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STREAM OF CONSCIOUSNESS in

Joyee’s and Faulkner’s Novels

Junjiro Tanimura

Abstract

There are many kinds of stream-of-consiousness novels. The novels written
by James Joyce and William Faulkner are the most characteristic among them.
In this paper the author attempts to examine how this method is used by these
two writers in their own ways, by comparing Ulysses by Joyce with The Sound
and The Fury by Faulkner.

Both Ulysses and The Sound and The Fnry are mainly consisted of the three
main characters’ consciousnesses and almost everything is observed through their
eyes. In their consciousnesses some relationships can be found between Molly’s
and Benjy’s, between Stephen’s and Quentin’s, and between Bloom’s and Jason’s.

When we examine these two novels from a different point of view, however,
we find their methods quite different. Joyce uses a third person narrator to
describe a character’s consciousness as it is, while Faulkner uses a dramatic
technique to compensate it. In Joyce’s case the auther gradually disappears from
Dubliners to Ulysses, while in Faulkner’s case the author gradually appears from
the First section to the Fourth.

Joyce got to the summit of stream-of-consciousness novels, which is about
to collapse. Faulkner started from the summit and descended the mountain
without tracing the same course as Joyce did, combining stream of consciousness

with the traditional novels.

1920 R, SCEFERCAT TEBRORF] ThoTbEbh b, Fhun
PNREGD D v AE W T, BLELSHbh OIS [ERofn]
(stream of consciousness) DFHETH - 7o, T DO FEIT X - T/BEE EIT,
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NGO RN DA D L L0 TH b, DE D, WEIPHEEL 5T
ZHNTABOLEH <SG, Tht ZhE CORRMLNHD <5 —viz
BTIDHTE, DEVCLHBETH D Z LB TeDTH S,

o Lo, o TE#EOf ) &5 BEIE, TRE B Bkl
i, FKEOBBROAMCH L) LT 57 A ) 2 OLEEE, Willlam James
Lo THDTHWORAELDOTHDY, ZOFEOZITHD HiTg AL L
DBIg o TR B2, ZOBOPHO BIET & 250, AMOE#CE bR
5 NTOEEFPHGE, EROPHDOLSTHHL, BETH LS,
AFDLEEER L CWRTEH 2 52 LD DDILHELTH S, Robert
Humphrey (3 = DfEO/N%, “a type of fiction in which the basic em-
phasis is placed on exploration of the prespeech levels of consciousness
for the purpose, primarily, of revealing the psychic being of the char-
acters” L5 5 C, SRAEAUMOERORM L WS 2L haE BT
L0 THNARLEURERTHHS LBbhb, #- T, TBEOWHNI R
DNRF E LR LITRAIN D2 ZADEATIERT X » CELRIPIH, +
bbb, (FRFADORELR LB L TINREANERIND L O, HEOH
RRGTEOLENEENRE L 5D E 7z Henry James D/
B, BREBHLAOER L2 CBM - Tl e ®iz, Fi, B TE
BT BEY 5700, B2 & 5 & L Marcel Proust ® A la Recherche du
Temps Perdu (% nt-Bwx ko ©) (1913~1927) 1, 7o A B RO E AR 7o
LS L Tuinn ke, i TE#HOMA ONGREIEE B0
TH A5,

L2 L, Z® Humphrey OEH TR I hic [EEOWH] OPhHIZL,
James Joyce (1882~1941), Virginia Woolf (1882~1941), Dorothy Richard-
son (1882~1957), William Faulkner (1897~1962) 7/¢ &, ZOFEHRH 7z
PRROETE <, LORIAWKL, EPHRCL- TEEEETHD, £
Tos ZBDEFEOGT L, FIERTLY, H#EPADT L - TR EH
HHWTLD Z L%,
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ZORAFEL, FEUTI920 FR2PLET 2T HEOHD TED -
WERC PRV bR, TORIE, ZOHFEXHGHICEBT 52 Lk
HoTh, ThOACEH S /PFRIIENIL TSV, CONRIZE LT,
FELT TEROHN] OPHORFLHL L23EDD Joyce @ Ulysses
(1922) &, Faulkner @ The Sound and the Fury (1929) %8 0 H1F, —hb
FIEROH Iz TEBROER) ORBICOWTHEREREL 2 &5,

(=)

FTTREARAD &L, TREOWN R 2 o v b h 2 RBTT ik
13 & fBHEETH B, Hamphrey 13 Z v % K J) L T, direct interior monologue
(EHEPE), indirect interior monologue (RI¥EMFEE), omniscient de-
scription (framoflh), soliloquy (i) DML LT\, Zofilicd
RERRTERN G 20d 0, FHERERC L - THWLR T D 2 &I
ThHb, COFERSECI - Th, BRCLELIERRSA 2 TEEORK
hl & TAMMEE] SV ORBOEENRHBRCRLDTHDY, 2Fh, 1o
D TEBRORN) ORAGFEO L SR I T2 THRIE] 7 5588,
B TBHOWN *RETLLDO—FHEIGRAERWEF20DTH D,

LL, BIC—HBRIBE g 2, TRNEA] 28 TEROTI ©
FH BN THS5BENL, MOFERLEL TRV RTHL LELRTH
bt ThETONROLEIFRLC, Baigbo TAHE] ©
DI, SEARRDETLRL Joyee Lo TT b 2 & TH 5
B, ZONECTETL, (FRADLFEE L OBRRRGELRERITE LD
RTLE, BFER/PHOFED, MER AT L T—FB T e D %,
HEBEDRD LIS LV OBNRRIhTHDEDTH S,

Joyce iw kT B IBiHOHN OEHOESZOEMER, Ulysses © “Penelo-
pe” episode, 2% b, Molly Bloom ® IHEGHE ]| TH 5 = Lo Tidd
TR L, ZHITIEEIESO direct interior monologue & 5 2 % 79,
Ulysses % L T\ % 18 @ episode 1Y, I~ D547 direct interior
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monologue [2# ¥ % ¥ TIL, M4 OEFEND L Z LRB0 bR, ZhOHi
% Joyce DAEf O IZ R DB 5, Ellmann 7p & O+ & <7,
Ko BEH NG E BB The Portrait of the Artist as a Young Man
(1916) (LAF Portrait »u+) OHEERS BT % Stephen Dedalus ® Hat & u»
52 Ltinh, L, Ulysses ® TEFHOWHN ) ©FHLL, indirect interior
monologue I X » T AT TH H, 2k Portrait (X775, BMIOHEE
# Dubliners (1914) O L% < BHE XN A, = OFEHHES, Jespersen
DF 5 FTiA represented speech TH 2 Z LIXB BN TH 5 2%, F ORI &
Y E 2 BANGTEEIENS 1L, Dubliners D 345 5,

