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To my family.

“In my end is my beginning”.
T. S. Eliot, Four Quartets



| would like to thank Mme Claire Maniez for her ori entation and, especially,
her patience in guiding me in the process of writig this thesis.



Introduction

Among his novelslight in Augustappears to be the one in which William
Faulkner most successfully knitted complex issueshsas racism, sexism, fanatical
religion, obsession with the past, alienation froommunity, and solitude. Alongside with
these various themes, this book, published in 1@32ng what critics call Faulkner’s
major creative period, presents an unconventiomattsire with different lines of action,
making “the text’'s multiple elements to work dialeally” (Kreiswirth, 57). As a matter of
fact, the three major plots laght in Augustthose of Joe Christmas, Lena Grove and Gail

Hightower) seem to parallel each other at the samethey are mutually opposed.

This thematic and structural richness has led sentecs to consider the novel
Faulkner’'s best work (Bloom, 6), as well as “theasgest, the most difficult of [his]
novels” (Kartiganer, 1982: 91), perhaps being “astde to understanding”, yet “resistant
to comprehensich(Pitavy, ix). Without getting into the debate oveight in Auguss
place among the author’s other masterpieces, tperiant point to be noticed is that this
novel provides both readers and critics with suahowus interpretations that Eco’s idea of
an “oeuvre ouverteis promptly brought to mind. Open as it might, ltkeis book still
troubles its readers who seek in it a “dorsal spiaestabilizing and unifying plot, which
could guide them through the apparent incongrudusnology, its merging voices of

narrator and characters, its allegories, and, e&pgdts ambiguities.

The characters in the novel play essentially andaguroles, making difficult to
define how they integrate with the rest of the atwe. Joe Christmas, for example, has
already been assumed as a Christ-like figure, en@bbe integrated to the community by
being not only a stranger, but also a person whes dwt really know who he is. Lena
Grove, though depicted sometimes with a comic teaems to represent the depositary of
fertility in intrinsic connection with earth andtnee, escaping then from the immobilizing
and barren events by giving birth to the child whkil ultimately bring life back to
Jefferson. But it is Gail Hightower that has intrggl many critics for his role as the moral
voice and consciousnesslaght in Augusteither for being incapable of performing such

arole as a character, either because Faulknedfailhis characterization.

Once a minister, Hightower was ostracized from ¢oexmunity after his wife,
driven to an affair by his inability in being a ‘tmgal husband” (LA, 71), committed
suicide. Enclosed in what became his sanctuary‘ianghat the town calls his disgrace”
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(LA, 48), he is the passive observer who refusetake part in life. And as the events
which follow Lena’s arrival unfold, he is slowly drunwillingly brought back into the
course of action. It is another ambiguous charaBygron Bunch, who assumes the role of

narrator and disrupts the death-like life of th&aeked minister.

It is precisely with this return to the course ofian that this study is concerned.
Thematically, Hightower enabled Faulkner to deemsrconception of engagement toward
others and toward the past, even when this samagentent is paradoxically linked to
death. The obsession which imprisoned the minester since he was eight years old is, at
a larger scale, the obsession of the whole Amer®amth — a romantic tale of chivalry
sustained after the Union’s victory. Haunted bydhest of his grandfather, tragicomically
dead in a henhouse, yet still the incarnation gbisen and “eternal youth” (LA, 483),
Hightower surrenders to reveries of galloping herssd thundering hooves at the
metaphorical cost of his own life and of literally his wife’s. But more poignant is
perhaps how Faulkner permits his character to negaiareness of the living world. It is
through narration, through the story told by ByBumch, that the minister is taken out of
his retreat. Gail Hightower becomes, then, narrafebe story he himself refuses to take
part in. He is brought into imis en scéneand, as it will be demonstrated, so does the
reader.

The first part of the present study intends to stigmte the importance of
Hightower in the economy of the novel, his paritipn in the unfolding of the events and
the reason Faulkner might have depicted him in sagjue terms. As will be shown, the
role of an observer and reflexive character haeadly been previously sketched by
Faulkner. That he should be a minister is also ggaonbe discussed, as well as all the

major criticisms made about the characterizatioHightower.

In his characterization process, there is still @ampoint usually overlooked by
some critics: that the role of this character coalsbb serve as a major narrative tool,
indispensable in fulfilling Faulkner’'s attempt tomdaa polyphonic plot. The character is
essential in serving the narrative with a narratapable of guiding the reader, and of
reflecting about the story which has been toldito. iHightower finds himself in the same
“horizon of expectations” as the story unfolds las teader himself. He is therefore not
only a moral consciousness extracting meaning ftom events he avoided but was
nevertheless drawn into — he is also, and espgcealthediator, a narrator’s tool to engage

the reader and, as in a sortnaite en abymehe character himself.
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Cast by Faulkner, outcast by the community. Themseégart of this work deals
more with Gail Hightower in the fictional world dfoknapatawpha County, his obsessions
as a person, his retreat from and revival backfeo In “A serene vase”, there will be
presented the major themes linked to his withdraasalvell as the various structural and
stylistic parallels with other characters also edexed pariahs. In “A cracked urn”, the
focus will be directed especially to the final seevhere the minister reflects upon his life.
This moment of the “final copper light of afterndofiLA, 466) will be regarded as an
apotheosis for the old man who, exiled from hunrdearcourse, finally accepts the truth of
a barren isolation. This final scene will also pertinis study to reach its final part, that of
a yet not fully observed role of Gail Hightower.

In this last part it will be presented how the @utder functions as an in-between
persona, acting in the plot allotted him, as wall aa metaphor of the narrative itself.
Focusing especially on chapter twenty-one, andngagiose attention to several passages
from the book, it is aimed to demonstrate how Higldr enables the narrator to make a
reflection not only about universal themes, bubabout the same characters that inhabit
Light in August and ultimately, about the reader who, like Gajttower, hides behind
books and can see the life in Jefferson as an wfrsddeing in-between plots (that of Lena
and Joe), people (Lena and Byron, Joe and Pereyr®riand life and death (the birth of
Lena’s baby and the killing of Joe), this ambiguasaracter would also act as an
intermediate instance, both retreat and denialmeind awareness. His “ultimate dammed
flood” (LA, 492) released by the “wheel of thinkihgLA, 490), acts as a recycling
metaphor for all the events the book presentedistoeaders. His last and circular vision
“convoque les personnages du roman pour une paiadkfmais les fait défiler cette
fois-ci sur la méme ‘roué’(Bleikasten, 1983: 358). Cast and then outcaat| Bightower
accepts his past, his passive yet still guilty ioléis wife’s suicide, and is finally ready to

act.



Part | - Characterizing

“Perhaps | accepted more that | could perform.
But is that a crime? Shall | be punished for th&tll | be
held responsible for that which was beyond my power?”
Light in August489.

The role of Gail Hightower in Faulknerlsght in Augustis an ambiguous one. A
reflective figure, usually sitting immobile by tlvindow, this character has aroused the
attention of critics who either considered him dufa (Howe, 1962; Kazin, 1976), a not
fully realized character (Pitavy, 1973; Millgate971), or even, on the contrary, an
impressive achievement of Faulkner (Bloom, 1988li&) 1982; Hirshleifer, 1982).
These discussions are centered on the importalateedito Hightower in the economy of
the novel, whose themes and plots seem to be mizedi through his observations. His
study room is the place where the narrative ofdfwey imbricates, where all the plots
seem to converge in order to update the readeth®&window, waiting for the visions of
men and horses led by his dead grandfather, henalses on the condition of pariah, of
outcast. So comfortable is he that his life, coteginto reveries unleashed at dusk, “in the
lambent suspension of August” (LA, 491), is desadiin paradoxical terms of death.

It is this man, a defrocked minister and the tamfehumberless rumors in the
community of Jefferson, that Faulkner seems to ledeeted as the diegetic consciousness
of Light in AugustAs a matter of fact, Hightower is comprises treganrecurrent themes
of the novel, that is to say religion, sexism amctuglity, racism, and, above all, the
intricate relationship between man and communitifurthermore, he is capable of
anticipating the events which will follow JoannarBen’s murder, since he himself
suffered from the violence perpetuated in Jeffersgrthe dichotomization of man and
woman, black and white, good and evil.

What | intend to show in this first part is the ionfance of Gail Hightower as a
character in relation to the structure of the noWs shall investigate the Southern context
in terms of Civil War and religion, whose moral amthics are essential in the
understanding of the character. Additionally, we |l wiiscuss the process of

characterization, highlighting that what could lmmsidered a flaw, could actually be the



crux of the character’s role. Finally, | intend demonstrate how Hightower’s presence
functions as a mediation tool between the plotsy anuniversalizing channel for

Faulkner’s conceptions of community and religion.

In terms of representation

As some critics have noticed (Millgate, 1971; Pyal973), Gail Hightower, or at
least his obsession and position as an immobilergbg seems to have been in Faulkner’s
mind even beforéight in August Millgate notices that Hightower “is clearly a caeter
with special significance for Faulkner, a type whad long haunted his imagination”
(130). A prototype of the minister could be foumdiwo unpublished short-stories, “Rose
of Lebanon” and “The Big Shot” (130-131), both witie same character, Gavin Blount.
In the former, Faulkner depicts a doctor fascinatéth the Civil War and whose name,
like Hightower’s, was inherited from a dead grarnicés. In the latter, Blount appears as a
representation of “the old sense of honor deadyaxesre else in America except in the
south and kept alive here by a few old ladies wégueesced in ‘65 but never surrendered”
(Millgate, 1971: 131).

It is also important noticing that the scene intrcidg Hightower was first designed
to openLight in August(Pitavy, 1973: 9). Further arrangements, howeverde the novel
appear as it is presently published, with Hightowerng introduced in chapter three
(although previously and superficially mentionedihapter two), and having his childhood
told in chapter twenty. All these indications suppiie thesis of how such a type of
character was important in the conception and nga&frthe novel. It would seem that the
ex-minister represented for Faulkner more than gustligious outcast, whose disgraced
life could reveal concealed aspects of the communifefferson. Through Hightower, the
author also found a channel for discussing the d¢et@pretreat into aestheticism. As
Bleikasten observes, the romanticized reverie sgrais refuge isplatonicienng]...] et
assurément keatsienfe.]. Mais de I'idéalisme keatsien Hightower nous offne wersion
singuliérement appauvrie, presque caricaturale, rgaluction a I'esthétisme le plus
exangue et le plus stérife..]”. And the French critic completes by observitigat “[e]n
tant que personnage, Hightower se place ainsi ertasée de deux grandes tentations de

la jeunesse de Faulkner: I'héroique et I'esthétigi®83: 313).
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But it is precisely this élan in preserving himsi&thm the dangers of life that
institutes Hightower as the most suited charaaterttie reflecting of events. He is an
outcast (a position which shall be discussed im#ad chapter), and by exiling himself he
acquires the necessary distance to perceive whataimmunity really is. Nevertheless, he
was also part of the social life, the man “who \@a®ne time both master and servant of
[the community’s] believing” (LA, 75). His attribes are not only those of a distant
spectator, but also of someone who suffered framviblence destined to the misfit. Put in
other words, the role he now willingly calls upamkelf — that of an exiled person —, is an
outcome of the role he once was unable to fulfithat of a reliable minister. As he will
later acknowledge: “[t]hey did their part; theyagkd by the rules’, he thinks. ‘I was the
one who failed, who infringed. Perhaps that is gheatest social sin of all; ay, perhaps
moral sin”” (LA, 486-487).

This “sin” is to have negated his function as a ah@nd religious leader. In the
context of the American South, especially after@omfederacy’s defeat, preachers were a
necessity (Wilson, 31). They served their commansitivith moral and religious patterns,
perpetuating, then, the Protestant ethics so demglied in the South. Moreover, they
played the role of mediators, even justifiers,etation to the defeat in the Civil War and
its subsequent “sense of guilt”, as Kazin put$lite American critic adds that the question
was “why the devout and God-fearing Confederacyicctiave gone down [...]" (Kazin,
7). It seems obvious that this guilt would be mateed in the works of Faulkner,
especially inLight in August As he once said, this religious culture is “[. ukj there. It
has nothing to do with how much of it I might bgkeor disbelieve — it's just there”
(Wilson, 27-28).

Gail Hightower is also “just there”. Or, after bgiostracized, he was left ‘over
there’, in a “[...] house unpainted, small, obscymeorly lighted, mansmelling, manstale”
(LA, 48). Yet he is a pillar of the community, aachecessary one. He acts, as a matter of
fact, as a reminder to the people of what it ig lik be a misfit, to engender doubts and
suspicious where certainty seems to be a moratiatedn“[U]sing religion as if it were a
dream” (LA, 61), the institutionalized church coufdbt have him anymore. Once a
minister, he saw himself forced to resign from Bresbyterian Church in Jefferson — the
city where his grandfather was killed and wherealveays wanted to be appointed. His
sermons, his obsession with the Civil War, “[...] wéaster than the words in the Book; a

sort of cyclone that did not even need to toucheitteal earth” (LA, 62). On top of that, he
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would later have on him the stigma of a cuckold vdnb nothing to prevent his wife’s
death.

