
Introduction

iN 1925 at the age of twenty-seven William Faulkner,
who had been almost exclusively a poet, began to publish
fiction. During that year, in which he lived for six
months at New Orleans, he contributed a group of
sketches to a New Orleans literary magazine, The Dou-
ble Dealer, and sixteen signed stories and sketches to the
Sunday feature section of the New Orleans Times-
Picayune.

He had ended one phase of his life shortly before he
reached New Orleans: on October 31, 1924, he had
resigned from his job as postmaster at the University of
Mississippi. His three years spent in the post office had
not been predominantly pleasant, and immediately after
his resignation he had made his now famous remark about
the relief of being no longer at the beck and call of
everyone who, in that day of cheaper postage, had two
cents. He also had seemed glad to be free to give full
time to writing—free again, as he had told his friend Ben
Wasson the day after he had resigned, to be outdoors
watching the color of life, taking pipe and paper to
dream and write. He had added in his comments to Was-
son that he intended never again to be controlled by the
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clock or by the daily routine of conventional employ-
ment.

Another friend, Phil Stone, recalled that Faulkner had
gone to New York before the post office job partly in
order to be nearer publishers who might accept his
poetry. With the postmastership ended, he had decided
to go to Europe, in part perhaps, Phil Stone suggested,
on the principle that one way to get literary recognition
in the United States was to get it abroad, a principle
which had already served Robert Frost—and much later
was actually to serve Faulkner.

He may also have decided to go abroad in reaction to
what he felt then was the low state of literary life in the
United States, of which he spoke sharply in an essay
published by the New Orleans Double Dealer almost as
soon as he reached the city, saying that literary criticism
was much better in England than in America:

Of course there are in America critics as sane and tol-
erant and as soundly equipped, but with a few excep-
tions they have no status: the magazines which set the
standard ignore them; or finding conditions unbear-
able, they ignore the magazines and live abroad. In a
recent number of "The Saturday Review" Mr. Gerald
Gould, reviewing "The Hidden Player" by Alfred
Noyes, says:

"People do not talk like that ... It will not do to
set down ordinary speech of ordinary people; that
would generally be dull. . . To give the deadly detail
is misleading." Here is the essential of criticism. So just
and clear and complete: there is nothing more to be
said. A criticism which not only the public, but the
author as well, may read with profit. But what Ameri-
can critic would let it go at this? . . . The English re-
view criticizes the book, the American the author. The
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American critic foists upon the reading public a dis-
torted buffoon within whose shadow the titles of sun-
dry uncut volumes vaguely lurk. Surely, if there are
two professions in which there should be no profes-
sional jealousy, they are prostitution and literature.

Whatever his reasons, Faulkner seems to have made
clear as he left Oxford that he was leaving the country;
for the author of a "Hayseed Letter" in the University
of Mississippi student newspaper on December 5, 1924,
had said that Faulkner had "done give up the post offise
. . . It is rumored that Bill will retire to some tropic
iland, lay in the sweet smelling locust leaves and gourd
vines and indite sonnets to the pore helpless world, which
no one can diagnose." The town newspaper had said,
more soberly, "Reports are current that Mr. Falkner will
go abroad in the near future." Additional evidence refut-
ing the occasionally expressed opinion that Faulkner
went to New Orleans with the intention of settling into
the literary group surrounding Sherwood Anderson is in
the review of his book The Marble Faun, which John
McClure wrote for the Times-Picayune almost as soon
as Faulkner reached New Orleans: "This reviewer be-
lieves that Mr. Faulkner promises fine things. He is soon
off for Europe."

But he postponed his embarkation and began almost at
once to write the sketches and stories which are reprinted
here. Previously he had published two pieces of fiction—
a story and a short sketch, both in the University of Mis-
sissippi student newspaper. He had tried his hand at
drama in at least one unpublished college play and in
Marionettes, which he "published" himself during 1920,
hand-lettering the booklets, skillfully illustrating them
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somewhat after the manner of Aubrey Beardsley, and
giving them to a few friends.

