a moalddt
description of combination of science and philogopith art in terms ofAs | Lay Dying
the subsequent inquires similitude of the novel modern visual arts with regards to
Faulkner’s distinctive language, especially South&emerican dialect, and the final section
of the work is concerned with mythopoetic approatthe novel, and while the foregoing
part pictorializes Faulkner more as a regional @auyttiis chapter addresses Faulkner as a

universalist or contextualizes him in a global enkke of authors.
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PHILOSOPHY AND PSYCHOLOGY

William Faulkner'sAs | Lay Dying being assuredly one of the most representative
writings of American modernism, as insinuated ia ithtroduction, certainly employs
methods quintessential for experimental novelssiemtirety. David Daiches, in his essay
“What Was the Modern Novel”, while examining thetfars defining experimental novels,
enumerates, besides other things, new conceptibmefand consciousness as
demarcating points of the modern writings (815)isTdssertion may corroborate the fact
that modern authors applied findings from conterapoapproaches to philosophy and
psychology. Although, as David Howel Evans implM&lliam Faulkner himself never
acknowledged being occupied with philosophicalessof any character, the elements of
both philosophy and psychology are clearly perbdpin his artworks (9). Thuas | Lay
Dying may be viewed in the perspective of such progrvegsiodern philosophical theories
introduced during the incoming period of modernism.

Above all, the concept of consciousness is of kbmisequentiality for the whole
modern movement. One of the first thinkers to eegadevels of human mind was
American pragmatist William James, who proposeshheaan behavior and thinking is
always conditioned by what has been previously B&peed, either as a product of
personal or collective unconscious, and it is pria@e into perception of other people, or as
he imparts irPrinciples of Psychologya man has as many social selves as there are
individuals who recognize him” (James 294). Thissupposition of wearing a certain kind
of mask is represented by Faulkner’s charactefsihLay Dyingthe most exemplifying
illustration may be provided by Addie. The Bundsedead matriarch in her short entry to
the narrative explains her constant pretense ilowsiife roles, either in being a mother
who feels that her aloneness had been violatedvinyggbirth to her progeny, or in being a
wife who detests her own husband, or even in bamgdulterous woman who covertly
prefers the illegitimate son to the remainder effdmily. However, Addie’s most
momentous disguise is in the way she designs heggmto Jefferson as the “revenge
would be that [Anse] would never know | was takirgenge,” and therefore the family
would never actually expose her genuine emotiowsutds them (100). Nevertheless,
Addie is not the only member of the family hidinghind a disguise or a mask: Dewey
Dell feigns a peace of her mind, although sherigitsd and disconcerted by her
pregnancy, Anse dissimulates solicitude for Addlid the family, yet he is self-centered,

egoistic idler, Whitfield, an adulterous lover, fgeds innocence of a churchman. Faulkner
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enables the reader to see behind those masks baufahe specific form of the novel by
which every character is portrayed from variousl@ggsince there is not only one
narrator, the verdicts on individual characterspesented by the others, and to the
contrary also their true inner emotions are prowgide

Additionally, William James also contends that indual previously acquired
experiences are especially projected into commtinicdetween individuals, as they do
not have the same experiences and on that acomunetisnes the purpose of
communication fails or the message is misunderstoauisinterpreted (Daiches 815). In
other words, quoting William James, “[a] great maepple think they are thinking when
they are merely rearranging their prejudices”. Ag#e failure of communication is
another feature of philosophy indisputably deteate@lddie’s character. In almost a
sociolinguistic manner she meditates on the nertwwden words and objects or emotions
which the words actually signify and she finds nddlee concludes that only deeds are of
true purport, not words, or “sin and love and faa just sounds that people who never
sinned nor loved nor feared have for what they nead and cannot have until they forget
the words,” and on that account, Addie’s commuincaivith Anse malfunctions, for Anse
expresses himself exclusively verbally and Addie,ihverse, solely accepts action (100).

William James was, however, not the only one teaesh human consciousness.
His theories where further expanded and to a ceetgient overshadowed by the study of
Austrian psychiatrist Sigmund Freud, who developednowned theory of three stages on
which human mind operates. The surface, conscexd, lis calledsuperegand what
Freud meant by that were feelings, memories anaiauge that every human being is
fully aware of. The middle layer, pre-consciousegq functions as a bridge between the
conscious and unconscious, as it is a storagergfasi experiences and knowledge that
can be easily transferred to the conscious. Thpesg@®f the three levelsid, or the
unconscious, where the sexual desires, anxieti@gnw incentives or repressed memories
are preserved. Freud was particularly absorbekisrarea of mind and he asserted that it is
accessible through dreams or impulsive behavios the reinterpretation of dreams
became a great part of his research.

In As | Lay Dyingthe Freudian subject matter may be discoveredigtrohe
second of the female characters, Dewey Dell Bundrba pregnant young girl appears
not to be very disturbed by her mother’s deatheisd, she’s deeply engrossed in resolving
her difficulties. Therefore, Dewey Dell’s entrieg an large measure not the conscious

ones, but they incorporate the intentions ofithiayer of her mind, speaking in Freud’s
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terms. By accident, or maybe it was Faulkner’staghteness, one of Dewey Dell’s parts
portrays the train of her thoughts while fallindegp. She dreams about “Darl’s eyes . . .
begin at my feet and rise along my body to my @@ then my dress is gone: | sit naked
on the seat . . .” and although it may give an gspion of sexual symbolism, presumably
her declared physical exposure may in Freudiamdiagerpretation be a parallel to the
anxiety of exposure of mind (69). She’s dismayedhegypossibility that Darl, the only
brother who knows about her condition, may divutge the family. On that account, her
fantasies develop into the point where she imagdimats‘l rose and took the knife from the
streaming fish still hissing and | killed Darl” byhich her violent motives and aggressive
character may be implied, later actually realizes,in moderate way, by assaulting Darl
after he set the barn ablaze (69).

Still, another prominent of modern philosophy irrgdiinto the question of
consciousness, supplemented with its relatiomte,tand that was French philosopher
Henri Bergson, who created a theory of Duratiortheory of time and consciousness.
Concisely, in his essayime and Free WilBergson polemicizes, among other matters,
about existence, or more accurately non-existesfd@ne. He assumes that time is a
relative concept, since every individual perceivgepace differently in different situations
while as a scientific unit the tempo is always saene. William James, apart from his
theory of masks, also contributes to the idea of@xistence of the present point in time
or as David Daiche paraphrases him, “the presentenddid not exist in human
consciousness, which was a continuous blend afsjeéct and anticipation, a flow of the
‘already’ and the ‘not yet™ (815).