This universe of absolute, fatal, and self-righte¢Wilson, 22) life seems to be
molded by what Faulkner called “the spirit Protastternal” (29). This is, in other terms,
the perpetual shared belief in the supremacy oteshof men, and a ferocious suspicion
toward pleasure and sex. Those are puritanicalsteeven more than a code of conduct
heralded by a specific denomination. It is a “cikeligion” (33), institutionalized and
whose principles were usually criticized in the kworf Faulkner through characters who
were either obsessed or simply crazy (considerefample, Doc Hines and McEachern in
Light in August On the other hand, the author gives more ofthist to characters
embracing a “folk religion” and its “simple piety(39). Examples of such figures vary
from Byron Bunch inLight in Augustto the black servant Dilsey ifhe Sound and the
Fury.

But not only do these ethics imply self-negatiom @nromanticized view of the
past. They also have a fundamental role in the Araereconomic system, as well as in
other Protestant countries. André Bleikasten isitrigghen he identifies in Southern
Puritanism a way of focusing on work, building umare productive society even if self-
deprivation is implied (92). The image of Joe Cimigs working for his foster father
shows precisely how the Protestant austerity isctliy linked with a work-oriented mind
And the greatest sin of all is to merge pleasuith wiaste of money (93). Fundamentally,
this world is one of extremes, impervious to angt sbmixture or ambiguity. It is depicted
in the chiaroscuro (LA, 310) seen throughout theehowith morality and righteousness
defined in terms of light and dark, shadow anditglar

From this milieu emerges the character of Hightoveed Faulkner did no more
than observe his own environment to see the neadhwhister inLight in August The fact
that he is defrocked only accentuates his role afippant and outcast, member and
sectarian concomitantly. It is an in-between raldigure capable of rendering one of the
most important aspects of the American South -pthiganical ethics, which, nevertheless,
seem to increase violence instead of mitigatingdé represents this constant return to the
past in whose romanticized glory the inhabitantstlué South still seem to dwell.
Hightower is, according to Collins, “The Enchant®dul of the South”, as though his

! Another example of this Protestant asceticismoimél on page 159: “The boy’s body might have been
wood or stone; a post or a tower upon which théiessinpart of him mused like a hermit, contemplatand
remote with ecstasy and selfcrucifixion”.
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dreams reverberated the entire paranoia of “theiem force of tradition” (63). As Byron

Bunch wittingly observes,

[A] fellow is more afraid of the trouble he mighave than he ever is of the trouble
he’s already got. [...]Yes. A man will talk about hdve’'d like to escape from
living folks. But it's the dead folks that do hinamhage. It's the dead ones that lay
quiet in one place and dont try to hold him, thachnt escape from (LA, 75).

This weight of supporting the tradition of the Sgutf the dead, appears to be too
much for Hightower. He is unable to cope with hisiation as a minister, as a husband,
and as a m&nAnd, in order to compose this character and put &én stage, Faulkner
depicts him as an isolated type whose only comnéitt the external world is the prosaic
Byron Bunch. Not even when the ex-minister sitshisywindow does he seem to observe
what is going on outside: “[...] he does not actuabe the trees beneath and through
which he watches the street, waiting for nightfdle moment of night” (LA, 60). He is
totally immersed in his reverie, in his eagerneseetive, dusk after dusk, the moment in
which galloping horses pass by his window towarttldaThe question that inevitably
arises is how such a character would be able tthéeeflective voice in the novel, and
how could he not be considered just another gratefigure of the South.

In terms of characterization, Hightower remains ohEaulkner most controversial
types. Twice in the novel he is regarded in thetmosof an “eastern idol” (LA, 90 and
315), sitting immobile and seeming to be decompmpamdeath takes control of him:

His skin is the color of flour sacking and his uppedy in shape is like a loosely
filled sack falling from his gaunt shoulders of @&n weight, upon his lap (LA, 78-
79).

And when Hightower approaches, the smell of plumpashed flesh and unfresh
clothing — that odor of unfastidious sedentatidrstatic overflesh not often enough
bathed — is well nigh overpowering (LA, 299).

He has been to town to do his semiweekly marketivitgre, gaunt, misshapen,
with his gray stubble and his dark spectacleblueyges and his blackrimmed hands
and the rank manodor of his sedentary and unwatdsdd]|...] (LA, 308).

These examples show how Hightower is portrayed dayikaer, as an unappealing

sort of man who reeks of reclusion and death. léshfseems to be decomposing and the

2 Hightower's inabilities in being a natural husbamitl be studied in part two.
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smell he emanates is that of the tomb. The ex-teinigresents characteristics of an
oxymoron, having an aspect “gaunt” and “flabby¢luse behind “spectacleblurred eyes”
which do not allow him to see life going on all anal. He constantly pinpoints his absence
in life, his immunity bought after he left the cbhr his unwillingness to meddle.
Furthermore, he has a different style, more elabpeavestige of reading and theological
education. Hightower, for example, is the only eleser in the novel to use the modal
“shall”, to correctly address others in terms airgmar, and to rely on a vaster vocabulary.
Consider, for example, Byron Bunch as he fretfillgs to think of what to say to Mrs.
Beard: “Again he could not think of the word thatghtower would know, would use
without having to think of it” (LA, 418). Yet, thisultivated man is incapable of facing the
same life that others, more simple and uneducatedat least endure.

Another point to be highlighted in Hightower’s cheterization is his obsession
with the past, with his dead grandfather. AccordiogPitavy, Faulkner was not able to
make plausible the ex-minister’s fixation, due,exsglly, to the extent to which Hightower
was caricaturized (1973: 83)Alfred Kazin defines the character in more acitens,
observing that Hightower is “too much the creatof@lefeat and of obsession, to compel
our interest or our belief” (15%) Millgate, on the other hand, points out how the e
minister is “not a fully realised character, thoug might have been so if Faulkner had
told the story of his life at an earlier stage e novel and had treated that story with a
higher degree of dramatisation” (1971: 130).

Perhaps what intrigued these critics is the esslegtotesqueness of Hightower,
fundamentally alloyed with his role in the novehldéed, when Faulkner puts him in a
situation in which he seems ‘too real’, Hightowesds strength and becomes only a

caricature of a dying and pathetic man. HoweverCalins puts it, “[ijn his stream of

% pitavy continues by stating that “Faulkner seembé less able to show a character’s evolution than
reveal gradually a character already completesnrhagination, and who appears to grow becauseetider
gains deeper knowledge of him as time goes on”. (83)

* Here is the entire passagéightower, by general consent, is one of the fabuof the book: he is too
vague, too drooping, too formless, in a word to@imthe creature of defeat and of obsession, to ebmp
interest or our belief. But this is so partly besmHightower is both a surrogate figure for Fautlee
meditations and a kind of scapegoat on whom Faullkia® discharge his exasperation with Southern
nostalgia and the endless searching in the lalhygiot the past for the explanation of the Soutldefeat and

of the hold it keeps on the descendants of the &ttmnhte aristocracy. Hightower is a failure because
Faulkner both uses and parodies him. Because adlibardly literal symbolism of his name, his consta
watchful position behind the green lamp, his useleveries, he is never on the same scale witloter
characters, who are equally obsessed by the pasiyHo function on the plane of some positive attio..]
Hightower, acting in various section of the bookaasoreground observer, brings to them not merely a
stillness but a deadness which intervenes betweend the other characters. This shapeless, gHustly

of thought has its symbolic place in the mind ofitower” (155).
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thought, his musings, memories, visions, he becameof Faulkner’'s best creations (63).
And here we reach the paradox of having to give thiaracter more than just belief, but
also trust him, rely on his capacity to extracinirdefferson the points Faulkner himself
might have wanted us to absorb. His inaction presithe novel with a counterpoint to the
events that apparently are unstoppable. The stooiy where Hightower sits still is the

place for the narrative to merge and generate meg bf action, updating the reader and
creating expectations on what is going to unfol@. isl an unconventional kind of hero,

perhaps not a modern one, but a criticism on whatilsl be the ideal Southern American
moralist.

Advocating for this anti-heroic characteristic, \8kepoints out that,

the twentieth-century novelist retains the low miimenode and the gestures, but
mainly as a kind of staging, of departure point, foolonged descents into the
ironic and circlings back to the mythic mode (130).

It is a reversal of the mythical and traditionarsficance of the hero, now viewed
as limited and unreliable, whose vices and wealkesessirich the novel rather than
undermining it. And although partial, even exagtgetaHightower’s description is in fine
accord with his own assumption that he cannot @pdie in life anymore. He is what he
believes he is, and Faulkner explicitly gives us kiey to this character by choosing his
name and allotting clear significance to it. As Naih Gass writes, “[the character’s]
reality is borne by their name. Theye, where itis” (50). And, along with the other
meaningful names in the novel, Gail Hightower reprgs both an ironic and substantial
manner of characterization. The novel itself prévdts readers through Byron Bunch,

who reflects on names and their meanings:

And that was the first time Byron remembered thatelier thought how a man’s
name, which is supposed to be just the sound far éis, can be somehow an
augur of what he will do, if other men can onlydd¢he meaning in time (LA, 33).

Seemingly, when telling the events that occurredefferson to Hightower, the

narrator comments on Byron’s inability to read $igns:

It seemed to him that fate, circumstance, had se&traing in the sky all day long in
that pillar of yellow smoke, and he too stupideadit (LA, 83, my italics).
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The readers too may not read in time the signifieaof the plethora of names and
characters iight in AugustHightower is someone who refuses “the hayale of living”
(LA, 478, my italics), and is extracted from sodiateraction to be a recluse in his ‘high
tower’. In addition, it is necessary to bear in chthat characters are not people, they live
in and by words, and only through them is one ckgpabreading. Modernist writers such
as Virginia Woolf and Joseph Conrad had alreadysesd the notion of the possibility in
fully depicting a character. This attempt is alwdyased, made upon impressions and
various points of views. In this context, what GHilghtower really represents is the
decadence of the South, its Protestant ethics tekertremes, its social life rooted in the
dichotomies of race, sex, and austere moralityisH anti-hero to the extent that he fails
his church, his wife, and, in a pathetic attempg Christmas. Refusing to take part in life,
he becomes a channel of death. These attributesg\ven, do not represent a failure in his
characterization. They reinforce his role as thiuanate preacher who, forsaken by his
frock, is left imprisoned by the memories of a raninzized past. He alone is able to think
of religion in terms that would not be plausibleatmer characters. And even the narrator
seems to rely on Hightower to develop what woulcbesidered an intrusion of his part,
endowing the ex-minister with a capacity to thirfkilte events as having the purpose to

reach and convince the narratee, and thereforeetiuer.
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On mediation

The character of Gail Hightower, although brieflgmioned before (LA, 48), only
appears in chapter three — sitting by and lookimgugh the window from where he can
see the street. The narrative so far has introdtiveé of the major characters, each one of
them not having any relation to one another, exfedtena Grove and Byron Bunch who
meet at the end of chapter two. Hightower, thea, ngew figure in the book, and the reader
will follow his story in the same terms it was tdtwl Byron Bunch. This latter, arriving in
Jefferson seven years before the narration’s ptesennformed of what means the
acronym “D.D.” in the sign in front of HightowerlBouse, or what the people in town

jokingly said it meant:

[Hle asked andhey told him it meant Done Damned. Gail Hightower Done
Damned in Jefferson anywaweytold him (LA, 60-61, my italics).

What is interesting about this chapter is how tkenénister’s story is told by the
people of the town. Phrases such as “they told hfthey told Byron”, “the town said”,
“the town believed”, “the town thought” etc, prarate and give the reader the impression
of being before a city meeting with everybody présexcept for Gail Hightower. This
technique is common in the work of Faulkner. Byngsit, he intends to create a different
voice than that of the narrator, a voice which nsatkee community’s credo more tangible
and visible. Byron Bunch, in this context, actsaasnediator for the story, being the
narratee to whom the town explains the life of Haogver, and offering also a critical

response to all those rumors:

Byron listened quietly, thinking to himself how e everywhere are about the
same, but that it did seem that in a small towngnelevil is harder to accomplish,
where opportunities for privacy are scarcer, thedgbe can invent more of it in
other people’s names (LA, 71).

As though, Byron thought, the entire affair hadrbaelot of people performing a
play and that now and at last they had all playetdtbe parts which had been
allotted them and now they could live quietly wathe another (LA, 73).

But Hightower himself in chapter four is going tedome the narratee bfght in
August with Bunch assuming the role of narrator. Theraed minister, always in his
immobile position, will discover the events thatoed in Jefferson as the reader will,

always subject to the voice of his addresser. TgindByron Bunch, the narrator withholds
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information in order to create suspense, and thedewngs of Hightower could be
associated to those of the reader:

‘Oh’, Hightower says. ‘The house that burned yelgr But | don't see any
connection between — Whose house was it? | sawntoke, myself, and | asked a
passing negro, but he didn’t know’ (LA, 78).

‘Oh’, Hightower said. ‘But | don't see....... If theyexe comfortable, and Miss
Burden didn't ---’ (LA, 79).