Bt » T, Joyce DAL, BELZEW e Dubliners 25, THICHRTH
7 FEFR Nz o Portrait % C, FiCRPTERY 7 5 A LT Ulysses iIZ®
5 TEEOWN ORBOHERE S, FFFITEEBETH D, BN TH D, Woolt
ECHR T ORAFENEFCHEBRTH D L Shh s Joyce 23,
TEZE DN AL BET T, ATRE/SER D © objectivity Z L THi{ ZORBFE%,
I ERITEE L T o o 2 2%, syntax OFEND LN D5 2 & ATHE
THO, CRIFreaEEmwFoEAE 5 £ 5 Finnegans Wake (1939)
NEETHI LW BDTHD, 2F D, Joyce DBFHITIL, TORBASE
(LEIC progressive TH » 12D TH h, HOB IO ONHIERDOBRRL,
EEON AL S, B2/ % objectivity #EBTHICELERLE KL T
oz L ie B,

F T, Joyee 150, Joyce HEMIL Tz & S b Faulkner 123
Tk, TEEZORN] OFBHIEDIL S THWLRIZDTH A 5,
Faulkner © &1k, TEBROMI] DM ESHN 5L O, HOES
e Oh©, FWEBEBHCE T The Sound and the Fury 8HFEHD
As I Lay Dying (1930) =2 DA TH D, HIXZ LI O2Z>DOFEMITE
WL, TEREON] E AT HELIER LML 2 L3BAE T2,
Fo, AL ITOOERUBICE, Sictl OFEORITHE S ik E
Lo &t dvntc. 2% b, Faulkner 12dh o Tk, TEHEHOWII OFHIX
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e L THbi, B L CHELELIOTHD, Joyce ODEE LITEKL D,
i TEHROWN] OFHEOLhERSY The Sound and the Fury —{Ed Gk
L7z E %%, Faulkner imR\~Ti, - OERTEEOEEN, 2% 0, H—
FEVC RS G Benjy © TP, B HICkiT 2 BREMO ~—v 5 —
FK%A: Quentin © THAYHE ), FZFICKIT 5B A Jason © [fE | %
BT, BUED MMEFLM) ORI LFET 588, RAWALL AT,
Joyce DEH LTI HIC degressive TH 7D TH Y, Zhit IEHOWRE
] OISR R AR N2 D, WiiE, TTHEOBRTH L EELD
DTHb, +L T, The Sound and the Fury 73\~ CTHFHC BH UEL
L 0%, WHROHLEBRMCER LI, D2, WIF As I Lay Dying TH v,
L n THEHROTI] OPBRIL e TR AL 2 Ll b,

o X5, B ORIEAT 2R, Zoll- R0 RS
BT, HMEOMCIEERERILIS S L Th, Joyee & Faulkner (154
iRl 7l B2 D, Tiobh, Joyee 1%, Dubliners OFBE 2
HiG TC, Portrait %, Ulysses ® “Penelope” episode 124511 5 5541 E
FEONAEHER LI B~ L F &1L, Faulkner (2, The Sound and the Fury
kT, B—EORE Benjy OFE4&78 5 objectivity 7 b AT, #5/R,
FUBEORBME~LFETLOTHDL, Ll, —BOK IEECHERE)
LRBEWAD L, HEOM, EE, BERERCE T, [Eei)
EEWERWI LIIENTH D, b, ZOZAONEREHVI [E
o] OREL FLLEEHFETH D, LIRS OBELE L HESY
RETZ ERMERNLTH S,

(=)

DL TEBOTI] ONEEIZE - Th, Ulysses & The Sound and
the Fury & ORICIL, fEROKRBEL G FITBWTL, EFLANER RS
HILRENTHDB, FRIL,HET7TIAS Y FIohbhT, 2 —1 oSk
PRk T 7 ) vERiiESSHEnb Y, HAERTIRERMLYELE
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7z Joyce &, BIBHIA » 2 A7 4~ F (7 A0 7+ 3 vy = MILWILH3)
DL ENART, AR BERCsT s BB AROROERTS W
TeE RN, EEOLHY - 7> — AV Bl & 251 72 Faulkner OO0
TDHDDENEF 2 HhLARS G, L, i, BREFEsz
Faulkner DI E THI T\ » 7 X Y 2 EEH L\ 5 R n Mo 3
B, BEERYELIEN, Joyce 28 Ulysses IR \WTIHiZ 5 & Lcd D&, WAE
RCHERICHED L DR L LEVWEZDTH DY,

Ulysses w3\~ T Joyce ik, EEL L TCZADORL - TEHOBHIIZ L -
T, 7V v HEHTEO—B2#i%, The Sound and the Fury \Z%
WC Faulkner 1%, HCRL2HA% L - c=A0 IBEOHIL Lo T,
7 AV h EEO A Compson RDOWHE, TlebhbRATOER LT 5,
Ulysses W% VBROTIN #FEE L UERL TW5 3O, ZEWMFEN

4 Stephen Dedalus, ¥ .7z 5 — K Leopold Bloom, % ®%E Molly
Bloom = ATk b, The Sound and the Fury (Z¥\~Ti% Compson F D
=%, Benjy, Quentin, Jason THb, I DOMIEHRITIT, Joyce &
Faulkner 33512, ZOBRECEZIDHZICLTL, MDTIT VAT 4 » 71T

BHOEE» b4, FRPAWED TEHORA) %, EMANSEEYLoZ
FEERBLISELEDOTH S,

o T, D ZODERICE W TUL, ThThZE AOIER Ao B
Biy, tOEFWEOEBHEL—HL TW5DTHY, EANPOEEIC
X o T, Ulysses “Ti%, Stephen ® § ®iZar b B L @, Bloom ® %
DB S O, Molly O 4 ORI D TH D, F7z, The Sound and
the Fury %, BHi& L TO Benjy, H& & LT Quentin, AL L T
O Jason &\ 5 BE, ThERBIL oL W DEHET, Rigo KT,
WENCHBCHESTOR T3, 225 Thb TERE20 T, #F=A
DELBIER A E ST R T & &, RED TEBOWI ORICE
ZEBOBPLUNRHEIN D L OCETHDOTH S,

423, Ulysses © Molly OB#HA R TH L5,
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------ and Gibraltar as a girl where I was a Flower of the mountain
yes when I put the rose in my hair like the Andalusian girls used
or shall T wear a red yes and how he kissed me under the Moorish
wall and I thought well as well him as another and then I asked
him with my eyes to ask again yes and then he asked me would I
yes to say yes my mountain flower and first I put my arms around
him yes and drew him down to me so he could feel my breasts all
perfume yes and his heart was going like mad and yes I said yes
I will Yes!V.