As a matter of fact, the problems of time and é@scpption occur plentifully in
modern novels. Various distortions of time areumatommon and neither are sudden,
unexpected or unexplained transitions of timesgertbds of the narration. In Faulkner’s
The Sound and the Futlge fall of the aristocratic family is narratedaacordance with the
relevance of the occurrences, rather than in chogneal sequence, and also the
protagonists of the novel are often not aware efstnse of time, or are solving the
question of time relativity. IMrs. Dallowayby Virginia Woolf, many passages and
contemplations emphasize the transience of tingegtbatness of Big Ben measuring time
in contrast to the shortness of human life. Jaragse] furthermore, to a certain extent
flirts with Bergson’s idea of distorted time speadUlyssegime accelerates and slows

down depending on what the characters are expérgatthe moment.
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In a similar way it is withAs | Lay Dyingwhere Faulkner also encompasses the
topic of time and timelessness, but rather in aafoo with movement and
motionlessness which the characters of the noeet@nstantly sensing. First of all,
Faulkner repeatedly inserts the word “motionlessd ihis characters’ mouths since the
opening of the story, for instance when Darl depistwel and his horse as “rigid,
motionless, terrific, the horse back-thrust stifiédnquivering legs . . .” or when the same
person is watching Cash completing the coffin Witis face sloped into the light, with a
rapt, dynamic immobility above his tireless elbow the trees, motionless, are ruffled out
to the last twig, swollen, increased as thoughlquiith young,” and there are further
illustration in quantity to be noticed throughole thovel (9; 44). Jolene Hubbs, in her
essay “William Faulkner’s Rural Modernism” also $ke Bundrens on their journey “not
in flux but frozen, thus representing neither ascem decline, neither progress nor
regress, but rather a confluence of forms of stasigatial, temporal and social,” yet she
sees it more as an element archetypal for rural @nd its inhabitants (462). This fact
could reveal Faulkner’s intentionality in creatsigch characters of the novel as McGowan
or the pharmacist Mosely, whose monologues inditealifferences between the poor,
uneducated country farmers and them, the town dvglsince they consider the Bundrens
to be obsolete, underdeveloped and to a certagneynhintelligent and thus slow; this
utmost slowness may sometimes even have an effactamplete stagnation.

On the other hand, André Bleikasten, a germanetiecritic, approaches the
theme of motionless iAs | Lay Dyingmore from a perspective of Bergson and James’s
philosophy. He asserts that in the novel the imiitglmftentimes becomes a question of
time than merely of space, and that Faulkner intggles the two quantities, or in
Bleikasten’s own words, “space and time exchangg #itributes; time becomes space,
space time — not the time of events but a timeractated like that of memory, bewitched
like that of dreams, fluid and static; a time magktime” (278). This fact is demonstrable
in several passages of the book, but the most ab\aection is when Darl watches his
family on the other bank of the river and statex thfeels like:

we had reached the place where the motion of tistedavorld accelerates
just before the final precipice. Yet they appeatesrfed. It is as though the
space between us were time: an irrevocable quéliyas though time, no
longer running straight before us in a diminishiing, now runs parallel
between us like a looping string, the distance dpéie doubling accretion

of the thread and not the interval between. (85)
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Darl is, after all, a character who perceives dughsitions best, and on numerous
occasions also adverts to them and epitomize peeific manner by a very specific
language.

Nevertheless, the psychological grounds laid byrH@ergson, claiming that time
and consciousness are two issues closely relategictoother, are in literature reflected
principally by a highly modernist technique estsivid astream of consciousneskhis
narrative method attempts to attain the exact diepiof mental processes, emotions or
private trains of thought of the character in tbely or as Lawrence Edward Bowling
presents in “What Is Stream of Consciousness Tgakij its aim is:

to give a direct quotation of mind — not merelytlné language area but of
the whole consciousness . . . the only criteriathas it introduce us directly
into the interior life of the character, withoutyantervention by the way of
comment or explanation on the part of the autl8#5)
However, as Bowling also mentions, the absenceitbioa’'s remarks and observations in
such a flow of inner thoughts is essential, failingt it is a case of eithexterior
monologudan which the author indicates and clearly dema&s#te borders of the direct
quotation, or a basically different method caliegrnal analysismeaning the
reinterpretation of the thoughts indirectly throwglthor’'s own words (345). The interior
monologue and direct or indirect speech is ofteasimssociated with Virginia Woolf, for
Mrs. Dallowayis recounted by omniscient narrator who intermiegighe inner thoughts of
the protagonists, while the technique of streamoofsciousness in its purest version is to
be found in works of James Joyce, Marcel Proust, ahcourse, William Faulkner.

The story ofAs | Lay Dying since no omniscient narrator interfering and atirg
the course of the plot is present, is intermediatddly by what could be considered as a
series of interior monologues and direct or indisgeeches of the protagonists. However,
the technique of stream of consciousness emergageplsly in the novel, providing the
exact portrayal of the thoughts mostly of the Biemdr

This phenomenon is interwoven and profoundly a@mkbly the employed
language, which is, according to Faulknerian sahdiginia V. Hlavsa, another
characteristic device of the modern novel, as sltesthat modern authors usually apply
word plays, puns, polysemous or ambiguous expnessioisspellings or incorrect
grammar (Hlavsa 26). In addition, the formulatidmsn the whole spectrum of the speech
layers are numerously present in modernist wonkiaas employ this type of creative

language for the purpose of preventing the tediessiand attracting the readers, but
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primarily in order to render the text multivocaaling the interpretation on readers’
imagination. This feature is greatly exemplifiableUlysses as the range of language
means used is exceedingly broad, from Standarddbntgl colloquialisms and slang, from
contemporary expressions to Old English one#&dih Lay DyingFaulkner also exercises a
considerably broad variety of language devicesspadch layers. Some of the characters,
especially the uneducated, lazy father of the famiise, express themselves with a heavy
Southern American dialect (which is a trait exardimemore detail in the subsequent
chapter of this work), while some sections of thenologues creating the spine of the
novel are voiced with almost poetic, highly imagive language, for instance in Darl’s
emotive fantasies and parables. Faulkner’s objeatiwising such alterations and diverse
modifications of the language might be believedmmplement to distinguish between
the levels of consciousness in which the concristeodrse takes place, since sometimes
within the framework of only one character whasasd aloud and what is meant to be a
stream of consciousness is not always homogenaurstity J. Hale inAs | Lay Dyings
Heterogenous Discourse” supports this idea whilphamsizing the inappropriateness of
language in Dewey Dell's and Vardaman'’s interiommlogues: neither an illiterate young
girl nor a small child would be actually capablelhking with such advanced
language (7). Thus it may appear that the prewoagknowledged conventions of realism
are actually not very realistic.
Nonetheless, the technique of stream of consci@sssaegularly accompanied by
the erroneous usage of grammar, aforementionednwttie modernist language means
proposed by Hlavsa. In writings of modernist aushtble complete omission of
punctuation can be discovered, predominantly isg@gss containing stream of
consciousness technique to provide the exact imbthee thoughts whirling in their
characters’ heads. When the attempt to cross\befailed and the coffin with Addie is
almost carried away by the torrent Vardaman'’s thesigf rescuing the coffin with his
mother revolve in his head as:
Cash tried but she fell off and Darl jumped goimgler he went under and
Cash hollering to catch her and | hollering runramgl hollering and Dewey
Dell hollering at me Vardaman you vardaman you &ardn and Vernon
passed me because he was seeing her come up gadgled into the
water again and Darl hadn’'t caught her yet[.](87)