What he does not know, nor does the reader, isNhsg Burden was brutally
murdered, her head almost cut off, and her housensire with the body still in it. But the
reason for Bunch to postpone revealing this islbie for Lena Grove, which he is
tentatively trying to convey. During his tellinge lirequently says that what he knew “was
not the worst of it” (LA, 78), that he himself diebt “know [...], then, the other. The rest
of it. The worst of it” (LA, 81), and that would der him “[tJo tell on two days to two
folks something they aint going to want to hear #rat they hadn’t ought to have to hear
at all” (LA, 79). The information of what really ppened only partly appears later on, in
disconnected phrases which try to embed the whalertsion of what is going to unfold
in the novel:

About Christmas. About yesterday and ChristmasisBhas is part nigger. About
him and Brown and yesterday (LA, 89).

Yet chapter four is also important for in it Fautkralso draws attention to the plot
itself, which so far had been depicted in comicetorConsider, for example, the opening
scene of the novel. In the first chapter, Lenanisoduced, and we are able to see her
crossing Mississippi all the way from Alabama (L33, After a brief narration of her story,

the reason of her journey is subtly hinted by teegbe she encounters on the way:

Lucas Burch? | don't know of anybody by that nammuad here. This road? It
goes to Pocahontas. He might be there. It's possiére’s a wagon that's going a
piece of the way. It will take you that fdrA, 7).

For the first time the reader can recognize andighigr grasp that she is after a
certain Lucas Burch. And it is also known that she@regnant, a simple type ordering

“sour-dines (LA, 27), who does not listen to the people wilbay warn her that the man
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in Jefferson is called Byron Bunch, and not LucagcB. By the time she reaches
Jefferson, when the burning house of Miss Burdeatti@cting the town’s attention, the
reader has so far imagined a story in which ariigenan is tracked down by a pregnant
woman, who confuses him with another man. Kreiswabserves that this confusion of
names create “new narrative expectations”, leavihg plot “opened up to fresh
possibilities and direct[ing] the reader to posiestions about the whereabouts of Lucas
Burch, the identity of Bunch, and the outcome afi&'s travels” (61).

Chapter two will sustain these same expectationst deals with the impressions
caused by the arrival of Joe Christmas at the péamill. Again, it is through Bunch’s
musings that the image of Christmas is depictedjngdmore blanks to the story, and
opening new possibilities for the plot to evolvenother character is presented, Brown,
then making us wonder how they could be possibigted to the story of Lena Grove
(Kreiswirth, 62). As the chapter reaches it closuhe reader finds out that Brown is
actually Lucas Burch, and that Byron Bunch hasefalin love with Lena. These
complications are not fully resolved until we reattapter four, with Byron clarifying the
events to Hightower, with the reader starting towell aware that “the novel disrupts any
expectations of a unified plot structure” (Por&g).

As already mentioned, in the study room where Higler and Bunch meet on the
day following the events, the narration seems tagmeand update the reader. The
revelations that Christmas is “part nigger” (LA,)88nd that Miss Burden has been
assassinated (LA, 91), do not allow the readeptwsicler the story as something comic or
just casual. Our judgments are overturned and nepecatations arise. Wolfang Iser

interestingly points that,

Once the reader is entangled, his own preconceptosn continually overtaken, so
that the text becomes his ‘present’ while his odeas fade into the ‘past’; as soon
as this happens he is open to the immediate expedeof the text, which was

impossible so long as his preconceptions werephesent’ (64).

The present is now Byron filling the gaps of whatlbeen left unanswered in the
three previous chapters. And Hightower’s questioighlight the points of interest to the

reader: “[w]hat is that you think I will not wand hear? What is it that | have not heard?”
(LA, 79). And as Byron reveals the story, the oadiness of a pastoral tale collapses as the

ex-minister unconsciously previews the outcomes:
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Yet Byron can see in the other’'s face somethingnkatabout to wake, of which
Hightower himself is unaware, as if something ieside man were trying to warn
him or prepare him (LA, 81).

And now there begins to come into Hightower’s padzéxpression a quality of
shrinking and foreboding as Byron talks quietly [(LA, 82).

Hightower is also entangled in the story. He listand forebodes, as though being
prepared for what he will face throughout the npyebkt like the reader who now
understands that with the presence of Hightowemntreative is going to be recycled. He
becomes a narrative tool (Millgate, 1987: 39) wsel the first cycle of theight in August
that is to say the first four chapters (Pitavy, 3916), before the plunge into Joe
Christmas’ recollection of his past (chapters 5-18fter this long flashback, the ex-
minister will again assume the function of narrateechapter thirteen, when Byron
explains to him why he wants to take Lena out os.MBeard boarding house, and in
chapter sixteen, with Mrs. Hines telling the stasfy Christmas’ birth. In all these
occasions, Hightower acts as a mediating instart@den what has been told and what is

going to be. According to Hirshleifer,

[...] Hightower seems to speak for Faulkner and tadiged out of himself into a
sort of mediate figure between the community, idioig the readers, and the more
alienated figures of the novel (25).

What emerges from this mediation characteriste ¢@ntripetal operation in which
the character gains force to better analyze thate\and slowly be dragged into the course
of action he always refused to take part in. Tha te Light in Augustis constantly
redirecting the reader to new lines of action, whke narrator lending his voice to the
community of Jefferson, which is obviously impretgtawith prejudices and distortion of
facts. The ability Hightower develops in his exitereflect on what happens outside his
window not only empowers the narration with an mmeice more detached than the
others, but also enables the narrator to univeesdlis conceptions on the major themes

present in the novel.
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Universalizing

As previously exposed in this part, the contexttltdé American South makes
possible themise en scénef a character such as Gail Hightower. Althougloattast, he
embodies the traditional romanticized nostalgiaminglorious past. He is also the moral
and religious leader who failed in serving his dhurYet it seems that Faulkner endowed
the Reverend with another characteristic, one ghatl resonate all throughout the novel.
In Hightower, the growing awareness of the conditad all the other characters in the
novel reflects also a global perspective in the &misituation. It is by delving into his own
environment that Faulkner can make his concernsewsal. In the words of André
Bleikasten, “Faulkner wrote about specific peoplespecific places, and he did so in full
awareness of his complex Southern experience. élerio shortcut to universality” (99).
It is then given to Hightower the role of providittte novel with insights generated from
local experiences, but that could reverberateantbooader scale.

If we consider the moment when the ex-minister ieaabout Christmas’
supposedly “black blood”, we find a man grasping thagnitude of what is about to
happen in Jefferson:

It is certain, proved, that he has negro bloodhK;HByron; what will it mean when
the people — if they catch...... Poor man. Poor mankird 100).

And from the recluse pariah there seems to emerfgelang of compassion, an
empathy with the man in announced tragedy:

‘Yes’, Hightower says. He sits with his eyes clgsedect. ‘But they have not
caught him yet. They have not caught him yet, By(bA, 100).

Later on in the novel, Hightower thinks when loakit Byron Bunch:

It is because so much happens. Too much happera'sTih Man performs,
engenders, so much more than he can or shouldtbdwear. That's how he finds
that he can bear anything. That's it. That's wisaso terrible. That he can bear
anything (LA, 299).

This notion of the human condition is drawn by Haker at the view of the
prosaic Byron Bunch. The Reverend appears to biancontext of the book the one
capable of conveying these thoughts in a way tlmatldvbe impossible in other characters.
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It is certain that the feeble preacher is alsodadasnd many of his attitudes lnght in
Augustinspire pity rather than agreement. However, asadly discussed, it is precisely
through this failure that Faulkner is able to costdumajor reflection on the community of
Jefferson. Accordingly, Millgate states that “Highter’'s reflectiveness [...] remains an
essential element in Faulkner’'s self-consciousngiteto universalize the themes of the
novel” (1987: 39). Put in other words, religioncea and sex are all scrutinized during
Hightower’s broodings.

The most poignant of these reflections is that cldd to the Protestant religion.
Sitting by the window, Hightower is able to listenthe organ’s music that comes from his
old church, “a sound at once austere and richcabjed proud, swelling and falling in the
quiet summer darkness like a harmonic tide” (LA).76his music pervadekight in
Augustand stands for one of its best metaphors, as agefor the Southern Protestant

aestheticism:

The organ strains come rich and resonant throughsttmmer night, blended,
sonorous, with that quality of abjectness and suddiion, as if the freed voices
themselves were assuming the shapes and attitidascdixions, ecstatic, solemn,
and profound in gathering volume. Yet even the musis still a quality stern and
implacable, deliberate and without passion so mashimmolation, pleading,
asking, for not love, not life, forbidding it tohwrs, demanding in sonorous tones
death as tough death were the boom, like all Protesusic (LA, 367).

This music is theequiemFaulkner intends his readers to listen to. And iGail
Hightower in his petrified position who is capallemaking these analogies possible. He
was part of this chorus, even helped it be sund,vaould have continued to propel its
message if it weren't for his incapacity in keeplmng dead grandfather out of the pulpit.
Yet his comments seem genuine, true enough to bsidered valuable not only to the
community of Jefferson who had deserted him, bulkdhuman beings living under this
code of behavior that “drive[s] them to crucifixiah themselves and one another” (LA,
368).

22



Part Il - Outcasting

“I'm not in life anymore”
Light in August, 301.

Life, for Galil Hightower, is a tale of chivalry. 18ie his childhood, the impressions
of his grandfather’s deeds during the Civil War lhef$ him incapable of dealing with
everyday situations. Issued from a sick mother, Wiaad been invalid for almost twenty
years” (LA, 467), and fathered by a man “of Spadahriety beyond his years” (LA, 472),
Hightower finds in the death of the grandfather sberce for his own life. He believes
that by retreating from human intercourse, he woldd able to preserve his future,
“inviolable, like a classic and serene vase” (LA8% and in that same vase the “virginal
desire which makes heroes” (LA, 483) would resbunhed. Yet, the “gale of living” is
embedded in his name, and therefore embedded indaspite all the attempts he made to
be concealed from this “circumvented wind” (LA, 478Had he been able to read it in
time, his life, and that of his wife and perhapattiof Christmas, would have had a
different ending.

But he chooses the exile. He sits immobile at hisdaw thinking about the life he
abandoned After being forced to resign from the church, kimver surrenders to his
reveries, dies for the town, and delves into médita considered innocuous by the
narrator, who compares Hightower’s reading of Tesamyto “[...] listening in a cathedral
to a eunuch chanting in a language which he doesvem need to understand” (LA, 318).
That is exactly what Hightower has become: a siisténer, surrounded by the music that
comes from his ancient church and that has longit®esneaning. It is interesting to note
the use of the word “eunuch”, which states periibpshe, the defrocked minister, is also
a man of dubious sexuality.

No wonder the community preferred to deprive theistér from his role as a
moral leader. He would have been left alone if éen’t for Lena’s arrival in town, and
Miss Burden’s murder. His retreat would have narbdisturbed if it weren't for Byron

Bunch’s narration, which, against all of Hightovgegfforts, makes him act once again.

® Bleikasten, in his articlé’espace dans “Lumiére d’ao(t’points thatl]a fenétre [...] ouvre une bréche
dans le mur de la solitude, elle perce une trooéfee une échappée au regard captif et maintiert fuagile
communication entre le dedans et le dehors, eetephge et le réel, entre passé, présent et dv@riis).
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My intention in this second part is to analyze thieister’s role as an outcast, the parallels
with the other pariahs, and, finally, the last deagoncerning Gail Hightower, in which
he ultimately acknowledges his faults and envisithrespossibility of being free from his

past.

The “serene vase”

The first mention to Hightower irLight in Augustillustrates what his most
important characteristic is: a lonely man living.:] in what the town calls his disgrace”
(LA, 48), an “[...] outcast who has been denied by ¢hurch” (LA, 49). As a matter of
fact, loneliness, denial, and exile constitute lifeeof a man who resigned his pulpit after
failing at it. The church could not accept his assen with the dead grandfather, with the
Civil War and its past of battle, looking bafflem liim,

in the pulpit with his hands flying around him ath@ dogma he was supposed to
preach all full of galloping cavalry and defeat aytory just as when he tried to tell
them on the street about the galloping horses,tiiin would get all mixed up with
absolution and choirs of martial seraphim, untivés natural that the old men and
women should believe that what he preached in Godis house on God’'s own
day verged on actual sacrilege (LA, 63).

As Pitavy correctly observes, this passage shows Hamhtower’s incongruous
speech reflects on the language of the narratar,Faulkner’'s deliberate anacoluthon”
(149¥. It is an incoherent behavior, which sounded ®twn “like a horsetrader’s glee
over an advantageous trade” (LA, 61). SeeminglyerwNMcEachern examines Joe at the
orphanage, his stare is compared to that of somedwee[...] examine[s] a horse or a
second hand plow, convinced before hand that hddnasme flaws, convinced before hand
that he would buy” (LA, 142). Neither Hightower,irdded by his obsession, nor
McEachern, blinded by his austerity, can actuadlg the people in front of them. In the
case of the minister, the refuge he expected te hathe seminary was actually a shelter
in which he would be able to fantasize about His, labout his past. By becoming a

® Another example can be found on page 364, whehtbliger, learning of Christmas’s arrest, breaks down
in front of Byron: “Byron Bunch, the guardian oliplic weal and morality. The gainer, the inheritdr
rewards, since it will now descend upon the morgansife of — Shall | say that too? Shall | readrBly
there too?™.
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preacher he would be able to find his “only salwaltj that was “to return to the place to
die where [his] life had already ceased beforegdm” (LA, 478).