He had also written a large quantity of poetry: The
earliest of his literary works which I have been able to
identify is a poem—which he had written in 1918 for
publication while he was in pilot training at Toronto. The
next year he had published a poem in The New Republic.
A poem of his had appeared in The Double Dealer in
1922, and many others in the annual and the newspaper of
the University of Mississippi during his years there as
student and as postmaster. He had prepared part of a vol-
ume of poems, then called The Greening Bough, which
was to appear a decade later, and had just brought out, at
the end of 1924, his first book of poetry, The Marble
Faun, with an introduction by Phil Stone.

Though he must have felt some disappointment be-
cause his poetry was not being more widely published, he
had kept his sense of humor: when The New Republic,
which had accepted "L'Apres-Midi d'un Faune," had re-
turned other poems, Faulkner and Stone as a joke had
submitted a poem by John Clare without identifying its
author. After it had been rejected, they had submitted
"Kubla Khan" and had been amused when the editor, in
returning that poem also, had said: I like it, Mr. Cole-
ridge, but it doesn't seem to be getting anywhere.

Faulkner's poetry, published and unpublished, and his
early critical essays show that he had been interested in
the work of, among others, Shelley, Keats, Verlaine,
Housman, Eliot, Pound—and Swinburne, whom he
called, in a review for the college newspaper, "a mixture
of passionate adoration of beauty and as passionate de-
spair and disgust with its manifestations and accessories
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in the human race." Other reviews he wrote for the col-
lege paper showed his admiration for Conrad Aiken—a
"rift of heaven sent blue"—as well as his disapproval of
poetry by Vachel Lindsay and Carl Sandburg. Of Amy
Lowell he wrote in 1921 that she "tried a polyphonic
prose which, in spite of the fact that she had created
some delightful statuettes of perfectly blown glass, is
merely a literary flatulency."

Through the publication by The Double Dealer of his
poem "Portrait" in 1922, while he was postmaster, Wil-
liam Faulkner had made his first slight connection with
the literary life of New Orleans. When he reached the
city three years later he found the magazine's office, in
an old building at 204 Baronne Street, to be one of the
focal points for the literary people of the city. And he
found in one of its editors, John McClure, a man who
would be an active sponsor and friend for many years.
McClure's remarkably perceptive reviews were a feature
of The Double Dealer; and his regular column, "Litera-
ture and Less," in the Times-Picayune made its Sunday
issues outstanding among American newspapers which
published book pages. McClure had been a force on The
Double Dealer staff since its founding three years before
Faulkner's arrival in New Orleans.

Among the magazine's authors were Sherwood Ander-
son, Hart Crane, John Crowe Ransom, Djuna Barnes,
Robert Penn Warren, Maxwell Bodenheim, Carl Van
Vechten, Hamilton Basso, Donald Davidson, Richard
Aldington, Mark Van Doren, Ezra Pound, Malcolm Cow-
ley, Thornton Wilder, Allen Tate, and Edmund Wilson.
The editors and publishers of The Double Dealer were
proud in later years that they early had printed the work
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of both Hemingway and Faulkner—so early, in fact, that
when a sketch by Hemingway appeared in May, 1922,
the magazine's notes on contributors said of him: "Ernest
M. Hemingway is a young American writer who lives in
Paris and enjoys the favor of Ezra Pound. He expects
shortly to bring out a book of poems."

One of The Double Dealer founders, Albert Gold-
stein, recalling that the magazine had been intended not
only to encourage new writers but to prove to H. L.
Mencken the error of his contention that the South was
without culture, has pointed out that it accomplished
both missions; for in its six years of existence it not only
established an admirable list of "firsts" among authors but
impressed Mencken enough for him to write in The
Smart Set that The Double Dealer was delivering the
South from a cultural swamp.

