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York: Random House, 1968), pp. 273-4
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Abstract

Based on aesthetics of psychology and combined with
social psychology, literary psychology and literary an-
thropology, this book focuses on explaining the causes of
the creation of William Faulkner’s fiction, their implied
meanings and their inner mechanisms in the psychological
sense, on discussing the mode of creation in the sense of
aesthetics and on opening out the secret of his highly suc-
cessful creations, so that a new point of view can be a-
dopted to better understand Faulkner and other fiction.

Starting with the development of the author’s crea-
tion, this book follows up the scent and traces the psy-
chology of his creation, holding the opinion that there ex-
ists an intuitive psychological tendency in Faulkner’s cre-
ation that the author is not aware of.

In the first chapter, we hold the opinion that it is an
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inferiority complex that leads the author to go beyond his
limitations and to reflect a deeper collective unconscious-
ness. According to Alfred Adler, a person with draw-
backs in physiology or who has suffered from trauma, will
unavoidably develop a sense of inferiority, which will
gradually accumulate into a sense of inferiority complex
that cannot be dissipated; and the deeper the inferiority
is, the stronger the superiority complex will become so
that the person can balance out this defect. Faulkner’s
novel creation and the themes he employed are closely re-
lated with his inferiority complex, which stems from his
disadvantages in culture, physique and origin. They are,
to some extent, the result of an inferiority complex,
which later developed into a kind of superiority complex,
caused by the author’s overcompensation due to his imag-
ined deficiencies. On the other hand, there is a psycholog-
ical tendency of the power of intuition in William Faulk-
ner’s creation that cannot be totally controlled by the au-
ther’s self-consciousness. This is what is called “autono-
my complex”, which guides the writer to go be}ond his
own limitations, and mirrors some even more profound

collective unconsciousness. Because of Southern America’
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s special history and politics and the novelist’s sufferings,
Faulkner, in the course of his creating career, was deeply
absorbed in the southern wasteland and invented Yok-
napatawpha County, making it a place where he could do
whatever he wanted to counteract the lack in his real life.
He concerned himself not only in the description of the
Southern spiritual wasteland, but also in extracting the
aesthetic meanings of the wasteland, both to him and to
human beings.

The three complexes mentioned above are the main
factors leading to Faulkner’s creation. Just on account of
these psychological reasons, Faulkner shows a strong
tendency of clear paradigm in his writing. His heroes are
mostly in the process of becoming adults, while his hero-
ines feature destruction and degeneration.

Owing to some psychological factors like inferiority
complex and subconsciousness, William Faulkner mani-
fests a strong psychological set and a clear paradigmatic
tendency in his novel creation, especially in characteriza-
tion and plotting, As laid out in Chapter Two, most of
the male characters he described are mainly in a strugg-

ling, anxious and conflicting situation when they are




4

FLEBEEFNYEE L

coming of age and in a state of puzzlement when they are
adults. Among all his fiction, the novelette The Bear is
the most representative, in which the plotting paradigms
and the implications are just like those in the coming of
age ceremony in the ancient times. Faulkner, however,
while making the best use of this special ceremony, trans-
formed this paradigm, thus enabling The Bear to come to
the fore from the traditional motif and to gain a deeper
significance. Faulkner employs this technique with great
finesse in his other novels and transformed and has tran-
scended the formularized method. The author also suc-
cessfully satisfied his readers’ reading anticipation, got a
ready response from them, and, simultaneously, took in-
to consideration the natural environment which mankind
relies on for existence, and the embarrassed plight the hu-
man beings will face in the near future. Based on all this,
Faulkner got the utmost out of literature and reached the
literary pinnacle.

Faulkner followed his female characters with much
interest in his novels; but the women, as described by
Faulkner, mostly, have a distorted disposition and suffer

many a setback during their lives. This is mainly because
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Faulkner, as a representative of masculine discourse, who
grew up in the south of America, changed the paradigms
into symbolic ones. It also has something to do with
Faulkner’s “autonomous complex” and inferiority com-
plex, and with his typical masculine discourse as a south-
ern American man,

The suffering paradigm of human beings in his novels
is the combined result of his wasteland complex and his
innermost consciousness of hardship.

Chapter Three concentrates on Faulknerf s psycho-
logical mechanisms. The author’s particular mechanisms
for weaving his novels, are owed to his autonomy com-
plex, his natural endowment, his family’s influence upon
him and on his deep unconscious.

First, owing to his autonomous complex, natural en-
dowment and psyche, William Faulkner gives expression
to a distinct consciousness of time and space in his novel
creation. This exceptional mechanism enabled Faulkner,
while employing a method “the stream of consciousness”
to arrange time and space at will, to transform the objec-
tive, invisible and abstract time and space, into a subjec-

tive, visible, vivid and specific text, and thus bring about




