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This article is devoted to the comparative typological research related to the
‘Underground Man, as featured in the works of E. Dostoevsky and W. Faulkner.
Based on the study of the phenomenon of moral alienation - the “underground”
embodied in the character of the storyteller in Dostoevsky’s novella, Notes
from Underground - we identify its reflection in Faulkner’s novel, Sartoris.
The relevance of this study is due to the importance of the “underground”,
which has not lost its significance in either Russia or the West. The character
of the Underground Man, admittedly archetypal, has become part of the
vocabulary of modern culture, and the novella Notes from Underground
is rightly called the prologue to twentieth-century literature. The novelty of
the present study is that, despite the existence of a number of works focused
on the study of the “underground” in the literary world of Dostoevsky, and the
wide scope for a comparative analysis of the works of Dostoevsky and Faulkner,
the problem of the “underground” has not previously been considered from
this perspective. This study draws on a number of methodologies alongside
the comparative typological, including the doctrine of archetypes originated in
late antique philosophy, the theory of archetypes first developed by C. G. Jung,
and the archetypal approach found in literary criticism. As the results of the
study show, in the archetypal character of the Underground Man, the model
of “underground” consciousness is clearly expressed (Man-god consciousness,
one’s own inconsistencies with the ideal, cruel self-punishment and
aesthetization of it, estrangement, and spiritual decay) and may be defined -
in a broad sense - at the stage of the formation of an “underground” worldview;
and in a narrower sense - when complete moral alienation results in a state
of “underground”. Idealization of the past, depicted in Sartoris (the “heroism”
of young Bayard, the symbolic “deafness” of old Bayard, the “serenity”
of Narcissa, the infantilism and desire to hide from life in a house surrounded
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by cedars demonstrated by her brother Horace), is functionally similar to the
feeling of “sublime and beautiful” by the Underground Man of Dostoevsky and
reflects the Man-god consciousness leading the characters of the novel to moral
estrangement (“underground” in the broad sense). In the character of young
Bayard, the “underground” matrix is fully realized, which allows us to define
him as the actual Underground Man (“underground” in the narrow sense).