Examination of the issues of The Double Dealer
quickly makes clear that the people who ran it—with
whom William Faulkner associated in the early months
of 1925 and again in 1926 after he returned from Europe
—were extremely aware of the intellectual and aesthetic
currents which were making the twenties so important
in American literary history. And with our knowledge
of Faulkner's subsequent writing it is pleasant to read in
The Double Dealer a prophetic editorial, first published
in 1921 and republished in a 1924 memorial issue, in
which Basil Thompson, almost as though he could fore-
see Faulkner's career, said:

It is high time, we believe, for some doughty, clear-
visioned penman to emerge from the sodden marshes of
Southern literature . ..

It is no idle conceit to hazard that some Southern
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Sherwood Anderson, some less tedious Sinclair Lewis,
lurks even now in our midst . . . There are hundreds
of little towns in Alabama, Mississippi and Louisiana
fairly bubbling with the stuff of stories . . . The old
Southern pot-boiler must go out—the lynching-bee,
little Eva, Kentucky Colonel, beautiful Quadroon stuff
—a surer, saner, more virile, less sentimental literature
must come in. By all the symptoms the reaction is near
at hand.

Sherwood Anderson was clearly the greatest celebrity
in what Faulkner, years later, would call "our small New
Orleans group." Early in 1922 Anderson had lived briefly
in New Orleans, taking a room in the French Quarter
and reporting that he had come to New Orleans "because
I love something basically cultural in the life here, be-
cause there is published in this city the Double Dealer"
He had gone on in the same essay to urge other artists
to come to New Orleans:

. . . I address these fellows. I want to tell them of
long quiet walks to be taken on the levee in back-of-
town, where old ships, retired from service, thrust
their masts up into the evening sky. On the streets here
the crowds have a more leisurely stride . . . I stick to
my pronouncement that culture means first of all the
enjoyment of life, leisure and a sense of leisure. It
means time for a play of the imagination over the facts
of life, it means time and vitality to be serious about
really serious things and a background of joy in life in
which to refresh the tired spirits.

In a civilization where the fact becomes dominant,
submerging the imaginative life, you will have what is
dominant in the cities of Pittsburgh and Chicago today.

When the fact is made secondary to the desire to
live, to love, and to understand life, it may be that we
will have in more American cities a charm of place
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such as one finds in the older parts of New Orleans
now.

In the summer of 1924, after Anderson had married
Miss Elizabeth Prall, he had returned to New Orleans
and settled with a feeling of permanence in the French
Quarter, renting on the second floor of the upper
Pontalba Building an apartment which he called a "grand
place," overlooking Jackson Square.

Faulkner had first met Sherwood Anderson during a
brief trip to New Orleans late in 1924. Visiting his friend
Ben Wasson at Greenville, Mississippi, • Faulkner had
spoken of his great admiration for Anderson's volume of
stories, Horses and Men, saying that Anderson's "I'm a
Fool" and Conrad's Heart of Darkness were the two best
stories he had ever read. When Faulkner had added that
he would like to meet Anderson, Wasson had pointed
out that Anderson was in New Orleans and that Faulkner
already knew his wife, Elizabeth, for whom Faulkner had
worked briefly in a New York bookstore before her mar-
riage. Wasson had urged him to go to New Orleans and
call at the Andersons' apartment. Faulkner had done so,
and his introduction to Anderson had become the basis
for Anderson's sketch "A Meeting South," which de-
scribes the first evening Anderson spent with a new
acquaintance who is certainly Faulkner.

After a return to Oxford, Faulkner came again to New
Orleans at the start of the new year, 1925, this time to
look for passage on a boat to England. He became a guest
in the Andersons' large Pontalba apartment. He was very
happy there, appreciating Mrs. Anderson's concern for
his welfare and enjoying the company of Anderson's son.
Sherwood Anderson himself was away from New Or-
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leans, lecturing in several states and writing in New
York.

