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/ Sustained heterosexual love is not portrayed in William Faulkner's
novels.l Love 1s usually a passion of the sexunally awakened and soon
subsides. Yet the dyingZ or the absence of love is not a major concern
in Faulkner. In almost all of Faulkner's major works, love is not
thematically considered. Only at the beginning of his career, in

Soldier’'s Pay, and toward the end of his writing, as in The Wild Palms,

did he directly, thematically treat love. The critical question which
arises is —-— how are heterosexual relationships portrayed in the general
absence of a portrayal of heterosexual love? Are there any patterns in

the portrayal of heterosexual relationships?

lieslie Fiedler presents the thesis that the American novel has
never depicted normal and mature heterosexual love in Love and Death
in the American Novel (New York: Criterion Books, 1960); cf. pp. 309-
315, 443-449 for discussions of Faulkner.

Irving Howe notes that "'seldom in Faulkner's work do we find a
mature recognition of the possibilities in the relations between men
and women--possibilities, I might specify, of fulfilled love and tragic
complication. And a writer unable to summon the first of these is
likely to have trouble in reaching the second” in William Faulkner: A
Critical Study (New York: Vintage Books, 1962), p. 1l41.

Howe points out three exceptions to Faulkner's usual treatment
of the sexes, but these cases are not examples of sustained love.
Lee Goodwin in Sanctuary is burned at the stake by a mob. Jack Houston
in The Hamlet is murdered by Mink Snopes. Gavin Stevens' platonie,
idealistic love for Linda Snopes, in The Tewn, causes him to marry, in
The Mansion, another woman, keeping a promise he made to Linda.

2For a study of the patterns of other failures in Faulkner®s works,
consult Walter J. Slatoff's Quest for Failure: A Study of William

Faulkner (Ithaca, New York: Cornell University Press, 1960 ).
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In this study of heterosexuel relationships in Faulkmer, six
novels will be considered, first of all, as representative of different
chronological stages in Faulkner's development. Mosquitoes (1927) and
Sanctuary (1929, 1931)3 are early novels; Light in August (1932) and
Absalom, Absalom! (1936) are from the height of Faulkmer's most mature
and prolific period; and at the end of that same middle, prolifiec period
are The ¥ild Palms (1939) and Go Down Moses (1942).

The patterns discernible in Faulkner's portrayasl of heterosexusal
relationships do not elways neatly fit into periods within his writing,
but & study of two novels at a time which were written in close sequence
will immediately show certsin general changes or patterns in Faulkner's
emphaesis and attitudes. Mosquitoes and Sanctuary are both examples of
Feulkner's early emphasis on female protagonists and his serious, some-
times scathing concern with female sexuality. With Light in August and
Absalom, Abgalom! Faullmer turns from a concentration on the female to
a focus on dominant, tragic male figures, He writes sbout how dominant
forces within Southern culture, and not women, determined these male

protagonists' lives. The Wild Palms and Go Down Moses, representative

of the later part of Faulkner's middle period, will be the last two
novels considered in this study because they illustrate s completion
of Faunllmer's graduel change from s basically serious and critical

approach to an accepting, humorous or Lumorously satiricel treatment of

The first version of Sanctuary was composed in 1927; the revised
version was composed in 1929 and published in 1931, Cf, Melvin Backmen,
Faullmer: The Mejor Years, A Critical Study (Bloomington: Indiana
University Press, 1966), p. 41.
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problemetic male—female rela.'bionships.4 The advance to a humorous,
accepting approach to heterosexual relationships, from an earlier
serious, sometimes outraged, approach shows e maturity in Faulkner's
thought which, to this writer's knowledge, is not artistically or
thematically surpassed in his late works.