His stream of consciousness proceeds practicatlytba end of the chapter and Faulkner

excludes punctuation entirely. When Dewey Dellagidg having her dream of homicidal
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intent, Faulkner does so similarly, as the gifeisling “[w]hen | used to sleep with
Vardaman | had nightmare once | thought | was avimité couldn’t think what | was |
couldn’t feel the bed under me and | couldn’t thimkat | was . . .” (69). Identically the
method of rejecting formal grammatical sentencecsires is utilized in the very last
chapter of James JoycdByssesor again by William Faulkner in the opening scehe
The Sound and the FurYet, it is obvious that the stream of consciogsrend the lack of
grammar is in the novels conventionally conjoinathweccentric or bizarre states of mind:
in Molly Bloom’s soliloquy inUlysses Leopold’s wife is on the edge of sleep, dreaming,
and so is Dewey Dell iAs | Lay Dying Benjy inThe Sound and the Fury a character
suffering from mental illness. Considering Vardamaais just a little child sustaining a
loss of mother and coping with death that he cafullytcomprehend, therefore the style
of his cerebrating and consequent expressing issgcial, just as he resolves, drawing a
parallel between the killed fish chopped into pgeaad eat, that “My mother is a
fish” (49). Yet also other characters of Faulknéicion document specificity and
distinctiveness in their utterances, for instanaslt presumably the most practical
character, consequently comments on the occurremeeBighly pragmatic manner. On
the other hand, Darl, the madman, uses poetic aratylanguage full of metaphors
during his effusions and passages mediated byrhigsa extra sensory perceptions.
Regarding all these facts and illustrations froralkaer’s novel, it is self-
explanatory As | Lay Dyingcertainly carries features of the contemporargrsme on the
medical and psychic grounds as well as of the pbpbical subjects and questions that
allow for the problems of time and its relatiorhtaman mind, which are of high
momentousness for modernist. Thereto the involvémiesuch notions into the prose
integrates Faulkner side by side to such giantaadernist literature as James Joyce,

Marcel Proust or Virginia Woolf.
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VISUAL ARTS AND DIALECT

As | Lay Dyingcould be generally considered as a greatly compdanel with a
large number of characteristic features. Becau#ts ohique arrangement as well as in
view of the fact that it was written in the peri@tien new experimental styles of visual art
were rising, the confrontation éf | Lay Dyingand the contemporary painting only
suggests itself.

The visual arts of the first third of twentieth tery commonly termed as avant-
garde, preceding the reflection of modernism eréiture, universally requested the
abandoning of the deep-rooted conventions of pagnfio art movements that pioneered
the avant-garde pertains the newly established€Bulpredominant in the first two
decades of the century, with its two main represtergs and also the imaginary fathers,
Pablo Picasso and Georges Braque. Origins of Cutésnibe discovered in Primitivism
inspired also by African culture, facts demonsteahlthe antecedent of cubistic painting
which is usually regarded to be Picasso’s paintieg Demoiselles d’Avigndrom 1907,
and with its rapid expansion Cubism representexalution in European art. The eminent
French poet and spokesman of the cubists Guillaypadinaire defined Cubism in his
theoretical workr'he Cubist Painteras “the art of painting new compositions with
elements taken not from reality as it is seen fitmum reality as it is known” (135). In other
words, cubistic paintings depicted objects decorag@d recomposed again, often
distorted alongside with geometrical figures in eftnabstract mode and thus focusing on
offering to the recipient the view on the work of #om more than one angle. Hence the
movement also acquired its name derived from thelwabe which happens to be one of
the solids emerging on the cubistic works of arbrdbver, the three-dimensionality of
object is not maintained and neither is the peitsgecharacteristic for earlier artistic
production, later Cubism also comes with the wtian of collage. Aside from Picasso
and Braque, also artist such as Juan Gris, Fraeger, Robert Delaunay, Roger de La
Fresnaye or Francis Picabia are associated witlis@ub

It is a universally recognized fact that Faulknenajor novels were built on certain
structures, andés | Lay Dyings no exception. A significant number of Faulkaeri
scholars produced studies of the novel regardiagtint of view of its design, among
them Panthea Reid Broughton, who lalfdd Lay Dyingas a “cubistic novel”, probably
the sole one of its kind. In his novel, William Bener masterfully combined words with

pictures, having utilized the highly imaginativeéssef expressions which leave a profound
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impression of almost looking at a canvas, not nyaesding words printed on paper,
considering for instance the elaborate and suggedgpictions of the scenery or
landscapes in Darl’s parts.
Nonetheless, what exactly are those features nethis peculiar piece of writing
with modern visual arts? First of all, it is theogeetry. Faulkner’s immersion in geometry
is perfectly perspicuous in many aspects. Prinlyipaircular shape alongside to line
segment is present throughout the whole novelt ineform of an actual geometrical
figure or in transferred meaning as a cycle ordirgpatial arrangement. Those two
elements pervade the story constantly: if we Idalespective illustrative items containing
the circle, it is the very opening scene of thealavhere the paths “circles the
cottonhouse,” it is Darl’s portrayal of Vardamaajgpearance as having “round head with
his eyes round and his mouth beginning to opentherchild’s face expression after his
mother’s decease, resembling a circular owl’s fasayell as the circular shape in which
the buzzards fly above the coffin (3; 28; 40). Muwer, the actual skeleton of the novel
may be approached as a certain kind of a cycleeghe story opens with Bundrens being
a complete family and ends equally by Anse marryivegnew Mrs. Bundren. Darryl
Hattenhauer in “Geometric DesignA$ | Lay Dying, however, remarks also additional
representations of the circle not so evident orfiteesight: Vardaman’s desire for a toy-
train going in circles, Cash’s craving for a grarnope, or Dewey Dell's urge to have an
abortion to restore her menstruation cycle (14Rg @rrangement of linear structures is
most preferably discernible in Anse’s meditationhamizontal and vertical organization of
real world’s objects regarding their purpose, wherasserts that:
the Lord put roads for travelling: why He laid thelown flat on the earth.
When He aims for something to be always a-movirgntdkes it long ways,
like a road or a horse or a wagon, but when he Bamsomething to stay put,
He makes it up-and-down ways, like a tree or a rhi@never aimed for folks
to live on aroad . . . He aimed for them to staylike a tree or a stand of corn.
Because if he’s aimed for man to be always a-moaird)going somewhere
else, wouldn’t He a put him long-ways on his béilkkg a snake? It stands to
reason He would. (22)