Faulkner registered with a shipping office for passage
to Europe as soon as it was available. He expected to be
able while waiting for a boat to live in the Quarter on
one dollar a day and hoped to earn the money by writing.
As soon as he finished the first of his short sketches of
New Orleans life, which he at once regarded as part of
a series, he took it to the Times-Picayune. It was well
received, and he was asked to submit additional sketches.
By the end of January he had sold the newspaper five
sketches and had received a total of twenty dollars, which
pleased him and encouraged him to hope that after he
went abroad he could earn perhaps ten dollars a week by
mailing European sketches back to the paper.

Before his first five accepted sketches had begun to
appear in the Times-Picayune, Faulkner had sold the
newspaper another ten dollars' worth. He had also been
able to sell "New Orleans" to The Double Dealer in
early February for a small fee, which he viewed as a re-
markable achievement because he was told, though inac-
curately, that the magazine had always received so many
contributions from people eager to see their works pub-
lished free that it had paid no other contributor except
Sherwood Anderson.

In early February Faulkner said that he had been post-
poning his departure for Europe because he had been
enjoying his new life in New Orleans but that he had
decided to leave in a few weeks if he could get passage.
It is possible that he had been waiting until after Sher-
wood Anderson would return from his combined lecturing
and writing tour. That Anderson was interested in Faulk-
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ner is clear from his "A Meeting South." And Faulkner
—as he pointed out that spring in the essay reprinted as an
appendix of this volume—was impressed by Anderson's
indigenous quality, his being an "American, and more
than that, a middle westerner, of the soil."

Faulkner possibly had another reason for deciding at
this time to stay on at least a little longer in New Orleans:
he had just begun formal planning of his first novel,
Soldiers' Pay, which, contrary to subsequent reports, he
had not brought to New Orleans as a half-finished manu-
script. He may have wanted to get its writing well started
before leaving the city.

In early March, after a farewell visit to his family,
Faulkner returned to New Orleans, expecting to stay less
than a week at the apartment of William Spratling before
taking a boat to Europe. But he again postponed sailing
and moved into a small apartment which he was to rent
for four months until he embarked in July, bound for
Italy. The apartment was on the ground floor at Number
624 Orleans Alley, the picturesque little street, now called
Pirates Alley for the tourist trade, which runs beside the
pleasant ground of St. Anthony's Garden at the rear of
St. Louis Cathedral.

In that Orleans Alley apartment Faulkner settled down
to steady work on his first novel. It became customary
for his neighbors in the building, they later recalled, to
hear his typewriter running full blast from very early
morning. But as he worked on the book which was to
inaugurate his career as a novelist, he retained his con-
ception of himself as a poet. He asked one critic in an
eager letter to give him hard-headed, frank criticism of
his poems. And with irritation he rejected loose praise of
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them: When a Mississippian sent him a letter compli-
menting his "true poetic lines" in The Marble Faun,
Faulkner derided this unusable response and sent to Ox-
ford for Phil Stone's amusement a copy of his seemingly
courteous but actually ironic reply to this insufficiently
analytical fan.

Sherwood Anderson and Faulkner began to be to-
gether often, sauntering in the Quarter and along the
Mississippi River docks, and sitting at cafes and in Jack-
son Square. In addition to the week-end trip together on
a riverboat which Faulkner mentions in his Dallas news-
paper essay, they joined in at least one boating excursion
on Lake Pontchartrain which was to contribute to Faulk-
ner's novel Mosquitoes, where Anderson would appear
in part as the character named Dawson Fairchild.

Both men later reported that their association had turned
Faulkner toward fiction, and that Anderson had been
influential in placing Faulkner's first novel with Ander-
son's new publisher, Horace Liveright. Some years
later Faulkner dedicated his third published novel, Sar-
toris, "TO SHERWOOD ANDERSON through whose
kindness 1 'was first published, with the belief that this
book will give him no reason to regret that fact."

