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Chapter 1

Introduction

Our question is still identity. What is identityi$ concept of which the transparent
identity to itself is always dogmatically presupedsby so many debates on
monoculturalism or multiculturalism, nationality,itizenship, and, in general,

belongingADerrida,Monolingualisml4)

If we are asked to relate to the question of idgntt must be an identity to our
unique selves. But the relationships we have te vaith ourselves are not ones of
identity, rather, they must be relationships offaeténtiation, of creation, of

innovation. (Foucault, "Sex, Power" 166)

What, then, is the need for a further debate alidentity"? Who needs it? (Hall,
"Who Needs 'ldentity'?" 15)

Personal position of enunciation

While a personal introduction may be an unconveti@pproach to the opening chapter of
an academic thesis, a closer consideration of #meenand surname appearing on the title
page of this document serves a double functions Mhme and surname not only reveal my
identity to the reader, but also gesture — by whgroexample in and through language —
towards the principal focus of this enquiry: andsiigation into the intricate relationship
between language and selfhood. A reader familidh whe South African context might
already make certain gendered, racial, linguistid eultural assumptions about me based on
the name "Morné Malan" — most of which would notibaccurate. | am, indeed, a white,
South African man and Afrikaans is both my homeglaage and my cultural heritage. What
this implies is that | was born and raised in atehAfrikaans-speaking family, who shared
not only a first language, but also a set of asded| relatively conservative values and
norms relating to matters of history, the Afrikameitture and Christian faith. In addition to
this — and owing to the discriminatory languageiqe$ of the pre-1994 South African
government, which prioritized Afrikaans and Engleshnational media of instruction — | was

privileged to have received my primary, secondany #rtiary education also in my "mother
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tongue”, while acquiring English largely as a setdenguagé. In light of this personal

information, the question which follows is predid& Why would an Afrikaans-speaking,
contemporary, South African be interested in awhimm the American South who wrote in
English and lived during the previous century? Meex, why and how is such a study

important here and now?

| suppose that the implication entailed by suchstjaaes — particularly in local non-academic
circles — is that a South African scholar might egapto be more responsible in choosing a
topic that is a little "closer to home", a projedtich is perhaps more obviously relevant to
some of the pressing questions in our current spalibical climate in which the standard of
secondary language education is poor, friction betwcultures persists, and the debate about
the possibility of a national literature continu®ghy not a South African topic? Why not a
South African author? In certain conservative esclthese questions may even boil down to
a matter of loyalty. My choice of English literaguas the focus of my research, and English
as the medium of my writing, might be construedaaform of denial or betrayal of my
Afrikaans heritage, particularly in the face of wie perceived to be mounting pressure on
minorities to negotiate the survival of their cu#tidentities in an increasingly globalised
and Anglicized society. "But you're Afrikaans",tlse surprised response which my project
most often elicits. This observation not only per$ao the languages | am able to speak, but
also implies something more about my expected t@gahnd interests. What, then, does such
an observation as "You are Afrikaans" really me&#h one be a language, or be an
associated culture? Should a first-language speatkéifrikaans necessarily be associated
with the cultural norms and values of the Afrikehésiven our culturally diversified and
highly politicized language environment, | seewdgtof this kind as particulariynportant in
probing questions about those aspects which weuselnake us unique, and those which all
languages and cultures have in common. In shatptdssessive aspect of expressions such
as "my home language”, or "my culture", remaingpf@xing in any language and in any

culture.

Theorist Jacques Derrida, born a French-speakimggrin, is similarly intrigued by the
possessive aspects of languages and their spedkekéonolingualism of the Otherme

proposes the following seemingly paradoxical maxXim:l only have one language, yet it is

! The Republic of South Africa held its first fulemocratic elections in 1994. Following this majocial and
political landmark, the country's policies werewsdgd to be inclusive of eleven official languages.
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not mine" (2). In his discussion of this ambiguibg argues that we can never fully own a
language, because language pre-exists us. Durig a@aldhood, we are absorbed into a
linguistic system which we receive from a particubther — the mother, the father or the
primary caregiver — who, in turn, has received tlaisguage from someone else. "My
language,” Derrida reiterates, "the only one | hegself speak and agree to speak, is the
language of the other"Monolingualism 25). The possessive adjective in "my home
language" is thus misleading, because it appedrs 'omatter of language's absorbing us, of
language's "owning" us. Even that which we regardwa home language is never "ours" to
begin with and, in a sense, we always remain barsvand users of language, but never

owners with special rights of ownership.

But Derrida takes the argument a step further bgtimg out that this perpetual displacement
of ourselves by language, this alienating effecictvla language has on all of its speakers, is
an inherent characteristic of language itself, beeat is constitutive of the way in which all
languages function. "This structure of alienatiathaut alienation, this inalienable alienation
... Structures the peculiaritie[proprgd and property of language" (Derridglonolingualism
25). Language always and necessarily displacesdngdual by placing the subject away, or
apart, from itself. This estrangement or splittisgexemplified in the functioning of the
personal pronoun "I". The moment that we say, atewor even think "I" — that is, when we
attempt to pin down or capture the self in and ugfolanguage — is the very moment in

which that attempt fails. It is the instant in winithe spoken "I" is no longer the same as, or
identical to, the speaking self. The logical cos@n of this is that one can never be a
language, or absolutely inhabit a language, evdéanguage which one believes is one's

"home". Language does not allow for absolute argliastionable inhabitation or ownership.

In light of these theoretical subtleties, | am pftmtrigued by the ways in which the
languages | write and speak are so easily assumedntain the essence of my selfhood.
Preconceived notions and expectations of me oftemednto play in my work as a bilingual
scholar, tutor and author — assumptions which moegdoubt, heavily influenced by social,
cultural and political stigma. Even the way in whicspeak English — with a recognizable
Afrikaans accent — sometimes invites suspiciongdas a persistent historical stereotype of
the conservative, close-minded "Afrikaner". Thesgnsatizing assumptions may create
subtle barriers of attitude which are to be brodlewn before fluid rapport may follow. My

personal experience has thus demonstrated theteatesnich language, culture and identity
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are not only closely, but also politicaiyntwined in South Africa; perhaps consequently, the
American South and its complex cultural challenges particularly intriguing to me as a

foreign reader of American literature. Of coursee ghould be wary of drawing too close a
comparison between vastly different socio-cultiiehlms such as South Africa and the
United States, but | have often felt that aspet8authernness and the subtle ways in which

they are perceived in the United States seem @ebyufamiliar.

A certain historical stereotyping of Southernerslso a cultural minority in the broader
national context of the United States — appeardeocommort. In some ways, this is
comparable to the generalizations associated wittkafans speakers in South Africa. Both
the Southern subject and the Afrikaner are ofteangly associated with staunch religious
conservatism, intellectual backwardness, a stropglyiarchal and agricultural orientation,
and even covert racism. Admittedly, the South dumshave a language of its own, such as
Afrikaans, yet speaking English with a Southernadreame — and often still contes with
connotations comparable to those associated wetiftikaans accent in South Africa today.
These comparable aspects have intensified my pargaderest in the South as an engaging
region for an investigation into the ways in whildnguage interacts with personal and
cultural identity, as well as a starting point farrigorous critical enquiry of the selected
Southern texts. But to reach beyond the partididariof certain cultures and certain
languages, we need to begin the interrogation l&fc®d by asking a deceptively simple, yet
theoretically vital question: what should we untimdg under the ubiquitous term "identity"?
What is identity?

Identity: a theoretical framework

Identity has been a vexing topic in the Humanitiesecent years and, not surprisingly, a
proliferation of theoretical studies in an arraydiéciplines have taken up the challenge of
elaborating on the meaning and construction ohselfi. As Paul du Gay, Jessica Evans and
Peter Redman concur in their General Introductioldéntity: A Readergne of the effects of

this growing interest is that the term itself hakeih on a host of different meanings,

2 As recently as 2006, Lori Wynn reports on thisi¢dp an online article in thBaily Helmsmarentitled
"Views of the South Still Based on Flawed InfluesiceSee also "Surveying the South: Studies in Regio
Sociology" by John Shelton ReedTihe Journal of Southern History.

3 See, for example, Jeffery Collins and Kristen Wyatnline report "Hey, Y'all, Want to Lose the Bt2" in
USA Today.
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depending on the precise context in which it isdu4g. This rise to prominence of notions of
identity, they propose, is owing in part to theadbat the various "categories" of self to
which the word was traditionally held to refer -aths, classes of personhood such as man
and woman; black and white; Christian or Muslim re @#oday being questioned more
regularly. These categories have become "more rogerit, fragile and incomplete, and thus
more amenable to reconstitution than was previotlgyght possible” (Du Gay, Evans and
Redmar?). Kathryn Woodward, in another collection of gssan this topic entitletdentity

and Differenceadds that the instability in the classes of selbften experienced by modern
men and women as a kind of loss of identity, a alted modern-day "identity crisis" in
which aspects of the self, which previously seeiedntestable, are constantly being placed

under pressure (1). Identity thus appears, fronothset, to be an extremely unstable notion.

It is this general movement away from previouslgegted certainties towards what appears
to be a growing relativism and contingency in nasicof self that registers the broadest
division in the theoretical debate on the topi@ gersistent tension that exists between the
essentialist and the non-essentialist views of#le or what is more colloquially referred to
as the old nature-versus-nurture chestnut. Is il§anhate, inherent or inborn; or is it created
through familial, social and cultural conditioniagd circumstances? However, as Woodward
acknowledges, this dualism is merely a historiegatture point, as much of the most recent
theoretical thinking challenges the validity of ghbinaristic view by seeking "alternative
understandings of identity and difference” thabiporate both "the making of identity” and
notions of "source" (4). Contemporary work on tle$f thus attempts both to embrace and
transcend the two sides of the dialogue, this dmalivhich has previously deadlocked
discussion. Drawing on this new strategy, thinkeysto reach beyond pure "nature" and
"nurture” into what could be described as a moreéiguous third space in which no
absolutisms prevail. Such a view, however, depemds thorough understanding of what
used to be the two extremes of this polarisatitie: ¢éssentialist and the non-essentialist
positions.

Historically, the essentialist view of the self eoto prominence particularly during the
Enlightenment project of the mid-seventeenth to eélghteenticenturies. This intellectual
movement brought about what could be describetbadly speaking — as a general process

of rationalization and secularization in Westeraugpht, even to the extent of affecting the
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ways in which individual subjects viewed themseleesl their place in sociefyPrior to
1650 — a conventional historical approximationheatthan a precise marker — Western
civilization functioned largely around a common eoof religious, traditional, and
authoritarian beliefs, which left little room forotions of individuality, independence of
thought, or personal freedom. The self was seenngluhis time, as little more than the
mindless and voiceless, and thus perpetually sifeted subject of the church and state.
These two authorities formed a formidable combihedemony, dictating all beliefs about
what should be considered ontologically, morallyg golitically correct. Pre-Enlightenment
society — to use another strategic and synopticvees® — was thus one in which little value
was placed on what made a person unique and digtims other subjects in the kingdom, as
the emphasis clearly fell away from the individaad onto the collective self which the
papacy and aristocracy imposed; a version of iterthat was rarely challenged or

guestioned.

After 1650, however, the Western intellectual anda landscape began to experience a sea-
change. Intensified by increased scientific exgloraand discovery, a radical questioning of
prescribed and accepted "fundamental” truths ajiogl and the divinely ordained system of
aristocratic land-ownership set in. This movemeas Wwased largely on a new philosophical
reasoning which assisted in overthrowing theologpggemony in the world of study. Not
since the ancient Greek and Roman societies inalatiguity had philosophy enjoyed such
prominence and importance. The rational descripgifgperception slowly but surely began to
eradicate belief in the supernatural, but also g@sserious and, to many, quite frightening
threat to religion. Distinctive changes in Enlightenment society atsflect this new
secularized reasoning, changes which included mideo¢ persecutions based on witchcraft

and sorcery and the emergence, in the early 1@0spmen into the public sphere as the

* My understanding of the Enlightenment project dtsdrelation to notions of selfhood is shaped by tw
historical studies on the topic, which | have fouhdrough and wide enough in scope to be usefuhfgr
limited interests here. They are Jonathan Isrdeéigical Enlightenment: Philosophy and the Making of
Modernity 1650-175@nd Alfred Cobban'th Search of Humanity: The Role of the EnlightennieriModern
History. Israel makes an important observation regarding ¢fe®graphical spread of the European
Enlightenment when he writes that most accounthisfmovement “"concentrate on developments in onky

or two countries, particularly England and Frandrjt that "the intellectual scenario of the age weisemely
wide-ranging and was never confined to just onevorregions. It was ... a drama played out fromdéapths of
Spain to Russia and from Scandinavia to Sicily)” (7

® |srael enters, again, an important qualificatignpminting out that it would be a mistake to coesidhe
Enlightenment before 1750 as a "straightforward-tvay contest between traditionalists andderni Rather,
the rivalry between moderate mainstream and raflicagle was always as much an integral part ofdfzena as
that between the moderate Enlightenment and coabegvopposition,” thus resembling a "triangulattlieaof
ideas" (11).
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potential equals of men in intellect, the arts aedsonal liberty. Along with these social
developments came a shift in focus from ecclesiasid monarchical authority over the self
to such radical notions as self-determination, deawy and the pursuit of individual

happiness. For the first time in centuries, thé gsete again became a legitimate topic for
thought and discourse, as increasing value washattihto the abilities, capacities and
equality of all individuals. The Enlightenment sedij thus began slowly but surely to
emancipate itself from its immaturity, which wastbbamposed by the strictures of church

and state and self-incurred, and to embrace itsahility to reason and determine its destiny.