Again, Hattenhauer provides further exploratiothaf verticality and horizontality by

taking account of the water in form of rain (veaticand thus creating the river (horizontal)

causing an obstacle to Bundren’s progress, andoélsood of trees and wood converted

into coffin; nonetheless, most importantly he implithe discrepancy of Anse and Addie as
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the former being a character exclusively vertinaaning static, and the latter being
horizontal, able of, or more precisely yearningrfvement and advancement, on the
other hand (148).
The second factor conjoinings | Lay Dyingwith visual arts is the altered
dimensionality of particular sequences of the nowestly contained in Darl’'s remarkably
descriptive visions. Claiming that “transformatioiwvolumes into surfaces” and
“transparent space . . . substituted [by] opagaeespvith neither depth nor relief, against
which objects appear flat” are features attribufameAs | Lay Dying this factor is
intensely supported by one of the chief literaryadars André Bleikasten (282). From this
point of view, there is every indication that Fanék adopted the technique of disturbing
traditional perspective and preferring plane figuaechetypal for cubist painters, for
oftentimes the scenes in the novel are flattenathlaeficient in their three-dimensional
form of appearance. Darl, the character assocrated frequently with this phenomenon,
as it is intimated above, repetitively envisionerses as pictures. The chapter when Addie
passed away and Darl, although not being actuadiggnt at the farmstead, depicts the
happening occurrences, is full of illustrative exdes, just as he describes Cash and Tull
finishing the coffin when “[u]pon the dark grourttetchips look like random smears of
soft pale paint on a black canvas” and “[u]ponithpalpable plane of [the air] their
shadows form as upon a wall” (44).
The last but certainly not least element that satgg@ resemblance between
Faulkner’s prose and Cubism is the very fundamdatalthat the characteristic form A$
| Lay Dyingproffers to the reader various perspectives orrepe objects, persons and
actions, or in other words, as Panthea Reid Braumim “Faulkner’s Cubist Novels”
asserts:
As the cubists stacked different viewpoints togetirea flat plane, so
Faulkner assembles a number of different perspectivAs | Lay Dying. . .
The effect of seeing circumstances from so marfemdint perspectives is to
deny any one’s claim to absolute truth and to fdlheereader to search for
something which approximates that truth — a fountieevay of looking at a
blackbird. (81)

From that, it is obvious that Faulkner propoundsghts into incidents of his story and

interiors of its protagonists from many various lasgcreating a sort of cube that the

reader can rotate for gaining more and more inftionaand thus the individual
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components gradually form the whole theme jushasridividual geometrical figures
form cubistic paintings.

Further, the look at particular pictures and paiggi may reveal other shared
peculiarities of the two artistic disciplines. kostance, in the aforementioned predecessor
of the whole movement of Cubism, the canvas denataitLes Demoiselles d’Avignon
excluding the joint parameters above-named, Picdasgntlessly demonstrates a daring
image of five women, prostitutes apparently, unsieds exposing their nudity; and the
consumer receives an unveiled, genuine, almosepsz\and not exactly congenial sight of
the nature of the depicted females. The same tieimders Faulkner: he enables his readers
to see into the souls and psyches of his charaatéosthe very heart of their spirits, just
only by the absence of the omniscient narratoraldest portrays nakedness of the
particular persons through the full and complepeasentation of both their consciousness
and unconsciousness. Yet, such an accurate ingpécto mind may sometimes cause a
horrifying effect, which is a fact that Faulknerisviously aware of and turns it an
advantage for his novel. On ever so bizarre ocoasas boring holes into the coffin and
the dead body’s face, or breaking the already briddg and its subsequent fixation with
cement, or even nearly drowning the coffin in tleeded river, the reader is placed to
position where s/he does not know whether to laargtry. The same instance represents
Picasso by covering the demoiselles’ faces withksfisat can either carry a terrifying or
ridiculous effect.

Nevertheless, the conversion of painting into ditere naturally encounters a
deficiency in the scale of applicable visual desjamlors, tinctures, an indefinitely broad
spectrum of shades and materials that immediatgbyass and influence the consumers;
the literators must contrive to manage with onelgct they substitute all the expedients
utilized by painters merely with language, henaright be stated that words in literature
can equal the paint and materials for visual &rsm that viewpoint, as it was minutely
substantiated in the preceding paragraphs byrdtisg the precision of Faulkner’s fuse of
particular characteristic components into his ndyelising poeticisms and suggestive
expressions, in the commixture of avant-garde pajrandAs | Lay DyingWilliam
Faulkner manipulates the language with bravuraetdploys ineffably wide-ranging scale
of parole layers and diversity of language vargetemong them his use of Southern
American dialect plays a principal role. In fatke tintegration of dialect into novelizing

espouses a weighty position in modernist literatust as Michael North in preface ihe
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Dialect of Modernisnasserts, “dialect became a prototype for the mambtal
representational strategies of English-languageemmsin” (i).

Regarding Faulkner, the dialect is intimately camgol with regionalism, as the
primary, and actually the only one, locale of higtiwgs is situated into the fictional
country area called Yoknapatawpha based on existdayette County in Mississippi, the
Southern American state inseparable from Faulkriée'sThrough this “own little postage
stamp of native soil,” as Faulkner designatedfibtgious county of his novels, he draws
practically accurate portrait of the American Sofgitd. in Parini 102). Being one of the
major personages of the so-called Southern Rem&isshe brings attention to the
obsoleteness of the South and unapproachablendss afirarian society, alongside to the
traditional values such as the conformity of fanuibntrary to the personal individuality,
and, primarily the persisting racial issues. On #tzount, according to John T. Matthews:

Faulkner discovers his voice as a novelist, becdifaslkner”, in the work
of realizing the modernist sensibility as a funetad his region’s and
nation’s history. The interplay of dialects in Rengr's writing marks how
Faulkner’'s modernist voice comes to life as he piscthe obligation to tell
about the South. Minority voices and subjects atantidental to
Faulkner’s achievement; they are its foundation3) (

The foregoing quotation appreciably implies, besid#her things, the multiplicity
of various levels exerted in Faulkner’s novels,ahhis a provable truth confirmed by the
author himself, for in a famous university raditenview he answered the inquiry about
the exact number of the dialectical forms in hiskmas follows: “[t|he dialect, the diction,
of the educated, semi-metropolitan white southetherdialect of the hill, backwoods
southerner, and the dialect of the Negro - fow,dialect of the Negro who has been
influenced by the northern cities, who has bee@hiwago and Detroit” (qtd. in Gwynn,
and Blotner 125). By implication, Faulkner’'s assmnht of dialects is repetitively
comprehended and explored as a device for cleaamaton of interracial differentiation,
or as a Faulkner’s rendition of the attitude toi¢dn-American community in Southern
America, predominantly imhe Sound and the Fyryight in Augustand other writings.
However, inAs | Lay Dyingthe use of dialect may be interpreted in a sligtigssimilar
manner. Since there are no black narrators in dhreinthe dialect used here belongs to the
second type that Faulkner mentioned and more @talfeserves for an indicator of the

rigidness and illiteracy of the penurious Southfarmers, the backwoods inhabitants as
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termed by Faulkner, and the poverty-stricken afeéo@napatawpha, or better to say its
symbolism for the real Mississippi.