Keywords: E. Dostoevsky, W. Faulkner, K. G. Jung, archetype, Underground Man

CraTbs MOCBAIIEHA CPABHUTEIBbHO-TUIIONIOTMYECKON XapaKTePUCTUKE «4elo-
BeKa 13 nopnonbsa» B TBopuectBe @. M. [loctoeBckoro u Y. ®onkuepa. Ha oc-
HOBe JICCTIefoBaHNs (peHOMeHa HpPaBCTBEHHOIO OTYY>KHCHUS — «IIOAIONbS»,
Hallle[IIero CBOe BOIUIOLIEHNE B XapaKTepe repos-paccKa3ymka MOBeCT! «3a-
IVICKY U3 MOANOMbs» J[OCTOEBCKOrO, pacKpbiTa CHelduKa ero OTpasKeHNs
B pomate DonkHepa «CapTopuc». AKTyalTbHOCTb UCCIIEOBaHMA 00YCTIOBIEHA
B2)XHOCTBIO TEMBI «IIOAIIO/NbsI», He YTPATHBIIeN CBOeil 3HAYMMOCTH HI B Poc-
cny, HY Ha 3amafie; 00pas «denoBeka U3 MOAIIONbsI», ABIAIOIIErocs, 110 001IeMy
MIPU3HAHMUIO, APXETUITNIECKIM, CTaJl YaCTBIO C/IOBAPS COBPEMEHHOI KYIbTYPbI,
a MOBECTb «3aMMCKY 13 MOATIONbS» CIPABE/INBO HAa3bIBAIOT IIPOJIOTOM K JINTe-
parype XX B. HayuHas HOBU3Ha MCCIEIOBAaHMA COCTOUT B TOM, YTO, HECMOTPS
Ha Ha/jy4ye MaccuBa paboT 1o U3ydeHMIo (peHOMeHa «IOAIIONbsI» B XYHOXKe-
CTBEHHOM Mupe JIoCTOeBCKOTO I HIMPOKOTO CIIEKTpa HallpaB/IeHNI1 COTIOCTAB)-
TE/IbHOTO aHa/3a mponssenernit [locroesckoro u PonkHepa, mpobdema «I1ox-
MOMbA» B MIX TBOPYECTBE B JAHHOM aCIeKTe TPAKTUYECKM He PaCCMaTPUBAach.
Metogmonorndeckumu 060CHOBaHMAMM HACTOSLIETO YICCTeLOBAHN SBJIAITCH,
KpOMe CPaBHMUTEIbHO-TUIIONIOTMYECKOTO METOMa, y4eHue 06 apxeTnmax, bepy-
Iljee HA4asIo0 B IIO3[JHEAHTUYHO (HUI0cOduY, TeOPUs apXETHUIIOB, BIIEPBbIe Pas-
paborannas K. I FOHrom, 1 apXeTUIIHBII IOAXOX B MuTeparypoBeneHnu. Kak
IIOKa3bIBAIOT Pe3y/IbTaThl MCCTIEHOBAHN, B aPXETUIINYECKOM 00pase «yeoBeKa
U3 TIOAIIONbSI» IPKO BBIpaXKeHa MOZE/b «IIOAIIOIBHOI0» CO3HAHNMA (YeI0BeK06Oo-
YKECTBO, COOCTBEHHOE HECOOTBETCTBIE U IealTy, )KeCTOKAsl CAMOKAa3Hb U 3CTETH-
3aLys ee, HPaBCTBEHHOE OTUY XK/IeHVe U [yXOBHBIIT pacraz), 0 KOTOPOM MOYKHO
TOBOPUTH B LIMPOKOM CMBIC/IE (Ha CTaJiyI}i CTAHOB/ICHUS «IIOAIIONBHOTO» MI-
POCO3epLaHys) U B Y3KOM CMBICTIE — IIPY IIOJTHOM HPaBCTBEHHOM OTYYIK/ICHUM
reposi B COCTOSTHUM «IIOAIONbsA». Bonomennaa B «Capropuce» ujeanmusanyus
IPOLIOro («repoyka» MONOZOro basppma, cMMBOMMYECKast «ITlyXOTa» CTapOro
Basppa, «6e3amsaTexxHocTh» Hapuyccesl, MHGAaHTIINSM U CTpeMIIEHNE YKPBITHCS
OT XXV3HU B JIOMe, OKPY>KEHHOM BMPIMHCKUMI MOXKXKeBelbHMKaMM, ee OpaTa
Xopeca) (pyHKIMOHAIBHO CXOHA C OLIYLIEHNEM «IIPEKPaCHOTO M BBICOKO-
ro» «4eloBeKa 13 IOANONbsI» [JOCTOGBCKOTO 1 OTpakaeT 4eJI0BEKOOOXKECTBO,
IpUBOJsAlee TepOeB pOMaHa K HPAaBCTBEHHOMY OTYYXK[CHUIO («IIOAIIONbe»
B IIVIPOKOM CMBICTIe). B 06pase monoporo basppaa «mopnonbHasg» MaTpuLa pe-
a/I30BaHa B IOJIHOI Mepe, YTO I03BOIsAeT TOBOPUTH O HEM KaK O COOCTBEHHO
«IIOfJIIOJIBHOM» Tepoe («IIOfIIONIbe» B Y3KOM CMBICTIE).

Kniouesvie cnosa: ©. Jocroesckmit, Y. ®onkuep, K. I. IOHT, apxernr, «gemoBex
U3 IIOJIIONIbA»
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Since the 1930s, the world of literary criticism has recognized the
existence of a system of connections in the works of Fyodor Dostoevsky and
William Faulkner: a number of researchers noted the undoubted influence
exerted by the literary heritage of Dostoevsky on the artistic world of the
American writer.

In particular, following the publication of Faulkner’s Sartoris, in one
of the responses to this work, it was noted: “As in the novels of Dostoevsky,
to whose work Mr. Faulkner’s is most akin, the accidents, indignities and
heroisms of his characters become more than themselves, become symbols
of ‘the blind tragedy of human events, the garments and the adventures of
the soul” [Critical Essays on William Faulkner, p. 126].