This stronger, perhaps more egotistical, public lessgs on the self is emblematically, yet not
solely, reflected in the prominence of Cartesianisiiring the Enlightenment. This
philosophical school of thought followed what istesf described as René Descartes’
"mechanical” (Israel 14) or "mechanistic world-vie{Cobban 43). Cartesian philosophy
proposed a more secular orientation, which diffewaically from the unstable supernatural
view of the world, and projected a rigorous mectanobf unchangeable natural laws and
constants onto the functioning of the universetf@faithful, this became the subordination
of theology to concepts such as mathematics amticei Cartesians, however, never held the
overthrow of the Church's hegemony as their expfioal, although this came to be one of
this philosophy's more far-reaching consequencesa Iway similar to that in which
Copernicus's heliocentrism revolutionised the ddierand astronomical view of the world,
Descartes' centring of man's inherent rationalitpught about a landmark change in
ontology, opening up the way for a view of the sadfan integrated, autonomous and self-

determined master of its universe.

This perspective on selfhood, however, proved adig lasting. Modern and contemporary
suspicions of essentialism have posed a seriodkeiba to the Enlightenment notion of the
completely autonomous subjeétnthropologist Clifford Geertz, for example, prdes one
of the most eloquent and thorough descriptionsisfitiea in the arena of cultural studies:
The Western conception of the person as a bounuhéglie, more or less integrated
motivational and cognitive universe, a dynamic eendf awareness, emotion,
judgment and action, organized into a distinctiveol® and set contrastively both
against other such wholes and against a sociahatdal background is, however
incorrigible it may seem to us, a rather peculi@ai within the context of the world's

cultures. ("From the Native's Point of View" 229)
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The "peculiarity” of which Geertz writes is largedyving to the pervasive and progressive
de-centering and displacement of the subject tlaat taken place in post-Enlightenment
thought. In a near-reversal of the progression tdsvandividuality and self-reliance, this
gradual shift is associated with an increased guesg of the boundaries that seem to
separate and differentiate one subject from anoth@wvever, despite the growing critique of
essentialism, disagreement still reigns over eyxabhttw an alternative view should be
conceptualized. In other words, precisely what titaries a non-essentialist understanding of
identity and, if selfhood does not occur "naturallg an inherent capacity within all subjects,

how is it fashioned and which forces assist irfashioning?

Responses to these questions have emerged coriyufirem an array of fields, and continue
to appear today. Ifexts of Identityfor example Edward E. Sampson identifies no less than
six different "voices", which he divides into vau® disciplines or schools of thought within
the Humanities: cultural studies, feminism, socahstructionism, systems theory, critical
theory and deconstructionism (2). Alternatively, ddward's method of organisation in
Identity and Differencereflects a return to matters surrounding the bodytlee most
immediate location for notions of s&lfn my view, questions of identity constantly treesd
physicality, and so — whereas Sampson keeps tHeratt disciplines in the Humanities
separate — | favour Du Gay, Evans and Redman'siggdanethod, which organises an array
of theoretical texts into an often inter-disciplipadivision of three kinds of responses,
regardless of the disciplinary category of thinkirmm which they may have emerged. These
include: the subject-of-language perspective; gyelpoanalytic approach; and a contextually
informed strategy which is guided by the specifsitof social-historical time and place (Du
Gay, Evans and Redman 4yVhile certainly not the only possible method ofjamization,
this framework lends itself well to the strategy this project and its interrogation of
languageand self-fashioning. Throughout the discussion,ill thius highlight the ways in
which the research draws largely on the subjed&ofuage theoretical arena, but also adopts
— not uncritically — a cultural-contextual strategythe reading of the selected Southern texts.

® Woodward's collection of essays is divided int@fsub-sections written by different contemporarhars,
entitled "The Body and Difference"; "The Body, Hbahnd Eating Disorders"; "Sexualities"; "Motherldoo
Identities, Meanings and Myths"; and "Diaspora #rmeDetours of Identity” (1-6).

"It is important to note, though, that Du Gay, Evand Redman never suggest that these areas ofsesare
conceived as monolithic, internally uniform or selffficient. A degree of interdependence betweerd a
reciprocity among, these responses is both indeitathd unavoidable.
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The subject-of-language family of responses isrdorinal grouping of texts, which is far
from uniform, but draws on the work of a collectiohpredominantly French theorists from
heterogeneous, yet often overlapping and mutuallipential, fields of study. One of the
earliest texts, Louis Althusser's essay "ldeology Eeological State Apparatuses”, appeared
in 1969 and asserts a clearly anti-essentialist @iidentity® Althusser's central proposition
is that selfhood is a construction of, or positianiby, ideology. His use of this term is
Marxist, in other words, he sees ideology as a ¢oation of world-views and related values
that are characteristic of the reproduction of alocelations in all societies, including
communist societies. Althusser writes that ideology has the function (which defines it) o
‘constituting’ concrete individuals as subjectshen he develops the notion of what he
famously calls "interpellation” to describe how mdbs are called to, or sutured to,
ideological subject positions (31-34his notion of interpellation is seen as germiiah
structuralist conception of selfhood in thatdémonstrates a distinctive preoccupation with,
and confidence in, the structures and processess -Althusser's title indicates, the
"apparatuses"” — that produce identity, rather thasoncern with the individual self within
such conceived systems. This is a focus which cbeldescribed as typifying structuralism.

However, the term "structuralism™ is not entiretypuoblematic. This word can be employed
as referring to a mode of theoretical engagemenannarray of disciplines, including
linguistics, literary criticism, philosophy, antlpology and psychoanalysis. However, any
attempt at defining it as a distinctive theory, distinguishing it clearly from the
poststructuralism of the 1970s and '80s, whichneccurately said to have “followed" or
"replaced” it, remains precarious. Both within abetween these broad movements in
thought, which are more than succeeding and oppoaltperiods on a linear timescale, there
are similarities and distinctions which tend tol falt of sight in a summarizing and
generalizing effort. Structuralist and poststrualist strategies are often deployed
concurrently within the same discipline, and somes — as in the case of the social theorist,
Michel Foucault — even within a single theoristajdctory of development. An attempt at
definition should thus always be treated as prow&i and contingent. Far from aiming to be

comprehensive and exhaustive, my account servesliitession best by keeping a tight

8 This text appeared in English in 1971.

® Althusser's argument is, of course, shaped byeeavbrk of theorists such as Emile Benviniste, wirote
"Subjectivity in Language'ln order to avoid a lengthy digression at this pdialefer my critical account of the
development of Althusser's term to Chapter 3 (7pwit¥ere it serves a directly relevant functionhie shaping
of the discussion.
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focus on the differences between the structuraisd poststructuralist attitudes in their

engagement with questions of identity.

An important location of friction and interactioretiveen structuralist and poststructuralist
thinking is the work of the Swiss linguist, Ferdnmdade Saussure. In hidourse in General
Linguistics (first published posthumously in French in 1916gussure offers what has
proven to be a widely influential attempt at orgamg language as a semiotic system, that is,
language as a science of signs. Saussure famowmbpges that the most basic "unit" of
language is the semiotic sign, which consists aigaifier (a word, or more precisely, a
sound-image) and the signified (the extra-lingaisttncept or object to which the signifier is
connected) (65-66). While the rigidity of this bigaconstruction is questionable from the
outset — as Jacques Derrida's later deconstruarniteism of Saussure showsOf
Grammatology30-47) — Saussure proposes, more importantly, tteatonnection between
the signifier and the signified remains arbitraygt that they cannot be separated arbitrarily.
What this implies is that there seems to be nocldger obvious reason why a sound-image
such as "tree" should correspond with the famdigect in nature we know as a tree. Yet one
cannot substitute for this sound-image any otherlipnation of sounds and expect it to retain
the same meaning within the linguistic system aflish. It follows that each sign derives its
value or meaning within the semiotic system nomfrds own content, that is, from its
essence, but from its positioning in relation tbestsigns in the same system. Saussure then
posits the radical assertion that, "in languageettae only differencesvithout positive
terms — that is, terms that are entirely self-reliantdaelf-contained and that do not depend

on their relationship with others in an articulagggtem for their meaning (120).

Already in this brief overview of Saussure's wooke begins to notice the anti-essentialist
tendencies in the structuralist mindset. A struadist strategy often deploys semiotic
principles as the backbone of its theoretical ajpmmaand its engagement with material
outside of the linguistic arena. Structuralism éfere tends to display a preoccupation not
with inherent meaning, but rather with the process®l structures that produce signification.
From this, one can extrapolate the structuralistception of identity: just as there are no
self-referential, essential terms in language,elhae also no "true", essential or pre-social
selves in culture or society. A structuralist theof selfhood thus proposes that identities are
constituted or enacted purely through the subjesitipns made available in language and

through wider cultural conventions. Identity is 3ess an effect of systems and processes
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imposed on the subject from the outside, a viewhwithich Althusser's conception of
ideology as an identifying system resonates. Buhudser is by no means the only
structuralist thinker in the subject-of-languagenilyg. Moving away from the Marxist
inflection of his notions of ideology as a form médrrow class and economic reductionism,
the early work of Foucault proposes a more inclisiew of anti-essentialist self-fashioning:
that of discursive relations of power in the shgpih the self. Foucault's account of power
relations includes all kinds of discourse: not methe economic or the political, but also
social, cultural and interpersonal relations. Foltcaemains, however, a somewhat
contradictory figure in the structuralist-postruetist dialogue, owing to the gradual drift in
his position from the archeological approach ofihisal work to the genealogical strategy of
his later thinking"°

In studies such aBladness and Civilization, The Birth of the Cliniche Order of Things,
The Archeology of Knowledgmnd Discipline and PunishFoucault appears almost single-
mindedly determined to historicize and contextwalwtions of subjectivity within various
socio-historical spheres. But this strategy lepéshaps inadvertently, to the marginalization
of individuality and personal choice in his earlgnk. A point of critique of his archeological
texts is that Foucault attaches too little valuéh®role that the subject itself plays witlire
process of its positioning by social, historicatlaultural discourse. It is as though Foucault's
subject positions become undisputed categorieshathie subject seems to occupy without
any hesitation or negotiation at &llHowever, Foucault's later work begins to remedy th
weakness through his shift towards a genealogiedhad. It is, however, only at the end of
his career that Foucault begins to recognize th®mahat — in order to attain some sort of
balance — an account of the individual's making cfelf, of practices of self-constitution
within social discourse, should carry a weighteaist equal to that of the subject's positioning
by discourse. This change of emphasis is partiguirident in his uncompleted volumes,
collectively calledThe History of Sexualitywhere he begins to use an approach that gives

more prominence to the individual.

1% Foucault's term "archeological” is used to detmiseinitial focus on the ways in which discursiwerhations
manifest themselves in relation to an underlyingtepne which determines the relations between id&#en
he later starts using "genealogy"”, this reflects@wving interest in what is perceived to be (buewnfis not) the
origin or essence of a body of knowledge. David &jaadds that a "genealogical study of gender"ekample,
"does not ... look forward to the liberation of somepressed essence but, rather, to a liberatam the
categories of gender" (157).

1 See also Chapter 3 (78-79) for a more detailedesunf the criticism of Foucault's work iStuart Hall and
others.



Malan 12

In some ways, though, | agree with Gayatri Chakrigv8pivak's observation that Foucault
remains a structuralist at heart, even at the drdsocareer. This is owing to his continued
tendency to diagnose "an age in terms ofejgstéme the self-defined structure of its
knowing" ("Translator's Preface" Ix). This stru@list emphasis never disappears in his work
— not even inThe History of Sexuality and "he has had, with repeated protestationseto th
contrary, to step out of epistemic structures inggal, assuming that were possible" (Spivak,
"Translator's Preface" Ix). Underlying Spivak's eatien, one recognises the influence of
Derrida’'s deconstructive reading of Foucault, iniclvhhe proposes that there can be no
"outside" of the knowledge structure, as Foucaeginss to suggest, that is, no vantage point
external to the episteme from which to concepteadiad criticize it ("Cogito" 31-63). This is
not going so far as to imply that Derrida was disecesponsible for Foucault's shift in
ideological orientation. Howevethe destabilising of the inside-outside dichotomuigjch is

so often encountered in structuralist classificatibrinking, is integral to aleconstructive
project and is discussed in more detail in Chagten which notions of "outsiderism" in
cultures and communities are deconstructed by udems traced in Derrida's essay, "Plato's
Pharmacy®® The early Foucault and Althusser's conceptionsidehtity are similarly
structuralist in that they both see the self not@staining any core or essence within itself,
but as an effect of processes which affect andesliag@ subject, however differently they

might conceive of such external forces.

Poststructuralism, in some ways, radicalizes theemsentialism in structuralist thinking.
Perhaps paradoxically, though, this comes aboubutir a critique of structuralism's
linguistic assumptions, and in this area, Derritlalsking has proven to be unsettling. One of
the key thrusts of Derrida's work is a challenga/k@at he sees as the pervasive logocentrism
in Western metaphysics: that is, the constant Ipging of the phonic aspects of language
over the graphic aspects of writing in Western ggophy and theory, in which the latter is
construed as a poor imitation of the spoken woothathan Culler captures this suspicion
best: "Writing" is construed by Western philosopdsy presenting "language as a series of
physical marks that operate in the absence ofpgihaeker. They may be highly ambiguous or
organized in artful rhetorical patterns,” and dneréfore considered less desirable than
having the speaker present (91). Derrida engagés Saussure'Course in General

12See Chapter 4 (140-42).
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Linguisticsas an example of this logocentric tendency, in @tdr called "Linguistics and
Grammatology" in hi©Of GrammatologySaussure's semiotics, he argues, clearly emghasiz
the sound-image as the signifier in the constractbthe sign. In addition to this, Derrida
pursues — in typical deconstructive fashion — theettling of the binary construct of the sign,
that is, Saussure's apparently rigid pairing ohigigr and signified in which the latter seems
to attain a hierarchically emphasised, transcemdlestatus outside of languagef(
Grammatology27-73). Derrida shows how Saussure's work — whalstiging towards the
radically relative and relational aspects of larggua unavoidably gets caught in its own
structures. There can be no outside of the semsystem; no signified is itself an origin
which exists external to the structure and whighaims beyond further division or analysis.