The relationship between the two men later cooled
and Anderson probably resented Faulkner's parody of
him in 1926 in the introduction to Sherwood Anderson
& Other famous Creoles, as he did the harsher parody
of him by Hemingway in Torrents of Spring. But in
spite of his irritation, Anderson throughout his life
showed no signs at all of regretting his early sponsorship
of Faulkner's writing: He told Liveright that Faulkner
had a good future; he wrote Maxwell Perkins that stories
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by Hemingway and Faulkner gave him "a grand thrill";
he told his friend Roger Sergei that Faulkner and Hem-
ingway had not "sold out their imaginative life"; he
wrote in 1935 that "Stark Young and his sort ignore" the
"beaten, ignorant, Bible-ridden, white South" of Huey
Long but that "Faulkner occasionally really touches it";
in the same year he listed Faulkner and Hemingway
among the professional writers who properly knew them-
selves to be "real" writers; and in 1937 he wrote that
Faulkner, like Thomas Wolfe, "may write of terrible
happenings, but you feel always an inner sympathy with
the facts of life itself."

Faulkner later said that what he called "the unhappy
caricature affair" of Sherwood Anderson & Other Fa-
mous Creoles led Anderson to decline to see him for
years. They apparently met only a few more times: at a
cocktail party in New York, when Faulkner realized
once again that Anderson was "a giant in an earth popu-
lated to a great—too great—extent by pygmies," and at a
writers' conference held by the University of Virginia
during 1931, when they must have had little communica-
tion in the large crowd, where the other celebrities
ranged from Ellen Glasgow, James Branch Cabell, and
John Peale Bishop to the author of the then popular Mrs.
Wiggs of the Cabbage Patch. Later they met in New
York a time or two. In 1940, not long before he died,
Anderson wrote for the Gotham Book Mart's We Mod-
erns a brief account of his association with Faulkner in
New Orleans, and praised more than his fiction, saying
that Faulkner was a "story teller but he was something
else too. The man is what they mean in the South when
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they use the word 'gentle.' He is always that. Life may
be at times infinitely vulgar. Bill never is."

Sherwood Anderson & Other Famous Creoles, with
its skillful parody by Faulkner of Anderson's style, was
the product of a collaboration between Faulkner and the
artist William Spratling, whom Faulkner mentions oc-
casionally in the Times-Picayune sketches which are be-
ing reprinted here. Spratling, who later moved to Taxco,
was then a teacher in the Tulane University school of
architecture. He lived on an upper floor of the building
in Orleans Alley in which Faulkner rented the ground
floor. In the Times-Picayune sketch entitled "Out of
Nazareth," Faulkner names Spratling as his companion on
a walk in the Quarter and refers to him as one "whose
hand has been shaped to a brush as mine has (alas!) not."
Faulkner, long interested in drawing and painting, had
shown skill in making drawings for his unpublished play
Marionettes and for the annual and a humor magazine
at the University of Mississippi, and a good sense of color
in the paintings which illustrate his unpublished Mayday.
But he no longer had serious aspirations to be a profes-
sional graphic artist: in "Out of Nazareth" he wrote not
only that Spratling's hand was "shaped to a brush," but
that for himself "words are my meat and bread and
drink." To pool these talents, Spratling and Faulkner col-
laborated in 1926 on Sherwood Anderson & Other Fa-
mous Creoles. The previous year Miguel Covarrubias had
published The Prince of Wales and Other Famous Amer-
icans, a book of caricatures of American celebrities. In
frank imitation of and "With Respectful Deference to
MIGUEL COVARRUBIAS," Spratling drew for Sher-
wood Anderson <& Other Famous Creoles cartoon por-
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traits of forty-one members of the artistic and literary
circles of New Orleans, beginning with Sherwood An-
derson and including Roark Bradford, then an editor of
the Times-Picayune; John McClure; Lillian Friend Mar-
cus, sketched as though for an illustration on the cover
of The Double Dealer; W. C. Odiorne, the photogra-
pher, who had recently left New Orleans for Paris and
is pictured at the Dome; Caroline Durieux, the artist;
Hamilton Basso, then studying at Tulane; and Lyle
Saxon. The book ended with a caricature of Spratling
and Faulkner, well supplied by three jugs, drawing and
writing under a wall sign proclaiming "Viva Art." They
dedicated the volume "TO ALL THE ARTFUL AND
CRAFTY ONES OF THE FRENCH QUARTER."
Spratling recalled that they "unloaded 400 copies on
friends at $1.50."