. FRDIBTTIAEIALTHOELB L LILIOEFLTREFIRRL
0i7&%%i2€>7‘:t DEDL DR ENARLEITLEELTT VALY TD
BEBERESBICODTL ST 5 LELTHRB A ~7 LA D
L3 EDOLLTHILEFALICLMLCEZLTHILITERD » fohs
ALEOREZLIVLTIELLVLELTHILIEDTO A L0 5
WBER oL oo TED ITB LUt biLIcE H Fodics Q]
DEIEA = AL o TELREF L ThHI LI Foha s Ldg 5
IFLTHARROE L s LObaXicd 5 shb o b s
CEDH L BB OHICE S L LTHRO LAZE Bt it o T T
FUTaa B L n s 2o & & A =R,)

I BIA LD, Ulysses D EE “Penelope” episode @& #&iH4C
HY, Molly i ZRKIRA S5 L LT3, BHObbICTESREL
% Bloom 2T\~ 37, EE X, #EVAELRB IS L5 R/l
Wi, UL, HMEolREIRk4 EREL, $SEFARZE-OMH
WM AT, 2oL oo B, Ulysses O TS THMMREA)
LEINELOMI EEDLR DY, ABRETNC— AT, direct inte-
rior monologue DHRMP L DO TH Y, (FEONARXELRWY, 22T
i, fEERBECHEIR T, FEIPDBERL CW5EE2 5, t-T, WE
I, S NMECEEBEYS L T AR U A EBR L0 TH B, Joyee
i, FEORACMEINAY LR, AMrbrozzcfiiTsos
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HEHLI-OTHS,

Harbert Read 13, HIRFZE OBAMEICOWT, Thns Tl
NTWBHEEL, BESDCRTHCENL T2 L5 ERELRETS IS
RAAEDZ ETHAH] LBV, ATy 7 ORI DT, N B BET
B L S A OETIE, ZOFE, FhAY—EOEBILE 2t
s tcl & RTe BT “Penelope” episode & 541 T,

The final stage of impressionism is reached in the so-called
interior monologue, which James Joyce used with such brilliance in
the last section of Ulysses. All trace of the author’s personality
has disappeared: he is completely identified with the character he
is describing, and has no idiosyncrasies of his own left. The style

is no longer the man (i.e. the author) but the character'®.

Lk, 1L, B A—SHORAGFE L T %,
SR LT, The Sound and the Fury i3s3 % Benjy O &I koM
< VC‘%ZJO

“You're not a poor baby. Are you. You've got your Caddy.
Haven’t you got your Caddy.’

Can’t you shut up that moaning and slobbering, Luster said.
Ain’t you shamed of vourself, making all this racket. We passed
the carriage house, where the carriage was. It had a new wheel.

‘Git in, now, and set still until your maw come. Dilsey said.
She shoved me into the carriage. T. P. held the reins!®.

k%2, hbniroER Ll sitvbh, BELOF r57 4 —53D
WTW DAL D, dax, £IREEblou]

TATESITT—7 b Lich, BMENTADRAL, BHIILHLANRX
ok, LIRE—NFEoT, LARA: bR ILEDED TR, LT,
Bz, RIS LVEEbhAEr L, biubh EEPBOMZEY TE5 L,
BERANTH » oo THITIZH LIRSV TV T,

[EH, CAHRRERIZAT, 2dboARKE T TRERLILS &
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B2 LT 4y —E o, b LY BEORIHL AR,
T4 =B FERE L)

ZoFObT, You're 35 Caddy’. ¥ COER4E, 1900 412 A 23 H,
2% ), Caddy & Benjy 7% Uncle Maury @ F#K%A Mrs. Patterson i & &
TiefT» e Atk Caddy ©F¥#%, Can’t 5 wheel $TDA %Y v
7 ADEE, 1928444 HT H, BADE Luster TFBRTROD1- 0%
EF L 5HAESY, ‘Git AT, 19124, Benjy ®4 Mr. Compson 73%E A 72
BZE M E TiT o B0 Z L2V T 5, B Benjy OE#IRSLTH

EEBEEC L > T WELEBE KW, wEEHER ] ~
DLDELTELRDENIN I, O THHHE] 12, ok TE
HoWI) EEHTHIC ST b UL, Hiflifs sentence TN LT 25,
chronological order M X T\ T, BIEOBIOIE D 2 EEOTET L A

ZV vy 7 ETEEST TG I EHSNT, FBOoEOHANE D BT
k0, Albéreés 15 5 BERTOTHERI L/, H 4l < BARCHHEHO
BFOPICA DAL, TOBMEINDIABMIO image 52 bh, -2
BN TH2FEELHDOF FTET L2 LK, BHRORE T ED
SBIEOHERE, LRI L - THEINCBEOREIZHEL T H4kH
EBG S Bs2 L1t/ s, LoEdel 43645 L 51, Z OFELHEN
I #4h Joyce @ Portrait OB Biw 5T Thinh T 510,

IhbZOo0EHL, TE#ROWA oRA R IEFCH LA ZLOTH
D, LbEoRENRLOLREBEIA TS, BRI 5BHEOES
L, FRWRIVEAAL S ETHEFERLOBHBLILE LU ICHE, Ttogy
NA T B PCEDODH B I LTERTH D, LaL, Goldberg DIEHT
5 &5, Molly iroRGHADKE, Ex7h, TBEL Q-5 &LI1LFh
AEE2T, HiEHHREITCHEL TWAHRETET, Tk, o [EE
D] 13, Stephen = Bloom 04 D& &ich, KB passive T, FE
BrEoHL, KAleFiosicsgewl, BIRL TuwW A TERW0THhHD
b, ZhiZ, syntax OENSET Molly 02 3 @BHETH B & T 5
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Tindal O¥EREL Mz 57513, &L Benjy & DEEHINZ (D TH
55,

L2L, Th B ZoMBFEdBL T3 2 L, fEEONADEEL
E548CHD, Booth 1k, FDZE Rhetoric of Fiction i3\ ~T, “True
novels must be realistic” & &\, F7z, “All authors should be objec-
tive” LiRNT B2, 000k BILETHHITS R X, AR (ED
Bl ko L EREBEIND X510k, PRFEHRELR Y L OF
% realistic T, objective iz 5 L BD 5 X 51Tl »T2, T LT, #5E,
TEROBN] OFHECFTHEREL 2D TH - 72, Joyce 73 Ulysses iIZ¥~T
BIELICL DR EILLLINTHD, XX HiFL “Penelope” episode i
#5 Molly 0BBI L OEHETH- 0L F 2 .

N R BT =A% Benjy 0B#E, The BB E25
DT D 50, ZOFRIEEL T O.W. Vickery 13,

The Benjy section seems to have been more exclusively Faulkner’s

invention, a deliberate attempt to extend the boundaries of the

novel beyond the point to which Joyce had already pushed them®.
ERART B, {FERONAZ#ET, FPAE LD realisticiZ, LD ob-
jective Wi & L& BiET O, [TEHRHOWH] OPHOBRTH D &Fh
¥, 0 Benjy OF@iL, Joyce MESTb ORBIEL L RD XD iX®,
Faulkner 23 BRI L, PMHROBEREZIAZ LS LBDILRBD NE
THH 5, COZOOFHEHBML TRS L&, FEREINAL T
SRR L B LAS 2, B obectivity DA £ T 5 ML HICAR
%785i%, Molly OFF# XL b 1 Benjy 0 EHO T2, [EBHOWH ORH
ELTHRHMEL 2 D2 RIMEh2 OTRIen D 5 b

R, Ulysses ¥ k3tF % Stephen O B# &, The Sound and the Fury IZ.
T % Quentin OEFHLY R TAH X5,

Ineluctable modality of the visible: at least that if no more,
thought through my eyes. Signatures of all things I am here to
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read, seapawn and seawrack, the nearing tide, that rusty boot.
Snotgreen, bluesilver, rust: coloured signs. Limits of the diaphane.