This place is Jefferson, or what he consideredetdhle heroic ground where his
grandfather was killed. It is also the landmark athilefines the boundaries of his reveries,
his refusal in accepting the world of the livingheve he could “convert his life into the
purity of the tale” (Kartiganer, 1988: 24). What tiie not expect was that his wife would
go “bad on him” (LA, 59), and Kill herself in Memish as though his choice towards
reclusion would ultimately drag others into deatle fails not only because he sells his
fantasies in the pulpit, but also for revealing imgbility in being “a natural husband, a
natural man” (LA, 71). Before turning to this pginwe should briefly analyze why
Hightower developed such a fixation with his gratdér, why he “skipped a generation”
(LA, 478) and became a man not suited for the fonsthe assumed upon himself.

When musing about his past, the minister recollédsschildhood, and we are
presented with the scene in which he finds a umfdrom the Civil War. It is a
Confederate garment, and the young Hightower wendérether a Northern soldier had
been killed by his father, “wondering with still mohorror yet at the depth and strength of
his desire to know” (LA, 470). This passage illasts how death first seduced the child,
and how the desire to understand it molded hisopatgy. Moreover, the uniform, a
reminiscence of a deceased man, intrinsically cciedewith his living father, carries also
“the evocation of his dead mother’s hands whicgdmred among the folds” (LA, 469). At
supper, watching his father “with terror and awel avith something else”, the boy is
speechless, unable to cope with the weight of dagldipon the living. This scene can also
represent the mourning of the entire South, thedutaid upon the defeated Confederacy,
which, at Faulkner’s time, was still peopled by gosts of the Civil War.

In the absence of a sick mother and in the preseheesober father, Hightower
developed a fascination for his grandfather, whib been long dead before he was born. In
opposition to the father’'s austerity, the grandféatlalso named Gail Hightower, had “a
bluff, direct, coarsely vivid humor which lackeds$eof purport than wit” (LA, 470), and
was considered by the son a “lusty and sacrilegjiou$ man (LA, 473). The young boy
would ask then the black servant to tell him tlegiss of “grandpa”, the men he had killed,
and, paradoxically, “[...] he listened now [...] withoterror. It was not even triumph: it
was pride” (LA, 470). What caused repulsion in hanthe view of his existing and

present father, was exalted in the dead and ghgsdlydfather. And here Faulkner makes
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clear the difference between ghosts and phantomsin@nting on Hightower’s attitudes
towards his past, the narrator puts that,

He found no terror in the knowledge that his grattur [...] had killed men ‘by
the hundreds’ [...]. No horror here because they Wwestghosts, never seen in the
flesh, heroic, simple, warm; while the father whica knew and feared was a
phantom which would never die (LA, 477).

Edmond Volpe is right when he observes that theist@n “associates his father
with the real world; the story of his grandfatheteases him from the terrors of reality”
(quoted in Kartiganer, 1988: 24). It is importantabserve, however, how the present life
of Hightower partly echoes that of his father, eifethe son is incapable to see it. Firstly,
both were ministers, although the parent was onéehtwt church” (LA, 474), and whom
the war changed, “deodorized”, as the grandfatherastically noted. Secondly, the two of
them also performed medical roles, be it as a niewi the case of the son, or a real
doctor, in the case of the father. The latter ezthbis wife to “produce life”, and “possibly
kept her alive”. And here we find the first contrstween them, since Hightower could
not prevent the death of a baby when he tried $staa Black woman in labor. He would
have to wait for almost ten years to be successfdelivering a living baby, that of Lena
Grove. But what really differentiates father and 88 the way they react to real life.

Although sober and austere, the father,

[...] lived by his principles irpeace and when war came, he carried them into war
and lived by them there; when there was preachmgeacefulSundays imuiet
grovesto be done, he had done it, without any particetaripment for it other than
his will and his convictionand what he could pick up as he went along; wheret
was the saving of wounded men under fire and thmgwof them without proper
tools, he did that too, again without other equiptreavehis strength and courage
and what he could pick up as he went along. Andnwthe war was lost and the
other men returned home with their eyes déadlooked forwarcand made what
he could of defeat by making practical use of thlaich he had learned in it (LA,
474, my italics).

The obvious narrator's approval of how the fatheed contrasts with the life of
Gail Hightower, who always wanted peace (LA, 31d)f never found it. His Sundays
were fraught with galloping hooves and war, notrention his wife’s crisis in the middle
of the sermon. The word “groves” is interestinghrs context. It recalls Lena Grove and
her eternal simplicity and calmness, her acceptasfcéate without being troubled.
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Moreover, it is exactly “will and convictions” antstrength and courage” that the son
lacks. His “shrinking and denial” behavior, encdpted in a forced retreat, has nothing to
do with how his father managed defeat, looking fmdvand learning from it. The courage
of the father was not due to combat, since he wasldier without an enemy”. It was not

the pride that overpowered his son when the bagred to the stories of the dead

grandfather. Indeed,

It was as though the very cold and uncompromisonyiction which propped him
upright, as it were, between puritan and cavahiad become not defeated and not
discouraged, but wiser (LA, 474).

This wisdom will not be attained by the son untik tfinal moment, in chapter
twenty, in which Hightower acknowledges his guilt exiling himself from human
intercourse, trying to be preserved in reveries tlod only cost his life, but that of others.
The code his father lived by seems to debunk thatsoprevious aesthetical convictions,
making parent and son overcome “a distance in timé not even the decades of years
could measure” (LA, 469-470). As Bleikasten poiots in “Fathers in Faulkner aridght

in August,

[W]hat seems to be at issue in Faulkner's intridai@ily chronicles is not the
father as a person (a character), nor even therfaghgenitor, as the actual begetter
of sons and daughters, but rather the hauntingtignesf fatherhood, in its
psychoethical as well as in its wider cultural irogtions (43).

Yet the fixation with the grandfather can have &aeotexplanation, more implicit
and that was definitely decisive in Hightower'slexrom the community. As mentioned
above, he was not considered a natural man byabplg@, someone incapable of satisfying
his wife (LA, 59), and who raised doubts about feitionships with his servants. As a
matter of fact, the text never makes it clear thatminister is homosexual, but hints at that
direction in several parts, rendering ambiguousntiteire of his feelings for Byron Bunch.
Their “intercourse” at Hightower’s house, alwaysaht, is first described as something
that “the town does not know” (LA, 48). And as Bgrthinks of the reverend’s exile he
concludes that if the town knew about the visithe{’'d take us both out and whip us
again [...]” (LA, 73). This passage makes it cleaatthhere is a suspicioun over
Hightower, who, even physically, is described aa state of “monstrous pregnancy” (LA,
308) and being “queershaped” (LA, 413). Furthermdtgghtower “notices that his
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thinking sounds querulous, like the peaceful whanaf a querulous woman [...]" (LA,
404) and amuses himself by imagining Byron Buncthia handkerchief about his head,
and earrings” (LA, 369).

In an article about this issue, Lopez argues thaf Hightower spends his life
concealing his homosexuality from his wife, his gragation and fellow townspeople, and
even from himself’, and that the window by which ¢ies every day is metaphorically a
closet where “he comes to confront [...] the supmésdesires that paradoxically both
define and destroy his life [...]" (76). This psyciadytical interpretation is valid to the
extent it compares Hightower’s nausea after findivguniform in the attic to that of other
characters “which accompanies virtually every séaghand situation in the novel” (79).
We can take as examples Christmas vomiting in igtitieln’s room (LA, 122), or when he
finds out that Bobbie was menstruated (LA, 189)péd still mentions the episode in
which, at the view of Christmas being castrateds oh his persecutors vomits (79). In
addition, the article discusses the presence oflsraed the metaphors linked to liquids
which would closely relate to the sexual experiera® well as the the imagery of the
young Hightower feeling the “bark of trees [...&vage, filled with, evocative of, strange
and baleful half delights and half terrors” (LA,810n this specific part, LOpez states that
this condition is that of the child who,

[...] willed himself to forget the dark desires andusea invoked by an old trunk

and a forbidden queer love by displacing them @ataspicuous displays of pride

over his grandfather’s war exploits (87).

In fact, the minister envisions the deeds of hendfather as heroic bursts, telling
them to his wife “[...] in the bright, happy voicé a child” (LA, 482). The same infantile
imagery is sustained when he makes his way tor3defie pressing his face “like that of a
child” (LA, 482) against the window of the trairs well as during his telling when “[h]is
voice was high, childlike, exalted” (LA, 485). Seiegly, Hightower refers to the men who
accompanied his grandfather as “boys” or even ‘siduys” (LA, 483), as though
depicting them in such naive and childish terms omder to prevent him from
acknowledging the real nature of his obsessionerLah in the novel, the minister will

recognize that he had a “hunger”, and that his wideld not have “any part in the
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assuaging of it” (LA, 488). His life, then, includj his sermons in the church and reveries
at the window, were a frustrated attempt to unléasisecret and unconscious desire

The father, in this context, is a key figure. l#places the mother and engenders in
the child a mixed feeling of terror and desirejrofnanent reality. The dead grandfather,
on the other hand, is the phantom that enablesmthister to delude himself, to live in a
tale of chivalry his concealed secret without hgia name or even assume it. The father
is also a pattern, a model to be doubled in theacher of Byron Bunch, who traveled
several miles, just like Hightower’s father, to pog a country church. Byron too seems to
live peacefully with his code, and, despite his monones, is capable of assuming
responsibilities and fighting for what he consideesrect. This simple man is to disrupt
the reverend’s life not only with a narrative, @so with an “unrequited love” (Lopez,
85).

The parallel between Hightower’s father and Byraméh illustrates more than just
unconscious desire. It is one of many analogigeemovel which correlate characters and
their storied Bunch, for example, is someone considered “a mingstery to the town
and who had been for seven days wellnigh a puhlicage and affront” (LA, 421). Of
course his condition is not that of the ministele Christmas or Joanna Burden. Yet he is a
foreigner who came to Jefferson seven years béfier@arrative present, and who always
tried to keep a distance from many of the town’srgs. In addition, he does not think
exactly like his fellow coworkers, brooding on tbendition of men in Jefferson with a
wider perspective. In the withdrawn figure of Higher, at least until he meets Lena
Grove, he sees a master, an advisor, “a reposifosysdom” (Millgate, 1971: 132). What
seems to be present in this relationship is a paréond, with Byron having to deny the
supposed affiliation because of his love for Lehdghtower, on the contrary, could
become “the father of the father” (Duvall, 154), bgving authority over the one he
unconsciously relates to his real progenitor.

Another parallel regarding Hightower, referringaanetaphorical relation of father
and son, can be found in the figure of Joe Christmighe latter, in his flight from prison

and from Percy Grimm, finds his last refuge in timuse of the defrocked minister.

" Hirshleifer interestingly notes that “[...] the cdiof between the ‘galloping hooves’ of Hightowedseam
and his wife has the symbolic force of a contrastwieen normal and abnormal sexuality. Horses are
characteristically used by Faulkner in referencalinormal sexuality experience in contrast with €evhich
represent normal love and fecundity (this is, afrse, most fully developed ithe Hamléet’ (12-13).

® Tucker mentions “the binary distinctions accordiogwhich the communal world of Jefferson organizes
itself” (140).

® Sundquist writes that Hightower is Christmas’sstifigurative father” (95), and Bleikasten callsnhihe
“pére veule et impuissdntlL'espace dans “Lumiere d’'o0t"417).
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However, Hightower fails in providing an alibi form, and Christmas is shot and castrated
in the kitchen. The town, trying to explain why had headed towards the minister’s
house, promptly affirmed that they were “like tkefi (LA, 443). Their likeness in the
novel, indeed, appears not only in their condittdroutcasts — which ultimately defies a
hermetic community — but also in the way they thia&t, or even dress (Geoffroy, 173).
Consider, for example, their search for peace, mérding it'°, and their willingness to
buy immunity by their own actioris.Moreover, they were both regarded as having satani
characteristics, eating savagel§, and misunderstanding the conception of love betwe
man and womai.

However, as Geoffroy observes, we cannot simplytifle the minister with
Christmas without properly paying attention to wissparates them. Hightower, for
example, exalts youth and its beauffjo‘be young. To be young. There is nothing else lik
it: there is nothing else in the wofldLA, 318). Christmas, on the other hand, seems to
despise it: It's terrible to be young. It's terrible. Terrible(LA, 181). According to
Geoffroy:

II semble impossible que deux cris aussi irrécomigies sortent d’'une méme
bouche, et I'on y reconnait si bien I'impatience ldgeunesse et la nostalgie de
'age mar qu'il est plus logique de les associed@s personnages dont I'age
correspondrait a la nature de ces souhdit34).