These three patterns of chenge show & general shift from a con-
centration on the female to a concentration on the male: (1) the
change in character emphasis is from female protagonists to male
protagonists, (2) the change in thematic interests is from a concen-
trated concern with femele sexuality to a portrayal of the male's
greppling with the forces of the "outside world," and (3) the change
in mood is from a serious, often outraged, portraysl of the female's
role in the relationship to & humorous, slthough uncomprehending,
"ageceptance" by the male of the heterosexual relationship.

Illustrating these changes and also revealing Faulkner's tendency
to avoid depicting a true male-female conflict are seversl narrative

devices.

4Leslie Fiedler in Love and Desth in the American Novel, pp. 320-
324, and Irving Howe in ¥William Faulkner: A Critical Study, pp. 141-
144, note that the misogyny in Faulkner's works is directed ageinst
the woman's sexual knowledge and actions., Fiedler points out that
Faulkner changed his attitude toward women in his late works, The Town
and Requiem for s Nun. Howe suggests (in two sentences) that Faullmer's
"inclination toward misogyny need not always be taken too literally or
solemnly," p. 143, because of the humor often involved in the depiction
of women., This study varies with both Fiedler's and Howe's viewm, with
regard to the timing of Faulkner's change in ettitude toward women,

As I Ley Dying (1930) is en exception to this broad pattern.
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(a) One device utilized by Faulkner in portraying a male-
female struggle in which the basic sexual and individual differences
need not be portrayed in detail because the nature of the conflict
never brings them into play is having the member of one sex be
almost completely passive. The passive person, usually a male, is
the object of an attack and then withdraws; thus, the relationship
is severed and no further interaction need be portrayed. This
method of presenting a heterosexusl conflict is used in Mosguitoes
and in Part IV of "The Bear."

(b) A second device used in portraying a male-female struggle,
vhich does not necessitate an understending of the psychologicel
make-up of a woman, is depicting the women as feeling end acting like
or wanting to be & man, This female (as male) versus male device is
used in the cases of Temple Dreke in Sanctuary and Joanna Burden in
Light in August,

(¢) A third narrative device used by Feulkner which does not
require a picturing of the distinctive and subtle differences between
individuals of the opposite sexes is presenting the conflict indirectly
through & man-to-men fight which arises from heterosexual problems.
This technique is particulerly used in Absalom, Absealom! and in Go
Down Moses.

A primary reason for the generel shift in concentration from the
female to the male is the lack of depth in Faulkner's portrayal of
women charecters. A number of studies have been done on Faulkner's

women; in these, character types are frequently focused upon or the
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women's common characteristics are exa.mined.5 Faulkmer did limit
his portrayal of women characters, and the types he presented in
his early works did not appreciably change in the later works,

Since he kept depicting women with the same basic charscteristics,
he had to change the emphasis given to, the themetic importance of,
the attitude toward these women, and the method of presenting them
within a heterosexual confliet, at lesst in order to avoid monotony.
A similar or comparable study on the portrayal of heterosexusl
relationships in a representative mumber of Faulkner's novels has

not been published in periodical form, unless quite recently, and

5Eliza,beth M. Kerr in"Williem Faulkner and the Southern Concept
of Women,")Mississippi Querterly, XV (1962), pp. 5-16, lists various
categorizations by eritics of Faulkner's women, especially as noted
in three unpublished master's theses, c¢f, p. 5, n. 1. Mise Kerr's
own thesis is thet the Southern code for women encourages frustration,
perversion, frivelity, or hypocrisy smong upper-class women.

Karl E. Zink is aware of the lack of depth in Faulkner's women
characters when he concludes: "But his [Faulkner's] young, married
or merriageable women share so many generalized traits thet despite
their individuating features, they all seem the same woman." (p. 143)
in Zink's Faullmer's Garden: Woman and the Immemorial Earth, Modern
Fiction Studies, II (Autumn 1956), pp. 139=149., Zink's thesis actually
only covers women who are united with nature through pregnaney in a
common and natural way; his conclusions do not apply to young women
who were never pregnant, or to those whose affinity to nature through
pregnancy was a peculiar unity.