With the release of Sanctuary in 1931, references to Dostoevsky’s
presence in Faulkner’s prose were further developed. Thus, R. Chapple
points to “the Dostoevskian atmosphere of Faulkner’s world” and mentions
an early review of Sanctuary entitled Dostoyefsky’s Shadow in the Deep
South, whose author, John Chamberlain, “wrote that the novel’s nearest
analogue was “The Brothers Karamazov’ rather than any work of American
fiction” [Chapple, p. 5].

For researchers, the influence of Dostoevsky on Faulkner was apparent,
although, at that time, probably due to the American author’s “love of the
mystification’, “[Faulkner] denied having read Dostoevsky at all” [Bloshteyn,
p. 72]. As has been noted, there were various editions of Dostoevsky’s works
in Faulkner’s library, and “he read Crime and Punishment before writing
Sanctuary... Sartoris, The Sound and the Fury, As I Lay Dying... should
also bear the stamp of Raskolnikov” [Weisgerber, p. 182]. Later, in response
to a question about what he thought of Dostoevsky, Faulkner stated bluntly:
“He is one who has not only influenced me a lot, but that I have got a great
deal of pleasure out of reading, and I still read him again every year or so.
As a craftsman, as well as his insight into people, his capacity for compassion,
he was one of the ones that any writer wants to match if he can. That’s — he was

»

a one who wrote a good Kilroy Was Here...” [Gwynn, Blotner, p. 6].

Dostoevsky - Faulkner: Comparative Studies

Understanding the impact of Dostoevsky’s literary heritage on the
development of world literature, and, in particular, his undoubted influence
on Faulkner’s artistic world, we consider the comparative analysis of the
works of Dostoevsky and Faulkner to be a promising avenue of inquiry.

Existing comparative studies devoted to Dostoevsky and Faulkner can
be exemplified by a number of works on a wide range of problems, such as:
literary genre development (Dickens, Dostoevsky, and Faulkner) [Guerard];
types and functions of storytellers [Cremansn, 1986]; detective story as
parallel structure [Rabinowitz]; existential problems (Dostoevsky, Sartre,
Camus, Faulkner) [Kellog]; religious feeling and religious commitment
(Faulkner, Dostoyevsky, Werfel, and Bernanos) [Smith], literary meaning
of kenosis [Rommel]; humor (Dostoevsky, Faulkner, and Beckett) [Pisani];
poetics of suicide [Abernathy]; duality [Bricker]; “accidental family”
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(Dostoevsky) and ruined Southern family (Faulkner) [Panax-Mauuknnal;
Dostoevsky’s impact on southern writers (O’Connor, McCullers, and
Faulkner) [Saxton], etc. As for Dostoevskian traditions in Faulkner’s artistic
world (the desire to explore the breadth of human moral nature, staging the
man in extreme and exceptional circumstances, describing him in a state
of moral search, intense internal struggle with himself, a pervasive
psychology by using a “stream of consciousness” in the transmission
of the spiritual life of the characters), one must acknowledge the works
of a number of researchers [Anacracbes; Koctakos; Hukomokun; Poma-
HOB, 2015; Coxpsikos; CremaHsH, 2010].

Underground Man and Perspectives of an Archetypal Approach

This article is devoted to another important area of comparative study
devoted to the works of Dostoevsky and Faulkner, namely the reflection of
Dostoevsky’s Underground Man in Faulkner’s work.

It must be noted that the “underground” is considered the key problem
of Dostoevsky’s works from his first novel, Poor Folk (1846), or the short
story, Mr. Prokharchin (1846) [Pomanos, 2016], though it is in Notes from
Underground (1864) where it was first properly expressed. Notes from
Underground was a pivoting point in Dostoevsky’s literary career; it became
the prologue to his subsequent five novels. Furthermore, it is generally
acknowledged that without this prologue, Crime and Punishment, The Devils,
and The Brothers Karamazov cannot be properly understood [Posanos].
Moreover, the character of the Underground Man had a strong impact on
the appearance of a number of “underground paradoxalists” in the literature
of the 20" century [Tapum, c. 370]; “the term ‘underground man’ has become
part of the vocabulary of contemporary culture, and this character has now
achieved - like Hamlet, Don Quixote, Don Juan, and Faust - the stature of
one of the great archetypal literary creations” [Frank, p. 310].