The scholar, however, states that this differenome@tuates their parental bond,
and the fact that Hightower wanted to name Lenalsylonly confirms this hypothesis. As
a matter of fact, Mrs. Hines, Christmas’s grandregttkeeps calling the newborn by the

name of her grandson:

19 Joe Christmas, before his final scene with Jo@urden: ‘All | wanted was peaéd112), and Hightower
refusing to take part in the story: “l just wanteghce” (LA, 311).

1 For retreating himself and for enduring the KKKissault, Hightower states: “I have bought immunity”
(LA, 310-311). Christmas tried to be immune frommaen and his puritanical view of sex: “With the slai
sheep he had bought immunity from it for too lowgvrfor it to be alive” (LA, 187).

12 Hightower’s face, when leaving the church afterife’s suicide, “looked like the face of Satartfie old
prints” (LA, 69); Christmas invaded a church attetidy Black people, and “[t]hey saw that his fa@swot
black, and a woman began to shriek, and peopleeimdar sprang up and begun to run toward the [dopr
‘It's the devil! It's Satan himself!” (LA, 322).

3 The minister “seemed to eat like an animal” (LA),6and Christmas ate “like a dog” (LA, 155).

* When considering his relationship with Ms. Burd€hyistmas thinks: “My God. How little | know about
women, when | thought | knew so much” (LA, 235).ghtiower passively admits his inability in
understanding his wife: “So this is love. | seaals wrong about it too” (LA, 481).
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She keeps on talking about him like his pa was thahe one in jail, that Mr
Christmas. She keeps on, and then | get mixed dptansometimes | cant — like |
am mixed up too and | think that his pa is thatWr Christmas too (LA, 409).

Yet Hightower fails to prevent Christmas assasgnatThe minister, bien que
promu au rang de pére depuis la mise au monde i€dssl’enfant, n'est guere ici qu’'une
figure paternelle affaiblie, pathétique et pitoyalb{Geoffroy, 174). His house, once a
sanctuary, was invaded by déathand his life, the serene vase untouched and hierme
was forever changed. The course of action, thetsviea tried to dodge, force him to
renounce his aesthetic position, immobile, inddférto what was going on outside his

window.

!> Tucker observes that “the most savage violencén@fovel takes place indoors” (148), and Bleikaste
compares Joanna Burden’s house, that of the ctonidjghtower’s, that of the punishment¢space dans
“Lumiere d’'o0t”, 416).
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The cracked urn

The image of the urn is constantlilght in August As critics have argued, this
analogy is directly linked with Keats®de on a Grecian Urna poem about the ethereal
condition of the spirit and of art. According to dfiel Gresset, the urn in Faulkner is part
of his idealism, a sort of dorsal spine in his w(tk). The title of the novel itself can be
identified with this condition of recalling the otiines, ‘te plaisir a imaginer I'Antiquité
(20). In reality, the light that pervades the nawvmis, as Faulkner himself observed, “a
luminosity older than our Christian civilization [J,.just that luminous lambent quality of
an older light than ours”. The urn, then, is a péalcreservoir of the spirit, an attempt of
the poet to capture the essence of art in its lgeslich lasts through time.

A first reference to this symbolic vessel is foundLight in Augustwhen Lena

Grove makes her way to Jefferson. She goes on

backrolling now behind her a long monotonous suwsioes of peaceful and

undeviating changes from day to dark and dark tp atgain, through which she
advanced in identical and anonymous and delibevagons as though through a
succession of creakwheeled and limpeared avaiiessdémething moving forever

and without progress across an urn (LA, 7).

Lena becomes the representative of this type @nggr of atemporal marching,
contrasting with the devastation she finds on hay.wihe people she meets are only
means for her journey to continue, they are “agdtaio statically prompt her onward,
“forever and without progress”. This apparent oxyomis the proper definition of the urn,
immobile as an object, yet always moving as a nietagpor the spirit. It is a “strong
ambivalence toward the transience at the heatteohuman condition” (Korenman, 124),
having time as the great enemy to be tackled. Eurtbre, as Korenman points out, this
ambivalence is also present in the way Faulknenctiephis characters who have a
tendency to alter their past in order to cope Whtair present. According to this critic,
Faulkner “[...] presents these characters with greanpathy and compassion. The
ambivalence he exhibits toward them arises fromntiteed feelings with which he, like
Keats, regarded the passage of time” (124). Thaeisase of Gail Hightower, the minister
who once in the seminary tried to become a hernueticnaccessible to the “circumvented
wind” of life. That is the essential difference ween the image of the urn Faulkner uses
with Lena Grove — impregnated and capable of prioguldfe —, and that of the minister —

barren and isolated from human contact.
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Hermetic as it might have seemed to the minisherurn does not resist the impact
of Christmas’s death and Lena’s baby birth. Byvaisdow, in chapter twenty, Hightower
tries to reconcile his past with the current vislm has of humanity, his responsibilities
towards others, and the acknowledgement of hig fawdealing himself off from real life.
This final reflection has several analogies withatéés Ode on a Grecian Urnas Michel
Gresset demonstrates (33). The French critic iflestiin chapter twenty, a hundred and
twenty-five words directly extracted from the poesuch as “bride” (LA, 471, 476),
“silence” (LA, 466), and “shape” (LA, 478 twice, 38486, 488), only to consider the first

stanz&’. And, following Gresset's analysis,

[...] nul doute que les autres chapitres consacrés a teigar (I, IV, XIlI)
réveleraient, a leur tour, la dette de Faulknereite Ode que mérite désormais la
qualification de fondatrice d’'un péle de la pensémanesque de Faulknés4).

Yet, as mentioned above, the urn is empty of lifes a subterfuge in order to avoid
joy and suffering, and to preserve the image ofghléoping horses vivid in his mind. So
desperate is his desire to be kept apart that ke agsumes that he is “[...] not in life
anymore”, and that “there is no use in even trytogmeddle, interfere” (LA, 301).
However, as the events reach Hightower, as heawwrdmto the scene, the minister has no
other alternative than to react. It is interestioghote that Byron Bunch twice wakes up
Hightower, the first time to announce that Chrissmeas arrested (LA, 363), and later to
send the minister out to the cabin to help in Lenaaby’s birth (LA, 394). These two
passages indicate the state of coma, of “completersder”, in which Hightower lived,

[...] as though he had given over and relinquishedetely that grip upon that
blending of pride and hope and vanity and feart #teength to cling to either
defeat or victory, which is the I-Am, and the reliishment of which is usually
death (LA, 393).

From his torpor, the defrocked reverend is wokestly, to experience the fear of
death characterized in the arrest of Christmasor@#g, he is dragged out of his sleep to
deliver life, even if once in the past he faileddo sd’. The “I-Am” is basically the

capacity to endure, found everywhere in Faulknexsk. It also relates to the Christian

16 Bleikasten also notes thesdturation du chapitre XX par le lexique de I'ode Heatd (Parcours de
Faulkner, 350).

" Four years before Bunch arrived in Jefferson, kigler had not been successful in delivering theytmb
a Black family (LA, 73-74).
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Bible, in God’s response to Moses, when the latsied for His name: “I Am that | Am”.
Closed in his fears and fantasies, Hightower cafimt since existence is action and life.
What Byron Bunch tells the minister in his secomgitys a clear narrator’s irony that only

makes Hightower’s denial more visible:

| aint going to get you mixed up in it when it amine of your trouble. You haven’t
seen her, and | don’t reckon you ever will. | rechiiely you have never seen him
to know it either (LA, 300).

The mentions are to Lena and Christmas, and botheopredictions will turn out
to be untrue. Gail Hightower will be mixed up iretbtory, not only by delivering Lena’s
baby, but also by trying to provide Christmas wéthalibi. As Percy Grimm arrives at the
minister's house, he encounters the old man whe #&t Christmas was with him on the
night of the murder. At this frail excuse, Grimniest. “Has every preacher and old maid in
Jefferson taken their pants down to the yellowedllson of a bitch?” (LA, 464). The
minister is totally exposed, and flung aside byn@ni is incapable of stopping the latter
from castrating and killing Christmas in his owrickien. What follows this episode is
Hightower’s revelation, waiting for the gallopingrses to come as he sits by his window.
But the “wheel of thought” will take this man bagko his past, uncovering frustrated
desires and hidden guilt. After Christmas’s deattl hena’s baby’s birth, Hightower is
fully woken and aware of what his life has become.

This final moment in chapter twenty has been diseddy many critics who have
not reached an agreement about whether the minssfetly released from his reveries.
Korenman, for example, states that “Hightower ist adle to live with his new
understanding. It is too late for him to be rebdnstead, he returns to the obsessive image
of his grandfather which has haunted him througiaitife” (126). This opinion is due to
the last scene which, after the minister's ackndgteents, depicts the men on horses
“[...] forwardleaning in the saddles, with brandishedhs, beneath whipping ribbons from
slanted and eager lances” (LA, 492-493). It woudd then, as though “the thundering
phantoms arrive[d] in time to turn back [...] selfredation [...]" (Taylor, 219}
frustrating and undermining what the narrator ddilghtower’s apotheosis (LA, 491).

18 Kartiganer has a similar opinion, observing tHalt“the conclusion of this confession of pervedssire,
Hightower has only summoned new energies to sdredllusion that is still paramount” (26). For Rant
“death and historical time reassert their domini¢68).
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That is not, however, the opinion of Harvey L. Gablvho, in an article called
“Hightower’s apotheosis in ‘Light in August”, adeates that the minister’s last scene
“[...] represents a culmination of his life — a cubation, | claim, in triumph” (425).
According to this critic, Hightower is not the samman after being injured (Christmas
strikes him in the head as he enters the miniskense) and because of the metaphors that
abound in the entire novel (426). Already notedBlsikasten inParcours de Faulknethe
allegories of the road and of the circle comprissnynof the characters in the book. Lena
Grove, for example, opens and closes the novelhenrdad, traveling after her fleeing

husband. The wagon which is to take her to Jeffgerso

[...] seems to hang suspended in the middle disteoreger and forever [...] like a
shabby bead upon the mild red string of the ro&ad. much so is this that in the
watching of it the eye loses it as sight and seineesily merge and blend, like the
road itself, with all the peaceful and monotonotanges between darkness and
day, like already measured thread being rewound aspool (LA, 8Y.

The road blends with the wagon and with the sigitd_has of them. The imagery
is intrinsically related to her role in the noveldf timeless progress and peaceful
acceptance. On the road, Lena advances as the wlagsnmoving “forever and forever”
and merging with the atmosphere around her. Joest@tas, on the other hand, sees his
life as a “[...] savage and lonely street which hé lkshosen of his own will [...]" (LA,
258), a street he entered “[...] to run for fifteezays” (LA, 223). The road for him brings
no liberation, no movement at all as he sees hinisglped in the circle that imprisoned

him all his life:

Though during the last seven days he has had nedpstveet, yet he has travelled
further than in all the thirty years. And yet hestdl inside the circle. ‘And yet |
have been further in these seven days than imalthirty years’, he thinks. ‘But |
have never got outside that circle. | have nevekdm out of the ring of what | have
already done and cannot ever undo’ [...] (LA, 339).

The conjunctions “yet” and “but” are clear signsGifristmas’s situation as a living

incongruity®. The road for him is a cage, a succession of naméplaces he passes by in

9 porter observes that this passage relates to Bengson’s conception of time (72).

2 Faulkner uses the same technique in introducingsthas in the novel through the impression he rmake
on his coworkers: “He looked like a tramygtnot like a tramp either. His shoes were dusty ldsdrousers
were soiled tooBut they were of decent serge, sharply creased, andhiit was soiledbut it was a white
shirt [...]. He did not look like a professional holio his professional ragdyut there was something
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order to find — or flee from — his identity. He sjnwhereas Lena walks. And as the

narrator comments earlier in the novel:

He felt like an eagle: hard, sufficient, potentpety. But that passed, though he did
not then know that, like the eagle, his own flesiwell as all space was still a cage
(LA, 160).

That is precisely the same cage that Hightowerslive It is the circle he has
created for himself, the aesthetic urn that heebeli the seminary was providing for his
life. His wife was not part of this circle. She was abstract idea, taken “from a book”
(LA, 479) that “turns out to be [false] when appli® life” (LA, 481). As Hightower later
realizes, he took part in the death of his wife,“he] became her seducer and her
murderer, author and instrument of her shame aathtdéLA, 488). According to Gable,
“the living fluid becomes dead ashes inside the (#27), and it is for Joe Christmas to

symbolically break the dying urn in order to rebfh its vitality:

[...] running up the hall, his raised and armed arahacled hands full of glare and
glitter like lightning bolts, so that he resembladvengeful and furious god
pronouncing a doom (LA, 463).