Already, Saussure's text thus proceeds implicitlgegconstruct itself.

In my view, this is one of the reasons why it ificllt to pinpoint, at least from a linguistic
perspective, a precise and decisive caesura betstreruralism and postructuralism: on the
surface, they seem to have the radically diffeegr@ind contingent characteristics of language
in common. The distinction between these modesedretical operation is thus subtle, and
may even be as nuanced as a difference in attiflidere seems to be an underlying
confidence in systematic thought with the strudistranindset, as opposed to the inherent
mistrust of systems and structures in poststrulisuna Perhaps Culler puts it best when he
writes that "structuralists and semioticians opstically elaborate theoretical metalanguages
to account for textual phenomena; post-structusabg&eptically explore the paradoxes that
arise in the pursuit of such projects and streas ttheir own work is not science but more
text" (24-25). An underlying suspicion concernirygtematizing processes, combined with a
constant, questioning self-awareness, is thus,yirview, emblematic of the poststructuralist
orientation, although it may not always be as obsi@s even this suggestion wants to

propose.

As a version or mode of poststructuralist engageémeieconstruction has further
destabilizing implications for contemporary condeps of identity. Compared with
"poststructuralism”, "deconstruction” is a term @rhrefers, often more narrowly, to a kind
of textualoperation, a reading strategy deployed by poststraicst thinkers to demonstrate
and explore the differential and relational aspeftanguage and textuality in texts; and not
merely texts "classified" as philosophy, literatunetheory either, but all texts. However,

deconstruction cannot be described as a neatlyeoheself-contained method or discipline
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with defined origins and principles. In fact, Déai often mistrusts — particularly i@f
Grammatology(36) — conceptions of origin, no matter whetherséhare posited within a
historical, linguistic or socio-cultural paradigibeconstruction is thus, in some ways, even a
kind of counter-theory which questions and resistsch theoretical operations as
conventional definition and exegesis. American tis¢d?aul de Man explains that any text,
whether it is offered within a philosophical, fagtwr literary context, inevitably contains
moments of wilful non-transparency which have begossed over in the interest of
presenting a sound argument (103). He calls threstarices of blindness, moments where the
argument threatens to undercut its own premiseoufim a careful process of rigorous and
attentive reading, a deconstructive reader woubdtt these subtle ambiguities in the text,
and dismantle the ways in which they often eleate position of a binary to a status of
false hierarchical domination. Derrida's critique Saussure's signifier and signified — in
which the latter seems to achieve transcendensdlisst— serves again as an instructive
example. The deconstructive reader unsettles tharypihierarchy by highlighting ways in
which the pair might be equalized or inverted. Té$timtegy puts into effect the notion that,
by virtue of its textuality, no text achieves a quete or definitive meaning, but rather

continues to participate in a never-ending proo¢ssgnification.

Deconstruction's exploitation of the notion of telaal differences, as embedded in Derrida's
invented terndifférance,has important implications for our reading of itign Derrida first
develops this term in an essay entitled "DifferdnoeSpeech and Phenomena, and Other
Essays on Husserl's Theory of Sigasplaining thadifferance— spelt deliberately with an
"a", rather than an "e" — derives from the Frenardndifférer, which can mean both "to
differ" and "to defer" (136-137). At the phonetieveél, there is nothing to distinguish the
pronunciation of the Frendifférencefrom Derrida'différance.The anomalous spelling and
indistinguishable pronunciation difféerance emphasize the value of writing, rather than
speech: the distinction between the two words ts&ceable onlywhen written. Through this
strategy, Derrida again critiques the pervasivetegtrism of Western thought, proposing
that language itself, which includes speech, isetational structure of differential
oppositions. Language is made up of a vast arraydifdérent, yet co-dependent and
perpetually cross-referencing signs, a notion whabarly resonates with Saussure's
semiotics. But Derrida'slifférance brings together neatly these aspects of diffeiangl
deferring upon which the signification of languadgpends. To "differ" also shades into to

"defer”, which involves the idea that meaning iwals put off until later "perhaps to the
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point of an endless supplementarity” (Norris 32)s Ahristopher Norris points out,
"[d]ifférance not only designates this theme but offers in its1awmstable meaning” — this
interpenetration of, and perpetual suspension leetwdifference and deferral — "a graphic
example of the process at work" (32).

When related to selfhood, the notiondifférancesuggests that identities are not rooted in,
for example, biology or a shared history, and do cahere around an absolute essence.
Différanceimplies that identities take their significanceegisely from that which they are
not, from their conceptual opposites. That which is as=di to be the antithesis of the self
becomes parof the constituent definition of the self. The imgpkion of this is that
differential identities are themselves inherenthstable, or to use Redman's example, "the
identity of the 'civilized' European is constarttigunted by the liminal presence of the 'black’
and 'Oriental' others against which it defineslfitaad into which it continually threatens to
collapse” (12)2 In these remarks, there is already a foreshadowfnmany recent texts
which challenge the stability of identities andembgate their differentiality within particular
cultural, racial and social contexts. These incl&tdantz Fanon'8lack Skin, White Masks

and Edward Said®rientalism.

On the whole, the subject-of-language perspectiwbus more than merely anti-essentialist,
or structuralist, in its theoretical orientationyths further augmented by the similarities and
tensions it attempts to embrace — with debatablecess — between structuralist and
postructuralist conceptions of self. Nonetheless, the subject-of-language approach,
identities are seen as precisely that: subjed@sngfuage, inherently incomplete signs within a
larger, interpersonal system of relational meammaking. They are therefore continually
shaped and re-shaped according to principles sindlathose governing language. This

conception is provisionally opposed by thinkershea psychoanalytic arena — at least, as this

13 In "Strangers on Williams's Stage", Jurgen C. VAfofioints out that some social psychologists hdse a
begun to incorporate deconstructive notions ofheelfl into their theories of otherness and steréagyfHe
uses as example Norman N. Holland's "Reading aeuititgt: A Psychoanalytic Revolution”, in which Hafid
proposes that "if any reading of a story or anoferson ... is a function of the reader's identitygen my
reading of your identity must be a function of mwrd (gtd. in Wolter 33). Wolter notes that social
psychologists use the terms "autostereotypes" hatktostereotypes" to explain this phenomenonoftier to
define our own identity, i.e. our autostereotype, tend to distort the identity of others by redgcthem to
heterostereotypes. We try to control anyone whigestrus as strange by first categorizing and trstraoizing
him (or her). ... This need to define one's owmiity via heterostereotypes has always been atdbe of
racism, xenophobia, or nativism" (33). This ideaxplored further in Chapter 4 (139-44) of thisdstufocusing
on Blanche DuBois fronA Streetcar Named Desir@nd Joe Christmas fromnight in Augustas figures of
communal-cultural othering and expulsion.
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is represented in the second grouping of readinfisated by Du Gay, Evans and Redman
Psychoanalysis often moves towards the disentamgienof psychology from its
subordination to linguistic theory; however, as Esaotes, this opposition occurs more by
implication than through outright statement (129pne of the texts in Du Gay, Evans and
Redman's substantial psychoanalytic section wasewrexplicitly to attack the subject-of-
language view. Instead, Evans points out thateéhdings represent a very particular tradition
of thinking within contemporary psychology: thattbe Kleinian and object-relations school
of thought "which [has] characterized the Britidimical scene since the Second World War"
(121). But, while the Kleinian position on identdgserves scrutiny in a study with a stronger

psychoanalytic focus, Klein's theory falls outside scope of this project.

The third area of response posited by Du Gay, Evars Redman problematizes and
transcends the assumptions of both the "subjel@ngfuage"” approach to subjectivity and the
tenets of psychoanalytic identification. As ondlwé advocates of this more contingent view
of identity-fashioning, Amélie O. Rorty writes th&he contextual approach ... emphasises
description rather than reconstruction” and "lesvempirically charged questions open for
further investigation” (14). It is significant th&orty uses the term "description”, a word
introduced by Gilbert Ryle in the second volumésfCollected Papersdyut more famously

adopted by Geertz in the field of anthropology.dedy owing to Geertz's use, the notions of
"thick" and "thin" description have begun to enjoyider currency throughout the

Humanities, and are highly relevant to the approa€hthis study. Geertz's work is

particularly instrumental in the interrogation afentity on a social scale, discussed in

Chapter 4, where the "description" of communaltwsal and national selves is investigated.

In The Interpretation of CulturesGeertz proposes that within ethnography — thaths,
writing of cultures—a distinction should be made between "thick" amih*tdescription (6).
In a "thick" description of a particular event occarrence, the writer is sensitive to "a
multiplicity of complex conceptual structures, masfythem superimposed upon or knotted
into one another, which are at once strange, itaegand inexplicit, and which [one] must
contrive somehow first to grasp and then to rend@eertz,Interpretation10). To explain
this principle, Geertz uses the example of the waska bodily sign in Western culture. A
wink could have an array of meanings, ranging fraonspiracy to parody, but may also
assume a confusing muddle of combinations, or faya&rthese significations depending on

the social situation in which it is withessed (Geemterpretation 6-7). An ethnographer
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who practices "thick" description would attemptgenetrate and disentangle each one of
these layers of meaning in "rendering” a witnessalirrence of the wink; whereas a "thin"
description would entail little more than countiting contractions of one eyelid in a range of
events, without sensitivity to the differenceshe signification of each.

Through thick description, Geertz writes, the "dpinf ethnography becomes "like trying to
read ... a manuscript — foreign, faded, full ofpskes, incoherencies, suspicious emendations,
and tendentious commentaries, but written not inveationalized graphs of sound but in
transient examples of shaped behaviolmtefpretation10). One senses in these words a
growing suspicion of ethnography’s producing engairiinformation and the foregrounding,
instead, of the significant role of the subjectaral contextually contingent interpretation of
such "data". This approach creates the possibiiityan open-ended, ongoing process of
meaning-making, of textual creation, rather theitpwsof over-confident final findings. The

"thick" approach thus goes beyond neutral obsemaand re-inserts the observing "I" into
the reading project. This thesis — which opens sinalar fashion with a description of my
personal position of enunciation — fits well withthis area of contextual, and textual,
responses to questions of identity. As a postsiralist study, it utilizes the subject-of-
language view as its theoretical point of departimat thereafter relies strongly on the
cultural and historical contextualization of thetaral perspectives as played out within the
specificities of the American South. The emphabkisstfalls on the inseparability of the
individual from the social; with this focus, comige recognition that identity in the South is
particularly contingent upon history and culturd. i$ this interest in the intricate
interconnection between the individual self and ¢benmunal other which is of particular
importance in the work of the three theorists wlawenhad the greatest influence on my
reading of selected fictional identities in Faulkaed Williams. Although their work can be
read in mutually informing and enlightening wayhkgit individual positions are often

discordant and shows important moments of tensaorfréction which cannot be ignored.

Michel Foucault, Jacques Derrida and Stuart Hall

The work of Foucault — in particular, his later galogical thinking inThe History of
Sexuality— interrogates closely the important connectiotwben self and other. The first
volume of this largely unfinished studyhe Will to Knowledgethus brings an important

ethical dimension to bear on the fashioning of idgrby investigating the interpenetrative
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relationship between the individual and the soeial notion which is scrutinized closely in
Chapter 2 of this study. However, Foucault's vi@ndliterature, as well as his relationship
with the work of Derrida, have not been unproblemdtoucault, unlike Derrida, has never
claimed to be a literary or philosophical commemtaand he is generally regarded as a social
theorist. As Simon During points out, Foucault hardeals with literature directly as a
"category or an institution”, even though "literaexts" never fall "entirely out of sight” in
his writings (186). Foucault's uneasiness withrditere appears to sprout from an inherent
skepticism relating to literature's central modalitepresentation (During 186). Although
Foucault was unwilling to be classified as a stitadist, even in the early stages of his career
(Spivak, "Translator's Preface" Ix), his tendenmyistinguish between "actual” discourse in
the form of public records, and literature as abadary representation of these, is typical of
the structuralist tendency: the desire to classifigl priviliege some forms of writing as
original and others as imitation. Representatiothiss assumed to be in play "whenever a
cultural product [a novel, a poem] is interpreted rapresenting a social formation — in
however displaced a fashion: where, for instandextis read as a 'symptom’ of a particular
socio-political tension, or as the expression phsicular ideological contradiction” (During
195). Derrida is, of course, highly skeptical oédairchical binaries such as "original* and
“imitation”, and challenges the clear distinctioada between literature and other categories
of traditionally more privileged writing, such asilesophy or science. He unsettles these
oppositions throughout his career, not only in tigglout also in practice through his equally

thorough treatment and appreciation of texts fran lzlassed?

Deconstruction challenges the rigid distinctionnesdn literature and criticism on the basis of
its assumption that, on the one hand, "literarystf§possess] meaning" and, on the other, that
“literary criticism [seeks] knowledge of that meagi— a knowledge with its own proper

claims to validity" (Norris xii). The structuralistrategy thus posits, again, a false hierarchy
in which critical writing is positioned as the pteged revealer of the deeper significance that
lies obscured in literature. Deconstruction unestthoth the clarity of, and the suppositions
that underpin, this assumption by proposing thatrehis no definitive or transcendental

meaning to be "uncovered” in any text, and thdtctsim thus possesses no "special kind of

knowledge" (Norris xi). "For the deconstructiorisgdds Norris, “criticism (like philosophy)

14 See, for example, "The Law of Genre"Ants of LiteratureDerrida's discussion of ShakespeaRsmeo and
Julietin his essay "Aphorism Countertime" is also in#figlhon the topic of the functioning of names. See
Chapter 2 (37-38).
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is always an activity ofvriting, and nowhere more rigorous ... than where it knows and
reveals this condition of its own possibility" @ii This is not to be understood, though, as
implying that there is no relation at all to meanor truth in literary texts, or that literature
remains entirely meaningless. On the contrary, iB&@mwarns also against such absolutism.
He opposes the idea that texts resistra@aningful readings when he writes: "There is no
literature without asuspendedelation to meaning and referen&ispendetheanssuspense

but alsodependencecondition, conditionality” (""That Strange Instiion™ 48). One would

be correct in surmising that this is an ambiguonstn: literature not only defers meaning,

but also depends on meaning as a provision fexittence.