* But he adds: in bodies. Then he was aware of them bodies before
of them, sure. Go easy. Bald he was and a millionaire, maestro
di color che sanno. Limit of the diaphane in. Why in? Diaphane,
adiaphane. If you can put your five fingers through it, it is a gate,
if not a door. Shut your eyes and see®.

R R 2 2WEOB NIoWEE 3l LdThiEdid, 3 o)
EBLTELZICLO, IITELERADITES, 3bP2L00X
X EhAE, ROPLEE, FETKRLIE, bohll Fo 0ok

WD, BRI TS, HEH, bl Licit s, BWORA ., 72

2, IO <br T b, MECETZ2END, L. Led, HIIA

DIIEER2 LD LN, 250 PERIERR DT Tobid i, &

5R5TYT Eod, BOUES-DFRAKLAIE, KO A L,

PEFTF T, TRICETREL SThbin, ZO0b0Hhd A4

offiiz (5772587, Mkesd s ERORR, e, HBFhko

T EHELA, RBWCLA, AAOEENE, ik, &8

Bl D, P78, BEEUTRS,)

Z 3k, Ulysses 5= “Proteus” episode OFEOI 45 ¢, TW¥EHE

Stephen |Z/NFRETOE A # %2 T, Sandymount OEEHH T\ 5, @
R ABRERE LHICES image 25, 0O F FEMCL IR TP,
“Telemachus” episode I » “Proteus” episode 2% % F—H D K3k
Stephen OEH2H e T2, ZORMARDL < b T DD,
Z @ “Proteus” episode TH 5, i THMEA) 2 ONEES, #
SR BELRENEI Y, ThEHBLGEEN L VREL TV 52, Thn
T, BEMCEFA, BRELLTCOWOEERE LI EHLLTEKD, Z0
B ECE Y > T 5 LB 2 5,

it The Sound and the Fury 8- %115 Quentin OBFHRTH 5,

.l am. Drink. 1 was not. Let us sell Benjy’s pasture so that
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Quentin may goto Harvard and I may knock my bones together
and together. I will be dead in. Was it one year Caddy said.
Shreve has a bottle in his trunk. Sir I will not need Shreve’s I
-have sold Benjy’s pasture and I can be dead in Harvard Caddy said
in the caverns and the grottoes of the sea tumbling peacefully to
the wavering tides because Harvard is such a fine sound forty acres
is no high price for a fine sound. A fine dead sound we will swap

Benjy’s pasture for a fine dead sound. It will last him a long time

because he cannot hear it unless he can smell it®-.....

(L @ELRVD, W, ELR VI, VY —ORERTES S U o
oy, TO9THEZ22v T4 vid -~V ~FRITT2EH50, b
LB EBEES DT IRETLOLRDLEA I DT, HLILFEATL
F572A5Hh L, —FLIRIBILEF Y T 4 —XF S ICAE - o
Lbe Va ) ~ViFZ v I7E—HAR TS, 0, E<ikva)~
TR HIEWCARERY Y = DB R IE LT DIFE ik~
— F RN S HNINEF+ T 4 ~ BB 5 ORI I OFE
OFRTPNEIL 5 LB bR TEESPHE I AN TTEA—T 5y —
FEWIDIXBBALETIEL LWARARN ST = A 5 725 THE
HLWARIZEMTES 2 &iinv, BALTIED L WAbhbiid~
VO —DOBEEFRALLTIEO LWHETRL L 5, Thik~<vy -k
KEBLTDEA I, KRWTERAALALRFEECEE I 270 A
b ..

HEL-ERESHICO 2o~V — FREZEH T, Compson FOK
BCh b HoBHC B T, chronological order i1i¥ H X BT I T
Bh, BREOCXEFIFLEENBEOTHEL I VAV, Benjy 0BG L%
FleRic o 7o F T, FORA LSV EHERKACRL TSRS, 22T
I, B OSEL A DR MCRET A i, TRTOIE FOH A ERL o
HHXYHAC TR, ZOXRBET), BREOCRA L ILAREHRONEO
& BB w5, 20 Quentin DFFHOEXBA L, HFHITHKE
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ThE, BEOMCHET A ENFRETHSH, I X0 Benjy DR,
T TR X7t X 5 Faulkner ®FEHTH », Ulysses iZE\ T Joyce 735
HLIPHOBEREECIERL LD THH EELRDOICHEL, Thik
—MEHNCF - C Ulysses (I¥s1F% Joyce DMEFECHK LTS O TH H®
Joyce I RWIZAE S TWBHHETH D L L EHN, Vickery 3 “the Quen-
tin section seems a deliberate exercise in the Joycean mode”®® k3R~
B,

B ORDTHIH S Z EHHERL LR OOAEC Db G, Kl
Hyle WA RDTEF X5, BEMRFFA, HH¥FH Stephen &, fii Caddy ©
BB X » TEBEh 5 Compson ROWHE %, HOOMLLISEOREMTE
WTL WED LS ETE, BRTHIO— 7+ — FRFAE Quentin O EH
I 3, MR s B, BELL TV 2 mER Sy o TRRHE] T
KB Eh, TIEOFE ZOMBCHKBL B LEEPRL T5 &
Razentiksoch s,

TEBIE, Ulysses kit 5 Bloom &, The Sound and the Fury 233
% Jason OBFHE R TH L5,

He strolled out of the shop, the newspaper baton under his
armpit, the coolwrappered soap in his left hand.

At his armpit Bantam Lyons’ voice and hand said:

—Hello, Bloom, what’s the best news ? Is that today’s? Show
us a minute.

Shaved off his moustache again, by Jove! Long cold upper lip.
To look younger. He does look balmy. Younger than I am.

Bantam Lyons’ yellow blacknailed fingers unrolled the baton.
Wants a wash too. Take off the rough dirt. Good morning, have
you used Pears’ soap? Dandruff on his shoulders. Scalp wants
oiling.

—I want to see about that French horse that’s running today,
Bantam Lyons said. Where the bugger is it ?

He rustied the pleated pages, jerking his chin on his high collar.
Barber’s itch. Tight collar he’'l lose his hair. Better leave him the
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paper and get shut of him®.