In the “analytical psychology” of C. G. Jung, who developed the theory
of archetypes from its foundations in ancient philosophy (the concept
of “archetype” was borrowed from St Augustine), they are defined as the
original, innate mental structures, images (motives) that make up the content
of the so-called “collective unconscious” and underlie the universal human
symbolism of dreams, myths and other creatures of fantasy, including art.
Archetypes are not the images themselves; they are only models of images,
their psychological premises, their opportunity. A prototype is only capable
of receiving content characteristics when it is updated in consciousness
and filled with the material of conscious experience. So, highlighting the
Mother archetype, Jung noted that this archetype, like any other, “appears
under an almost infinite variety of aspects” and mentioned only some
typical forms: “the personal mother and grandmother, stepmother and
mother-in-law”, “a nurse or governess or perhaps a remote ancestress’, “the
goddess, and especially the Mother of God, the Virgin, and Sophia’, “the
Church, university, city or country, heaven, earth, the woods, the sea or any
still waters, matter even, the underworld and the moon” [Jung, p. 15].
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As S. Averintsev noted, although Jung tried to outline the systematics
of archetypes, he still did not consistently reveal the interdependence
of mythological images as products of primitive consciousness and
archetypes, as elements of mental structures, sometimes understanding this
interdependence as an analogy, or as an identity, rather than as the birth of
one by another. Therefore, in later literature, this term was used simply to
denote the most general, fundamental, and universal mythological motifs,
the initial patterns of representations, which underlie any artistic (including
mythological) structures, without requiring a mandatory connection with
Jungism [ABepuHIeB].

In Russian literary criticism, the importance of an archetypal approach
to understanding Russian literature (as part of world culture and for
literary research in general) was noted. So, a hypothesis about the presence
of a special Easter archetype and its special significance for Russian culture
was put forward, and its manifestation in the novel Crime and Punishment
was considered [Ecaymos]; it was recognized that the categories of
conciliarity, law, and grace, although not new in the thesaurus of Russian
spiritual thought, had for the first time become categories of philological
analysis [3axapoB].

According to American scholars, Faulkner’s attitude toward the
“collective unconscious”, due to his special creative temperament,
personal experience and the experience of his family, incorporating
a time period from the first conquerors to decadent civilization, gave rise
to the complex symbolism in his works, “much of which is archetypal”
[Kerr, p. 8]; Faulkner’s major characters (Thomas Sutpen, Quentin
Compson, and Joe Christmas) were studied in terms of the Jungian hero-
archetype [Miller]; Flem Snopes’s atmospheric rise to spectacular wealth
and his ultimate demise at his own hands fits Faulkner’s own heroic
archetype [Bodmer].

To describe the embodiment of Dostoevsky’s Underground Man in
Faulkner’s artistic world, we analyse Notes from Underground (where
the core traits of the archetypal character of the Underground Man are
presented and the archetypal model of the Underground Man’s behaviour
is given) and consider Faulkner’s Sartoris (the first really mature work of
Faulkner) in terms of “underground” manifestation.

Underground Man as an Archetypal Character

The archetypal traits are manifested in the Underground Man at two
levels of the embodiment of the “underground” phenomenon: in the
broadest sense — at the level of general expression of an “underground”
psychology; and in a narrow sense - at the level of the “underground” itself.