Derrida's critique of Foucault's first major bodkadness and Civilizatigns perhaps most
emblematic of the uneasy intellectual relationdbgpween these two theorists. In Foucault's
first major project, his aim is to historicize tWestern understanding of madness, in
particular, through research into, and sustainedudssion of, historical discourses on mental
illness. His argument is built around what Boyn#scdne moment of "Cartesian exclusion”
(36): a point in Western history which Foucaultgals during the Enlightenment. Foucault
argues that during the Middle Ages and until thed&ssance, man was still in "dialogue”
with madnessNladnessxii). Society's belief was that the mad had direotess to kinds of
knowledge which ordinary men and women did not esss- knowledge which was related
directly to mystical and religious notions (FoudaMadnessxiv). The mad were thus seen
not as unreasonable, but as privileged, owing é@r thssociation with the supernatural, and
they enjoyed, accordingly, a kind of holiness areharation among ordinary men and

women.

However, Foucault argues that during the Enlightemima distinct split began to appear
between the categories of "reason” and "unreadbwas also during this time that the

insane were first separated from the rest of spaent placed in asylums, attaining a kind of
subhuman, sub-rational status. The West's notion afimass was then positioned as the
opposite — the unknowable other — of reason, wisichsequently led to the exclusion,
marginalization and silencing of the insane througke pseudo-scientific language of
psychiatry. "In the serene world of mental ilinéssgtites Foucault, "modern man no longer
communicates with the madman" as there is no "comhamguage" any longer: "the

constitution of madness as a mental iliness, aketiteof the eighteenth century, affords the

evidence of a broken dialogue, posits the separa® already effected, and thrusts into
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oblivion all those stammered, imperfect words withéixed syntax in which the exchange

between madness and reason was madatijesii).

The gist of Derrida's extended and often complatatsponse to Foucaulfdadness and
Civilization, offered in "Cogito in the History of Madness", assharp and two-pronged
deconstructive critique. Derrida, in what couldyhk described as a typical deconstructive
manoeuvre, challenges the hierarchized binarismeagon and madness which Foucault sees
in Western thought by suggesting that they arenmatiually exclusive, but interpenetrative
notions: a concept of madness is part of the doiste definition of reason ("Cogito" 31-
63). Reason co-operates in the construction ofasore and cannot be separated from it. This
has always been so, argues Derrida, even duringldbsical age, and Foucault's notion of an
originary moment of exclusion is thus an illusidthe writes further that Foucault's book
reproduces the linguistic structures that seekettuele and determine madness: to attempt to
write the archeology of a "silence" in and throdghguage, is not only illogical, but also
hypocritical, as it repeats the linguistic violemmerpetrated against the insane ("Cogito" 33-
38; 55). Foucault's book is thus construed, in idals final and most damaging
deconstructive thrust, as yet another gestureeo€tmfinement of madness, yet another act of

silencing the insan¥.

In a belated rebuttal contained in an article m@xford Literary Revieventitled "My Body,
This Paper, This Fire" — which also appeared aetiteof the second edition bfadness and
Civilisation, eleven years after the first — Foucault reactsnagahe specifics of Derrida’s
reading of Descartes which, in the view of somerprteters of the debate, appear to be "not
very different” from his own (Spivak, "TranslatoPseface" Ixi). He seems neither able nor

willing to engage with Derrida's strong critiqueha$ conception of madness as the outside of

15 While perhaps theoretically sound, this lattempaif criticism comes across as itself unfairly iged, and
does not offer much in the way of a practical solutFoucault's research and writing attempt, atvbry least,
to effect some change in the unconsidered and dsidyeaccepted social perspective on this issueBégne
points out, "Foucault's re-readings of historyeast focused attention, in new and often surprigiags, on the
marginal groupings in Western society" (54). Whati€ault perhaps could have done to minimize theusgp
violence of his approach is to illustrate a greateareness of, and sensitivity to, the implicatiohdis own
position of enunciation. Perhaps he could havecatdd the realization that his writing on behalftef silent is
indeed another act of silencing, but that therétls alternative, as those who have been silerimediscourse
remain unable to speak for themselves. Silenceagadhy on the part of those in power is not ancéffe
solution. This opinion is heavily influenced by mgading of Spivak's essay, "Can the Subaltern Sjeak
which she posits that "the intellectual's soluti®mot to abstain from representation” ("Subalte8@). Thus, if
representation cannot be avoided with respect dsettwho cannot represent themselves, the représersta
interest and desire to do so must be foregrounaiedispect upon which Foucault perhaps could haaeeg!
greater emphasis.



Malan 21

reason, that is, that madness must be conceptialiseessarily within the constraints of
reason itself. However, what is intriguing is théulence of Foucault's attack on
deconstruction. Foucault takes issue — rather veh#yy one must admit — with
deconstruction as a strategy, arguing that thenoftithless and "determined little pedagogy"
gives the master a limitless sovereignty, and singiches students to repeat and reproduce
his methods mindlessly (Foucault, gtd. in Spivakahslator's Preface” Ixii) — not quite a fair
critique of the deconstuctive projéét.However, this encounter between Derrida and
Foucault could be seen as an important initiatitepp Sn Foucault's gradual trajectory of
development away from an archeological stance amdrts the ethical slant of his later
genealogical work. It is at this point, with thetrgrof the role of ethics in the relationship of
self with others, that Foucault's work begins ®oreate more harmoniously with the thinking

of Derrida.

In my view, what Derrida and the later Foucaultdnavost in common is the notion that there
IS no pure or unadulterated category of othernmes$isa construction of the self. In Chapter 2,
for example, | delve into the detail of Foucauldmbiguous proposition that, in the
fashioning of identity, "care of the self" — as ¢alls it — is profoundly interpenetrated by
"care for others" ("The Ethics" 285-288)By taking care of the self, Foucault implies, one
necessarily and unavoidably cares for others. Farifla, this inseparability is illustrative of
the notion ofdifférance:the self becomes constitutive of the definitiontstbinary opposite,
the other. This constant interplay between oppssiés previously perceived, implies a
radical suggestion: that there damno self without an other, and no other withosek. But

it could be argued that Foucault derives his etpreslominantly from ancient Greek models,
while Derrida — particularly in his earlier workseems largely to leave the deployment of the
far-reaching implications of his radical argumemtsbcial and cultural commentators. How,
then, do the apparent convergences in their thealetrgument play out on a practical and

contextual level within a specific socio-culturahblscape?

18 Foucault seems to lose sight of the fact that aswot Derrida himself, but his interpreters whal ha
constituted him as a kind of "master" of decongtouc A deconstructive strategy poses a challenge to atigo
of hierarchical positioning, including Foucaultsglied binarism of "master” over "student”. Decounstion is,
from the outset, suspicious of "origins" and "s@sfc and rather "emerges" — as Culler puts it foinfthe
writings of Derrida and de Man only by dint of &ion: imitation, citation, distortion, parody" @R

" See Chapter 2 (42-43).
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It is here that the work of Stuart Hall servesmraluable purpose. As an astute, theoretically
minded cultural commentator, Hall often evaluatéters and links Derrida and Foucault,
aligning their thinking in ways that are mutuallyriehing and informing, particularly in the
investigation of the organization of power in ti@ging of selves. It is perhaps not surprising
that Hall's work is helpful in this way, as hisegoh British cultural studies, in particular, has
often been that of facilitator and editor, usualiyrking in collaboration with other$.Hall's
contribution to cultural studies is also not conéal in a single text, but lies dispersed in a
large number of articles, most notably those orstjoles of ethnicity and identity which have
been collected in anthologies. He often providesuseful contextual framing and
development of Foucault and Derrida's positionshiwita postcolonial paradigm — an

approach which is well suited to my reading of $eut identity.

Hall not only traces the implications of Foucauttiscourse theory in cultural studies, but
also "explores some of the major tensions thatthuough the subject-of-language tradition”
by challenging the more extreme anti-essentialasins of structuralism (Redman 10). In his
essay "Who Needs Identity?", for example, he belgynmdicating some of the major themes
of this approach, most notably Althusser's notibat tthere is no pre-social self and that
identities are constructed, or performatively eedgctin and through social and cultural
subject positions. He then traces the developmmmards poststructuralist conceptions of
selfhood, as inspired by deconstruction; such thopkproposes that identities are radically
relational, constructed through difference, and thay rely on the marginal presence of the
other for their own definition. After contrastingpeise views, firstly, with some of the

essentialist notions of psychoanalysis and, segondlth Foucault's emphasis not on
signifying practices alone, but on discursive powadations, Hall introduces Judith Butler's
work on gender performativity. While Butler's pasit of enunciation can be located initially
within psychoanalysis, her work often transcends discipline by venturing into linguistic

terrain.

Butler is particularly interested in the genderinf the subject through socio-cultural
discourse, and draws on J. L. Austin's speech la@bry to reconnect the notion of
interpellation to the performative aspects of laaggs By providing an invaluable bridging
and integrative reading of Foucault, Derrida anddduHall thus proposes — as Redman puts

18 For example in "Politics and Ideology: Gramsaild Policing the Crisis: Mugging, the State and Law and
Order.
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it — a potential fapprochemeritbetween Foucault's discourse theory and psychosinaby
possibility which Foucault's work particularly Madness and Civilizatiomay seem to have
foreclosed (10). This rapprochemerit is also "one in which Foucauldian insights are
reclaimed for a broader 'subject-of-language’ ptbjgRedman 10). Hall and Butler's work is
particularly useful in investigating familial bondshich form the focus of Chapter 3 in this
study. Given the complexities of the theoreticakmtations outlined above, a theoretical-
contextual reading of self-fashioning functions Wwelithin a sphere as culturally and
historically contingent as the American South. Buhy Faulkner and Williams as

emblematic Southern authors; and which of theitstex

Selection and order of texts

In addition to my personal admiration for thesehats, which is always an undeniable
influence in the choice of material, both Faulkmerd Williams are globally recognized

literary figures who are widely taught and studmdscholars all over the world. Faulkner
was awarded the Nobel Prize for Literature in 1948d Williams the Pulitzer Prize for

Drama in 1948 and 1955. Most of Williams' plays éaween translated and performed
internationally, and some have also been transpssedessfully into the medium of film,

which reaches an even broader audience. But, ¢en Buggesting that fame and literary
accolade alone make these Southern authors worigademic attention, | believe that their
broad appeal — even in cultures and traditioneqeinoved from the American context — has
something to say about the ways in which theirgexiccessfully translate the specificity of
"Southernness" into a metaphor for cultural idgrtimt which members of many cultures can

relate!®

The most obvious binding factor between these vgrite thus that they not only hail from,
but also write so firmly within, this particular lieiu?® It would be possible to compare
Faulkner and Williams purely from the perspectivahis broadly similar "regionalism”, in

% |n "Tennessee Williams: A Southern Writer", Kimbléing writes: "That Williams should select a cliss
myth [as the intertext of hi©rpheus Descendihgin the manner of novelists Faulkner and Walkercy
suggests that he shares with those writers a balighe South's metaphorical importance — a doomed
civilization with a universal message of warnirtigrt despair, and finally, hope" (627).

2 Wwilliam Cuthbert Faulkner was born William FalkriarNew Albany, Mississippi in 1897, and lived ireW
Orleans when he wrote his first novBbldiers' Payin 1925. He lived in Oxford, Mississippi for masftthe rest

of his life. Thomas Lanier (Tennessee) Williams \wasn fourteen years Faulkner's junior (1911) inuGtbus,
Mississippi, wrote his first plagairo! Shanghai! Bombayin 1935 and lived in the French Quarter of New
Orleans from 1939 — 1947, where he wrAt8treetcar Named Desire.
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other words, in terms of how they go about "writthg South”. In fact, a significant body of
criticism already exists that interrogates the 'tBetnness” of particularly Faulkner's teXts.
Even so, my research to date has revealed neitheemic work which offers extensive and
sustained caonsideration of texts by Faulkner and Williamst malividual readings which
are firmly grounded within poststructuralist theowyhile it is crucial that a study of identity
should be cautious neither to sever, nor to ovérlihe important “"geographic umbilical”
that binds theeuvreof an author to the specificities of place andetirtinis project follows a
more integrated approach, filtering the discussib8outhern regionalism through the lens of
self-fashioning (Faulkner, gtd. in Weinstein 148his highlights the role that culture and
community play, not only as distinctive charactigegsof both authors' writing, but also as a
powerful influence on the formation and transforimatof the fictional identities they render

in their work.

It is also not incidental that | propose to compsetected novels by Faulkner with selected
dramasby Williams. The sustained co-consideration of n®and plays is not an attempt at
providing a comprehensive historicizing accountnaf function of each literary genre, but an
interrogation of, and textual reflection on, quess raised by personal identity. All kinds of
classification — not only literary genres, but algender, genus, and taxonomies — imply
institutionalized conventions, a "law" of belongiagd non-belonging enforced by mutual
agreement, tradition or habit. But genre, like peed identity, always has the potential for
exceeding the parameters that give it shape. e '0dw of Genre", Derrida tests this law of
belonging by making the similarity between indivadluand genre identity explicit. He
measures the integrity and exclusivity of the slagliterary instance — the "I" of a text —
against the general "we", the plurality, of the genThis l/we dichotomy unsettles the
boundaries that separate individual texts from amather (as a subset of a literary genre), as
well as the boundaries between literary genresa(agbset of literature). What constitutes
such borders? When and how do they break down?daettius poses a challenge to "the
tranquil categories of genre-theory" in order tgset their taxonomic certainties, the
distribution of their classes, and the presumedilgta of their classical homenclatures”
("Law" 228).