~—~You can keep it, Mr Bloom said. (1 % v v 7 %)
FRIEN LD 5 D HEGTHL, E2DFHKEbEO T, M
FEBYDORCT DDA v+ RV EHEFES Tl

BEDTOELAIT AV ELFTAT VYV ADE L TN - K,
—2H, TA—A, KBV L AR BHRT ZHIZSHEON
W? o bros ERBETINL,

EROOFRBFDE L, ol Bugicw bR, BLREWAL, o
LT -&FD LThH, Bhivfv,

NYRKTAT Y ADRDBG, FHHGEED, BORFHKLO S
oo ChiUEs0ENS D, SHXLOERXET, BILL 2804, bick
FET ARBEYBEGCISD EFLEM? SUTAEIC, b lE o b,
—4SHOBEBLEZHDOT7 T VARDIERNRHA VAL, & VE
LFATVvRFE ST, ECRES TRRBHEA5 7

DFEDODNFHHKE NI RN Z bR Aans, HiXEw 77 —~o ke
FEOEL LI MNET, BEAS I~ LT, DA T ERTLES %,
FMA (T THRIFETIE O N L X7 975,
—BHIFH L L, $AZTA—AZEST,)

Iy, Ulysses 85k “Lotus-eaters” episode O 0 TV THh
Lo A4 XY v 7{EOEFTE, Bloom 2k A Dignam o ZE8iC HifE3 % Hilic
—RABHTE S LB, Ay 4 = —EFETOEE E, [E2 D HFT Ban-
tam Lyons & TR LA b &S THYHE) TH5, Bloom (%
Stephen &34 JfEEHO, FEORENLATATH 2, BALXFL, &
LEARFF - T BFELOLEWMD TH 52, —lO-ESANE L TEHT
L, KEOFEECIFELObR, RENCIEEOEMBOPRCH > THEE
DL HEEATH D, BRAOHITLH B, Bloom OFEHix, AR
A ORIBETH B, 75 v ADSMEHRIFF Edouard Dujardin @ Les
lauries sont coupés (B9 % n# v) @ Daniel Prince ® 4 ® & KT 5
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LEDRAD, Chit AIRE) TLECSNELOTS Y, s
D32 Bloom LEZMICLOE R, EhELOF FIREIC TR
L, 72z Tdinb, o [HAHEE] 13, Stephen & DR OHEIC
RO Dm0 L5, Bode, MSERDOTPILALLT, b THEIH
T <, Ulysses B H bR THAYME] 1, Bloom @4 o pikd
D BA, ShE o Stephen, HEHO Molly © b 0 & T % &
&, BCERL LD LELPERVCERTH L EHF 5. BT hichT
PO L 5, £O THIERAL HE&FEORD TR ST, ¥ SIwEH
ShE5EL TS, soliloquy KR GLVEHRTHS & 525,
wit, The Sound and the Fury S5=F 1" kT % Jason DEFHTH 5,

‘All right,” I says, ‘All right. Have it your way. But as I
haven’t got an office, T'll have to get on to what I have got. Do
you want me to say anything to her ?’

‘I'm afraid you’ll lose your temper with her,” she says.

‘All right,” I says. ‘I won’t say anything, then.

‘But something must be done,” she says. ‘To have people think
I permit her to stay out of school and run about the streets, or
that T can’t prevent her doing it...Jason, Jason,” she says, ‘How
could you. How could you leave me with these burdens.’

‘Now, now,” I says, You'll make yourself sick. Why don’t you
either lock her up all day too, or turn her over to me and quit
worrying over her ?7®
T ) EBREE Y. T X, BEISADHELL 5T 5000
DE, FEELRHSOHEBEHREDD » LIt A, Db, RAXT
HOEHLEDLIANULTRT D o leb/RVAT, LI5HT, HOR
KA E o TELLOMNT

(BE2HOTIH vElD e LI A5 T] EHETEED,
TEAHLWI EBRIEEI, LehrifdEhblicunby
TR ERALELLETRECT VAR EHETIEE S, Thlkla
BOFRFRET DIV ERE> DEHOEFL TS L, £h
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EDLMRECIEEEAPDBPRDITTAT . Oa—V v, a—Y

VIEBTIEE S, TEILTHRELL FO3LTRE LI ZALERS

B LAY TRITDE5THWIDL T

(EH, THELBRNTI] EBREES, [FhlsdH, EBIAH

STRRE - TLE S Leftindy, HUL0b—HRELIDHTES

By FREBFLEFEFELTHV2OO I LKL X H5IcT 5

2y ESLTE S bATHERWAEL? )

iy, Caddy oA AREAR T, Compson RICOEFELHLNTHETHA,
BB oo TW A RR O Quentin ORPNZDOWT, HREFRIFO
R L Jason 237 L7odiEs, Jason @ soliloquy & LTHWLDTH
%, Compson FDZEBOP Tl — AERICEMEN 2 FF - 7 Jason @
iz, Benjy, Quentin OEFHO L 5 g A A LTHELY, HALB
ENIEECX Gl E T, B bed {Hlrhtv5%, ITFERLTIR
BoTh, &7 situation DR TERECITEIZ 72 LIS AMTH H05,
% o soliloquy 4, FJUC, EFARAMBD O EMEMERR, Blicixzs e
LD LTeo T b, Faulkner (3188 —, 8 k1% Benjy, Quentin
TRRE ] Citde LBTe o o, WEW: NEESRoRI] &SRR 0E
O fEade, BAENOBREEEHLS LT C0X 5 eRHEVAEZ LD
ATEDTH D, Mk, ZOBRIZEICRT S Jason DE#IL, LHlO X 5l
B soliloquy & Rftxh s & oids b Tik/e <, THPEY &&Ex2
DINLDLHH, £5 LBETh, By, RENLLOLHEED
b, 25 LIl T, B e¥ s —mHE Bloom &, Compson F T2
— NIEE A,  #88k7: Jason & oW, TEHEOWMMN] ORILOEM L LT
PR3 ES5ERTEDOTH B,

(=)
DLk, (D)wektit, Ulysses %7 % Stephen, Bloom, Molly D

&, The Sound and the Fury # 8 3 % Benjy Quentin, Jason, &= ik

(128)



Joyce & Faulkner wki? % IE#HOWN] OEH 273

& D, Molly-Benjy, Stephen—Quentin, Bloom-Jason & &\ % %fihas
FEL, ThZho TE#oWh) oXRALEOMIC, ToBEELSS
KLTh, fer0BERAAS D 2 &aVdbii,

Lo, ZoZoo TE#oihl offhk, §—EHORBEH»L A
TEE, XORATENZE LI B> T0 3 L EMNDTH S, Tib
b, The Sound and the Fury i\ ~Ti%, M TEBOT ] ORI
PHVERTHS, LrL, 22 THWBRI T SFEN, Dorothy Richard-
son % Joyce I X » TAHIB I, WisiE, standard 72 FEEoRICSELES
ME ST ER D TH B, Faulkner 3% D FH% Joyce TR A TH 5
5 LIXHEDTH B, The Sound and the Fury 7k~ CH#i%, Joyce 19
T G BIRB O b DIF b hx, EARW technique & LTHG TV 5D
THH, WiZ, MEDZORERCONTERL TAL S,