From a linguistic perspective, the scope of theores dialectic forms abnormal to
the standard use of English to be detected in dkelns immensely extensive; the
subsequent paragraph, however, provides just Adwésview of the most conspicuous
representatives. First of all, the regional vocabuls perceptible throughout the whole
narrative, either in the form of words with slighthodified spelling or in the form of
completely dissimilar phrases. The former group jgoeses, beyond all questions, such
expressions asit as an alternative for standatrgdverbs a$olp, ketchor git instead of
help, catchor get Anse provides a great example of such dialecigspellings when
explaining to the doctor why he did not sent fantaarlier that “[h]it wagestone thing
and then another, . . . [t]hat ere corn me andbtys was aimin tgit up with, and Dewey
Dell a-takin goodkeerof her, and folks comin in, a-offerin to help asidh till | jest
thought. . .” (26; emphasis mine). Also the typisalithern lengthened final vowels in
mawandpaw, how Addie and Anse are couple of times refercgéte remarks of the
changed spelling. The latter group of dialecticrespions incorporates for example the
locative adverbs agonder(“. . . it was lying rightyonderin the dirt” (39; emphasis mine)),
meaning(over)there or nigh (“It was nigh to midnight and it had set in to rain. . .” (40;
emphasis mine)), meaning “nearly, approaching” eing to “A Glossary of Quaint
Southernisms” by Robert Beard. Yet other elemergsv@rth of notice, just as the novel is
rife in the use of pronominéheminstead othose e.g. in Anse’s pronouncement that
“God’s will be done. . . Now | can gdtemteeth,” (30; emphasis mine); and the demotic
expressiomeckonfigures inAs | Lay Dyingalmost constantly in alternative to the common
think

Concerning the grammatical structures, the dialdigures mostly exert influence
over the use of verbs. Predominantly, the SoutAenerican dialect employed by the
Bundrens disturbs the conventional conjugationyvdrbbe for instance, in past tense
habitually adopts a forwasfor all persons instead wfere accordingly, also other verbs
are frequently pronounced in non-standard formatively sizeable amount of the
discernible variations of the verb forms provides passage when Vardaman arrives to the
Tulls and he cries with his:

hung back, dripping, watching [Tull] with them ey&8ou wasthere. You
seenit laying there. Cash i&xing to nail her up, and it waa-laying right

there on the ground. Yaeenit. You seenthe mark in the dirt. The rain
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never come up till after | wascominghere. So we can get back in time.
(41; emphasis mine)
The substandard use of preterits suchess) or kilt, knowed andet from the previous
chapters ofAs | Lay Dying moreover, when Cora Tull notices Vardaman staptirthe
rain she compares him to tlowndedpuppy,” which is a dialectical form as well (41;
emphasis mine). Yet, on the prior citation from tloeel also the very common southern
prefixationa- is demonstrated, and furthermore the phfixaeg to, which appears several
times in the novel, for example when Anse consyameibeats that “itixing torain, too,”
(22; emphasis mine). It serves for expressingthaé, as an auxiliary verb meaning
“getting ready to” in compliance with Robert Bearf8esides, the use of double negative is
not extraordinary in Bundrens’ and other charattdterances, for instance when Anse
avers “[c]ant nobody else ketch hit,” or “[n]o..no. We dont need nothing” (25; 149). The
negative particlain’t occurs plentifully for creating negation, too, ahi$ often related to
double negative likewise, e.g. when Vardaman s#yfsdt? | aint done nothing” (37).

By the use of dialectical structures in his proaalkner categorize the Bundrens
into their social stratum, but most importantlyaiingh that he fulfills the modernist
demands of the display of reality in a fresh madeew frame of reference, just as the
visual arts of this era do. The dialect capturesttvo-dimensionality of the speakers’
utterances similarly to the cubist painters: thedes is coerced to decipher the message
secluded by the substandard form of language gqteathe manner by which the
consumer of cubistic canvas is compelled to detloeléactual objects covert by the lines,
geometry and distorted composition. In this setieedialectical structures also provide
simultaneously the real as well as the veiled megarVioreover, irAs | Lay Dying
Faulkner places the Southern dialect in oppositionther speech layers, for illustration it
is the high distinguished, almost noble formulasiam Darl’s sections of the narrative
several times analyzed in this thesis, but expdeals® by Dewey Dell as she states “| feel
like a wet seed wild in the hot blind earth” (38nd furthermore the pragmatism of Cash’s
rational monologues or disorderliness of Vardamanfantile contemplations; yet neither
Darl, nor Dewey Dell and the others, would presulsnakticulated this kind of language
aloud, it lingers in their inner speculations, vhithen communicating they remain with
the conventional dialect. This very fact may reskentibe cubistic techniques and visions;
by altering the exercised type of language withiframework of the individual
characters, considering the level of the disco(asd naturally considering the conscious

or unconscious level of their thinking, as dissddtethe previous chapter), Faulkner
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provides a coherent and self-contained outlookdgiotagonists from sundry points of
view, which is a phenomenon proverbial for Cubism.

To conclude, the regional constituents integrameal Faulkner’s prose have quite
manifestly a deliberate purport of creating the éegability of the author’'s modernist
methods by compensating the absent tools of thiergorary painting with the solely
one that the writer has — the language and itatrans. Yet Faulkner utilizes the dialect
also owing the simple fact that he is a region#éthag he generally qualifies as one of the
foremost authors writing about the American Soutth ane of the chief figures of
Southern Renaissance. On that account, althoudhcertainty William Faulkner is
acclaimed as a universal modern writer employirgntodern methods and techniques
usually conjoined with progress, new establishedties and beliefs, and prerequisites of
invalidating the antiquated and surpassed idealaclhomplishes that with a very specific
procedure of interspersing such modern techniquteshe undeveloped, rigid, rural
landscape of Mississippi and thereby, by beingngudar regional novelist, he becomes a

singular universal novelist.
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MYTHOPOETIC METHOD

Another one of the particularities of modern litera assuredly is the selection of
themes and motifs in novels. David Daiche, whilénileg the attributes of modernist
writings, mentions the relevance of themes useshbgernists in contrast to those of the
Victorians - the radical change occurs “in decidivitat sort of event to select from the
multifarious details of daily life in order to cdngct [author’s] plot pattern” — while
Victorians usually remained by writing about socrabrital or financial status of their
characters, the modernists refused to focus on lative values (814). However, it is a
generally known phenomenon that themes in liteeateicur and reiterate; very frequently
the inspiration in modernism is rendered by mythaldal works, religious texts, legends,
poems, novels from antecedent periods etc. In Reukk own words:

A writer . . . robs and steals from everything kerevrote or read or saw. |
was simply writingour de forceand as every writer does, | took whatever |
needed, without any compunction and with no sehsetating any ethics
or hurting anyone’s feelings because any writelsfdeat anyone after him
is perfectly welcome to take any trick he has ledran any plot that he has
used . . . because there are so few plots to alibeit. (gtd. in Gorra)
This technique of drawing motivation from such wagis and transferring their
components to modern literary production is uniailyknown asnythopoetic method
The meaning of the lexermeythopoetigains transparency by its translation from Greek,
sincepoieinstand for “make” and “myth” is just a transcriptiohGreekmuthos thence it
is defined as “the making of myth or myths” accaglioOxford dictionary