One of the most colorful among the friends who prob-
ably bought this book was a man who intrigued Faulk-
ner in those New Orleans months: Colonel Charles
Glenn Collins. He was a Scot whose conversational skill
and candor made days in the boats and on the beaches of
Lake Pontchartrain pleasant for Faulkner and his friends.
His had been a life of adventurous ups and downs, as his
manuscript autobiography, kindly lent me by his family,
clearly shows. Its most noteworthy feature as far as New
Orleans was concerned had ended not long before Faulk-
ner reached the city: because of the Colonel's alleged
failure to pay for $50,000 worth of jewelry in Bombay,
he was held for a time in jail at New Orleans while he
made what the New Orleans Item reported to be the
longest fight against extradition in American history. Ac-
cording to local rumor his incarceration had one charm-
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ing feature: his jailers regarded him so highly that he
could charter a yacht from time to time and cruise about
Lake Pontchartrain entertaining the jailers and his literary
and artistic friends. Early in 1924 he was completely
freed of the charges and returned to life in the Quarter.
The Colonel was in part the model for a character in
Faulkner's novel Mosquitoes—as were several other mem-
bers of Faulkner's New Orleans group.

It is possible that a few suggestions for the character
in Mosquitoes named Pete, or for his older brother, Joe,
and more suggestions for a character in the Times-
Picayune sketch "Country Mice," came from the life of
a man called "Slim," a vital adjunct of the Quarter's
artistic circles during Prohibition. As the New Orleans
Item recalled at the time of "Slim's" murder in 1937,
"His association with liquor establishments in the Vieux
Carre made him one of the best known men in that sec-
tion, it was said." He was a man who commanded atten-
tion—and William Faulkner's interest. One former re-
porter for the Times-Picayune remembers that some of
the young men on the staff banked their money with
"Slim," who would dole it out to them in small, regular
amounts to help budget their expenditures, for no one
would have thought of arguing with him. He was well
read, ran his business affairs smoothly, and kept out of
the papers during his active professional career. He is said
to have used many boats in his business; and just possibly
it was with him that Faulkner, in an episode he later
described, went across the Lake into the Gulf to lie-to
without lights until the Coast Guard patrols had passed.

The writer Roark Bradford, one year older than
Faulkner, was another of his New Orleans acquaintances.
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Bradford admired him as a man and as an artist. A few
years later, when Faulkner had published novels, Brad-
ford told New Orleans friends that he considered him the
greatest writer in America. They spent many leisure
hours together, often shared with their mutual friend
John McClure. One of their favorite spots was a table in
the corner of a cabaret in Franklin Street just off Canal,
where the playing of the talented jazz clarinetist George
("Georgia Boy") Boyd especially delighted Faulkner.
Another cafe where these friends spent some of their
time was one which the owner is said to have used as his
business headquarters in directing much of the section's
prostitution but which he ran with notable decorum—
and considerable style, serving the best Roquefort sand-
wiches John McClure remembered ever having tasted.
On those occasions Faulkner is reported to have let the
others do most of the talking—as he did when he was with
these same friends and others at the Times-Picayune of-
fices, according to one of the former reporters, Mr.
George Tichenor, who has recalled that the younger men
"looked up to stars of real magnitude on the city staff.
There were at the time Roark Bradford, John McClure,
Lyle Saxon, Gwen Bristow, a little Englishman named
Eddie Dix, who turned out to be a lord incognito, and
several assorted crackpots of dash and ability. Dorothy
Dix was retired but chummy."