This assault leaves permanent marks on Hightowesedms as though he “[...]
becomes an anointed devotee of Christmas” (GaB®?*4 turning the blow into a spur to
release his own thinking “[...] like a wheel begingito run in sand, the axle, the vehicle,
the power which propels it not yet aware” (LA, 488Wheel”, “axle”, “vehicle”,
“propels” are words that soundly provide the idéawning, of being spun faster and
faster in order to be released from the “sand”af§nthe wheel is released as he gradually

accepts his responsibility towards others anddilare with his wife and his church:

And | know that for fifty years | have not even heeay: | have been a single
instant of darkness in which a horse galloped agdracrashed. And if | am my
dead grandfather on the instant of his death, thmn wife, his grandson’s

definitely rootless about him, as though no town city was hisno street no walls, no square of earth his
home” (LA, 31, my italics).

2l Gable presents three indication to consider Ghests blow as a sort of anointment. First becabhse t
minister offers himself as a substitute for Chrissnbby stating that the latter was with him on tlgghof the
crime. “Second is the literal fact that Hightowelhsad is split open by Christmas in a visual parofthe
spiritual reality of the splitting urn”. The thingbint is “more obscure”, but Gable mentions it hessaof the
classical references in the novel: “the fact tmaRbman tradition [...], slaves were freed by the lsglic
gesture of a blow to the head” (432-433).
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wife....the debaucher and murderer of my grandsoife, wince | could neither let
my grandson live or die... (LA, 491).

It is interesting to remark the word “clay”, an esg8al material in the making of
vases. What Hightower assumes here is that, trappdte moment of his grandfather’s
death, he was not able to live his own life. Andrseothan that, he propelled his wife to
suicide and abandoned his people at church in aodive in his fantasies. Furthermore,
there is the clear recognition of his “desire”, Hisinger” to break free from the constraints
of austerity he engendered for himself, as it wlasady signaled before in his sermons
which “express[ed] his unconscious desire to snthshvery walls that, consciously, he
work[ed] to defend [...]" (Gable, 430 ). The urn isacked, but its content is not that of
Christmas’s vision in the woods, after learningttBabbie is menstruated, that is to say
“something liquid, deathcolored, and foul” (LA, )8%ightower’s spirit is an “ultimate
damned flood [that] breaks and rushes away” (LA2)49hese terms are those of release
that transform the minister into someone “lightad dighter”. There is a clear opposition
to the character once depicted as “almost monstrus 89) to the man “[...] lighter
than a forgotten leaf [...]" (LA, 492). As seen thghwut the novel, he is always drenched
in sweat that pours down “like tears” (LA, 365). tiis final moment, however, “[...]
sweat begins to pour from him, springing out likedd, and pouring” (LA, 4965. It does
not seem too farfetched to make an analogy to kbhedlthat springs from Joe Christmas
“[...] like a released breath [...] like the rush ofasks from a rising rocket [...]” (LA,
465). Like the castrated man in his kitchen, Higleo is liberated from his circle of
solitude in the face of death. Unlike Christmasjshable to live on and reconcile with his
past.

As the men on horses reappear and rush past thstenis window, the reader is
aware that he is not the same man. His style ierdift. If we consider the text as a whole,
we will find Hightower’s voice different from thatf the community, being more elaborate
and intellectualized. At the end, however, he lasegh of his eloquence, and his style
changes too:

‘Why, it's...’, he thinks. ‘I have seen it, recentlyVhy, it's that...boy. With that
black pistol, automatic they call them. The one wkato the kitchen
where...killed, who fired the — (LA, 492).

22 Collins sees in this passage “[...] an obvious pelrab the vision of sin in Gethsemane”, where 3esu
sweated blood before being arrested and, latecifigd (85).
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It is the first time Hightower uses the interjeatidwhy”, which is found
everywhere else in the mouth of all the other ottara. Besides being more colloquial, he
also loses his capacity in naming people and thidgds unable to define both Grimm and
Christmas in satisfactory terms. The former is ay’h despite all his cruelty in the
assassination of the latter. Christmas, by the vigyg dash, an incognito beyond the
capacity of being described. Language, here, fdldahe “high tower” collapse, the

significant change in the man’s behavior:

‘I am dying’, he thinks. ‘I should pray. | should/tto pray’. But he does not. He
does not try. ‘With all air, all heaven, filled \Wwithe lost and unheeded crying of all
the living who ever lived, wailing still like losthildren among the cold and terrible
stars... (LA, 492).

What is being renounced is the vain attempt toctlines voice upwards, to heavens
incapable of answering his prayers. The protestigion, in Hightower’s opinion, had
entrapped truth and peace in “[...] one of thoseitades of the middleages planted with
dead and sharpened stakes [...]” (LA, 487). The drynen, on the other hand, is
everywhere around him, and it is precisely theafrg baby that impels him to continue on
living. The minister finally draws himself back tbe community of men, and to the
community of Jefferson. As the group of horses @ads/ his window, this one man is
finally contemplated “with [...] honor and pride atite” (LA, 492), contrasting to the
character who, at the beginning of the novel, coudd“[...] say even to himself: ‘There
remains yet something of honor and pride, of lif@’A, 60). As a matter of fact, he “[...]
achieves a victory by traveling the moral distaftoen selfish immunity to redemption by

the conviction that immunity cannot be bought” @hieifer, 215°.

2 n his article, Hirshleifer also makes a comparibetween Hightower and Conrad’s Heyst.
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Part Il — Acting

“Now the final copper light of afternoon fades; nove ttreet

beyond the low maples and the low signboard is pregand
empty, framed by the study window like a stage”

Light in August, 466.

Hightower’s last scene, in chapter twenty, resesa@sething more for him and for
Light in Auguss readers. The outcast, brought back to the confr§ée and aware of his
denied past, is finally confronted with all the dache negated during his retreat. Along
with the “wheel of thought” appears a halo, a cosieoof all the major characters of the
novel who come to light under Hightower’s new statenind. Free from his constraints,
he achieves more than just acceptance. He is adexl with vision, with the capacity to

distinguish the visages that merge into each athdrgiveLight in Augustits last dramatic

hué.

As the opening sentence of this chapter statesmihéester's window is “like a
stage” (LA, 466), where his last role can be playdid reflection calls upon the people of
Jefferson to parade in front of his eyes, and pl®¥he narrative with a luminous final act
of “peaceful” faces (LA, 491). There is a clear atektual trait in this passage. Not only
the characters, but also the major themes of thielrawve discussed and brought together in

Hightower’s vision.

With this last part, | intend to show how these en abymes present in chapter
twenty, as well as to provide references from thekbin which Faulkner discusses the
questions of identity and language. Finally, we discuss Hightower’s ultimate role as a
mediator capable of providingght in Augustwith a mirror in which readers are able to
see the image of the main characters and graspngaming of the light in “[...] the
lambent suspension of August”.

The following chapter, written in comic tones, s=nas an epilogue to the book. It presents a fumnit
dealer telling his wife about Lena Grove and ByBamch's journey going after Lucas Burch.
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The “fading letters”

Set in front of Hightower’s house, “carpenteredtlyeby himself and by himself
lettered” (LA, 58), there is a sign that the miarstonsiders his “monument” (LA, 57). Itis
an oblong object, presenting its face to the straed conceived to announce that
“Reverend Gail Hightower, D.D.”, would be givingrtdessons”, making “handpainted
Xmas & anniversary cards”, and developing photogsaPlaced in his yard after he
resigned from his church, the sign was supposdtlp him find new ways of making
money. Sitting by the window, he does not neecetlrit. Nor do the townspeople, who
know by heart what is written in the legend thatite way, has never attracted a single art
student. Hightower’'s monument appears, in thioaction to the life of the minister, as a
metaphor for the man cloistered in the house: amd¢ge piece of stone that is no longer
of use for its purpose. Furthermore, the sign dao lbe taken as the gravestone of a man
who died for life, an epitaph which “[...] glitteradith an effect as of Christmas”. It is
interesting to observe the word “Christmas” in tbamtext. If we consider the sign to be
the minister's gravestone, the reference to theacher who is both agent and victim of
death is not casual.

Yet the sign can tell us more about Hightower amdua Light in August
Describing this small monument, the narrator stétas “[...] the paint and the shattered
glass had weathered out of the fading letters. Texe still readable, however [...]" (LA,
58). In the next paragraph, there is a similar pgss

So the sign which he carpentered and letteredas éss to him than it is to the
town; he is no longer conscious of it as a sigmessage. He does not remember it
at all until he takes place in the study windowt josfore dusk. Then it is just a
familiar low oblong shape without any significarateall (LA, 60).

What seems to be at stake in these passagesirssitpaificance of language when
compared to the life of Hightower. The minister @so be described as “fading letters”
composed of “shattered glass” and of a dying panid despite being “still readable”,
Hightower cannot find meaning in his life as wedlia his sign. Language, in this context,
does not convey any significance and is as fulfadfire as the life of the minister, as
incoherent as his sermons and conversations abel€ivil War that “[...] did not make
sense at all” (LA, 61).
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The failure of language is depicted in several off@ssages ihight in August
There is, for example, the sound of the wagon aggniog Lena Grove, coming “[...] slow
and terrific and without meaning [...]" (LA, 8). Theiis also Joe Brown (Lucas Burch)
“[...] talking and laughing, his voice heard clearass the square and back again in echo,
somewhat as a meaningless sound in a church seeawsne from everywhere at once”
(LA, 40)3. Duvall provides other examples:

[...] Calvin Burden who ‘read from the gilt and blama [Spanish Bible] in that
language that none of them underst8dd’]. Joe Christmas, raised first in a white
orphanage and then by white adoptive parents,ifalss attempt to merge with the
black community because he finds blacks’ ‘voicesmuring, talking, laughing in
a language not hi{151).

Another interesting point to be noticed is the thanic tide” of voices that comes
from the Presbyterian Church (LA, 76). Byron Buratks himself whether Hightower
“[...] hears it too[...] Or maybe he has listened to it so much and so tbaghe dont
even hear it anymore. Dont even need to not lis(eA, 81). This condition of not
hearing, of not being capable to understand soandsvoices, is a leitmotif in the whole
novel. It is underlined and stressed as Joe Chasstis chased and murdered. After his
flight, the fire alarm goes off “[...] beginning amdounting to a slow and sustained scream
that seemed at last to pass beyond the realm oihigeanto that of sense, like soundless
vibration” (LA, 460). And it follows Joe and Per@rimm as the former heads towards his
cabin and then to the minister’'s house. This saaied follows Joe’s state of mind, that
cannot be described, that is “beyond the realmeairing” (language and words), going
“into that of sense”, which cannot be accuratelgodi®ed. Then the siren falls, as though
holding its breath, and accompanies the narratine its climatic point in which Joe
Christmas is trapped. It only mounts again as th&rated man lies in the minister’s
kitchen:

2 Cf. Duvall, pg. 151.

% This passages echoes that of Hightower, alreadtedwn page 26 of this study : “It is like listegiin a
cathedral to a eunuch chanting in a language whectioes not even need to understand” (LA, 318).

“ LA, 243.

LA, 114.
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Again from the town, deadened a little by the watlse scream of the siren
mounted toward its unbelievable crescendo, passirigof the realm of hearing
(LA, 465).

This “crescendo” also surpasses the realm of laggu@hristmas’s state of mind is
never described during this final moment, as thaugkvords could actually account for it.
There is only the “sound and fury” of life in ita@unter with death. But before this tragic
ending, the narrator warns the reader about tlegpiacity of language in providing sense

for Joe Christmas. In a clear parallel with Highémyhe points that Christmas

[...] was hearing a myriad sounds of no greater ve@um voices, murmurs,
whispers: of trees, darkness, earth; people: hiswmice; other voices evocative of
names and times and places — which he had beerciomssof all his life without
knowing it, which were his life [...] He could sedike a printed sentence, fullborn
and already dead [...] like the faded and weathezttdrk on a last year’s billboard
[...] (LA, 105).

Like in the case of the minister, the “faded andathered letters” relate to a life
“fullborn and already dead”, meaningless as it carbe associated with other lives and
other people. Both Christmas and Hightower, on thatter, are divided selves. The
former, split between his “black blood” and his tehcolor. The latter, frozen in his urn of
hidden desire and barren aesthetics. Their idestdre closely linked to their names, to
“[...] all the sounds and rhythms that proceed” frdtmem (Gass, 49). They are two, and
for that matter, they are no dnénd around these two characters there seemsatwags
present a sound “of trees, darkness, earth”, talwthiey do not heed for being enclosed in

their alienatiof.

The letters that lose strength and vigor reflectatly on how other characters see
themselves, since the failure of language is isicaly related to identify Hightower's

wife, for example, registered in a hotel in Memphiader a fictitious name”, committing

® Cf. Bleikasten in his article “The Closed Sociatyd Its Subjects”™: “To have an identity: to be dimehave
two identities: to be no one” (86).

" “The sound of insects” is present in many passag#s Christmas and Hightower. Cf. LA, 90, 91, 215,
219, 222, 229, 261, 318, 387, and 391.