In modernism, certain Faulkner’'s contemporariesleygul the mythopoetic
approach in their works. First of all, the alreagyeral times mentioned James Joyce
utilized a mythological text of Homer®dysseyas the title itself indicates, as a
background for higJlysses Although the story is set into an utterly diffetg@eriod and
place, the characters are not heroic as Homertsttanplot does not last ten years, but
only 24 hours, the 18 chapters of Joyce’s bookareed after characters of Greek
mythology which Homer’s Odysseus encountered; tbezeloyce in his novel clearly
pursues the path established by Homer and crdaganytthological story set into modern
society. Besides Joyce, also T. S. Eliot is onth@fprominent exponents of applying
mythopoetic technique in his works. His extensivaarnistic poenThe Waste Land

encompasses a variety of mythological sources fuich Eliot adduces directly or which
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he distinctly implies, starting from Homer, Soples;IPetronius or Dante up to
Shakespeare, further to French decadents or eeem@dernists such as Conrad, and a
vast amount of other authors, but also excerpta Bible and other religious subject are
covered; thenc&éhe Waste Lant an epitome for the mythical approach to modsmi

ForAs | Lay Dyingin the sense of the mythopoetic modernist metRad|kner
elected as a center of the novel the journey aathder to be precise the process of dying
more than death itself. Regarding these two leitisiof Faulkner’s novel, the evident
parallel, albeit in far less obvious manner thadayice, also to Homer®@dysseysuggests
itself, if only for its naming. The title of the wel as it stands refers to Book XI10Otlyssey
where Agamemnon, speaking to Odysseus while rextimiethe course of his own death,
recounts that “As | lay dying the woman with theydoeyes would not close my eyelids
for me as | descended into Hades” (qtd. in Pad2i-143). Through that, Faulkner’s
intention for borrowing Homer’s words to introdugis own novel is unveiled: the
plotline of As | Lay Dyingrevolves around the process of dying of the nevedntral
character, the matriarch Addie. Moreover, “the wométh the dog’s eyes” signifies
Agamemnon’s wife “whom he despises, even thoughrtgedy that befalls his family . . .
is his own fault,” and the hostility within own faljmand various disasters which
accompany the Bundrens are also featuréssdfLay Dying(Parini 142). Due to these
facts the appellation of the book by an excerphfld@gamemnon’s speech is utterly
apposite.

To amplify the analogy oAs | Lay DyingandOdysseythe motif of quest
presented in both of these works is expedientfeestigation, since while studying those
two texts, there is a significant amount of mutelalments to discover. To begin with, in
Faulkner’s story, the mission is commenced by Addiecease, yet there are more
profound inducements for its actual implementateng that is the mother’s wrath and
retribution for the miserable life orientated todsuher resented husband and the children
that she was manipulated into engendering, as)giresses that “it was as though he had
tricked me, hidden within a word like within a pajgereen and struck me in the back
through it” (100). This Addie’s intentions patenbgqueath to the fabular Odysseus,
whose travels in Homer’s work had a kindred catysalithe ire. The god of the sea and
earthquake Poseidon is outraged and out of reveregpdudes Odysseus’s return home at
the island of Ithaca. Also the journey depictedl Lay Dyingmay be judged as a
homecoming, for Addie never actually felt home wilie Bundrens and therefore prefers

to be entombed by her blood relatives in Jefferaad,according to Cora Tull’s
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presumably mistaken opinion the Bundrens also $uffiered her, because she was not
cold in the coffin before they were carting hettyaniles to bury her, flouting the will of
God to do it. Refusing to let her lie in the saradlewith those Bundrens” (14).

By implication, Addie Bundren may remotely reseméhebodiment of the role of
Poseidon in Faulkner’s novel, because she is idpgetr for the afflictions of being on the
road. Although Addie is really not the one whoict8 the obstructions that the family is
forced to confront, just as Poseidon does, shaiodytis in a way responsible for it.
Nevertheless, in both cases, the aims are evepa@bmplished: Odysseus, after ten
years, reunites with his beloved wife, and Addfeeraen days (which is actually also a
parallel conceivably intentional by Faulkner) im&st with her kinship. Those
achievements are attained by unrelenting persigtémceng the ordeals and tribulations
that seem almost interminable, since misforturfeliswed by yet another misfortune, in
Odysseyhe mythological king of Ithaca struggles untlithe barriers are surmounted and
so do the Bundrens s | Lay Dyingfor according to Anse Bundren “[i]t’s a trial. Bu
don’t begrudge her it. No man can say | begrudgeth@4). Moreover, by finally
reaching the town of Jefferson, also several mesntiiethe procession achieve their
private goals of the journey: Anse buys a set Iseféeeth and finds a new wife to replace
the one recently buried; Cash, though crippledugieq the desired “graphophone”;
Dewey Dell, although not able to negotiate the aboy at least divests of Darl and his
knowledge. Through that, it is not too presumptuousay that the Bundrens conclude
their quest in Faulkner’'s own Mississippi odyssey.

However, although this rural Faulknerian odysseyficms a set of particular
elements mutual or illustriously comparable for thieulous story of Homer'®dysseyin
certain features they are also substantially unequanarily in the atmosphere of both
text and the emotions and sensations they rendeite Wdysseyas being an epic poem, is
altogether very heroids | Lay Dyings somehow deficient in such characteristic, or
shows heroism in slightly modified version. Althdutpe members of the family manifests
certain heroic deeds, despite only in limited nun{bey. by the rescuing the coffin with
the decaying body), Michael Gillum in his “Grotesduatrusion toAs | Lay Dyin{ asserts
that Faulkner’s narrative has “the effect of dewrsgun particular the heroic elements of
the story, rendering them [the Bundrens] grotedgueissolving the purpose behind
them” (19). Faulkner masterfully unifies tragedylamomedy reduced to absurdity and
even pathos. The character, that demonstratesdbepatent ridiculousness is, obviously,

the indolent and egotistic farmer Anse with hisedeiination to exploit the situation for all
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it is worth — “God’s will be done. Now | can getth teeth,” he says when Addie at last
expires, and when she is put to rest, he replagewith “the duck-shaped woman all
dressed up” and “kind of hangdog and proud, toth Wis teeth and all” introduces her as
new Mrs. Bundren (30; 149). Furthermore, by hifistahess he hurts people, as Peabody
rather with a hint of derision remarks while woridgron Cash’s mutilated leg, “God
Almighty, why didn’t Anse carry you to the nearsatvmill and stick your leg in the saw?
That would have cured it. Then you all could hawels his head into the saw and cured
the whole family” (138). Anse’s actions appear ¢éabparody of morality; he mocks the
death, marriage, labor and other values customadyected by the society.