The Underground Man is distinguished by a tragic perception of life
and a keen attention to its negative, ugly sides. Such a vision of the
world puts him out of the ordinary; resentment towards life makes him
a vulnerable outsider, a tragic loner. Opposed to the tragedy of being,
in the mind of the Underground Man, is the Man-god consciousness with
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the ideals of «Bcero mpekpacuoro u Beicokoro» [[loctoeBckuit, c. 102]%,
where the hero of the novella seeks to escape. From the height of «sce-
IO MPEKPACHOTO U BBICOKOTO», «HEIIOCPENCTBEHHbIE JIIORN U JiesITeN»
[Tam >xe, c. 101]* seem despicably low to him; inside the Underground
Man, there is a desire to change their life in accordance with his own
aestheticideals by subordinating everyone to his will (a kind of “Napoleon”,
«gecnioT B fyure» [Tam ke, c. 140]°). In real life, the Underground Man
realizes his own discrepancy with the ideal (this contradiction causes his
duality - the tragic split of his consciousness) and therefore betrays self-
punishment, self-abasement. His position in society is even lower than
the position of a “normal” person despised by him. It should be noted that
this is one of the metaphorical meanings of the “underground”, which
is revealed through cyclically mediated antinomies: “direct persons and
men of action” - “sublime and beautiful” - “underground” - “direct
persons and men of action”. The act of voluntary self-abasement is
crucial for the “underground” phenomenon in this cycle. So, it becomes
obvious that “underground” is a synonym for self-abasement. Another
metaphorical meaning of “underground” can be described as something
which is hidden and does not immediately open. The Underground
Man was panicky, afraid that others (society people) could get to know
about the meanness of his non-compliance with the “hero’, so the desire
to hide his true “I” becomes one of the most important tasks for him.
In order to hide his essence, the Underground Man constantly wore
masks of the “spiteful official”, the “independent” or the “proud” one,
and the “gentleman”; without a mask, his appearance in the world was
unthinkable. The constant wearing of masks, the struggle of his living
personality with the Man-god consciousness caused bitterness, non-
acceptance of the world around him and its curse, and gave rise to his
desire to leave, to find peace. This peace, removing him from the outside
world, was his transition “underground”.

This transition was made gradually, but its inevitable result was that the
inner world of the Underground Man turned out to be directed exclusively
inwards. This circumstance entailed a change in his consciousness, making
it “underground’, i. e. perverted. Having abandoned the «xuByio >xu3np»
[Tam xe, c. 176]*, the Underground Man began to look for its substitutes
and find them. All his “underground” adventures, «TemHbIil, TOA3EM-
HBIII, TafIKUI1 — He pasBparT, a pasBparumko» [Tam ke, c. 127]°, reading
and daydreaming, “hugs” with the society represented by his headmaster
Setochkin, etc. crowned with refined sadomasochism, givea clear description
of the “underground” being. Plunging into the “underground” would not

1 ¢

of all that is ‘sublime and beautiful”” [Dostoevsky].
2 “direct persons and men of action” [Dostoevsky].

* “a tyrant at heart” [Dostoevsky].

* “living life” [Dostoevsky].

> “loathsome vice of the pettiest kind” [Dostoevsky].
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have been possible without the philosophical justification of this anti-
faith — the totally corrupting militant rationalism which constitutes the core
of cynical amoralism - fundamentals of the “underground”. The aesthetic
justification of the “underground” was to give personal humiliation a poetic
form; in this aesthetization there lies «cOx TOro cTpaHHOTrO HaCTaX/EHNUS»
[HocroeBckmit, c. 105], «HacmaXkieHue. .. OT CIMIIKOM SIPKOTO CO3HAHMS
cBoero yHyokeHnsa» [Tam xe, c. 102]7. Being “underground”, Dostoevsky’s
character gradually loses many of his human traits, his personality traits,
and becomes consistent with his own definition of “underground” («upas-
CTBEHHOe pacTieHue B yrmy» [Tam e, c. 178]%). Voluntarily depriving
himself of a “living life”, the Underground Man is not able to restrain his
appeal to “gentlemen’, to an imaginary audience: «Pa3Be MOXXHO 4YeoBeKa
6e3 mema Ha COPOK JIeT OTHOTO OCTaBIATh?» [Tam xe, c. 121]°. Possessing
the gift of a thinker, he sees the problem of the “underground” for many
people isolated in society. He realizes that it is not the “underground” that
is better, but something else that will open, perhaps, to people, but only
after his death.

Thus, the “underground” should be understood as the alienation of the
inner life of the individual from the spiritual being of other people; as the
impossibility of the contact of souls, which occurs only in communication
with society; as the rejection and cursing of the world. The “underground”
is the orientation of the inner world of the individual towards himself;
it is egocentrism, amoralism, the decomposition of all human qualities and,
ultimately, the spiritual death of a person.

Being the bearer (“in his soul”) of the anti-Christian state - the
“underground” and, following in his mind an invariable, “mathematical”
model of “underground” behavior, the Underground Man undoubtedly
goes beyond the novella Notes from Underground and acts as an archetypal
character that significantly influenced all subsequent works of Dostoevsky
and world literature as a whole.