David M. Miller in''Faulkner's VWomen,'Modern Fiction Studies, XIII,
no. 1 (Spring 1967), pp. 3-17, divides the women according to their
fertility into groups of "earthmothers" and "ghosts." Miller also
wvrites ebout a pettern of "earthmother-seedbearer-Frufrock" in
Faulkner's depiction of the sexes.
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has not been published in a full-length study of Feullkmer, unless
sfter 1960.6 In this study of six novels, representing three
chronological stages in Faulkner's development, the portrayal of
heterosexual relationships will be examined as a part of four broad
patterns in (1) character emphasis, (2) thematic interests, (3) dominant

moods, and (4) narrative devices.

The first two novels in which these patterns will be examined
are Mosquitoes, Faulkner's second novel, and Sanctuary, another early
work. Since Feulkner emphasizes women as the main characters in
these works, much in the discussion of these novels will necessarily
concentrate on these women. Understanding these females, especially
in their roles with men, should make it easier to understand why
Faulkner de-—emphasized the importance of the female in later works.

In HMosquitoes raulkner presents two types of women who will keep
reappearing, FPat, the sexually active virgin who "controls" the man

sexuelly and in other ways, becomes Temple Drake, Joannes Burden,

6Cf. the "List of Works Consulted" at the end of this paper;

especially note the bibliographies compiled by Beebe, Vickery, and
Sleeth, and the indexes consulted, Essay and General Literature Index,
June, 1955—June, 1968, and the Social Sciences and Humsnities Index
(formerly International Index), April, 1955-December, 1968.

Frederick Hoffman maskes an interesting comment on the nature
of the criticism done on Feulkner in full-length studies in book
form until 1960: "Some eleven books on Faulkner have already appeared;
four or five others are shortly to appear. Those so far published are
chiefly 'expositions for the beginner,' containing rather brief state-
ments about the work or, as in Campbell and Foster's, applying as many
modern critical suggestions as possible to it." Frederick J. Hoffman
and Olga V. Vickery, eds., William Faulkner: Three Decades of Criticism
(BEast Lansing: Michigan State University Press, 1960), p. 50.




Te
Isaac McCaslin's wife and Charlotte Rittenmeyer in later works.
Jenny, who is soft, passive, and placid, is the type that reappears
later as Lene Grove, the pregnant woman in The Wild Palms, and Eula
Varner. These young girls, Pat end Jenny, represent the eggressive
end passive types which often complement each other in Faulkner's
works. In Mosquitoes Faulkner seems to be experimenting with or
"working out" the portrayal of these female types almost apart from
their involvement with men——the mele characters are stoic obserwers
or uninvolved "telkers," with the exception of the foolish, lecherous
"talker,” Mr. Tslliaferro.

The affair between Pat, the rich Mrs, Maurier's niece, and her
newly acquired boyfriend, the steward on her aunt's yacht, is the
most developed action in Mosquitoes. Fat aggressively gains the
attention of David the stewsrd by inviting him to meet her for e
midnight swim., Her control of the friendship is obvious. She cajoles
him into swimming in his underwear, and letting her carry him with
a lifeguard hold; but four hours later, at their early morning meeting,
when she is swimming in the nude, David irritates her by "looking at
her with dumb and utter longing.“T She proceeds to climb out of the
water nude in front of him., Vhen dressed, she holds him and kisses
his cheek, but when he responds by staerting to kiss her on the mouth,

she turns her head and almest ridicules him, despite her seriousness,

7W:I.lliam Faulkner, Mosquitoes (New York: Liveright Publishing

Corporation, 1955), p. 166, Subsequent referenmes to Mosquitoces are
to page references in this edition and will be cited parentheticelly
in the text.
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"No, no not that, Everybody does that.," (167) She titillates him,
but rejects his advances as umoriginal. And he does not protest.