—C BT, A0 TEROWR] D/puL, fFRAMO LT A =
DHHPEEFDOETRLT I EwREN L TE Y, BELNTER SR
B Blbh 5T 0™, Lnl, ZoNBERCEbh ST E 8
(E& A, 7852, DONHEYELS#EETHT T 20THS, D
D, DONHELETZH 507 EEORETHE S & LT, LIUTRARET
FNETZ B, €T, RIEDDFHFL, TEEROWI) OB LT, &
A s — AT IR 5 DI = AFRD narrator 343 observer % A %
DTH B, Ulysses i ¥\ Tk, narrator O/ TE A BB SR L Th
b, TOANEORWEEBRBOMENEBLHENEZVY, Thbb, BE
OMB DO CHEMEIBER Clilvbh, ThilivT THRME] »
BER CHEBEIRLDTH 5,

He crossed to the bright side, avoiding the loose cellarflap of
number seventyfive. The sun was nearing the steeple of George’s
church. Be a warm day I fancy. Specially in these black clothes
feel it more. Black conducts, reflects (refracts is it ?), the heat. But

I could’t go in that light suit. Make a picnic of it. His eyelids
sank quietly often as he walked in happy warmth. Boland’s bread-
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van delivering with trays our daily but she prefers vesterday’s loaves
turnovers crisp crowns hot. Makes you feel young. Somewhere in
the east: early morning: set off at dawn, travel round in front of
the sun, steal a day’s march on him. Keep it up for ever never
grow a day older technically®. (1 xv v 7%%)

(L TAFHOMTEODPDALBT E X HT T, HEREDL M~
BEol, KBLy a —CBEESOLMTESENT TS, SHRELRD
572, ZARBWREETCND EBCBEIN I, BUIBYEELRE (B
I, Hototin?) 75, Lil, EE2HOBEBVGIREE TH 2 $daic
Ve EHTE Y =y 7OWTRBRNLTR, FEIRENS OV 2 & 8 & 72t
OEOWEIFE LA Lo, £~ v FEED ~VEREDOHD /v %
AN TEAEL TS, UL LELIZRTA Oy OF 5 B3 AR, FHEls
DD, ToRAFELRENT, T ENZ LA T, HEHDE LD
POET, B, BHT L LBITHEL T KBO—HErah T, —B5
DITRAZ 1 &0 KALERE DD IUED - & b EL & DT,

= it Ulysses 850 “Calypso” episode 12\ ~C, iAokt By
AT < #%p D Bloom w2 THPHMEA] THH, =T, Hecrossed 7
5 church ¥ Co>® sentence I, Be 756 it ¥ THIHA] %,
His eyelid #»% warmth {C%E % sentence (%, Boland’s brerdvan LA T TH
BME AL -RXCHET OB - Tnd, DD FNE Ulysses 1§
2 b Tin{, Woolf F#FIL L% BRI hsn, FE, BFEolhl »
BHEFCHE IR A iy, TRAMEE 20 X 5 I ZAFRD narrator
AL observer AL ER D TH B, - OZAEKD narrator Xt observer a3
RWERTE, This&ERwEs Lo khTEr v, FhAho
TEBOWN) %, Z0H5NEETOETHEL>SFHZ L3 T Lo
TH DY,

LI AP, ZRICKLT Faulkner o551y, MENLERATT A —Y)
B LTk b, Joyce X Woolf OBECHFE L= ARKD narrator ik
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observer IIFFE LIV DO TH%B, Ulysses B4 L3R v, The Sound
and the Fury T, s AQHISHbIe{, KADWTHRD LX IILBRIT 2 ¥
RTVWBEET 200D THDHY, ZOrERL, 1EE LIEROSHI
LT 5 EBbivd Ulysses DL RICE# & oMz V0 ThH 5, %
Dfzd, UK, ONERCHLEEORBEMET H0NEL SNLHT
WA R FC /B, Faulkner BN FELACTZOHBEL R E R
S TWBE®, iy, The Sound and the Fury 3\~ Tix, Ulysses (23
WTC RS h A5 narrator it observer 23FEZE LW Uiz, HMEBAEA
BEAHED ¥4 b T 5 EH O narrator % observer 7c D TH H, T AL
FEHTFRZEDPDEDONTHIEDWTEELHI ETHEHN, FOI LR
LEHFCfZ D Benjy DR AS—ERCTHL 5,

You go on and keep that boy out of sight, Dilsey said. I got
all I can tend to.

A snake crawled out from under the house. Jason said he
wasn’t afraid of snakes and Caddy said he was but she wasn’t and
Versh said they both were and Caddy said to be quiet, like father
said.

You ain’t got to start bellering now, T. P. said. You want
some this sassprilluh.

It tickled my nose and eyes.

If you ain’t going to drink it, let me get to it, T.P. said. All
right, here’tis. We better get another bottle while ain’t nobody
bothering us. You be quiet, now.

We stopped under the tree by the parlour window. Versh set
me down in the wet grass. It was cold. There were lights in all
the windows®. (1 %y o 7 %%) ‘

(EH, $vFEfT-T HOTFEABCOPRZ I 5 L ELE, EFqavy =3
Tole BORIHBD I LT TFEHELBEHRMDLI,

WEm—IE, ROTHLEVHL, Y —Y v, BIIHhky, &
o9&, FrFa—d, BEZIbLALD, £, HivIbln
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WV, EB, Uy =y o, TAELIbWBLRIE, LB ot ThLF
Y F a4 =0, BREADE ST EED, il licl{bed, L5557
BHLXGEA - ThHERT s RAKEL, L7414~ E—2F > 71 8D
ZZOFNFRETILEDBNTZH e 57Eh4,
ZThEbl LOBLAR {T o7,
Bhzrhatcihzbe 51D, BHILK ST, bo likgTtinics T
R, EF4 =Bl LLIL, ¥, cZihBHEE, HLMEK
RZIBIL, Bhich, &5 —FKW- TRV 22T, 3h, #1571,
bR IEHOBOLIEORD T & & 5o, Yy —valibiz
LN cBEORITEA Ui, @leh ol EORBZ LB D DT
W 7,)

CZOBTIE, A &Yy 74T Benjy i Caddy OIS LOBRDOSHEZ, &
BOEFTE Dammudy OO OHBE % fliv: T %, BHH Benjy i@
LoTik, Bonkddh, £nET 0, AEOEENMMLHIL L LT
bo T 20FERRLIED T, BLIBARLF UL L LTEBZR,
COZOOHEIL LS LIEL D TH D, Zhoid ~THE Benjy
DEBTHDHZETHENTHHD, WEIhDbOFENETER LD, T
— THECANTE Y L O BADTH S, 2F h, Faulkner 13, 2D H
HOBHMEME s, BRI HRICL T, BT story OFEBEY M
XRIHELTCHBDOTHS, Ulysses TN T TR LIEFTHIAIZ
BEhTWA2BRETHOWEEN, 2 TREBDTAL—ATBEI LT
HDTH D,