Faulkner’s Sartoris as a Reflection of “Underground”

The significance of Sartoris for Faulkner’s work is as difficult to
overestimate as the significance of Notes from Underground for Dostoevsky’s:
the novella of the Russian writer was a precursor of his five great novels,
and Sartoris (published in a shortened form after being rejected by eleven
publishers) was the beginning of the immortal Yoknapatawpha saga.

It should be noted that unlike in Notes from Underground, in Sartoris,
there is no character that embodies the “underground” phenomenon in the
same way as the Underground Man. Nevertheless, it is obvious that in the

¢ “the savor of that strange enjoyment” [Dostoevsky].

7 “enjoyment... from the too intense consciousness of one’s own degradation”
[Dostoevsky].

8 ”morally rotting in the corner” [Dostoevsky].
° “How can a man be left with nothing to do for forty years?” [Dostoevsky].
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characters of Faulkner’s Sartoris, there is an expression of traits inherent in
the archetypal character of Dostoevsky’s Underground Man.

The book opens with a meeting of two old men - Bayard and Falls - over
who hangs “the spirit of the dead man” - the father of old Bayard Sartoris,
a legendary person, who left an indelible mark on the minds of those
remembering him. This spirit of the late Colonel John Sartoris, Faulkner
persistently repeats (three times in one paragraph) is “far more palpable”
[Faulkner, p. 1-2] than old Bayard and Falls.

Thus, the past in the novel looks more alive than those living. Colonel
John Sartoris is described as a giant, while those living in the present,
old Bayard and Falls, seem to be “punier things” [Ibid., p. 2]. Faulkner’s
idealization of the past (“Southern Myth” [Howe]) is obvious, and this
idealization is extremely important when considering his work in terms of
the embodiment of the “underground”: there is a parallelism between the
“Southern Myth” and the “sublime and beautiful” of the Underground
Man; both phenomena are used to become a kind of “Napoleon” and rise
above others.

It should be noted that the realization of the “underground” in Faulkner’s
novel can be found in a number of characters, but it is young Bayard Sartoris
in whom it can be most clearly traced.

Young Bayard Sartoris

Like many characters of the novel, young Bayard is undoubtedly
charged with idealizing the glorious past of the South. Bayard is the most
tragic figure in the novel, and his tragedy is stipulated by psychological
splitting. This character is the closest to Dostoevsky’s Underground Man.
Bayard’s very first appearance in the novel is of an “underground” nature -
his meeting with old Bayard on the threshold of his native home takes place
in the late evening, as if “sneakin”. According to old Bayard’s coachman and
butler, Simon, young Bayard was “sneakin’ into town on de ve’y railroad
his own gran-pappy built, jes’ like he wuz trash” [Faulkner, p. 5]. It is
symbolic that, on arriving by the two oclock train and jumping not onto
the platform, but on the “wrong side” of the car, Bayard immediately “lit out
though de woods” [Ibid.] (as Simon said) to the cemetery, where his twin
brother John had been buried. Making his way to the cemetery, he thought,
first of all, about his brother fallen in battle right before his eyes. After his
twin brother’s death, Bayard returns from the war spiritually dead — which
is why, barely stepping on his native land, he goes to the cemetery.

Brother John reflects Bayards desire and even the (somewhat
mythological in his memories) embodiment of an ideal, while Bayard
himself is largely inferior to John. There is a parallelism of oppositions of
names in the novel: the opposition of twins’ names John (“sublime”) and
Bayard (“down to earth”) is a reflection of the other opposition - John
Sartoris (“ineradicable”) and old Bayard (referring to “punier things”).
And while the legendary Colonel John Sartoris and old Bayard are at least
formally somewhat separated in time, the twin brothers placed in the same
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temporary stream are adjacent and even more vividly show the tragedy of
the Southern Myth.

Everything that happened to Bayard upon his return home is evidence of
the extinction of the ideal his dead brother embodied and to which Bayard,
even in his disbelief, sought. Probably, while his brother was alive, Bayard
was still in a certain spiritual balance. The fortitude of his brother John was
the same as that of his great ancestor, John Sartoris (“ineradicable”); for the
young Bayard, it was only an aesthetic ideal, to which, by family tradition,
although he aspired (not to concede to his more valiant brother), but could
not fully believe. In his hesitations from ideal to unbelief, he, deep down,
considered the ideal to be simply stupid.