2L See, for example, Warren Beck's "Faulkner andSiieth”. A comparable study of Williams' regionalisn
"Tennessee Williams: A Southern Writer" by Kimbldlhg, who makes extensive use of the work of acotal
Southern literary critic Louis D. Rubin, Jr. in treading of Williams.
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Derrida’s strategy to this effect is to formulateatvhe calls the "law of the law of genre".
This "law" is the principle of impurity, of contamation, contained in the notion that every
text participates in one or several genres; yath qarticipation never amounts to what is
accepted as belongin{Perrida, "Law" 227) The characteristic that marks the text's
membership, argues Derrida, also divides and cantdes the genre. This mark he describes
as an identifiable recurrence of a trait "by whimte recognizes, or should recognize,” a
member of the class; in other words, a characierst which a "work" corresponds to a
type, mode, or form of text ("Law" 228-9). On thasks of this trait, a code comes into
existence by which one is able to judge class meshig However, by marking itself
generically with a particular trait or charactedsthe text also unmarks itself the very
same instant. When a text bears the trait of tieegdesignation "novel" — and for Derrida,
this does not necessarily imply an explicit markiclhit might carry in a subtitle — the
designation itself is not "novelistic™: "it doestpe whole or in part, take part in the corpus
whose denomination it nonetheless imparts” ("Law0)2 Neither does it stand entirely
outside of the corpus. Derrida is clear on thierrgs are not absolutely interchangeable and
indistinguishable owing to "an abundant overflowimga free, anarchic and unclassifiable
productivity" ("Law" 230). Instead, the genre destjon plays perpetually on the border
between inclusion and exclusion by gathering togrethe corpus and, in the same instant,

preventing it from being foreclosed.

To illuminate some of the implications of this "l[gvexamples can be given of the inevitable
blurring of borders that occurs between the nowel the drama. The interior monologue, for
example, features strongly as a narrative devi¢@aulkner's novels, and is comparable to the
soliloquy in a play. In both cases, the fictiongjufe "speaks" his or her thoughts and
feelings as though he or she were reasoning with lbr herself. This self-speaking is
rendered in writing in the novel and in the stageps, but its function as a narrative device
remains similar to that of the performed soliloglry.both cases, when the speaker speaks
about the self, there is an immediate sense oftiagliin the subject’ Perhaps one could
even suggest that, by speaking the self, the spéstages” the self to the self, that is, he or

she places the self immediately away from the teelie regarded from a distance, as one

22 Again, this division can be illustrated by refererio the first person pronoun: in the very saméaintsthat
the speaker enunciates or elaborates on the &"sploken self is separatiedm the speaker, and is therefore no
longer absolutely identical to the speaker. The&kepd|" and the speaking "I" are never, can neritentical,
and yet the spoken self cannot exist without theakimg self. They are integrally, and interdepetigien
connected.
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would observe an actor performing in a pfayndeed, speaking the self then becomes a kind
of enactment, a doing of the self, not only for thenefit of the speaker, but also as an
effective way of dramatizing the figure's identfty the sake of the reader and/or audience
member. The self is spoken into being. Thus, gihencomparable function of the soliloquy
and the monologue, the distinction between play aadel becomes unsettled; yet they
remain markedly and undeniably different. Thera tegree of mutuality between all literary
genres — in fact, between all genres — owing toeshar "borrowed" elements which blur the
accepted lines of separation. This is why — asiBeergues — no text ever belongs fully to a
genre, but always stands before it, destabilizimg integrity of its identity. However, to
reiterate an earlier point, this is not the sampraposing that all genres simply disintegrate
into excessive overflow and anarchy. Texts — amals,ttextual identities — always play both
within and outside of agreed-upon parameters, ifileestsons, and conventionally

acknowledged structures.

Given this perception of the inherently unstableéhuds of organization and classification, it
seems somewhat self-contradictory to find a wagtafcturing this study without imposing
yet another contestable set of categories whiclstaotly burst at their seams. Providing a
sense of order and progression has thus provee &odhallenge. From which perspective(s)
does one view the abstractions and the concretéfestations of identity? Is it possible to
isolate or individualize various kinds of identitgr clearly to distinguish different self-
fashioning influences or forces? Not surprisingiien his strong structuralist tendencies,
Foucault suggests some possibilities in "The Etbica Concern for Self as a Practice of
Freedom". Foucault writes on selfhood:
You do not have the same type of relationship tarself when you constitute
yourself as a political subject who goes to votsmgaks at a meeting and when you
are seeking to fulfill your desires in a sexuaktienship. Undoubtedly there are
relationships and interferences between theserdiftdorms of the subject; but we
are not dealing with the same kind of subject. &che case, one plays, one
establishes a different type of relationship tosetfe ("The Ethics" 290)
Foucault's suggestion of different "forms" of thibgct and "types" of relationships appears
to run the risk of reification and of becoming tdassificatory in its expression. A useful,
less essentialist amendment of his terminology Wdel to refer to these as "positionings” of

% The notion of the endlessly performative selft teaof the staging of the self to the self, waggested to me
by Prof. Jane Taylor of the Wits School of Arts.
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self. With this amendment, one consciously avoidhgigid terms as "placement”, "realm”,
"sphere" or "form" of selfhood, preferring insteadvord that suggests procesather than
completion or finality. But Foucault also touchgson two further aspects of the identity-
formation process which will be integral to thisidy: firstly, the notion of "interfering"

identities; and secondly, the notion of play.

In Foucault's example, he juxtaposes the idenfity@ subject as a political entity — a voter
and a speaker at a meeting — with the identityhef subject as a sexual entity. The first
subject positioning implies the subject's relationthe self and, in this particular instance,
with reference to knowing the self's "desires”. Beeond positioning involves the subject's
relation to an other within a personal, sexualti@teship, while the last involves the subject
in relation to a number of others within (and odésiof) a particular social circfé.As
Foucault argues, it is quite possible that two orerof these positionings of self might begin
to "interfere" with one another, thus creating lidegpendencies and cross-influences. It is
interesting that Foucault then chooses the woray™pio describe the subject's negotiation of
this multiplicity of formations, since the notiof ‘play" assumes centrality also in the work
of Derrida and in deconstruction. It is as thoutjitpugh this choice of word, one senses
Foucault's hesitation: on the one hand, theresisugturalist urge to classify types of selves,
dividing the subject confidently into "forms" ankirids" of selfhood. But, on the other, there
IS a gesture towards a poststructuralist uncegtaimd suspicion of final, centred

classification.

For Derrida, "play" is integral to the conceptiohdifferential signification, in other words,
to the way in which meaning manifests itself witlarrelational system of differences and
deferrals and, thus, within any text. He expandghis proposition in "Structure, Sign and
Play in the Discourse of the Human Sciences” whemges Saussure's semiotic system of
language as an illustration and writes of "the ioagor transcendental signified" which is
"never absolutely present outside a system of reiffees” (280). Importantly, he then
proposes that the "absence of the transcendegtafisd extends the domain and the play of
signification infinitely" ("Structure” 280). Whathis demonstrates is that, for Derrida,

meaning is never complete and final, but ratheobexs an effect of endless cross-referential

24 Other positionings, different from those mentiogd=oucault, are also conceivable: for example silibject
in relation to nature, or the subject in relatian dconomics. Foucault's configurations, howeveaovipe
progressively unfolding parameters within whicHdous this study on the subject as a social being.
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movement, of constant differences and deferralspngmthe structurally conceived

"elements"” in a meaning-making system.

Derrida's conception of play can be demonstratedhieyway in which wordplay, or a
traditional Shakespearean pun, may achieve a doodaing within a text. Mercutio says of
the mortal wound he has been dealt at the handofe®: "No, 'tis not so deep as a well, nor
so wide as a church-door, but 'tis enough, 'tvalive: ask for me tomorrow, and you shall
find me a grave man" (ShakespedR@emeo and Julie8. 1. 93). The reference to "grave"
carries a dual meaning: it refers not only to Méts anticipation of a depressed state of
mind after the attack, but also to the possibibfyhis demise owing to the wound. The
significance of "grave" thus rests neither compyeta the first, nor on the second possible
meaning, but functions within the text as an efi@icthe perpetual oscillation between the
two, an indecisive "play" without a reduction toeesided finality or completion. Similarly,
there is no end to Derrida's play of meaning-makih§oucault has in mind this perpetual
oscillation in his suggestion that identity "playsétween various subject positionings, the
implication is radical. Identity is never final amdmplete, and it has no absolute essence.
Rather, it is a continuing formation-in-processhwiit closure, a constant becoming rather
than being. Given this theoretical position — aedhpps Foucault's conception of interfering
self-positionings has now itself become a "positigh, rather than a stable "positior"

would Foucault's formulations still be a tenableywé structuring this study?

My view is that this is feasible, provided that arnceives of these positionings of self as a
placement of emphasis throughout, rather than agtampt at isolating aspects of selfhood
into a rigid system of categories or classes inctvlwne formation is falsely posited as being
completely distinguishable from anothérhis approach illustrates, at the very least, an
acknowledgement that identity formations never oamufunction independently, but are
closely integrated and interdependent in constigutine self. My positing of structure is thus,
in many ways, no more than a thought-experimentwich calculated emphases and
shadings are useful in illuminating the intricacefsthe formation of selves. Foucault's
"interferences" between the subject positionings alose ethical questions, as these tensions
influence the ways in which the subject behaveselation not only to the self, but also
towards others in a sexual, familial and politicahtext. Derrida, in his turn, comments on
this unavoidably ethical aspect of self-fashionimigen he expands on his notion of non-

identical self-identity:
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Once you take into account this inner and othdewdihce [of identity], then you pay
attention to the other and you understand thatifighfor your own identity is not
exclusive of another identity, is open to anothdentity. And this prevents
totalitarianism, nationalism, egocentrism, and 8o.a [l]t is a duty, an ethical and
political duty, to take into account this imposbipi of being one with oneself.
("Villanova" 14)

It is this "ethical and political duty" to sensgizhe self to the other which this study aims to

interrogate, as dramatised through the fictionakabters in the six illustrative texts from the

American South.

This method of thematic and structural deconstongthowever, has some implications for
the treatment of the chronology of the selectetsteilthough the publication dates of all of
the selected Faulkner novels precede the firstopadnces of all of the chosen Williams
plays, it would not be inaccurate to regard Faullarel Williams as contemporaries. All six
of the selected plays and novels were publishelinvia comparatively limited timeframe,
spanning less than thirty years. However, notwathding the importance that a precise
chronology might have in an enquiry of a differéamid — for example, one which could
focus on tracing and documenting each author'vichal developmental trajectory from the
earliest texts, in sequence, to the most recettaveé chosen a different mode of organization
to suit my more thematically oriented enquiry. Vé@ahus paired the selected texts not strictly
according to the order in which they were produbgdthe authors, but more freely into
thematically comparative units regardless of tipeiblication dates, as texts which — in my

view — dramatize a particular identity positionimgst effectively.

The body of this thesis is thus divided into thee¢hthematically unfolding sections. Chapter
2 interrogates conceptions of identity from thespective of the subject's relation to itself by
comparing Faulkner'éss | Lay Dying(1930) with Williams'The Glass Menageri€l944).
However, this enquiry begins, first and foremostthwa thorough consideration of the
functioning of the name and conventions of nammthe fashioning of aelf. The argument
draws particularly on Derrida’'s suggestion in "Apsim Countertime” that the name is an
illustrative location for the ambiguities involvad identity formation and transformation,
that is, for the constant interplay between thévgte" and the "public" aspects of the self. A
name is not only the word by which we know oursgNmut also the linguistic sign by which

we introduce ourselves to the world and by whiahworld hails us. Ethical implications are
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thus inevitable, and Foucault's notion of the i@endency of "care of the self* and "care
for the other" is introduced and tested. This ip¢@etration and interdependency of private
and public identities is then traced comparativelg reading of the fictional figures we find

dramatized iAs | Lay DyingandThe Glass Menagerie

The discussion then broadens to include notions theé structural and narrative
interdependence evident in the ways in which tResthemselves are organized As | Lay
Dying, for example, we find a series of seemingly inaejemt and different voices and
perspectives, organized around a single eventBtiredrens' arduous journey to bury the
dead Addie in a family plot in the Jefferson cemetédiowever, none of these so-called
interior monologues functions entirely self-sufintly in revealing — or rather speaking into
being — the various fictional identities. Againsignificant degree of structural interplay and
overflow among the monologues is at play.Tlhe Glass Menagerjehe organization of
different perspectives is rather different, yet thmplications are similar: various fictional
identities are enveloped within, and therefore dedpat on, Tom's consciousness as the
central, narrating intelligence which "reads" sehjeely the actions and words of his family.
Just as the functioning of the name is always aiflestation of the interdependence between
the public and the private, the self's relatiothi self — as it plays out in the fictional figures
in the novel and the play — is never quite separ&itdm the self's relation to others. The
notion of inter-subjectivity is thus introduced aewhluated. The most poignantly dramatized
inter-subjectifying process is to be found in thé&ricate relationship between the fictional
figures of Darl and Jewel iAs | Lay Dying and between Tom, Laura and Amanda in
Menagerie —elationships which are carefully and thoroughtgrined within the context of
the intra-familial bonds evident in these texts amithin the broader Southern cultural

context.