The climax of their relationship occurs when they get lost in
e mosquito-infested swamp area. The sexual tedium of the book gains
some momentum when Pat flails herself in an effort to drive off the
mosquitoes. By noon, in her pain, she goes through the contortions
of an agonizing excitement which has sexual overtones—from rocking
back and forth, wringing her body "in an ecstasy," to "crouching
again in that impossible spasm of agony" to lying "suddenly flat,
writhing her back in the dust, clutching his hand." (179)

Throughout their time in the mosquito-infested areas, Pat is
"boss." Against David's advice, she lesds them in the wrong direction,
into the swamp. Later, against David's advice, she exhausts herself
by running through the hot undergrowth, and then he has to carry her.
When David willingly gives her his shirt as & protection against the
mosquitoes, she keeps apologizing for taking it and keeps offering to
repay the favor-—as though she has lost part of her independence by
accepting a favor from him., When they hire a boat to get back to
the yacht, she pays. She tells David to keep quiet when he tries to
cut short the boatman's lurid comments, holdes him in his seat when
the man calls her a whore, and then orders David to knock the man out
of the boat if he says anymore.

David's manliness is seriously called into question, despite his
youth, because of his own acquiescence and pliability. He does not

react to Pat's domineering ways. He does not try to control her.
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Only once on their jaunt through the swvamp does he get disgusted
and tells her—'You do whatever you want to.'' (212) Exhausted, she
bad finally asked him what they should do. Perhaps Faulkner keeps
David inactive in order to show the extert to which & women is a
netural "bitch," but the result is that David fulfills the passive,
compliant, feminine role in their relationship. His only assertive
(or defensive) action is quitting his job as steward and leaving
the yacht during the night. In the crises of his and Pat's relation-
ship he was passive; then, instead of continuing their "friendship"
with more essertion on his part, or even facing her the next day
with a changed attitude, he handles the problematic relationship by
escaping it.

Faulkner does not seem to be making any judgement of the behavior
of the young people in Mosquitoes. Pat never mentions David after he
leaves, The artist Fairchild informs the reader of David's departure
(escape) and comments about the previous day's activities: "'The way
she wvent off with Da—the steward. It was kind of nice, wasn't it?
And came back. No excuses, no explanations—Think no evil you know,
That's whet these post-war young folks have taught us.'" (228) This
portrayal of the young people as "innocent" contradicts the myth of
the twenties that young people were wild and immoral. However, Pat's
"innocent," independent, titillating sexual behavior followed by

avoidance becomes a form of evil in the perasonage of Temple Drake in

Sanctuagg.
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In Mosquitoes, though, sexual titillation and sexual experi-
mentation within the limits of virginity are considered amoral.
Although Pat climbs into bed with her brother, after following him
to his room and lying naked waiting for him to finish his shower,

&nd bites his ear in an apparent ritual between them, no further
suggestion of incestual desires is made. An almost neutral tone of
observation, except for the mosquitoes incident, pervades this novel,
as though the young woman's behavior is completely normal. The
mosquitoes incident has strong imagistic suggestions that Pat is
being sexually and sadisticaelly punished for being "boss"; Sanctuary
will develop on & full-scale the sadistic punishment of a sexually
titillating young woman.

In Mosquitoes Jenny is the other young girl who contributes to
a focus on sexuality and on a female who controls heterosexual rela-
tionships. As a contrast to Pat who initiates the action, Jenny is
basically passive. Members of the yacht party are attracted to
Jenny although she does not try to gain their attention., She is the
object of a sexual interest among both males and females; Mrs. Wiseman,
Pat, Josh, Pete,and Mr, Talliaferro like to touch and to pet her,
with restraint and without any prolongation, of course.