IRBOFEMCEE L CARBREMNS, TR BT 2 AMHAC
o Tik, BMAFBFONSTENL, TXTCEOMALTO L DRI SR
TLES LDOTH T, TEEMANRRCT bR S 5 2 Lk, HHE
TTLHRONED, B2 FTHarb, Z0r 5, MEE RS
T b, LSRR —ED/NNRTEEY & TWhBhD L5,
—FEEI B LR H Iz b e 5 2 kix, * X2 Faulkner 0 2 Lk
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L% BT D L OIE e b sy, ' LikXTu %23, Faulkner o
THREE) ORI @E ST 5 HEEINER X, Joyce Ao fnfl s % E5
LD LELRLTHB EEbI 5, Aiag dramatic immediacy (38 s ge)™
BEABNCEETLLOTIERIEA 5 7,

L7 L, Faulkner © & OWEBIFE KL, RGO L 0 L5 WB5C
HA 5y WE, Joyce & Faulkner O E ST OWTERE Licnbh, =2
T¥ - Faulkner 12595 Joyce OE L E 2 I wbTIZ Lnis D TH
Lo PRI R VT TBEOWN) #HHT 201, EBEORBIMNE LA
BT bME—o 6, Ulysses 35 33t % “Circe” episode Tah b, &
o T, BEINTBEAFEL Stephen & Bloom OEHRF DL DT, #HE
BEEOERIC X » THEOLOPIIHETCER I, FI2IC objectify X
N3,

BLOOM : (Runs to Lynch) Can’t you get him away ?

LYNCH : He likes dialectic, the universal language. Kitty! (To
Bloom) Get him away, you. He won’t listen to me. (He drags
Kitty away.)

STEPHEN : (Points) Exit Judas. Et laqueo se suspendit.
BLOOM : (Runs to Stephen) Come along with me now before worse
happens. Here’s your stick.

STEPHEN: Stick, no. Reason. This feast of pure reason.
CISSY CAFFREY : (Pulling Private Carr) Come on, You're boosed.
He insulted me but I forgive him. (Shouting in his ear) 1 forgive
him for insulting me.

BLOOM : (Over Stephen’s shoulder) Yes, go. You see he’s inca-
pable*®.

(Fr—n (YvrorueREHEs,) HORENL T T NicLn?
Vv BUEEEES, ERBEAKREFELA TR, ¥7 4~ (T4
TR HARER TS T L, IXEhDOE S 2 LAy
AT (i *T 4 —%FloikoTHESB,)
AT 4 VY (el 2FEVTE, ZTFDLBERT,
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T (AT~ VOFECRFED,) SRUEOEL bRV b,

W LR EZ, £, BOAT » 1L,

AT 4~V ATy FipAde BEEL X, MBEED ZOBE,

Yy—eFy 7Y~ (3 EERB SRV ESDL) SHEDH, HATEESIE

BoTADL, HOVEREBHLVEBRLLTE, BRLTLSb. (#o

HLLTRERRY BFT) HOOLAVBRELIOXIL TR 5.

Th—h (AT -V voRBLE) LI LY, FIERS, TIREV I, 1

5, ZOBR oS E 5 THANR,)

= Rt “Circe” episode #1235 <, Bloom & Stephen [T\ aAA RS

TR~ Ay MELDERB X 5 ELTW5, HEFFKIK X - T Goethe D
Walpurgisnacht <2, Flaubert © Tentation de Saint Antoine & O¥E L%
/I D 2D episode 139, Ulysses TR LT SHICHOSTH D &L Eb
, BRICATLA4OBIENSO—EHzb, XBFE L TO Joyce OF
DY, COBEGORS TRLBEVICHEBEIh TS EBbh b, i
LT - Th, HANTRILLFEDO—Y v v L LTRD TS LR
b, TEB#HOWR) ¥EHT 5 technique & LTLIHEA R EHTo0ic
LEEPWBAN FEA DT MA TV AT E A, FpE & My @B oH
ek, —REFETLEROME &M, B Taefricbh T
WHDTH 5, The Sound and the Fury L H T, Ulysses O EE!
HIEEEE L 5 iz 52 R % Faulkner oI MHER I, o0
episode 2K E BB LTV HD TR WIS I I,

(m)

(Z) BT, Joyece & Faulkner @ IEi#oiiv) OHEZESICDWLTE
221, Joyce it < HXC Faulkner 73, £ OEBIMFHEIC L - T NEEOW
) OWEEZHRACTIR o T BB HITn, 2 ThHRit (—) TR
Poo MBS E D, HEZADW, ECDOWTEETLI LT Loy,

fw:hwe&memr&u,%@@ﬁ%&@ﬁﬂm%mfrﬁémﬁ&
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Bl wllo fo LN, XORT, EELRERCR TR T2 LIkF
WBIo W R L TR W, Tid b, Joyee 1k Dubliners o EBiHE
NH ST, Ulysses DEREHEEC B 2 2I(FEON AL L i fliEA~
LBIB L, Faulkner i3 The Sound and the Fury @R\ T, HEH—Io
Benjy ™ 584 7c % objectivity 22 b G C, HBMED EEZLEH ] OFHBE
NEFFELLDOTHD, ChEFHLTIE IEREH] EbEXLHTH
LH, 5—EToBBCEEY LT A7 51T, HEods Eize< Bl
b DTHDZ LR DTH B,

T b, Joyce DEEICIL, £ O 7 w4 AL LT indirect interior mon-
ologue 2NV BT W2 D% L, Faulkner Tl soliloquy 23 H ST
WBEDTH D, Tk, Z @ indirect interior monologue & soliloquy &
DB ORI, —HED XSRS TWADIEA S By, Humphrey i
ChBHZEORIEFWBMCHA LTS RT3, BT %z, indirect in-
terior monologue i¥, fEENL - E D & LA THAELT, EBHofh %
BT DML, soliloquy 1%, fEHRNESTWNER AW r EETL
BT B0 TH B, 2% D, Yf Flaubert © Y 7 ) XA BFAR LE
bbb Joyce 7y, Dubliners p»% Portrait %% Ulysses 2% 5 BB OF
T, FRAW, fRAR, FEOHFIEEEE L TIT- 20X LT, Faulkner i
objectivity DEAFHA X HBBITB T L, TEHEON AL THELE » bk
FRLE S E LD TH D, Thlfic, ¥R T M N 5 indirect interior mon-
ologue DE# {4 5135 2 L7 LIz soliloquy # BV CEB U &%2 5,
SR BT 4, The Sound and the Fury (o 35} % Faulkner i3 &, fE5 75
SEEEBLLI Y EBNL, FNETILCIT - I/ NRFIL D THh B,