The self's relation to the self thus leads logjcédl the next progression in emphasis: the
self's relation to the family. This forms the fo@fsChapter 3, in which | investigate the ways
in which the subject's identity is formed and tfarmmed in relation to an "other" within a
sexual relationship — that is, with a husband wifa — or through interaction witmembers

of the immediate family. The texts which deal miosisively with this theme are Faulkner's
The Sound and the Fuf{t929) and WilliamsCat on a Hot Tin Roof1955). At the start of
this chapter, the discussion returns to a the@letiotion introduced briefly in Chapter 2:

Althusser's conception of the interpellation ofiiidual subjects into subject positions which
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are made available first within the family. Thistieated critically by way of Stuart Halls'
important essay "Who Needs ‘'ldentity'?", which dram turn, on the work of Derrida and
Foucault. However, Judith Butler's thoughts on tgmg" through the creation of
sexualized familial power positions are also inflti@. The process of familial interpellation
is then contextualised by measuring it against gpecificities of the Southern cultural-

historical context in which the family plays a piabrole.

It is this distinctly Southern theme of family-asstiny which is ironically dramatized in both
the Faulkner and Williams texts: he Sound and the Futiirough the decaying Southern
aristocrats, the Compsons anddat on a Hot Tin Roothrough the Pollitts. Both families
are deeply rooted within the traditional norms aatlies of Southern patriarchal culture, yet
are fraught with the tensions created by the ce#lapf patriarchy, parental favouritism,
jealousy, sibling rivalry, in-fighting and a genkedecline in social standing. All of these
factors have important implications for the waysmich identities are shaped and reshaped
within the Southern family. Questioning again, @a®lin Chapter 2, the functioning of names
and surnames, | revisit the name from the perspedi its role in determining inheritance
and the transfer of a legacy. The readings of #lected texts are both integrated and
juxtaposed by focusing on two figures of functioopposition: Benjy inThe Sound and the
Fury, and Big Daddy inCat. Benjy is the least respected and most "absenttibbee of the
Compson household; Big Daddy Pollitt is the epicemf his clan, whose overt presence is
threatened by his imminent death. These contrasitigns of "presence” and "absence" are
treated deconstructively, following Derrida's @dti appraisal of this binary in Western
thought. Around these two "present-non-presencths”pther members of the Compson and
Pollitt families are organized in revealing waysisl through the Compsons' avoidance of
Benjy, and the Pollitts’ over-indulgence of Big Odgd whims and wishes that the most
intricate processes of individual self-fashionimgtine heavily inter-subjective space of the
family are demonstrated and examined. However fahaly — particularly in the South —
cannot be comprehensively contemplated withouhaestigation into the cultural and social
values invested in it. This calls for the last, butno means the final, positioning within the
Southern self-fashioning process: the self in i@ato culture and community, which is the

topic of Chapter 4.

The texts examined in Chapter 4 — Faulkné&itght in August(1932) and WilliamsA

Streetcar Named Desir@947) — are read from a socio-cultural perspegtbwut the process
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is guided theoretically by a linguistic-anthropalad conception of the subject's formation of
itself in relation to the community. Community awedlture are notoriously challenging
notions to interrogate, owing to their wide and iedrprovenance across fields in the
Humanities. For this reason, | follow closely soofehe recent theoretical thinking on the
"reading" of these ideas put forward by Geertz'skwarticularly his view of man as
suspended perpetually in webs of cultural signiftea Geertz's concept of culture as
meaning-making "text" is related and compared ¢yjoath Derrida's thinking on the woven
texture of the text, in which the reader cannophait get "a few fingers" caught ("Plato's
Pharmacy” 63). My reading of Southern culture theives not only to contextualize Geertz
and Derrida's semiotic strategies, but also totlsetscene for the tensions between the
individual self and the surrounding community, whiwe find so effectively dramatized in
the figures of Joe Christmaslinght in Augustand Blanche du Bois i8treetcar.

Christmas and Blanche are also treated as figurdsnotional opposition and similarity.
However, the strategy in this instance facilitates construction of an account of how issues
of race in Yoknapatawphand issues of gender in Elysian Fields, are nof cglevant to,
but also highly influential in, the fashioning ofet individual identities within these
communities. In both instances, Derrida's invesiogain "Plato's Pharmacy" of the figure of
the cultural outsider, or the "scapegoat", offesme illuminating insights. Both Christmas
and Blanche are rejected figures, ostracized bygdnemunities which had, at first, embraced
them. But, paradoxically, Derrida's theory suggéisés communities and cultures cannot do
without such figures of opposition and rejectiomisTthought is tested against the ways in
which both Christmas and Blanche ultimately failtheir often different, yet comparable,
quests for a functional, sustaining self within tppressive norms of a racially and sexually

charged community and culture.

In the final chapter of this study, the Conclusibreturn to a central line of thought which
runs throughout this research: the notion thattitleand language seem to be inextricably
entwined and that selfhood manifests itself asxause discourse. The discussion is rounded
off with a consideration of a series of single-wargtances of identity-fashioning language,
taken from each of the six selected texts. Theskide terms such as "crazy", "cripple”,
"Polack", "nigger" and "queer". Each of these ndateels is so heavily inflected with layers
of individual, familial and communal-cultural meagi that it often threatens to subsume

individuality when applied to a particular fictidnigure with a weakened sense of self.
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These words become illustratiopar excellenceof the powerful bond that exists between
language and the self. Using Derrida's conceptibrihe intricate relationship between
notions of the singular and the universal posite@ihe Gift of Deathas well as Benveniste's
discussion entitled "Subjectivity in Language"phtpare the ways in which these compacted
terms operate in relation to the ambiguous firss@e pronoun, "I". This word — occurring
throughout all of the texts — is most strongly assed with selfhood, yet is emptiest of
individuality, as it may be held concurrently tdereto a multiplicity of distinguishable
speakers. This word thus dramatises the iteratiterplay between the singular and the
universal, and between self and other. The Corausi the study is thus linked, by way of a
circular movement, to the personal statemefiiéred in the opening paragraphs of the
Introduction, in which | position myself as the akimg "I" of this text. An academic
Introduction speaks into being the self-identitytteé project that is to follow and, in a similar
fashion, a personal introduction puts the "I" af 8peaking figure into linguistic play. In this

case, these two "genres" of introduction have beerged. The subjective "I" is thus never,
and can never be, completely absent from this or @her theoretical and scholarly

enterprise, despite stylistic and logocentric coems aimed at muting the authorial voice.
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Chapter 2

Self-fashioning through the subject's relation toand dramatization of, the self in
As| Lay Dying (1930) andThe Glass Menagerie (1944).

Sometimes | would lie by him in the dark, hearihg fand that was now of my
blood and flesh, and | would think: Anse. Why An¥¢hy are you Anse.AILD
161)

JIM. ... It seemed almost like | was about to rethenyour name. But the name that
| started to call you — wasn't a nam@M 2. 7. 449)

Names and identities

An enquiry into notions of selfhood would seem imgbete without a consideration of names
and the ways in which they function within the fatn and transformation of identity. If
one is asked, "Who are you?", the shortest respewosé be one's name which gives clues
as to gender, affiliation to a language, natiogaitd race; written down, a surname becomes
an identifying signature. As concise acts of spdaking or -writing, first names, surnames
and nicknames thus constitute the most rudimemanyenclature of the self. This simplicity
is deceptive, though, as the relationship betwesealfaand a name is more complex than it
may at first seem. This intricacy of names and ithportant role they play within the
fashioning of a self have intrigued the two authmoesidered in this study both on a personal
level, and as a recurring motif in their creatiwpleration. William Cuthbert Falkner added
the 'u’ to his surname owing to persistent publispnonunciation, but also as an attempt at
separating himself from his "grandfather's codstaand "strik[ing] out" for himself
(Faulkner, gtd. in Gray 65). Similarly, Thomas LemiWilliams adopted the nickname
"Tennessee" after it was given to him by collegens on account of his distinctive
Southern accent, and because he believed his ama¢ risounded too much like an old-

fashioned poet's" (Boxill 14).
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Two important notions emerge from these examplastly; there is a particular kind of
relation to the self evident in the lives of both authors, which is g to notions of
modernity,and whichresonates with some of the challenges faced bfidtienal figures we
encounter inAs | Lay Dyingand The Glass MenagerieSecondly, there seems to be a
confluence of both public and private motivatioms Faulkner and Williams' changes of
name: an idea that underpins this study's decarsteuapproach to self-fashioning. | will
discuss each of these aspects in more detail, detonparing the ways in which they emerge
as traceable motifs in the texts.

As one possible paradigm within which to understtmadfirst of these aspects — that is, how
the modern subject engages with processes of asifeining — Foucault's discussion of the
term "modernity” is helpful. In his essay entitl8fhat is Enlightenment?", Foucault draws
on Baudelaire when he argues that modernity isnoftederstood too reductively as an
"epoch ... situated on a calendar ... preceded by [a)aive or archaic premodernity, and
followed by an enigmatic and troubling 'postmodthi(309). He points out that the notion
of modernity is far more complex than this, invalyi"a mode of relating to contemporary
reality; a voluntary choice made by certain peapl@a way of thinking and feeling; a way,
too, of acting and behaving that at one and theesame marks a relation of belonging and
presents itself as a task" ("What is Enlightenmes(?). With this "way of thinking and
feeling"”, Foucault suggests, comes "a consciousnigb®e discontinuity of time: a break with
tradition, a feeling of novelty" and difference rimothat which occurred before ("What is
Enlightenment?'310). These aspects of the modern selfesident in the examples taken
from Faulkner and Williams' lives, which suggesthbauthors' awareness of, and choice to
become, different from a particular genealogicabocupational history. This involves not
only a feeling of belonging to something modernatgeneration of the "new", but also a

self-imposed task to becomew, actively to create a distinction.

Modernity thus implies, says Foucault, a particulasde of relating to the self: "To be
modern is not to accept oneself as one is in tiwe df the passing moments; it is to take
oneself as object of a complex and difficult elaion” ("What is Enlightenment?" 311).
This elaboration, he adds, grows from a compulsaonyunderlying urge to "invent" the self,
because "modernity does not 'liberate man in his being'," but "compels him to face the
task of producing himself" ("What is Enlightenmén®12). Foucault'schoice of diction

bears emphasis: modern men and women are "elagtatinventing” and "producing”
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themselves; their identities are never fully formédt are constantly being formed and
transformed to become, and remanew. This is the challenging process which matsfes
itself in elaborate and complicated ways through ftbtional figures inAs | Lay Dyingand
Menagerie As dramatizations of distinctly modern subjethese figures desperately seek a
sense of stability, a feeling of constancy and hgeneity of self, amid powerful and
fluctuating interpersonal and cultural influencégures such as Darl, Jewel, Addie, Tom,
Laura and Amanda all face the difficult task of eading the implicit fluidity and hybridity
of a modern self, often despite their own reluctanesecurities and nostalgia for an idyllic

past.

The second aspect emerging from Faulkner's andidaMiy’ personal attempts at self-
transformation is the evidence of both public andagte reasons for a change of name: in the
public sense, the mispronunciation of Faulknerii@me and Williams' audibly regional
accent; and in the private sense, both writerstelésr a self that would be, in some way or
another, different from the generations which cdratore. However, on closer inspection,
the distinction made between the "private" and 'jnablic” appears to be unstable. The
public mispronunciation of Faulkner's surname naustly have implied a privatesponse
to the repeated mistake. Did it cause the authares@rustration or irritation? Similarly,
Williams' private desire for a name that would lsiet apart seems to imply a public aspect:
he must have given some thought as to how the memerwould be received by the reading
and theatre-going publi®y choosing an eccentric name like “Tennessed], Williams
perhaps believe that American audiences would beenwalling to accept him as a

playwright of the fashionablevant-garderather than an old-fashioned poet?

The intermingling of private and public aspectsnsgéo emerge whenever a light is shone on
the functioning of names and identities, whetheséhare fictional or not. This repeating
pattern involves the constant interpenetratioranofi mutual influence betweewhat at first
appears to be a distinctive polarity. Borrowing fikx’'s term, identity thus introduces a play
of différancebetween two sides of a binary opposition: identyeither a purely private,
nor a purely public phenomenon, but a perpetualstisijent and repositioning of the private
in relation to the public, and of the public inatibn to the privaté® In fact, the name itself
can be seen as a demonstration of this "aporiplagt as names are not only the most basic

% In Chapter 1 (14-15), | discuss Derrida's develephof this term in more detail.
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units of language by which we know ourselves butha same time, they are also the words
by which we introduce ourselves to the rest ofwloeld.® It is evident, then, that a play of
Derrida'sdifféranceis noticeable between the public and the privatéhe functioning of
names. But as far as immortalizing this ambiguityoi the cultural commonplace is
concerned, Shakespeare probably deserves most. &kdtkn a love-struck Juliet muses on
the Capulet balcony over her lover's identity, slhenders: "What's in a name?"
(ShakespeareéRomeo and JulieR. 2. 43). Indeed, what does it mean to live upotp
alternatively, to "refuse" one's name, as it seboth Faulkner and Williams had wished to
do (Shakespear&omeo and Julie?2. 2. 34)? In other words, how stable and strenthe

connection between a name and an identity? Catestity be separated from a name?

Derrida investigates the question of severancesressay entitled "Aphorism Countertime”,
in which he makes use dkomeo and Juliebs a sample text. He first draws a close
comparison between the ambiguity of names andah&phorisms”, "dates”, "timetables”,
"property registers”, "place-names", and even tiwtperformances. These rely, he says, on
the subtle interplay between "uniqueness and tep®@ti thus, on the notion of iterability
("Aphorism" 419). Each day in the year is uniqusst jas no two theatrical performances are
completely alike. Yet the same date has repeasetf @nnually throughout history, and will
keep doing so for eternity, just as the same wami$ actions are repeated within each
theatrical performance. Based on this subtle integhmg of sameness and difference, of
singularity and generality, notions such as datesjes and aphorisms, become "the codes
that we cast like nets over time and space — ierai@reduce or master differences, to arrest

them, determine them" (Derrida, "Aphorism" 419).