Jenny views petting action with her boyfriend Pete, Pat's brother
Josh, or the lecher Mr. Talliaferro as amoral and quite defensible—
"You've got to do something, haven't you?'" (141) In her relationships
with her boy friend, Pete, almost no action, except a suggestion of

advanced petting, is described. While on board the ship Pat lets herself
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be petted by Mr. Talliaferro, & seduction-minded fool who constantly
talks about techniques leading to seduction but who cannot effectually
act., After the yacht trip, Pet accepts & date with him but rejects
his sexual advances in the taxi as uncalled for and somewhat offensive
and then at the dance hall she dithhes him for another man. This
rejection incident under different circumstances but with the same
basic type personalities is brought to artistic perfection in The
Hamlet in Eula Varner's unperturbed dismissal of her schoolmaster's
advances: "'Stop pawing me . . . You 0ld headless horseman Ichabod
Crane.'“8 In Mosquitoes Faulkner was developing the passive, attracting,
accepting type female in Jenny that he later enobled as Lena Grove
and deified as Eula Varner; even the description is the same—"a
suspine fecundity," "her soft placidity, her sheer passive appeel to
the senses." (104)

Both Pat and Jenny are young girls who are and remain virgins in
Mosquitoes. They are sexually titillating to the older men on the
cruise and allow them certain advauces. They only become involved,
however, with the young boys on board, perhaps because their relationships
with them are characterized by a lack of mutual intemction and a
dominating, controlling influence on the part of the woman. These
young girls and their activities and feelings receive all the emphasis
in this novel, and in the heterosexual relathonships described.

Temple Drake in Sanctuary is similar, in some waeys, to Pat and

Jenny in Mcsquitoes. All enjoy the companionship of weak men, whom

Svilliam Faulkner, The Hamlet (New York: Random House, 1940), p. 122.
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they can control or avoid. They "play" with sex. Temple, however,
excites a group of men quite different from the men Pat and Jenny
"mess around with" in Mosquitoes. The male is no longer passive.

In Senctuary Faulkner more seriocusly evaluates the theme gently
handled in Mosquitoes—"Fooling with sex, kind of dabbling at it,
like a kitten at & ball of string." (326) Faulkner scourges the
young female who has not thought about the serious consequences of
sexual titillation,

Ruby Goodwin's ideas of love and sex should be examined before
discussing Temple Drake's involvement with men, because Temple's
story is set against the standards of wommnhood described and portrayed
by Ruby. Moreover, the closest Faulkner comes to a portrayal of sus—
tained heterosexual love in the novels being considered is ironically
in Sanctuery, in Ruby and Lee Goodwin's relationship.

The affair between Ruby and Lee survived as 'love' through his
imprisonment, her prostitution (for him), the birth of a child, poverty
and rats on a ramshackle farm, and & murder rap eventually involving
molestation of a girl he had become sexually interested in. But their
love was 'doomed': Goodwin is burned by e mob. The life of Ruby and
Lee's love prematurely ends and is only briefly treated in this short
novel, but in ite depiction Faulkner comes the closest to a portrayal
of sustained love.

The background for the Goodwin's love-——prison, prostitution,

murder, bootlegging, a common~-law marriage, and destitution—is not



considered normal or common even in Faulkner's works and perhaps
thet is why he never expanded on 2 full scale the ideas of love he
portrayed through Ruby and Goodwin. In fact, in The Wild Pelms he
satirized some of the ideas ebout love that he seriously presamts
through Ruby in Sanctuary.

In Sanctusry, however, Faulkner is trying to show in a serious
manner that Ruby's love is beyond a concern with respectability and
that it has grown out of and been strengthened by suffering:

'T have slaved for thet men," the woman whispered.