Amoralism makes Bayard’s perception of the world tragically gloomy,
and in this way he is very close to Dostoevsky’s Underground Man. Upon
arriving home after his visit to the cemetery, young Bayard comes out to his
grandfather “from the lilac bushes beside the garden fence” as “a tall shape”;
“His eyesockets were cavernous shadows” [Faulkner, p. 43]. And through
this spiritual emptiness he will have to come into contact with the life of
his native town, to which he has already become alien; it seems to him an
absurd, gloomy pile.

The Underground Man escaped from reality by diving into the “sublime
and beautiful”. Bayard does not have such an opportunity because, with
the death of his brother, the ideal is destroyed. An alternative to life for
him is a chain of crazy actions in which he is involved because of his
inconsistency with the ideal. Bayard cannot help realizing that the madness
carrying him away will entail victims. He also knows that the first and most
probable victim is going to be himself. He anticipates the coming physical
and spiritual pain, which will arrive with a feeling of emptiness after the
meaninglessness of perfect and unnecessary victories. With that greater
force young Bayard is drawn into madness, and in this madness, a kind of
“strange enjoyment” of his own degradation, similar to the one felt by the
Underground Man.

For Bayard, an alternative to alienation could be unity with nature in
the circle of ordinary, repetitive concerns of the white master: “For a time
the earth held him in a hiatus that might have been called contentment”
[Ibid., p. 203]. But even then, Bayard could not completely get rid of the
fear that haunted him since the war, turning him into a “trapped beast”
(the feeling of fear is compared with bouts of nausea), and after having
“found himself with nothing to do” his “contentment” gave way to a sense
of “savage despair” with “the lost valleys, among black and savage stars”
[Ibid., p. 205].

And the accident, when Bayard’s racing car crashed, was not slow to
occur. It was an eventual reflection of Bayard’s spiritual state. And soon, in
a new accident, his grandfather (old Bayard) dies in a racing car and thus,
eventually brings Bayard to the finish line of his own death.

It overtakes him far from home: Bayard agrees to test a dubious aircraft
dooming himself to death in advance under the entreaties of a mad inventor.
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Old Bayard Sartoris

Old Bayard belongs to the “punier things” and, therefore, does not
have enough of the qualities of Colonel John Sartoris (“ineradicable”). It is
symbolic that he dies “inside out” — of a heart attack in his grandson’s car,
and not, like many of the Sartoris family, in the saddle, of a bullet, or because
of military wounds.

At the same time, old Bayard constantly hears the breath of his father. He
is all in the grip of the past and would probably like to live up to his glorious
ideals. But he, like young Bayard, is not given the opportunity to approach
his father, John Sartoris (“ineradicable”). In his symbolically long, colorless
life, old Bayard suffers only defeats, although he seems to still belong to the
“fathers” of the town and, according to tradition, is “saluted” by “one or
two passers... and a merchant or so in the adjacent doorways... with a sort
of florid servility” [Faulkner, p. 3]. There are many defeats in his real life.
So, his own grandson, like “gasoline-propelled paupers” (whom Colonel
Sartoris wouldn’t give a cent from his bank), puts a long rumbling monster
into the seemingly unshakable way of life of old Bayard - the car in which
he eventually dies. Representatives of the white “trash”, the Snopes family,
penetrate the Sartoris bank, and old Bayard is not able to do anything.
The only thing he can do is to seem even more deaf, to go into symbolic
deafness, as if into a tower of ivory (“his deafness seemed more pronounced
than usual” [Ibid., p. 93]. The walls of this tower can be manifested either
by loud conversations of completely deaf old men - Bayard and Falls, or
by a monumental walking triad (Bayard, a horse, and an old setter), or by
frequent immersions in the peace and silence of “ancient disused things”
[Ibid., p. 89] in the attic of his own house.

The life of old Bayard looks hopeless, meaningless. The window, where
they sit with Falls, opens onto the wasteland of “rubbish and dusty weeds”
[Ibid., p. 219] which is their life horizon. Old Bayard’s tower of deafness is,
thus, a symbol of the “underground” associated with death.