8Consider, for example, the conversation betweenBlaek gardener and the small Christmas at the
orphanage : “What you watching me for, boy?’ areddaid ‘How come you are a nigger?’ and the nigger
said ‘Who told you | am a nigger, you little whitash bastard?’ and he says ‘l aint a nigger’ &ednigger
says ‘You are worse than that. You dont know whai gre. And more than that, you wont never know.
You'll live and you'll die and you wont never knoi(LA, 383-384).
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suicide shortly after that. Her “rightful name” fisund by the police in a piece of paper
“torn [...] up and thrown [...] into the waste bask¢l’A, 67). Seemingly, the young Joe
Christmas refuses to accept his new “Christian” egiA, 145), and even Lena Grove
admits that she had been incorrectly taken for Mrsch: “I told you false. My name is
not Burch yet. It's Lena Grove” (LA, 18)For Lena, by the way, the insistence of the
people in telling her that the man who lived infdefon was named Bunch, and not Burch,
makes no difference at all: “I thought they had gt the name wrong and so it wouldn’t
make any difference” (LA, 51). Here, in Lena’s reiy it is possible to see Faulkner’s
irony at its best. Not only will it make all thefidirence, but it will also determine the

future of all the other characters.

But it is Byron Bunch who best defines the crisegween language and identity.
After realizing that Lena is not a virgin, and hiegrher “moaning wail” that “[...] was not
his tongue nor that of any man” (LA, 399), he dép&om Jefferson with the intention of
not comig back. As me hounts up a hill on his mhé&ethinks:

It is like the edge of nothing. Like once | passiedwould just ride right off into
nothing. Where trees would look like and be callgdsomething else expect trees,
and men would look like and be called by sometlalsg except folks. And Byron
Bunch he wouldn’t even have to be or not be Byrandh (LA, 424).

Byron suffers because of his unrequited love fand.eAfter the hill lies “the edge
of nothing”, the place where names are of no ingyar¢ since they do not mean anything,
they do not account for his anguish. As he marcaveay from Jefferson, from the mill
where he found his safe place in order to be keptydrom evil, he loses ground on what
he considerered the order and the meaning of thiHgdhopes to get through the barriers
of his old identity to mitigate his pain. Yet, as §oes on toward the top, he acknowledges
that this aspiration is not real. He crosses tistcof the hill and sees that everything
continues there: “the trees which are trees, théiteand tedious distance which, being,
moved by blood, he must compass forever and euverelea two inescapable horizons of
the the implacable truth”. For, just like languagself, his reality might seem
incomprehensible, but lies still in front of him| around. Words can lose their meaning,

but not their presence:

° For more on names and identity, cf. Tucker (143)14
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All right. You say you suffer. All right. But inetHirst place, all we got is your
naked word for it. And in the second place, you $ay that you are Byron Bunch.
And in the third place, you are just the one thatscyourself Byron Bunch today,
now, this minute. (LA, 424).

There is a transient quality in this passage, widaning and identity being subject
to time. What he tries to convey, his sufferingaruat be fully expressed since it is only
“his naked word”, heralded by a certain man namgB Bunch in the time present. It is
interesting to note how biased Byron becomes, he athlthe beginning of the novel was a
reliable narrator. His words now are questionedibtied as he himself doubts them. After
tracking Burch down and being beat up by this tatte returns to Jefferson and meets a
man on the road who tells him that Christmas wasddé thought maybe you hadn’t
heard. About an hour ago. That nigger, ChristmagyTkilled him” (LA, 442). Byron, the
one who narrated Christmas’s story to Hightowewy i®informed of the brutal ending of
this same story. We are never informed of his reactyet, in his current state of mind,
the news would not impress or overwhelm him. In misd, just like on Hightower’'s

signboard, the letters seem to fade away.
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The halo of faces

If we consider that the charactersLight in Augustare sometimes alienated from
themselves and in search of identity, we will ulitely discover that they suffer also from
a metaphorical blindness. The case of Gail Hightas/perhaps the best example of a self-
imposed inability in seeing. With “[...] his dark spacleblurred eyes” (LA, 308) the
minister contemplates his life, but can never dbtiseee the people and the faces around
him. He was not able, seemingly, to see what wasggon with his wife, her trips to
Memphis and her collapsing mental situation. Asrdporters from Memphis arrive at his
church, in Jefferson, he tries to avoid them by J'keeping his face concealed [...] behind
the book” (LA, 68-69). But it is at the beginnin§ as relationship with his wife that the
minister’s blindness is depicted more clearly:

He believed at once that she was beautiful, bechedsad heard of her before he
ever saw her and when he did see her he did ndteseat all because of the face
which he had already created in his mind. [...] Hé dot see the face for three
years [...] He did not see her face at all (LA, 479).

The illusion he creates functions as a mask thasut and blurs up his capacity
to see the faces around him. It is a denial oftseal reality goes against what is calcified
in his delusional mind. Joe Christmas’s stepfatheanother case of self-denial. He was
simply unable to see that the boy he had adoptéddbaome a man (LA, 161). And Hines,
Christmas’s disturbed and fanatical grandfatherdascribed by the narrator as having
“mad” eyes (LA, 127):

Though he was looking directly at her face he ditl seem to see her at all, his
eyes did not. They looked like they were blind, evimpen, icecold, fanatical (LA,
129).

Again his cold mad gray eyes did not seem to seetbdook at her at all (LA,
131).

These people are unable to see because they adedlby obsession, fanatical

religion, austerity, and racism. They have on tliages “looks” that are referred to as
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“gray”, “cold”, petrified and mineral characteristi of people immobile in their
convictions. It is only a moment of anger, of sisgy when life escapes from their control,
that vision is reestablished. When Mrs. McEacheessloe after he comes back from the
party at which he possibly killed his stepfathdre sees the face that her husband “...]
had seen [...] as the chair fell” (LA, 208). Seemynglhen Joe, in his flight, meets Bobbie
and tries to take her way with him: “He just staegder, at the face which he had never
seen before [...]” (LA, 217). And Hightower seeing hvife “[...] for the first time as a

living face, as a mask before desire and hatred [L4, 480).

As a matter of fact, the mask is a common metaph&aulkner. It represents the
social code we are submitted to, the conventiomaahlity and conduct that guide human
intercourse. IrLight in Augustthe mask can be seen on the dietitian, who head fearing
that the young Christmas would tell about her skxaraounter with a man in the
orphanage: “[...] she carried her own face like ahirag mask in a fixed grimace of
dissimulation that dared not flag” (LA, 124). Isalappears as Joe strikes McEachern with
a chair and screams to the people around him: ‘t@oane of you move, now’, he said
looking steadily and ceaselessly at faces that nfighie been masks” (LA, 206). But more
interesting is the mask used by Hightower himselfo is described as having “two faces”
(LA, 89).

Yet Bleikasten is right when he observes that “[le.jnoment arrive toujours ou
les masques tombent, ou les statues s’animent,| daut commencer a accepter
I'inéluctable confrontation avec l'autfe(Parcours de Faulkner351). These masks are
confronted with eyes that kill and die, like thadeChristmas, and cannot last unchanged
on the face of the characters. The mask on Hight@syat a first moment, an illusion of a

martyr, of a person who considers himself immuoenfthe community’s acts:

He seems to watch himself, alert, patient, skillplaying his cards well, making it
appear that he was being driven, uncomplaining that which he did not even
then admit had been his desire since before heeehtike seminary. [...] Allowing
himself to be persecuted, to be dragged from hisatenight and carried into the
woods and beaten with sticks, he all the while ibgam the town’s sight and
hearing, without shame, with that patient and vialops ego of the martyr, the air,
the behavior, thedow long, O Lorduntil, inside his house again and the door
locked, he lifted the mask with voluptuous andrtmphant gleeAh. That's done
now. That's past now. That's bought and paid fowribA, 489-490).
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But that is just acting. The real mask will onlyl fiahen Hightower recognizes in
others the face he denied in himself, when he geefaces of other characters peacefully
arranged in a halo. The minister always sought@daa never found it. With the halo that
ends his chapter he will finally glimpse at the gibsity of living more peacefully. This is
his final act, in silence, with no music or souraiming from his ancient church. It is a
moment to actually see, and this time there isatiog no delusion:

He seems to watch himself among faces, always ajergosed and surrounded
by, faces, as though he watched himself in his pwipit, from the rear of the
church, or as though he were a fish in a bowl. Amite than that: the faces seem to
be mirrors in which he watches himself. He knowenihall; he can read his doings
in them. He seems to see reflected in them a figntee as a showman, a little
wild: a charlatan preaching worse than heresyiter disregard of that whose stage
he preempted [...] (LA, 488).

Hightower has in front of him an audience of facas,he used to have in his
congregation. But now he sees them, and he seeslfiim double perspective of a man
who observes and who is being observed. He issh fiffi a bowl”, as well as a reflection of
all the other faces that contemplate him. But tlestimportant words in this passage are
perhaps “antic” and “stage”. They reveal the mdkk, acting, the false role of a leader
which the minister had assumed for himself andriween able to fulfill. Once he tells
Byron: “What a dramatist you would have made” (1389), but during all the time it was

him performing the role, on stage, unconvincing.

Yet another aspect must be analyzed. The halocefsfés also a reflection of the
novel itself, a recollection of the characters thajeviennent en processib(Bleikasten,
357):

The halo is full of faces. The faces are not shapitil suffering, not shaped with
anything: not horror, pain, not even reproach. They peaceful, as though they
have escaped into an apotheosis; his own is an@y.tin fact, they all look a
little alike, composite of all the faces which heshever seen (LA, 491).

Among the faces he distinguishes his wife’s, thafse people from Jefferson and
from his ancient church, that of Byron Bunch andd,eand those of Christmas and Percy
Grimm. These last two blend together forming “[...] raore inextricable [...]
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compositeness”. Christmas and Grimm, victim andcetiener, occupy the same place, as
being antithetical arguments of the same Bgievealing the final analogy between life

and death, beginning and end.

The faces provide a final parade in which the ottara are shown as having
achieved peace. It is a halo of light, the sant& lod August, and probably echo of the title
of the novel. We find, in Hightower’s vision,raise en abyméhat intends to put under
analyzes not languagke (cod@, but the subject’énoncé of Light in Augustthe fictitious
world of Jefferson. According to Déllenbach, “[.e$t mise en abyme tout mirroir interne
réfléchissant I'ensemble du récit par reduplicatisimple, répétée ou spécietigé2).
Explaining this definition, Hutcheon writes that,

[The first type] is a simple reduplication, in whithe mirroring fragment has a
relation of similitude with the whole that containsA second type is a repeated
reduplication ‘in infinitum’ in which the above-mgoned mirroring fragment bears
within itself another mirroring fragment, and so. die third type of doubling is

labeled ‘aporistique’, and here the fragment ispsged to include the work in

which it itself is included (55-56).

Hightower’s vision, then, would be a type ahise en abyme aporistiqueeing
structured on the level of théfonc§, its story. The halo makes clear reference tatithe
and to the light that pervades the novel, and #ted reduplicate the characters and give
them a new meaning by conciliating the faces in peeceful composite. It is important to
notice that amise en abymat the level of theénoncé”“[...] can direct the reader to
future events, yet unreHld or to past ones, both within and preceding teitcheon,
56). That is the case of Hightower’'s “apotheosis”which the reader is directed to past
events as inéffet de répertoirg(Ricardou, 78).

The faces are peaceful, the masks are off. Faylkmaugh his defrocked minister,
calls upon his characters to be reviewed in adaske of light. It is a halo in which death
and life merge together to form a single compoditet of progress and movement,

1% For Bleikasten, ‘file méme qu’une seule et méme place marque sur farcdds horloges midi et minuit,
un méme lieu, sur le cercle de lumiere, est ass@gnévisages naguéere ennemis de Christmas et de son
bourreau, Percy Grimin(Parcours de Faulkne357).

1 When Joe acknowledges that killing Joanna Burdeulavbe part of his fate and tragedy, after shisted
to pray over him, he says to himself:Had to do it (280). And although he had not yet done it, sitlee
killing takes place only two nights later, we kntwr has. The crime has already been communicatte: to
reader through Byron Bunch, who tells the storydightower. Had the reader not been aware of thaeri
this sentence Joe semi-consciously says would iowlicate his fatal destiny as already set. It woléd
fictional past hinting to the unfolding of eventsfictional present. However, the reader does kriavhis
own reading time, that the crime occurred. Jodhsrefore, entangled not only in the chaotic warfd
Jefferson, but also in that of the narrative itself
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“forever and forever” turning, like Hightower’s “velel of thought”. The minister becomes
then the last mediator figure, between narrator @audatee, author and reader, and the
diegetic townspeople. He seems to become too tireaié intermediate sphere between
his fellow characters and the infamous “Player” “@pponent”, who “[...] created
spontaneous rules” (LA, 438) and moved the chamcfe..] just like chessmen” (LA,
437). The same Player that guided McEachern irséasch for Christmas (LA, 204), and
Grimm in his frenetic persecution (LA, 462, 464hig force has been already regarded as
a sort of malevolent, indifferent God, propellingriStmas to death and denying him any
possibility of future. Yet, this Player, as the datself tells us, can surprisingly be the
author himself, invading the narrative world wits i[...] final and supreme Face [...],
cold, terrible because of Its omniscient detachingipf, 488-489). This last face is
envisioned by Hightower, in his darkening room wgtfor the galloping hooves. He
seems to be forever trapped in that place, withvtbigs of the dead grandfather and his
“boys”. Yet, the minister is also in the light ofn@w understanding, in a halo of people

that during his life he kept on denying, betweemnface and all the other faces.
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Conclusion

In this study | intended to analyze the role oflGaghtower in William Faulkner’s
Light in Augusiin its structural, thematic, and aesthetical pectipe. As we have seen, the
character of the defrocked minister was alreadyaunlkner’'s mind when the author started
writing the book, and represented for him a ty@d gtands for the romanticized past of the
South of the United States. Hightower is also useBaulkner as a narrative tool to update
the reader regarding the new facts that unfolthénstory told by Byron Bunch. Acting as a
narratee, Hightower serves as a mediator betweerettder and the story, forcing Byron’s
narration to give answers and to fill previous gagusd opening the possibility for new

plots of action.