« + o'T have worked night shift as a waitress so I

could see him Sundays at the prison. I lived two years

in a single room, cooking over a gas~jet, because I

promised him, I lied to him and made money to get him

out of prison, and vhen I told him how I made it, he

beat me. . . 0"9

Unlike Charlotte Rittenmeyer in The Wild Palms, Ruby is in union with

nature and thus must be teken seriously. Inadvertently but meaningfully,
Bhe is nursing her child alongside a stresm in the woods during the
time Temple is unnaturally reped in the barn,

Ruby is the chief verbal critic of Temple Drake's approach to
feminine sexuality. Her comments are primarily directed against
Tempie's relationship with her boyfriends, but also against Temple's
enticement of the men on the Old Frenchman's Flace. GShe sarcastically
points out that Temple's attitude is partly the result of being spoiled
and sheltered as an upper—class girl, who cen flirt around without

having to pay for it:

Villiem Feulkner, Sanctusry (New York: The Modern Library, 1931)
Ps 59. Subsequent references to Sanctuary are to page references in
this edition end will be cited parenthetically in the text.
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"Take 2ll you can get, and give nothing. 'I'm a pure
girl; I don't do that.' TYou'll slip out with the kids
and burn their gasoline and eat their food, but just
let a man so much as look at you and you faint away
because your father the judge and your four brothers
might not like it." (55)

"But you good women. Cheep sports. Giving nothing,
then when you're caught. . . ." (56)

"You poor little gutless gool," the woman said in her
cold undertone. "Playing at it." (58)

To a certein extent, Ruby's comments are a criticism of middle-class
dating habits when virginity was more highly prized and preserved.
Also, her contempt for Tepple's easy virtue as & rich girl might
come from a jealousy and a regret that she had to pay so dearly for
love, when the chastity of her faithfulness to Lee was violated by
prostitution, Ruby's comments suggest the idea that Temple needs

to be humiliated, rather than to be humbled by sex:

"+ « « Nobody asked you to come here. Nobody cares

whether you are afraid or not, Afraid? You haven't

the guts to be really afraid, any more than you have

to be in love." (59)

Temple's relationship with her boyfriend, Gowan Stevens, could
have been a source of protection, but unfortunately Ruby had correctly
described its shallowness in her comments on college dating. Gowan
was half-drunk when he picked up Temple and then wrecked the car near
the 0ld Frenchman's Place, which he was epproaching to buy more liguor.
Stranded there as 2 result of his wreck, he became totally drunk, and
thus completely incapacitated himself as a protector of Temple. Thé
next morning his self-pride, as Temple's pride the night before, causes

him to "run." The thought of seeing Temple among the men again or

taking her back to town was a reproach to him, as though she had
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already been raped. In his drunken condition, Gowan had struggled
to protect her,"'gemman got proteck'" (71), and Temple had ecalled
for him "'Gowan, Gowan,'" (59) as Ruby talked to her with hostility
about real men and love., But their relationship showed that neither
one of them had "guts."

The most complicated heterosexual relationship in Sanctuary is
between Temple and Popeye, of course, As Dr. Kubie pointed out,
Temple invited her violation and Popeye sadistically responded:

"That Temple invited the assault with her provocative, if unconscious,
exhibitionism, is unquestionable.“10 A discussion of the rape in
this study, however, will try to clarify Temple's attitude as a

woman without concentrating on the abnormality of the rape and its
aftermath,

In her frantic avoidence of the hardened men engaged in bootlegging
on the Old Frenchman's Place, Temple Drake seems to be trying to
control her independence as a woman, defiantly trying to define her-
self as unsubmissive to men, and trying to deny even the necessary
physical weakness of being female, Temple, in her own vay, is trying
to control the men. Concurrent with her attraction of men is a fore-
knowledge thet men will eventually sexually subdue her, and she becomes
frightened and frantically tries to avoid the possibility of being
subdued. Her reaction to the fear of losing her virginity causes her