Narcissa and Horace Benbow

A characteristic feature of Narcissa, repeatedly mentioned by Faulkner
throughout the novel, is her “aura of grave and serene repose in which she
dwelt” [Faulkner, p. 93]. Even assuming that Narcissa does not live in the
past, it seems obvious that, in her “serenity”, she clearly does not exist in the
present either.

The main characteristic of Horace Benbow is infantilism, “fine and
delicate futility” [Ibid., p. 161]. After arriving in his native town with
“an astonishing impedimenta of knapsacks and kit bags and paper-wrapped
parcels” [Ibid.] making up a glass-blowing apparatus (a “military” trophy
from Europe), Horace instantly hides in the shell of his house among cedars
reliably protecting him from reality. His profession, as a lawyer (capable
of providing money), serves as a material wall separating him from the
world. And soon he is building a speculative love castle with a married, but
bored woman called Belle. Due to this, a temporary gap occurs between
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brother and sister. Narcissa who has been accustomed to pushing Horace
away since she was a child (in his childhood, if Horace was naughty, he was
threatened with complaints being passed on to Narcissa) cannot accept the
fact that he “had definitely gone his way” [Faulkner, p. 258], that is, turned
to Bell. And Bell enveloped “him like a rich and fatal drug, like a motionless
and cloying sea in which he watched himself drown” [Ibid., p. 257].

Thus, both Narcissa and Horace are alienated in the house among cedars
under which grass never grows and insects are never found. Its symbols are
dusk and ever-growing daffodils scattered around. This house is a literal case,
which, according to the ethics of Horace, contains the meaning of the world.

In the relationship between Horace and Bell, and Narcissa and young
Bayard, the carnival of alienation is realized when Horace and Narcissa
begin to play new roles: Horace acts as a kind of philosopher near “tragic
and young and familiar with a haunting sense of loss” [Ibid., p. 195] Bell,
and Narcissa, appearing as a nurse, try to envelop the insensible young
Bayard with waves of affection.

The reflection of the “underground” phenomenon in Faulkner’s
Sartoris is as follows. Firstly, it should be recognized that the idealization
of the past embodied in Sartoris is functionally similar to the “sublime
and beautiful” of Dostoevsky’s Underground Man. Both the idealized
past and “sublime and beautiful” contributed to the spiritual alienation
of the “underground” characters from a “living life” and led them into
the world of illusions. Therefore, there is no doubt that the daydreaming
and “heroics” of the Underground Man, like the “heroics” of young
Bayard, the symbolic deafness of old Bayard, the serenity of Narcissa,
and the infantilism and desire to hide from life in a house surrounded by
cedars of her brother Horace all have the same function. All these serve
the alienation generated by idealizations diverging from a “living life”
These characters (with the exception of young Bayard) can be considered
“underground” in a broad sense.

Secondly, young Bayard, like Dostoevskys Underground Man,
tragically realizes his inconsistency with the ideal and mercilessly executes
himself. The things that young Bayard does in order to conform to the
ideal are doomed to failure in advance, similar to those attempted by the
Underground Man, and, ultimately, bring him only physical and moral
suffering. Thus, as is typical for the “underground,” enjoyment from too
intense consciousness of self-degradation is realized.

Thirdly, the tragic split of consciousness inherent in “underground”
characters found its embodiment in the novel. So, young Bayard wears
a mask of a brave man to conceal from others his discrepancy with the
ideals of patrimonial honor and, moreover, his own spiritual failure; in his
split consciousness, there is an incessant tense dialogue bringing him to
“underground” fatigue.
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Finally, complete spiritual alienation (when young Bayard “doesn’t seem
to be glad, or sorry, or anything” [Faulkner, p. 298]) is inevitably associated
by Faulkner not only with spiritual, but also physical death. We consider
young Bayard to be a proper “underground” character, or a voice of the
“underground” itself.

Thus, we note the broad realization of the “underground” phenomenon
in Faulkner’s Sartoris: idealization, inconsistency with the ideal, self-
punishment and self-humiliation, alienation, moral decay, spiritual and
physical death.
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