Derrida uses "Romeo" in applying this argument®functioning of names:
Romeo is radically separated from his name. Helphhigy self, living and singular
desire, he is not "Romeo," but the separation,aibieorism of the name remains
impossible. He dies without his name but he diss because he has not been able

to set himself free from his name, or from his &xtleven less to renounce him, to

% Literally translated, “aporia” means an “impassaphth”, but Derrida uses the term to denote ttiet @
which a text reaches a "self-engendered parad@yerd which it cannot press” (Norris 48). The remibn
"irresolvable alternation" (Culler 96) — which aeties the text's inherent ambivalences, thus emgblplurality
of meanings, instead of reducing the text to anitefe, univocal or one-sided interpretation. Nantbas
function aporetically, since they cannot be reducegither the private or the public domain.
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respond to Juliet's request ("Deny thy father afdse thy name”). ("Aphorism”

426)
By offering the example of Romeo — who dies owiodnis inability to free himself from his
name, yet dies without it — Derrida shows thas iboth possible and impossible for a person,
an identity, to be separated from a name. He paaaph Juliet's argument to illustrate this
point in terms of another aporetic oscillation,ttbathe "humanity” and "inhumanity” of the
name. "A proper name," he writes, "does not name anythinigiwis human, which belongs
to a human body, a human spirit, an essence of fad.yet this relation to the inhuman
only befalls man, for him, to him, in the name cirmHe alone gives himself this inhuman
name" ("Aphorism" 427). This leads Derrida to cage: "I am not my name. One might as
well say that | should be able to survive it. Butfy it is destined to survive me. In this way,
it announces my death" ("Aphorism" 432). In Derisdaonception, names are thus both
public and private, unique and general, human ahdman. Most importantly, names seem
to be both separable and inseparable from identifldiese ambiguities are played out

effectively by the ways in which names are treateobthAs | Lay DyingandMenagerie

Naming in As| Lay Dying and The Glass Menagerie

Both the two epigraphs at the start of this chageal with a name in the selected texts and
its ambiguous relationship with a particular idgntin the excerpt taken froms | Lay
Dying, Addie Bundren thrice repeats her husband's fiesshe, Anse. This recalls Juliet's
words — "O Romeo, Romeo! Wherefore art thou Romé¢BRakespear&omeo and Julie.

2. 33) — and her enquiry into the humanity and manity of her lover's name. More than
this, though, names in general play a particuladgspicuous role in the structuring &$ |
Lay Dying they function not only as the names of the irtlnal fictional figures, but also as
titles for each of the texts’ different chapterssections. The identities of each of the fictional
figures thus emerge through a close interactioh abeurs between the name-titles and the
monologues themselves. This implies that the naga@s greater significance as the novel
progresses and as the reader is given more infanmatin successive monologues — about
the fictional figures to whom these names belongthg time that Addie contemplates the
name of Anse in her single monologue, we have @rgaown to understand the basis of her
displeasure with him as her ineffectual husband.
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Another intriguing aspect of fictional naming irethovel is the manner in which names often
reflect either a feature of the figure's physigae.an aspect of his or her role within the
narrative. It is not incidental that Addie's favibeirson is called Jewel — both a valuable and
valued possessidil.Dewey Dell's name is reminiscent of a fertile egland can be read as
an allusion to her sexual fecundity and secretrmmrgy. This relates aptly to her description
of herself as "a wet seed wild in the hot blindtiga¢AILD 58). Cash's materiakientation —
that is, not a craving for earthly possessions smhmas a focus on material things — is
suggested by his name: to insist on a cash traaeasiiows a preference for dealing in the
tangible, in money, rather than in the abstracinarredit. Dr Peabody's corpulent physique
is fittingly described as "pussel-gutted” and "baii-like" (AILD 34) — an example of what
Harry Modean Campbell and Ruel E. Foster calls Kraails typical "name-humor,” which is
comparable to Dickens' similar technique (184Jhe surname of Addie's extramarital lover,
the hypocritical and cowardly Reverend Whitfielgéninds one of the Biblical "whited
sepulchre” which belies the ugly decay of dead baneide?® Reverend Whitfield may
appear to be untainted and pure, but he suffers &aguilty conscience owing to his secret
sexual affair with the married Addie Bundren, whiws lead to her pregnancy with Jewel.

Williams' treatment of names Menagerieis equally multilayered, often including aspedts o
symbolism and irony. In the second epigraph atldbginning of this chapter, Jim, the
gentleman caller, suggests that it is not Laun&sngname, but her nickname which captures
her identity best. This nickname, to which his mjachps involuntarily when he sees her
again for the first time in years, is Blue Rosesrame he gave her when they were at school
together. After Laura had been absent for a fewsddiyn enquired about the reason; when
Laura explained that she had suffered from a bbptenrosis (a lung disease), Jim misheard
this as "Blue Roses". Again, the Shakespearianentte is evident, both here and throughout

the play: Jim's nickname for Tom is "Shakespea@V (2. 6. 432) owing to his habit of

2" Harold J. Douglas and Robert Daniel draw parabesveen Jewel's name and that of another "pagseiona
impulsive, mercurial, and exotic" male offspringrt American literature: Hawthorne's PearlTihe Scarlet
Letter (44). The similarity between these figures is utided by their names, both suggesting a precidjisab.

% A, Wigfall Green adds that the "names of sevembpns, especially Vardaman and Peabody, are tifose
buildings on the University of Mississippi campus".(44). This novel is also the first in which Flaoér calls
his fictional region Yoknapatawpha County, showittpw his characters 'name' their surroundings" yGra
153). With this introduction of spatial significamcFaulkner inflects the names in the novel with ooly
individual and structural significance, but alsatsg importance — a shrewd tactic on the part oégional
author.

29 "Woe unto you, scribes and Pharisees, hypocritesidare like unto whited sepulchres, which indepgear
beautiful outward, but are within full of dead n®iones, and of all uncleanness." (The Holy Bibleft.
23:27.



Malan 40

hiding in a closet at work to write poetry; and Jsnwary of being called "Romeo" by his
teasing colleaguesGM 2. 7. 462). Given this context, it could be argubdt Laura's
nickname is an allusion to Juliet's "rose" by arotmame" (Shakespeampmeo and Juliet
2. 2. 44)® Be that as it may, “Blue Roses” does capture Latidentity more effectively
than her "real" name, and for more than one reas®dim explains, the nickname alludes to
her uniqueness: where other people are "commonvaseds”, Laura is as unusual as blue
roses GM 2. 7. 457)! But, whether innocently or obliquely, the samekname still
connotes her illness — the pleurisy — reminding ohdoth her physical and emotional

fragility.3?

From these examples, it is clear that names and thalti-layered and ambiguous
functioning in relation to personal identities -aths, their simultaneous separability and
inseparability from the self — are indeed as comple Derrida posits. When Richard Gray
comments on Faulkner's intricate treatment of nam@és | Lay Dying he also mentions the
novel's "shifting, metamorphic nature,” in whichariuage and identity are constantly
slithering and blending":
In this fluid verbal environment, there is not soiah intimacy as identification —
people and things become one another: 'My motharfish.' 'Jewel's mother is a
horse." Which makes naming intolerably difficulowhere else in Faulkner's work
do characters have quite as many problems findinghenting the right sign,

speaking things into being, achieving even tengatiemporary articulatiof158).

30 An argument might also be made for an autobiogegphirace in Williams' treatment of Laura's nickream

The dramatist's own sister who, like Laura, suffefom a degree of mental fragility, was calledsRowhile

Tom is, of course, short for Thomas: Williams' réedt name. However, as Stephanie B. Hammer shaws,

connection between Williams and Laura is more pldeighan between Williams and Tom. Hammer points o

that
[a]s a child it was Tennessee, not Rose, who veaigiéntly characterized as painfully shy, who clung
to mother and sister; quiet, antisocial, he spenr$iin his room dreaming and reading, according to
Williams's sympathetic biographer, Lyle Leverichh& the siblings approached adolescence it was
not Tennessee who struck out on his own — as tag gliggests — but Rose, his sister, who was
extraverted and sexual, to a fault, as biographengdd have it. The youthful Tennessee hung back
shy as ever, abandoned and deserted by the sistewas his one and only companion (44).

31 Jim's nickname for Laura, "Blue Roses," signifies haffinity for the natural, flowers, together tvithe

transcendent, blue flowers, which do not occur mraiyuand thus come to symbolize her yearning fathideal

or mystical beauty and spiritual or romantic loy€ardullo, "Williams'sMenagerié 161).

32 Robert James Cardullo writes that "Laura’ is sohawironically derived from the laurel shrub orere

wreath of which was conferred as a mark of honaarinient times upon heroes and athletes; and "Wldyf

brings to mind the flight of birds across a meaddWilliams's Menagerie'161). Here, the irony of Williams'

naming comes to the fore: Laura is neither an haaiwe victor nor a care-free "bird".
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This challenge of "speaking things into being" egesrnot only in the speech of the figures
themselves, but also in the way in which Faulkrnarctures the novel, thus in the ways in
which identities are "spoken into being" in relatido a name through the successive
monologues.
Gray, however, introduces another key concept tht discussion of identity-formation
when he writes:
In the more obviously public areas of speech, tipeeblems encourage the habit of
interpellation Characters are constantly hailing one anothgingrto summon the
other into a particular, fixed identification, afithte subject(ed) status: "You, Cash!’,
"You, Vardaman', 'You, Jewel!', The corollary oftls that, when they cannot name,
they feel they cannot know. ... [F]or instance, Samconfesses in passing that he
cannot remember the name of Rafe MacCallum's twitNot to know the name is
not to know the man ... (158, emphasis added)
Evident in this description is, again, the intergieation and inseparability of the public and
the private in relation to names: to know the nasag's Gray, and to pronounce it in public,
is to know the other and to "place" the other ilatren to the self. To clarify this process of
subjectification, it is useful to turn to Althussediscussion of the term "interpellation™ in his
essay "ldeology and Ideological State Apparatudtk"is in this essay that Althusser first
describes "interpellation” as the summoning intxplof the subject by a particular dominant

ideology in society.

To explain what this "summoning" by "a dominantalbgy" means, David Macey's practical

examples are helpful:
The Frenchinterpellationis commonly used to mean 'being taken in by tHe@o
for questioning’; it also means the 'questioninfy’ao minister in parliament.
Althusser's basic illustration of the mechanismlexp this sense of 'questioning’ or
‘hailing’. An individual walking down the streethsiled by a police officer — 'Hey,
you there!" — and turns round to recognize the fhat he is being addressed. In
doing so, that individual is constituted as a scibj203)

This imposing of subjectivity is dramatizedAs | Lay DyingWhen Addie calls Cash's name

through her window, or when Dewey Dell hails Vard@anin the barn after the incident with

Peabody's horses, there is an element of dominatieoived. The hailer is a figure of

3 See Chapter 3 (76-77) for a discussion and catigfithis essay's main points of argument in i@iab the
processes of familial interpellation.
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authority in the family: Addie is Cash's mother;vizsy Dell is Vardaman's older sister.
Notably, the name of the hailed figure is addedthe interpellation as an attempt at
strengthening its effect and enforcing a respolmsether words, to subject the hailed figure
to the caller's authority, the hailer says: | kngour name, | know you, | have authority over
you, you must respond to my call. To know the nasrte know the person. When the hailed
figure responds to the call, he or she bends taathibority of the hailer and so becomes

subjectified.

However, recalling Derrida's earlier conclusion "lphorism Countertime”, there is an
ambiguity evident in any act of interpellation, thg, an inherent paradox related to the
functioning of the name itself (432). This ambigug discussed in greater depth in his essay
"Sauf le norhthat forms part of a collection entitl€2h the NameDerrida reiterates that "the
name not only is nothing, in any case is not thia¢t that it names, not the 'nameable’ or the
renowned, but also risks to bind, to enslave argage the other, to link the called, to call
him/her to respond even before any decision ordsaliperation, even before any freedom"
("Sauf le noh 84). Thus, the inescapable aporia of the namergaseagain: a name is
nothing, it is not the person, the individual oe tidentity; and yet it provides the power to
bind him or her. On this point — the close relasioip between powend subjectification —

Foucault's views on the ethics of identity-fashignare particularly apt.

If Gray observes that "[n]ot to know the name ig tw know the man" (158), Foucault
suggests that power (over self, over others) iagbaclosely related to knowledge: to know
the other, is to have power over the other. But, Foucault, knowing another begins,
paradoxically, with a knowledd&of self. This knowledge-power relationship has iedtiate
ethical implications, a topic which Foucault inugates more closely in the final phases of

his work. This is when Foucault begins to writeistdry of the desiring subject and of the

3 An important development in Foucault's applicatiointhe terms "knowing"donnaitré and "knowledge"
[connaissandeis to be traced here. As used in this instanbe, latter term should not be conflated with
Foucault’'s conception of knowledge structures, epistemes", which features strongly in his eanlverk. To
guote Merquior's explanation, "epistemes" refer"tmnceptual strata” which underpin "various fieldk
knowledge and [correspond] to different epochs iesWrn thought ... " (36) As a structuralist endeayit was
Foucault’s stated goal to unearth such hidden ymiwieings and expose the mental infrastructure ofikadge,
hence his earlier archeological model. HoweverFaucault’s later work — particularly ifthe History of
Sexuality— a conceptual shift occurs in that the "foregmus no longer occupied by power structures or
strategies, but by ‘technologies of self’ envisagetheir own inner space" (Merquior 119). Here Glubedge”
refers to a form of self-knowing, and knowing atest that is, the various ways and means by which a
conception of the individual is constituted andvidyich he or she becomes aware of him- or hersetf (dhers)

as subjects.
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construction of identity by looking dthe Use of Pleasuiie The History of Sexuality Volume
2, andThe Care of the Seih both the Greek and the Christian traditiong e History of
Sexuality Volume .3These texts posit the self not as a personahessdut rather as an
aesthetic and ethical creation that is to be nedwand cultivated. This notion is consistent
with his conception of identity in relation to madgy: the idea that identity is a "complex
and difficult elaboration” ("What is Enlightenmeh®11).