violation,

'%%awrence 8. Kubie, M. D., "William Feulkner's Ssmotuary: An
Analysis," Faulkner: A Collection of Critical Essays, ed. by Robert
Penn VWarren (Englewood Cliffs: Prentice~Hall, Inc., 1966), 141,
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Later, in the Memphis whorehouse, in retelling her account of
the repe, Temple concentrates not on the rape but on the previous
night's events when she succeeded both in attracting jhe men and
in avoiding them: "That was the only part of the whole experience
which appeared to have left any impression on her at all: the night
she had spend in comparative inviolation." (208) On that night she
darte around in front of a houseful of men, her scampering advertising
the fact that she is tender prey. She is the center of attraction:
Tormmy Jeeps following her partly to protect her but literally drools
himgelf; Gowan is concerned sbout her safety despite his drunkenness;
Godwin fights off Ven; and Ruby stands guard over her in the dark and
then directs her to a safe place to sleep. Significantly she mixes
up the time of her actual rape with this night of her sexual attractiveness.

In her memory of this night, she takes a taunting attitude toward
Popeye as he stands over her bed. (Tommy and Ruby are guarding her
in the derk room.) "Then he was standing over and she was saying,
'‘Come on. Touch me. Touch! You're a coward if you don't., Coward!
Coward! '"(211) This taunting attitude manifests Temple's denial of
her womanliness,

Her taunt, first of all, is a refusal to suffer. Her challenge——
Go ahead, violate me—is a form of saying, you can't make me suffer.
Her subsequent testimony against Goodwin, her lack of self-control
in seeing Red, which resulted in his death too, snd her co-operation
with Popeye indicate that she will not face reality, will not suffer

even for her pleasures,
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Secondly, Temple's taunting attitude indicates & denial of
her womanliness, in that it arises from a literally represented
penis—envy. In her dreamlike version of the circumstances of her
rape, she believes that she is a boy. This pretence takes the form
of a joke on the men. Popeye, she iromically thinks—dreams, will
be so surprised when he discovers that she is a boy. The joke,
hovever, is not on him, as even she begins to realize in her memories
of 2 jerking pleasure apparently reminiscent of masturbatior as
Popeye's cold hand approachex her but never gets there. The next
morning Popeye literally fools her with what she does not realize
until later is e corncob. If a joke has been played, she must bear
the brunt of it, Templeis taunting, whimpering, self-righteous
behavior aroused a sedistic reaction in a man who could not boast
sbout his masculinity as: Temple could teke pride in her virginity.

Probably out of pride (and shock) she complies with Popeye
efter the rape, obeying him, allowing him to reprimand her for self-
pity as they start for Memphis. A cowardly pride also apparently
keeps her from attempting to escape Popeye in Miss Reba's whorehouse.
There she discovers that Fopeye needs help, and that even with help,
he cennot satisfy her. Instead of facing the truth of her perverse,
sadistic rape and becoming upset, she engages in & further perverse
activity with e diive for complete gratification. With a certain
pride in Ler sexual awakening and the strength of her sexual feelings,
she goes to Red and thus causes his murder. In Red's murder as in
Tommy's, a flsunting of her sexuality arouses a sadistic tendency in

Popeye. But rather then to admit that she was humilisted by an
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impotent man or emotionally subdued by the rape and its aftermath,
she proceeds to cause the death of Goodwin, Ruby's lover, a "real man."

Temple's complicity in her relationship with Popeye shows that
she is not capable of love, as Ruby defined it, because of her in-
ability to suffer., In her nerration of the circumstances of her rape,
"Horsce realized Bhat she was recounting the experience with actual
pride, a sort of naive and impersonal vanity." (209) Temple's pride
in her virginity end her flaunting of en unconquersble sexuslity,
on the night before her rape, are what cause Ruby to realize that
Temple does not know how to establish a normal or love relationship
with & man. She emphasizes sexuelity too much, and Ruby, who prostituted
herself for the seke of love, knows the value of and the powers of
sexuality.