Contrary to that, the genre of tragedy in the cotie@al sense of the word is, as
Robert Merrill suggest that Faulkner deliberatedlainces the components of comedy and
tragedy inAs | Lay Dying portrayed by the two chief personages of the heveddie, and
Darl, the intermediary of for its content the gestitpart of the story. Considering Addie
and her monologue, she believed her whole life avesries of buskins and “the reason for
living is getting ready to stay dead,” as she s@assion, genuine emotions and sympathy
to no avail (101). On that account, Merrill beholde most consequential tragedy in the
relationship, or rather in the non-existence ofriationship, between these two
personages, since the “central irony is Addie’satpn of Darl from the moment of his
conception, for it is Darl who loves her passiohate. . Indeed, Darl suffers more than
twenty-five years of denial and frustration” (408hus in his monologues his intense
jealousy of Jewel, the preferred son, can almastiate a distant resemblance to Oedipal
complex, which is actually a theme that, accordmBebra A. Moddelmog in her book
The Oedipus Myth in Twentieth-Century Fictiamone of the frequently repeated ones in
contemporaneous literature. Moreover, his afflicti® topped by having been labeled a
madman and dispatched to the asylum, although,ithsta@nding the fact that his
alienation from reality is incontestable, in a nesegl point of view it gives an impression
that only he:

realizes that the entire project of constructing ¢bffin to Jefferson by
wagon is absurd, and he tries to stop it. His sap@ly warped vision of
reality is, in the inverse logic of the novel, “edhAnd he must pay for his
sanity by being sent to a mental asylum, (Parigi 14
because the conflagration of the Gillespie’s baas wimed to stem the terrifying and
undignified procession with the putrefying and namlorous casket and reestablish a worth

of his adored mother’s decease.
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Apart from the themes inspired by Homer and featofegrotesque, into his fiction
Faulkner also interpolates religious motifs andspges manifestly refer to the Bible.
Predominantly, Cora Tull and Whitfield are the Ghians ofAs | Lay Dying While Cora
vigorously deplores for the most part Addie’s atsi@gainst the God’s law, Whitfield
synopsizes the hypocrisy and pretense of the chiocbeing a religious leader and
simultaneously an adulterous lover of Addie antdabf Jewel. Although he shows the
symptoms of comprehending “the enormity of [his]’and in immense distress rushes to
confess to Anse and ask for absolution, after todtsthat Addie is already departed and
the divulgence of the secret no longer impendsséimetimoniousness is performed by
claiming that “it was already as though it were elodly soul felt freer, quieter, than it had
in years; already | seemed to dwell in abiding peagain as | rode on,” in defiance of the
fact that the avowal occurred only in his imagioat{104).

Nevertheless, into both Cora’s and Whitfield’s &mtt of the narrative Faulkner
transparently inserts more or less direct referetediblical texts, which Michael Gorra,
the editor of Norton Critical Edition d&s | Lay Dyingillustratively enumerates and
compares to the authoritative text in explanatontriotes, for instance, concerning
Whitfield, when he intends to commence his comtnitby saying “Anse, | have sinned. Do
with me as you will,” Gorra proposes the analogl.itie 15.18-19, where it reads “I will
arise and go to my father, and will say unto hiathier, | have sinned against
heaven . ..” (104). Also Addie’s cardinal conteatfan about declining words and raising
acts has, according to Gorra, its genesis in théeBas he marks John 3.18, where a line
says “My little children, let us not love in wondeither in tongue; but in deed and in
truth” (101). There is a voluminous quantity of @os editorial notes implying Faulkner’s
proceeding from the Bible while writing the novahd indisputably there are other ones
still to be discovered.

Yet, inAs | Lay DyingFaulkner benefits not only from citations and Isiig altered
allusions to Bible, but also from Biblical motif#st of all the idea of inundation and
conflagration. “I simply imagined a group of peoplad subjected them to the simple
universal catastrophes which are flood and firdnaisimple natural motive [the burial] to
give directions to their progress” Faulkner saidine Paris Review Interviewhen asked
about the themes and incentives for writhgyl Lay Dying(gtd. in Gorra 188). On these
grounds, the flood, entailed by an unrelenting doswr of rain, may resemble the 40-day-
long rainfall and deluge from Book of Genesis, thet torrent of Yoknapatawpha River

preferably corresponds to the river of Jordan, Wisdntimated by Cleanth Brooks in
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“Odyssey and the Bundrens” (253). The Jordan Rivé&hristian history is a locale that
witnessed several miracles, one of them beingahke fdepicted in Genesis, that two
kings, Elijah and Elisha crossed Jordan dry-shodésl | Lay Dyingthe fortunate family of
Bundrens, although not even distantly on dry groenolsses the flooded river that
demolished all the approachable bridges also nlwasly, and in spite of the mules that
drowned, they all survive, even rescuing the coffith Addie that is nearly drifted away
by the current.

Moreover, a symbolization of the figure of Jesusi§€ths another prominent mark
of biblical influence that Faulkner concealed ihts prose. Since Addie detects her
pregnancy with Jewel, she esteems the son as nardace, for it is the only child not
encumbered by the genes of the loathed husbardldition, Jewel has to a certain extent
a holy father, as Whitfield is an ecclesiastice#libather distorted and corrupt in view of
the fact that he is supposed to be an ethical doidine community. Thus Addie rejects
the notion of Christian God in her life by profexsthat “[Cora] prayed for me because
she believed | was blind to sin, wanting me to kiaee pray too, because to whom sin is
just a matter of words, to them salvation is justavtoo,” and somehow substitutes him by
a more existent Christ-like figure of her son, iigig that he will be the one to redeem her
by his action (102). As Brooks contends that:

Addie’s salvation was not of mere words. It invalwbe substantiality of
the body. The Jordan which it had to cross in otd@nter into salvation
was the flooded river from which Cash and Jeweédwr coffined body.
The fire of hell which she had to escape was thie djteral fire of the
burning barn from which Jewel lugs the coffin. Hadvation was a tangible
one, not that of some wordy prayer that was togonier before a heavenly
Father but the actual placing of her now foul bbégide the bones of her
literal earthly father, (253)
Addie’s allegation is, later corroborated by Jewéléroic actions during the inundation as
well as during the fire and through that, he withdoubt represents her personal god and
provides redemption. Furthermore, also Cash maytesnallude to a personification of
Jesus Christ, yet in not Addie’s perspective. Hasés Jewel with saving of the casket by
which he comes injured and until the journey isatoded he is a martyr tranquilly
accepting the torment, “I’'m right obliged, it fedise now,” he insists (123); but primarily,
Cash is a carpenter, which is a hypothetical vooadf Christ, although it is frequently

disputed.
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Nonetheless, on top of the designs from literath@mbrated abovés | Lay
Dying manifests yet other themes repetitious on a redpalsis in prose. One of Faulkner’s
leitmotifs in the novel is certainly madness reprded by a character of Darl, though
insanity and derangement stand in the centereyhliy works substantially more aged than
modern. For instance, certain parts of Darl’s eqliies, such as “I dont know what | am. |
dont know if | am or not,” practically remind theader of Hamlet's meditations (46). Also
the motif of illegitimate child appeared many timastually it is one of the most prevalent
topics of Romantic and Victorian authors, to exafppthe similitude may recall
American Romanticist Nathaniel Hawthorn@lse Scarlett Lettemwhere the
unacknowledged father of the extramarital childlgo a clergyman. What is more,
Hawthorne’s friend Herman Melville who, in his remaed noveMoby Dick portrays a
character of terminally ill Queequeg for whom thé carpenter manufactures a coffin
while he is still alive, which idea may have praddan inspiration to Faulkner’ss | Lay
Dying, where the carpenter Cash is producing a coffimi® mother “right under the
window, hammering and sawing on that goddamn bdxeMY she’s got to see him. Where
every breath she draws is full of his knocking aa@ing where she can see him saying
See” (10).