The Times-Picayune's Sunday magazine published the
first of Faulkner's sketches on February 8, 1925. People
have said that Sherwood Anderson stimulated Faulkner
to write fiction, and Faulkner himself generously sup-
ported that view; but the earliest among these sketches
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and stories in the Times-Picayune, as well as the short
prose pieces of "New Orleans" which appeared in the
earliest issue of The Double Dealer for 1925, were cer-
tainly not the product of Sherwood Anderson's daily
example as a writer, because, as has been noted above,
Anderson was not then in New Orleans. But whatever
their inspiration, these apprentice sketches and stories,
written in part out of Faulkner's need for the news-
paper's small payments, foreshadowed some of his mature
subsequent work. As the series progressed, Faulkner
moved closer to his later subjects, finally even taking up
one element of his characteristic subject matter by setting
"The Liar" in the back country, far removed from New
Orleans, the French Quarter, and Chartres Street.

In selecting "Mirrors of Chartres Street" as the title
for his first sketch and as the subtitle for many of his other
Times-Picayune pieces, Faulkner was being ironical. The
Times-Picayune carried a "Mirrors of Washington" col-
umn full of accounts of people in national affairs; and
Harold Begbie's Mirrors of Doivning Street was ex-
tremely popular, with its descriptions of people in Lon-
don's highest echelons. Faulkner's "Mirrors," held up in
a main thoroughfare of the French Quarter, reflect peo-
ple of a quite different order: The protagonist of the first
sketch is a crippled beggar, and the central characters as
the series continues include a dynamiter, race-track touts,
a pathologically jealous restaurant owner, a jockey, boot-
leggers, an aged cobbler, and a youthful hoodlum. Instead
of being people of substance and power, many of the char-
acters in Faulkner's "Mirrors" are alien, either to Ameri-
can life, like the narrator in "The Cobbler," or to city
life, like the confused and victimized up-country Negro
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in "Sunset." The author shows his respect and sympathy
for them, in the first sketch of the series praising the
"untrammelled spirit" of the crippled beggar and likening
him to "Caesar mounting his chariot among cast roses."
Faulkner perceives their hunger—for recognition, for
love, for dignity—and makes it a major theme of these
sketches.

Just as Faulkner almost immediately expanded some of
his short Double Dealer pieces into the longer sketches
for the Times-Picayune, among them "The Cobbler"
and "Frankie and Johnny," so he was later to enlarge
and enrich in great novels many of his themes from these
Times-Picayune sketches. The reference in "Out of Naz-
areth" to the calm belief of a pregnant woman that na-
ture will care for her anticipates Lena Grove of seven
years later in Light in August; the same sketch, with its
comment that the men in the park "had learned that liv-
ing is not only not passionate or joyous, but is not even
especially sorrowful," points in a small way to the at-
titude Mr. Compson would express to his son Quentin in
The Sound and the Fury. In "The Kingdom of God" the
cornflower blue eyes of the idiot, his broken narcissus, his
bellowing, and his silent departure from the final furious
scene anticipate the extended and effective treatment of
Benjy in The Sound and the Fury. The horse which runs
through Mrs. Harmon's house in "The Liar" is to grow
into the horse which invades Mrs. Little John's house in
The Hamlet, in fact into the whole wild herd of spotted
horses; in the same sketch the store, which would have to
be changed only by the addition of the monstrous Flem
Snopes to become Will Varner's place at Frenchman's
Bend, also anticipates The Hamlet. "Yo Ho and Two
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Bottles of Rum" points ahead to one of the more startling
aspects of As I Lay Dying, as the corpse of the too-long
dead cabin boy is carted under the blazing sun.