In Senctuary, then, love is defined and briefly portrayed by
Ruby, but Temple's sexuality is more importent. Similarly, in
Mosquitoes "love" is mentioned in the conversations of the artists-
intellectuals group of men, but the sexual activities of the young
people, not love, is portrayed. In these two early novels, Moeguitoes
(1927) and Sanciuary (1929, 1931) a concern with female sexuality
dominates the novel and directs the portrayal of heterosexual rela-
tionships., Concomitant with the emphasis on sexuality in Mosquitoses
and Sanctusry is a focus on females who try to control, Most of the
actions in Mosguitoes sre viewed with an amoral detachment snd in

Sanctuary a detached, journalistic style prevails. But through the
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mosquito incident and the unnaturel rape and consequent murders,
Faulkner seriously chastizes the young, independent, sexually active,
contrelling female,

A year after Sanctuary was published, Faullkner published Light

in August (1932) and ther Absslom, Absalom! (1936). Just es Mosquitoes

and Ssnctuary were similar in their emphasis on a young controlling

female and her sexuality, Light in August and Absalom, Absalom! have
perallels with each other in their presentations of heterosexual rela-
tionships. For the first time,11 Faulkner creates a mature male who
dominates the action of the novel and, in turn, Faulkner sublimates
the same female concentrated on in the earlier works to an almost
uninfluential position., The women in these novels are instrumental

in bringing about the tragic end in the men's lives, but more powerful
inner drives or forces shape and control the males' lives and ultimately
destroy them. The women in their lives are significant only within
the scope of these grester, outside forces. Perhaps Faulkner does

not think that a women is worthy of being the antegonist. In Light in
August the tragic hero Joe Christmas is driven by the forces of mig-

cegenation and Cal¥inism; in Absalom, Absalom! Thomas Sutpen conceives

8 "design," a dream of sociel acceptance to which he subordinates all
aspects of his life. Joe Christmas is "predestined” to ultimate
alienation; "fate" slowly turns the wheel of fortwme frustrating all

of Thomas Sutpen's attempts to realize his dream of success and

11Baynrd Sartoris, although the protagonist in Sartoris, as a
character does not dominate the novel.



aeceptance.iz The "predestination" of Calvinism and the "fate"
operating in classical tragedies are always in the background of
the tragic heroes' atitempts to work out their own lives within the
"damning” standards of Southern culture. Not & woman, but the
decisive forces of miscegenation and Calvinism or "a design" drive
the tragic heroes %o their ultimate doom,

In Light in August Calvinism13 can be seen as an integral part

of the punishment-, prayer-, or sex-incidents in Joe Christmas' life.

12?0:- & more detailed discussion of "predestination" e¢f., Alwyn
Berland,"Light in August: The Calvinism of William Faulkmer,"
Modern Fiction Studies, VIII (Summer 1962), pp. 159-170.

For & more detvailed discussion of "fate" c¢f. pp. 282-283 of
Ilse Dusoir Lind's "The Design and Meaning of Absalom, Absalom!™
reprinted in ¥illiam Faulkner: Three Decades of Criticism (New York:
Harcourt Brace, 1963), pp. 278-304.

13\ deteiled discussion of Calvinism in Light in August has been
done by the following e¢ritics., Willieam Van O'Connor notes that "a
Calvinistic spirit is the cenitral issue" in The Tangled Fire of William
Faulkner (Minneapolis: University of Minnesota Press, 1954), pp. T2~
T3; c¢f. also Ilse Dusoir Lind, "The Calvinistic Burden of Light in
August," New England Quarterly, XiX (September 1957}, pp. 307-329.

Alwyn Berland discusses "the Calvinism which conditions and
shapes the world of Joe Christmas" in "Light in August: The Calvinism
of William Faulkner," Modern Fietion Studies, VIII iSmer 1962),

. 159,

Cleanth Brooks in William Faulkner: The Yoknapatawpha Country
(New Haver: Yale University Press, 1963) refers to Joe Christmas
as "the sternest and most thoroughly dedicated 'Celvinist' in the
book," p. 65-66,