Essentially, the enumeration of Faulkner's motksmao other major writings from
history of literature may be further analyzed, thig outline presents Faulkner as an author
masterfully comprising requirements of modern autbomeeting the requirements of
modern novels. It could be said ti#et | Lay Dyings a very complex novel from the
perspective of the selected topics and ideas. Fautkner takes his modernist
mythopoetic method to perfection, and although hieew prose, such as Joyce, while
Eliot's work consists of poetry, the authors arenparable by the broad variety of sources
from which they derives; thence Faulkner incorpesdtimself to the forward places

among the most appreciated not only modern, bugléssly esteemed writers.
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CONCLUSION

William Faulkner’s noveAs | Lay Dyingrom 1930 indubitably ranks amongst the
most conspicuous literary projects of modernisnullger intimated his modernist
orientation and captivation for experimenting whik writings already witfThe Sound and
the Fury the novel published prior s | Lay Dying yet in the latter he takes his
modernist methods to perfection. It is an exterlgizemplex and all-embracing piece of
writing, regarding the quantity of various techreguitilized by the author; Faulkner
realizes his originative writing potentiality bgrecentrating his attention to structure and
form of the novel and therethrough he “createdusepaesthetic artifact” according to
Broughton (83). This thesis prospected the commpr&lieness and wholeness of
Faulkner’s procedures applied to this extraordiveoyk.

First of all, Faulkner with certainty accented toanection ofAs | Lay Dyingto
the new approaches to philosophical matters anchodygical analyses established by the
prominent thinkers of the era as Henri Bergson]igvil James, or Sigmund Freud, which
noticed an expansion during the period when Faulke on the crest of his creative
wave, and which were promptly adopted into prastmiethe contemporaneous literature,
and moreover, to a certain extent arose as a pisregjfor a modern literaturds | Lay
Dying certainly displays an impact of those devices]iraar asserts the technique of
stream of consciousness, so symptomatic for maaigthrors, throughout many of the
passages of his bizarre narrative and thereby espbe interior psyches of such
convoluted character as Darl, Vardaman or Dewey, B latter also confirms Faulkner’'s
awareness about the Freudian dream interpret&iiothermore, Faulkner’s projection of
the new conception of time and its perception iman mind was inspected and
substantiated in the form of slow-motioned and taéed progress of the Bundren’s
procession.

Subsequently, the second chapter of this work,goeamcerned with rather an
exceptional and rare technique of penning, attestitkner’'s endeavor of subsuming the
visual arts of avant-garde, especially Cubism, mgoprose. Occurrence of particular
features ofAs | Lay Dyingcorroborates such supposition: evidently, Faulkmintionally
inserts geometrical structures of cubist paintizuge emulates their characteristic
composition of two-dimensionality and reduced vodsmchiefly mediated through Darl’s
visions. However, as a device for achieving thesemplishments, Faulkner operates with

his peculiar language moving in the entire rangpasisibilities that English language
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offers, from highly poetic, figurative languagelfof metaphors to Southern American
dialect. By inference, this fact affirmes Faulkseiirm relationship to the region of
Mississippi where he dwelt the whole life and hesesimination to encompass this
Southern agrarian area into his work, which idagt, not very customary for modernist
literature, as the typical motifs usually revohagsund cities, technology, and
advancement in general. This idiosyncratic feaplaees Faulkner to a rather distinctive
and peculiar position.

Contrary to that, the final segment of this thesidrays Faulkner in a larger
framework of universal modernists and delindits| Lay Dyingn a context of literatures
of the generations previous to Faulkner’s, for exdaézing what is designated as
mythopoetic approach. The influence of the erswvhititings and the obvious drawing of
inspiration from them stand here as a systemattboadepracticed by other eminent
modernists as James Joyce or T. S. Eliot. In aniditt discussing shared features of
Faulkner’s novel and other various texts, for trestipartAs | Lay Dyings evident
recognition for Homer'©dysseyequally as James Joyce draws an apparent pdaallel
this piece of writing in higJlysse$ is implied and detected, as the leitmotifs ofhowbrks
appertain to journey, dying, hostility, malevolermresengeance. Yet, Faulkner also
extensively incorporates parallelsBible into his prose, as well as to Romantic writings.

Consequently, it is lucidly evident that the scop&chniques that William
Faulkner utilized imAs | Lay Dyings considerably extensive; he exploits all the
opportunities and possible methods that modernigwviges. He brilliantly conjoins the
designs, as they coherently infuse and pervadedhel in its entirety and by implication
the reader acquires a complete image of a modexxysrience. Owing tha#\s | Lay
Dying purveys an exhibition of modernist techniques,hods and themes ranging from
regionalism to obtaining a status of world-wide mi&igently appraised and acclaimed
novel. “I am going to write a book by which, atiagh, | can stand or fall if | never touch
ink again,” Faulkner stated prior to beginning wgtAs | Lay Dying(gtd. in Gorra 186).
Evidently, he stands, as a novelist highly esteehiterto.
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SUMMARY IN CZECH

Tato bakal&sk& prace se zabyva romankuayZ jsem umiralamerického autora
Williama Faulknera z roku 1930, ktery je cels®x¢ povaZzovan za jedno
Z nejdilezit¢jSich ckl reprezentujicich projevy modernismu nejen v aokeiiteratute, ale
i v ramci celoswtového ngtitka. Hlavnim cilem prace bylo postihnout, podr®popsat a
pomoci pikladi ze samotného dila nazéritustrovat techniky, jez spisovatel v tomto dile
vyuzil k docileni efekt modernistického experimentalniho romanu.

Prvnicast prace osiluje propojeni romandyz jsem umiralae soudobymi
poznatky v oblasti psychologie, zabyvajici sedevsim lidskym &domim, a porérné
revolwnimi piistupy k pojettasu ve vztahu kédomi z oblasti filozofie. Faulkner
amyslirg vklada do sveého dila idey vyznamnych osobnosgatigpsychologie a filozofie,
v podolg metody tzv. proududdomi, porozuréni konceptwasu nebo interpretaceiswe
freudovském smyslu. Nasledujici kapitola bakeité prace se zaobira Faulknerovym
zaujetim pro vytvarné uéni prvni tetiny dvacatého stoletifgdevsim pak kubismem a
malbami Pabla Picassa. V knigdyZ jsem umiralgsou jasg patrné snahy autora o
zapojeni geometrickych a kompézich prviki malirstvi do literatury. Mimoto tatéast
prace objasuje dilezitost jazykovych progedki zvolenych k dosazeni efektu
kubistického romanu, vyzdviZen je pak zejména jihedacky dialekt spjaty s autorovym
vztahem k rodnému Mississippi. Posledni, avSak némiezita sekce této prace
postihuje ve svém obsahu tzv. mytopoetickou teahMiklliama Faulknera, a ¢ejmuje
tak motivy, témata a prvky nazhgici vztah mezKdyZ jsem umirala literarnimi dily
jako je HomérovadysseaBible, a dalsi literarni paralely. Z&vprace pak hodnoti a
shrnuje modernistické techniky uzité v romanu adehé v pedeSlychitech kapitolach, a

naznguje opravenost klasifikace Williama Faulknera jako jednohoegdilezitéjSich

modernist a zarové celos¥toveé nejuznavagsich literat.