#* 7z, indirect interior monologue 1= { & -XC, soliloquy 23t % 7 i EEE]
MERCLATVD Z E3HENTH Y, Lhil, T bil~rcX 5, Wil
#7e TEBOWR] LRI OB 2 & S €5 Dl CHENTH
b T L1y soliloquy & FH\ 7z Jason o T wwiicfFEbh b4, B
1< Jason OEIH D Tikie <, J& L The Sound and the Fury X\~ 5 {Eih4%
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HeDOWTELXL DI LD TH D, soliloquy DHRIZ L » THisd, F DR
EWERTH D As I Lay Dying 1755 FTLhn2 & THLHp, The
Sound and the Fury {3\~ T 3 Faulkner 13, [BEHofiin) o/phitcia
75, B R BT O B o MifE 4+ 7D 5 L R, Joyce 1Zi% /g4, plot sto-
ty &S BRI NEO L ORISR LOTINE L 5 EBDTLLHDTH S,
Joyce &l & LTEH D TEHEOWI] OFRE, FREHEIIGWE
BLLERY, Tobs0E 0B THECED 2, ALyl
HEZEEEEL X5 L LD TH D, LrL, ZOmEL, ZHERMNR
HRTHDHLEEL D, Ie¥leh, LLEE VDDV EFTOET, TELHEE
IRtk LD, ZRERENVDNRCHIRT S, BORE L), BRiE
Wiia L2l XV ETH A H b, Joyce HIRL, £L T, DWicE)
LA, RO Kain OFHEC L2 % X 5, #Eoic TE#OWH
DI F DI RETH - 12,
------ Actually, it is the most ambitious and monumental attempt in
literature to render the inner lives of its three main characters—

their thoughts, inhibitions, fears, and desires. Ulysses is, first of

all, the greatest stream-of-consciousness novel in literature®®.

UL2L, Joyee pSipBRANICEE LIS Ao iudiy, B E SIciieA &t
LB BN TORBBETH - LTX D, REROBHERNLEMR LS
4> % Henry James @}aﬁggﬁ%ﬁi (periodic sentence) 7%, Z N ¥ TOHONE
WECHEALTELLDTH - o ETERIZ, Joyce @ BTN I,
RN ERENOD E VL LBRINTEL LD L - D TH L,
Faulkner iz 2 2B HBELUEY T D THB, LH2L, Joyce &, T
CREIUEAMICU S & Ea i, (BEROWN] ONFILER N EY
BRSO WUE T oD THS, 20O LICB#E L T Beck ik,

i

------ What is stylistically most remarkable in his work is the syn-
thesis he has effected between the subtleties of modern narrative
technique and the resources of language employed in the tradition-
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ally poetic or interpretative vein. That such a synthesis is feasible
is demonstrated in the dynamic forms of his novels, and it may be
prelude to significant new developments in the methods of fiction*®

ERNT D, N BT Faalkner © F3kiY, Joyce DFEL D 4
LIRERRRAR L, BoM AMIHEEERORNTHS L)
FEr b biann, i, —#bInTi By, HEITE LT plot OFf
R Lo TRUDWIRETZL2DTH %, Joyce NEDRPFHIT X » THfi<
A hFEB-IESND Faulkner (x5 L, The Sound and the Fury —{E
FCREAETRS D TH b, LI, Joyce pVBBIAD IR A LIz R
ol OTHBEL T,
Joyce & Faulkner & B o] oFRicit, £ OBLRLMHEAL
PFETHTRED, R, Joyce DRI LIZL DML, FiT F%%‘%@ﬁhJ D

o ﬂaﬁ%ﬁ@ﬁhj ®’J\am~{m'§‘ﬁﬁ’~]7‘;:d\aﬁ%ﬁnz I5ET5, LhbIE HRET~
DB T TH 1D THD, # LT, Faulkner 73, [Henry James © §fy%
Joyce DFEETITiek 5 & Lo &y, “astream-of-consciousness writer
who combines the views of life of Woolf with those of Joyce™® &S
i, i, FBOFES, “adeliberate misunderstanding of Freudian theory
and Joycean practice™® CH B L EbI B0, TNTEDOZO TiHE&] ©
TeH DB N LI O bl TH D, HOI el THRe)
2k 5T, Joyce BEDIEFAGED Iz TEHOWIL OISUL, REAC H
BLIZLLBEZHADTH D,
(B 46.5. 18 2 )
iE

1) R. Humphrey, Stream of Consciousness in the Modern Novel (Univ. of Calif.

Press, 1958), p. 1

L. Edel, The Psychological Novel 1900-1950 (Rupert Hart-Davis, 1961), p. 19.

2) R. Humphrey, op. cit., p. 4.
3y Ibid., p. 23.
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9)
10)
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R. S. Ryf, A New Approach to Joyce (Univ. of Calif. Press, 1966), p. 94.
Pz Ryl CAZEOMICBEZRD T, KOOI 3BT 5,

A discussion of structual rhythm in Ulysses inevitably leads to the consid-
eration of stream of consciousness or interior monologue. Some scholars
differentiate slightly between stream of consciousness and interior mon-
ologue, but I shall use the two terms interchangeably here, because for our
purpose there are no significant differences between the two.

H. Levin, James Joyce: A Critical Introduction (Faber and Faber, 1960), p. 83.
Levin 1 ¥ RAU L0 & RML. THNEAOHE 2 DA TIRD X 512/ Tw 5,

To characterize this style, we must borrow a term from either German meta-
physics or Fench rhetoric; we may conceive it as Strom des Bewusstseins
or again as monologue intérieur. We shall find, however, that Joyce obtains
his metaphysical effects by rhetorical devices, that the internal monologue
lends itself more readily to critical analysis than the more illusory stream
of consciousness.

R M 7r~v— 2% SmEY—R /ISioEg], RFEEEE, 1969, p. 184.

R. Humphrey, op. cit., p. 29.

R. Ellmann, James Joyce (Oxford Univ. Press, 1966), p. 368.

ChEowTE, Ryf 4 BE p. 9% 0B W TRO I DS CEBL TV,
---But for the closest approximation of the technique to be found anywhere
in the novel, we must look at the closing section of the final chapter—the
diary entries. In addition to recapitulating many of the themes of the
novel, these entries also function to bring Joyce to his starting point for
Ulysses in terms of the stream of consciousness technique.

Joyce @ /gt Woolf 7 Fic & bR THEMNSEENETE v, ({BL, repre-
sented speech 138k <) FHNFEE L Ao s ORTPE2MEREOBELT T, %
nbwoflom, FHXOBECELND,
His friends asked him has be seen Corley and what was the latest. (Dubliners,
p. 62.)
KOWML, TRLEMEFRER L TAMBESE ERL AV TW2851 55,

His mind became active again. He wondered has Corley managed it suc-
cessfully. He wondered if he had asked her yet or if he would leave it io
the last. (Ibid. p. 63.)
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Indirect interior monologue is, then, that type of interior monologue
in which an omniscient author presents unspoken material as if it were
directly from the consciousness of a character and, with commentary and
description, guides the reader through it. It differs from direct interior
monologue basically in that the author intervenes between the character’s
psyche and the reader. The author is an on-the-scene guide for the reader.
It retains the fundamental quality of interior monologue in that what it
presents of consciousness is direct: that is, it is in the idiom and with the

peculiarities of the character’s psychic processes.

Soliloquy in the stream-of-consciousness novel may be defined as the
technique of representing the psychic content and processes of a character
directly from character to reader without the presence of an author, but
with an audience tacitly assumed. Hence, it is less candid, necessarily, and
more limited in the depth of consciousness that it can represent than is
interior monologue. The point of view is always the character’s, and the
level of consciousness is usually close to the surface.
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