It is to his role of outcast, however, that mostics have directed their attention.
The minister, affected by his wife’s suicide, andced to resign from his church, retreats
himself in a self-imposed exile, living his fanesialone by his window, at dusk. These
reveries are those of his grandfather’s group af mko, during the Civil War, carried out
a raid on General Ulysses Grant’s stores in Jafferblis reveries, furthermore, relate to
his hidden desire, his “hunger” for heroism anéadly, his homosexuality. His encounter
with Joe Christmas and the birth of Lena’s babystitally change the minister’s life, and

redirect him back to human intercourse.

Finally, we discussed the failure of language drldrisis of identity which face
many of the characters. Hightower’s final apotheasidiscussed in terms of a reflection
on the novel itself, as mise en abymehose intent is to mirror the characterd_afht in

Augustand place them into the same halo of light.

| recognize, though, that this analyzes is padrad incompleteLight in Augusts
an “oeuvre ouverte with many plots of actions and several charactéo choose just one
of them is to separate this character from the ameds of the book, which is precisely its
analogies, its parallelism, and, paradoxically, disjunction. Gail Hightower, however,
always seemed to me a superb achievement of Faultaees a major character because of
his flaws, his inabilities and childish fears tadareal life. Moreover, with his reflection,

he touches at the core of Southern culture, edpeitsadominant religious morality.

This singular character can also serve as a maddufure studies on narratorial
self-awareness in the works of William Faulknerrdiugh Gail Hightower, it is clear that
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the American author wanted to give new insightshe novel, without interfering too
much as a narrator. He endows the character waapacity to go beyond the limits of
Jefferson and to make general assumptions aboudotidition of men and the decadent
“glorious” South. Hightower can, finally, summonetlitharacters for a last scene, for a
final act in which there are no more masks and ttaeles are calm. Perhaps that “light in
August” is ultimately related to this last halofates and to the real light that, according to
Faulkner, has a different quality in the month. Anid the grotesque figure of the minister
who envisions what none of the other charactersiblyscould. In his in-between position,
he assumes a role of both pathetic outcast andnésy intellectual, of guilty husband and
dedicated midwife, of a barren urn and a livingegal

51



References

Abadie, Ann J. & Fowler, Doreen (Ed.[raulkner & Religion Jackson and London:

University Press of Mississippi, 1991.

Benson, Carl. “Thematic Design in Light in Augusti. Pitavy, Francois (Ed.William
Faulkner’s “Light in August”: A Critical CasebookNew York: Garland Publishing, 1982.

Bleikasten, AndréParcours de FaulknerParis: Editions Ophrys, 1982.

Bleikasten, André. “Light in August: the closed ®bg and its subjects”. In Millgate,
Michael (Ed.).New Essays on Light in Augu§tambridge: Cambridge University Press,
1987.

Bleikasten, André. “Fathers in Faulkner ahnight in August In Bloom, Harold (Ed.).
William Faulkner’'s “Light in August” Modern Critial Interpretations New York:
Chelsea House, 1988.

Bloom, Harold (Ed.). William Faulkner's “Light in August”: Modern Critial

Interpretations New York: Chelsea House, 1988.

Collins, R. G. “The other competitors for the cro¥3sanna Burden and Gail Hightower”.
In Pitavy, Francois (Ed.)William Faulkner’s “Light in August”: A Critical Caebook
New York: Garland Publishing, 1982.

Dallenbach, LucienLe Récit SpéculaireEssai sur la mise en abymaris: Editions du
Seuil, 1977.

Duvall, John N. “Murder and the Communities: Idepion and aroundLight in August
In Bloom, Harold (Ed.).William Faulkner's “Light in August” Modern Critial

Interpretations New York: Chelsea House, 1988.
Eco, UmbertoLector in fabula Paris: Bernard Grasset, 1985.
Eco, UmbertoLes Limites de I'InterprétatiarParis : Librairie Générale Francaise, 1994.

Faulkner, William. Light in August New York : Vintage International Edition, 1990
[1932].

Gable, Harvey L. “Hightower’s apotheosis in Light August”. Mississippi Quarterly
Vol. 49 Issue 3425-436. Summer, 1996.

52



Gass, William HFiction and the Figures of Lifdoston: Nonpareil Books, 1989 [1970].

Geoffroy, Alain. Le Ressac de I'Enfant chez William Faulkner: AsalyPsycho-
temporelle Université de la Réunion / Centre de Recherch#éraires & Historiques :
Diffusion Didier — Erudition, 1991.

Gresset, Michel. “William Faulkner : Ontologie dusBours”.Delta,n® 25 1987, octobre.

Guillain, Aurélie. Faulkner: Le roman de la détress®ennes: Press Universitaires de
Rennes, 2003.

Howe, Irving.William Faulkner A Critical Study 2" ed rev and exp. New York: Vintage
Books, 1962.

Hungerford, Harold. “Past and Present in Light ig#st”. American LiteratureVol. 55,
n° 2 Duke University Press, 183-198, 1983.

Hutcheon, LindaNarcissistic Narrative The Metafictional ParadoxLondon and New
York: Methuen, 1984.

Iser, WolfgangL'acte de lecture: théorie de I'effet esthétigkavre : Mardaga, 1995.

Iser, Wolfgang. “The Reading Process: A phenomagicéb study”. In Tompkins, Jane P.
Reader-response criticisrfrom formalism to post-structuralisrBaltimore: John Hopkins

University Press, 1980.

Kartiganer, Donald M. Light in August In Pitavy, Francois (Ed.)William Faulkner’'s
“Light in August”: A Critical CasebookNew York: Garland Publishing, 1982.

Kartiganer, Donald M. “The Meaning of Form lnght in August In Bloom, Harold
(Ed.). William Faulkner’s “Light in August”: Modern Critial Interpretations New York:
Chelsea House, 1988.

Kazin, Alfred. “The Stillness of Light in Augustin Warren, Robert Penn (EdBaulkner.
A Collection of Critical Essay€nglewood Cliffs: Prentice-Hall, 147-162, 1966.

Korenman, Joan S. “Faulkner's Grecian urn”. In WjtaFrancois (Ed.),William
Faulkner’s “Light in August”: A Critical Casebook. New York: Garland Publishiag82.

Kreiswirth, Martin. “Plots and counterplots: Theustture ofLight in August In Millgate,
Michael (Ed.).New Essays on Light in Augu§tambridge: Cambridge University Press,
1987.

53



Lopez, Alfred J. “Queering Whiteness, Queering kaet: Hightower’'s ‘Wild Bulges™.
The Faulkner Journal2006, Fall.

Millgate, Michael (Ed.). New Essays on Light in Augus€ambridge: Cambridge
University Press, 1987.

Millgate, Michel. “A novel: not an anecdote’: Widlm Faulkner’sLight in August In
Millgate, Michael (Ed.). New Essays on Light in Augus€ambridge: Cambridge
University Press, 1987.

Millgate, Michael. The Achievement of William Faulknekew York: Vintage Books
Edition, 1971.

Pitavy, Francois (Ed.William Faulkner’s “Light in August”: A Critical Caebook New
York: Garland Publishing, 1982.

Pitavy, FrancoisFaulkner’s Light in AugustBloomington / London: Indiana University
Press, 1973.

Porter, Carolyn. “The Reified Readéight in August In Bloom, Harold (Ed.) William
Faulkner's “Light in August”: Modern Critical Intgpretations New York: Chelsea
House, 1988.

Prince, Gérald. “Introduction to the Study of tharhtee”. In Tompkins, Jane Reader-
response criticism from formalism to post-structuralismBaltimore: John Hopkins

University Press, 1980.
Ricardou, JearL.e Nouveau RomaifParis: Editions du Seuil, 1990.

Romano, ClaudelLe Chant de la Vie Phénoménologie de Faulkndraris : Gallimard,
2005.

Sartre, Jean-Paubituations 1 Essais Critiques. Paris : Gallimard, 1968 [1947].

Sundquist, Eric J. “The Strange Career of Joe @has”. In Bloom, Harold (Ed.)Villiam
Faulkner's “Light in August”: Modern Critical Intgpretations New York: Chelsea
House, 1988.

Tanner, Stephen LLight in August The Varieties of Religious FanaticisnELWIU, n°
7, 79-90, 1980, Spring.

54



Taylor, Carole Anne. Light in August the epistemology of tragic paradox”. In Pitavy,
Francois (Ed.)William Faulkner’s “Light in August”: A Critical Caebook New York:
Garland Publishing, 1982.

Tompkins, Jane PReader-response criticisnfrom formalism to post-structuralism

Baltimore: John Hopkins University Press, 1980.

Tucker, John. “William Faulknerd.ight in AugustToward a Structuralist Reading”.
Modern Language Quarteriyn® 43 Duke University Press, 1982.

Welsh, Alexander. “On the difference between piévgiand enduring”. In Millgate,
Michael (Ed.).New Essays on Light in Augu§tambridge: Cambridge University Press,
1987.

55



Table of contents

INTRODUCTION ...ttt ettt mm ettt e ekt e e et e e ea et e e s bt e s ne e e e san e e e s b Re e e e nr e e e s nreeennrneeennnneas 6
PART | - CHARACTERIZING ..ottt eenn e 9
IN termMS Of FEPIrESENTALION ......eeeiiiiiiieieeie e ettt e e e e e e e e e aaaaaaaaeas 10
(O oI o (=T o [T 11 o o RO PSP R PTRP P 17
L8 TAV =T (ST 4o o P RPPERRTTT 21
PART II - OUTCASTING ..ottt ettt ettt et e e s e e s e e e s re e e s anne e e nnnre e e nnnes 23
TR “SEIBNE VASE” .....eeiiiitiei et et ettt e e e et e e et e s R e e ettt e s e e e e n e e 24
TRE CTACKEA UMM ..ttt et e e e e ettt e e e e e e e e aaaaaaaeaeeaeas 32
PART I = ACTING  ooiiie ittt ettt et ettt ekt e st e s st e e st e e smne e e snr e e e e s ne e e s nnneeennnes 39
I LT = o L1 o I (] 1= £ PP EUPTRRPP PR 40
THE NAIO OF TACES ...t 45
CONCLUSION ...ttt mmm ettt et et e e ss et e skt e s ne e e st e e e ssrn e e e nnnreesnnneeeennneeesnnneeennd 05
REFERENGCES ...ttt ettt etttk e+ttt e 4ok ket e ekttt e 4 ekt e e e mb e e e e abe e e e eabe e e e nbe e e s enbeeesnbbeeeannns 25

TABLE OF CONTENTS ..ottt ettt e e e e e e s e e e s e s e e e e 56



MOTS-CLES : William FaulknerLumiére d’ao(t Gail Hightower, caractérisation.

RESUME

Ce mémoire traite du romamumiére d’aoltde William Faulkner, spécialement du rdle du
personnage Gail Hightower. Divisée en trois pariieste étude présente, en premier lieu,
le processus de caractérisation de Hightower etréten de médiateur dans lintrigue.
Secondement, nous analysons le réle thématiquemomage, lié directement a son exile
dans le monde fictionnel de Jefferson. Finalemamis essayons d’établir un rapport entre
le dernier chapitre de Hightower avec les conceptsnise en abyme et métatextualité.
Cette étude vise, au bout du compte, a démonteetegprrédicateur sans église joue un réle
ambigu de paria et de médiateur, restant entreoif@st et personnages. A travers
Hightower, Faulkner a pu transmettre ses opiniamdas religion et sur le Sud décadent,
trop attaché a son passé romantique de gloire.
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ABSTRACT

This study deals with William Faulknerlsght in August especially with the role of the
character Gail Hightower. Divided in three partsstthesis presents, firstly, Hightower’s
process of characterization and his role of medimtdhe plot. Secondly, we analyze the
character’'s thematic role along directly linked his retreat in the fictional world of
Jefferson. Finally, we try to establish a connecti@tween Hightower’s last chapter with
the conceptions omise en abymend metatextuality. This study aims, ultimately, i
demonstrating that the defrocked minister playsaambiguous role of outcast and of
mediator, remaining between plots and charactdnough Hightower, Faulkner was able
to convey his opinions on religion and on the decadouth, too attached to its glorious
and romanticized past.
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