Large motifs are foreshadowed here also. In several of
his novels Faulkner was to create, for secular purposes,
parallels with Christian belief and ritual, notably in Sar-
toris, The Sound and the Fury, As 1 Lay Dying, Light in
August, Pylon, The Hamlet, and A Fable. One of these
early sketches shows him making a small beginning of
that characteristic practice: "Out of Nazareth" directs
the reader by somewhat more than its title to consider a
parallel with Christ: Its central character is a youth, in-
nocent and loving, and friendly to the humble of the
earth, who has slept in hay among cattle, who is "eter-
nal." Having "served his appointed end" so that he "now
need only wait," he is staring at the spire—the cross?—of
the cathedral "or perhaps it was something in the sky he
was watching." He is on the point of departure, leaving
behind him a message of good cheer. He is called David,
who has been pointed out by the New Testament and by
official religious publications to have been "both a
prophet and a type of Jesus Christ." Today to readers
aware of Faulkner's later, fully developed practice, the
characteristics and experiences of the David in "Out of
Nazareth" thinly and in a secular way suggest Christ's, a
possibility increased by the fact that this sketch was pub-
lished in the Easter Sunday issue of the Times-Picayune
and was not subtitled as part of the "Mirrors of Chartres
Street" series despite its setting in the Quarter.

Another motif associated with a religious figure which
Faulkner was to expand beyond its appearance in the
Times-Picayune concerns Saint Francis of Assisi. The
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sketch, "The Kid Learns," ends when the young gang-
ster confronts a girl, "all shining" and with "hair that
wasn't brown and wasn't gold and her eyes the color of
sleep," and learns as he dies that she is Little Sister Death.
This use of Sister Death, whom Saint Francis on his
deathbed added to his famous "Canticle of Creatures,"
was to reappear in Faulkner's work. In a general way it
seems already to have been in his poem "The Lilacs,"
published by The Double Dealer in June, 1925, but writ-
ten much earlier. More significant use of it is in a later,
unpublished work closely associated with The Sound and
the Fury and titled Mayday. When the protagonist of
Mayday, Sir Galwyn of Arthgyl, has rid himself of
Hunger, a companion who has been on his right hand,
and of Pain, a companion who has been on his left hand,
and is approaching his death by drowning in a river, he
gladly joins a maiden shining in the water, who, he learns
from Saint Francis, is Little Sister Death. A published
later use of this motif, more elaborate because of prob-
lems about the protagonist's actual sister, was to be in
The Sound and the Fury when Quentin Compson, that
novel's central monologist, also ridding himself of a kind
of hunger embodied in his brother Benjy, the monologist
who faces us from Quentin's right hand, and of a kind of
pain embodied in his brother Jason, the monologist who
faces us from Quentin's left hand, broods on Saint Francis
who had "said Little Sister Death" and goes to his own
death by drowning in a river.

Elements of Faulkner's later techniques are in these
early pieces, which also show at times his mature power,
control, and confidence, even though the series is very
often marred by his groping, in apprenticeship, for style
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and literary attitude. For example, his inexperienced
handling of the internal monologue of "Home" in no
way would lead the reader to anticipate that only four
years later William Faulkner would write in The Sound
and the Fury some of the best interior monologue ever
published.

During the period when he was contributing most of
these sketches to the Times-Picayune, Faulkner was hard
at work on his first novel, Soldiers' Pay. According to
friends he originally gave it the title Mayday, which he
later used instead as the title of the unpublished allegor-
ical work just mentioned above. According to both
Faulkner and Sherwood Anderson, Anderson brought
the manuscript of Soldiers' Pay to the attention of Hor-
ace Liveright, who had just become Anderson's pub-
lisher. Liveright's house was then at the height of its
success and was to bring out during the next twelve
months not only Faulkner's first novel and Hemingway's
In Our Time, but also Anderson's Dark Laughter, Rob-
inson Jeffers' Roan Stallion, Dreiser's American Tragedy,
Roger Martin du Card's The Thibaults, and editions of
T. S. Eliot, Ezra Pound, O'Neill, and Freud.

But Liveright's firm did not reach its decision to pub-
lish Soldiers' Pay until late August, 1925; and by then
Faulkner was no longer in New Orleans, having at last
left on his repeatedly postponed first trip to Europe.
When he and Spratling sailed from the Port of New Or-
leans on July 7, 1925, as passengers aboard the freighter
West Ivis, the Times-Picayune had already published
twelve of his signed sketches. He may have written and
left with the editors one more sketch, "The Liar," and
perhaps a second, "Episode." "The Liar" appeared in the
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