With this conception of aesthetic self-creationu€awult returns to a Greek model: the classic
conception of ethics, @thos as
a way of being and of behavior. It was a mode afdpdor the subject [thus, the
private self], along with a certain way of actiregway visible to others [thus, the
public self]. ... A man possessed of a spleraditbs,who could be admired and put
forward as an example, was someone who practiesiém in a certain way. ...
But extensive work by the self on the self is reedifor this practice of freedom to
take shape in aathosthat is good, beautiful, honorable, estimable, @ble and
exemplary. ("The Ethics" 286)
For Foucault, this work on the self implies "takicaye of the self’, and he points out that, in
the Western tradition, "[t]laking care of oneselfjuges knowing ¢onnaitrg oneself" and
"[c]are of self is, of course, knowledgeohnaissandeof the self ... " ("Ethics" 285). But this
degree of self-knowledge is inextricably linkeddie's behaviour in relation to others. As
Foucault puts it: "The care of the self is ethicaitself; but it implies complex relationships
with others insofar as thisthosof freedom is also a way of caring for others"tfiEs"
287) In the fashioning of identity, the care of thefsslthus conceived as both implicit
within, and inseparable from, the care for othessich suggests — to use Culler's terms — an

"irresolvable” ethical "alternation™ (96).

% Foucault’s formulation of ethics is by no means tnly one that considers the self's complex wiatiips
with others. Emmanuel Levinas has also written resiteely on the topic. While Foucault presupposes th
degree of understanding of the other is possibiteutih the knowledge and care of the self, Levimgses for a
more absolute ethical demand on the self. Thig&e8 on his belief that the relation with the oth#ralways
remain beyond any comprehension, yet irresistiBGlit¢hley 11). Foucault's paradigm, however, has/@n to
be more suited to the purposes of this study, wicltallenges the notion of any unconditional or &liso
positioning of the subject.
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The interdependence of self and other

To show how this interdependence of self and otheframatized imAs | Lay Dying,the
figures of Cash and Dewey Dell serve as illustetexamples. All of Cash's monologues
reveal aspects of his individual, private identgych as his phlegmatic demeanour and his
logical, pragmatic mode of reasoning. For him, éhisralways a practical implication to all of
life's incidents and accidents — even to the bufilis mother. His very first monologue is in
the form of a list of reasons for making Addie'sfico"on the bevel” AILD 75). This list
reveals both his keen attention to detail and argléncy to analyze every situation in a
practical fashion. These aspects of his identigyfarther underscored by his actions as the
"good carpenter” — a meticulous, materialistic @etibnist who never takes the easy way out
with a job that needs to be done patiently andeotly (Bleikasten)nk 178). Cash spends
hours "trimming out a wedge like it was glass he warking, when he could have reached
around and picked up a dozen sticks and drove thienthe joint and made it doA(LD 79).
Even his hair "is combed smooth down on his bismwooth and black as if he had painted it
on to his head"AILD 81-82).

It is in Cash's own words, however, that his simgidosophy of interpersonal reciprocity
shines through: all problems, he believes, canobhesd by working hard, getting the details
right and leaving emotions out of the equation:
Folks seem to get away from the olden right teaghivat says to drive the nails
down and trim the edges well always like it wasyour own use and comfort you
were making it. It's like some folks hasid) the smooth, pretty boards to build a
court-house with and others don't have no more thagh lumber fitten to build a
chicken coop. But it's better to build a tight &&n coop than a shoddy court-house,
and when they both build shoddy or build well, heitbecause it's one or tother is
going to make a man feel the better nor the w@/A&D 220-21)
Cash's focus on, and enjoyment of, the tangiblevident: life is about how well one can
construct things out of the materials one has atsodisposal, the "nails," the "smooth pretty
boards" and the "rough lumber.” But when it contethe abstract — the "feel[ing] ... better”
or "worse" — Cash seems somewhat at a loss. Whgénmanost is building that "tight coop”
as well as one can. It is no surprise, then, treth@ tools are his most prized possessions:
they are the objects with which he shapes and alsritis world. On the journey to Jefferson,

an accidental splatter of mud on Addie’s coffinceefully wiped away with one of these
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valued implements, and then scoured clean withaadbr from a willow tree AILD 97).
When Cash nearly drowns in the Bundren's disastivescrossing and his leg is broken, his

lost tools are also the first and only possesdnensequestsAILD 169).

Cash's way of dealing with the abstraction of Atidigeath is thus consistent with his
concretely-focused self: he makes a gift of hiiskind labour and creates the best coffin he
can possibly make for his dying mother, ensurirgg this made "on the bevel" for better grip
of the nails and for reasons of waterproofiddLO 75). Donald M. Kartiganer suggests that
the coffin is to Cash what the horse is to Jewdl&hat the fish is to Vardaman: an object of
transference, "an image equally effective in emaplCash to form the limits of his grief"
(28). Consistent with his private identity as a enialist shaper and creator, "Cash converts
that grief into what is for him the far more compeasible dimensions of a box" (Kartiganer
28). Given Foucault's conception of ethics, thisngimtizes the way in which the care of self
is both implicit within, and inseparable from, tbare for others. In many ways, Cash cares
for himselfby caring for his dying mother's coffin. His work éddie's coffin is, ultimately,

"a strategy of self-protection, the most economway to divert and displace the imminent

pain of loss, to separate himself from the loseob)j his mother (Bleikasteimk 179).

This does not imply, though, that the care of tbk is necessarily and always in harmony
with the care for others. Sometimes these ethispe@s come into conflict through an
imbalance, an over-emphasis on either of the segynopposing aspects of self-fashioning.
A focus on the care of self leads to a neglecthef ¢are for others; too much importance
invested in the care for others leads to a negleself. As a dramatization of such an ethical
imbalance, Dewey Dell's particular constructiorself serves as an example. For this country
girl, the entire journey to Jefferson becomes @eege search to find a way of solving her
overtly physical problem: a challenge that is sspeal that she is unwilling to share it with

her immediate family.

The physicality of Dewey Dell's secret has a vesgypiar influence on the girl's monologues.
Her entire mode of speaking the self into bein@pust her process of self-fashioning in and
through language — becomes inextricably linkedht densations and specifics of the body.
In the girl's own, simple words, this reduces her'a little tub of guts" AILD 52), a

reduction which she readily projects onto others:
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It's like everything in the world for me is insiddub full of guts, so that you wonder
how there can be any room in it for anything elegyymportant. He [Peabody] is a
big tub of guts and | am a little tub of guts afhthere is not any room for anything
else important in a big tub of guts, how can itdem in a little tub of guts ...
[Peabody] is his guts and | am my guts. And | arfelsaguts. That's it."AILD 52-
53)

The repetition of the word "guts"” is significant raflecting the notion that Dewey Dell's

experience of self has now become predominantlyevad, and not cerebral.

Owing to this preoccupation with the physical, exnordinary chore, the milking of the
cow, becomes a sensual reminder of her inescapakiglity:
| feel my body, my bones and flesh beginning td pad open upon the alone, and
the process of coming unalone is terrible. LafdeLd afe" Lafe. Lafe. | lean a little
forward, one foot advanced with dead walking. Il fbe darkness rushing past my
breast, past the cow; | begin to rush upon thergesk but the cow stops me and the
darkness rushes on upon the sweet blast of heringphareath filled with wood and
with silence. AILD 55)
Dewey Dell's repetition of the name of her loveafd, recalls Juliet's musings over Romeo.
Both instances represent a repeated attempt ahgidown, at subjectifying, the personhood
of the lover through the speaking of his name:ibigt a desperate and grasping attempt, the
very repetition of which suggests its futility. &ddition to this, Dewey Dell's use of rich,
sensual language is underscored by her constatioreto bovine imagery. This suggests a
strong association of her identity with what PhilipRule calls the "womanliness' of nature”
(110). Faulkner seems often to draw women as sygnbbl'the quiet, immemorial, life-
giving quality of the earth” (Rule 1169.This association places even more emphasis on

Dewey Dell's overwhelming obsession with her body.

It soon becomes clear, though, that this self-fanakes Dewey Dell quite ruthless — she will
do literally anything in her power to protect heciet. She is prepared to exchange sexual
favours with the druggist's assistant, McGowan, wkploits her ignorance and misleads her,

in a manner reminiscent of coarse country comaty, thinking that he is a medical expert

% Importantly, Rule adds that not all female ideasitare drawn as earth goddesses in Faulkner. "Qok4 for
example, "is conventional religion incarnate" ais' a tidbit of scripture to wrap around every oféder
neighbourly condemnations and rash judgments"” (113)
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and that his "medicine" (a placebo) and "treatméatSexual encounter) will terminate her
pregnancyAILD 236). And when Darl sets fire to Gillespie's batith Addie's coffin inside,
Dewey Dell takes the opportunity to betray him e tnly family member who senses her
dilemma — by informing Gillespie about his act o$an AILD 224). Her betrayal leads to
Darl's arrest and ultimate removal from the tramgllparty. Consistent with Foucault's
model, it is Darl's intimate knowledge of his sistedesperate plight and his half-brother's
status as illegitimate son — aspects which aregiateo these two figures' modes of self-
fashioning — which provides him with power overrthelhis power becomes a threat, and
Dewey Dell's instinct is to protect her secret latcasts — for her, the emphasis thus falls
strongly on taking care of the self above caring dohers. The result is her ruthless
elimination of the threat posed by a particulareotwithin the familial structure, her brother
Darl.

Dewey Dell's actions suggest the antithesis to €gslocess of self-fashioning. With Cash,
the scale of Foucault's ethical model is tippethanopposite direction. Cash's emphasis falls
on caring for the other members of his family mthv@n he takes care of himself. Ironically,
one of the others for whom he cares so much duhisgjourney is his dead mother, Addie.
He takes great care to ensure that her corpsdivea safely to its intended place of burial,
even going so far as to risk his own life by divingp a raging river to retrieve her coffin. In
the process, however, his utterly selfless behaveads also to a distinct lack in the care of
self. Cash allows the Bundren family to ignore aedlect his tremendous physical suffering,
in both callous and ludicrous ways, for the greg®od of the completion of their journey.
When his leg is broken during the river crossirigg ignorant Bundrens cast the damaged
limb in concrete, causing the rest of his journeytbe back of the wagon to become a
torturous test of his endurance. This ambiguouatiogiship between the private and the
public — that is, the interpenetration of the cafréhe self and the care for others witnessed in
the figures of Dewey Dell and Cash Bundren — shadlat constructions of self are
dramatized not only individually in the novel, batso within a larger network of
intersubjectivity. This aspect of self-fashioniryeffectively reflected in the structure of the

text.
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Structural interdependence

As | Lay Dyings organized as a series of seemingly insularpiesson monologues, each set
apart and identified by the name of the speakiggré. The novel thus contains no traditional
overarching narration or a controlling "central eltigence” (Beck, "Realist” 217). The
structure ofMenageriediffers from this, as Tom acts as central narratat as participant in
the action of the different scenes. The entire ag/ representation of Tom's memory and, as
such,Menagerieoften relies on theatrical "tricks", such as liggtcues, "music", a "fiddle in
the wings" GM 1. 1. 400) and the miming of eating utenst®\V 1. 1. 401) to create this
illusion®” As | Lay Dyinghowever, shows the reader a range of individuglpyresented, yet
intricately interdependent, "speaking" fictionajures who are either involved in, or simply
observe the action dfhe Bundrens' journey. These identities are redetiiough a series of
monologues which can be compared with, but aregoié the same as, Tom's monologues
in Menagerie The difference between the monologues in the Inaveé the monologues in
the play is the notion that Tom addresses the aadieesader directly in the second person —
as "you" — thus deliberately breaking the fourtHlvemnvention which has become well
established in the theatfeln the novel, the reader is never addressed Hirewor do the
monologues actively imply a listener. One assurhasthese monologues are thus a form of
self-speaking — that is, a fictional subject batthealing and addressing him- or herself in the
words of the mind, rather than through actual speeand for this reason, the different

narrative sections are often described as intenmmologues.

37 This deliberate foregrounding of theatrical desicis reminiscent of Brecht's epic theatre and its
"verfremdungstechnik” (Hammer 40), which Williamgpaopriates as his "plastic theatr&N], "Production
Notes" 395)Menageries overt use of theatrical devices functions asftettive analogy between theatre and
memory: just as theatre uses "tricks" to creatélasion of reality, memory also "plays tricks" dine one who
remembers through its selective focal points ardef@&xaggerations. The play's episodic structurthdu
resembles the fragmentary nature of memory, congisif a series of short scenes, rather than actd,
reminding critics such as John Gassner of Japadeledrama, "in which story consists mostly of rerbened
fragments of experience" (391).

38 The expression "breaking the fourth wall" is useidnprily in theatre when characters are awaretthey are
being watched by the audience. Again, the termirmatgd from Bertold Brecht's theory of "epic thedtiMost
often, the fourth wall is broken by a character wiirectly addresses the audience — as Tom dodheugh the
same effect can be achieved by acting out of charagr by characters interacting with objects ilgof the
context of the work.
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The fact that the reader is privy to this intetigrhowever, problematizes the clarity of such
rigid interior/exterior, thought/speech polariti@is inside/outside ambiguity positions the
monologues closer to the Shakespearian soliloquyheatrical convention in which a
fictional figure's private thoughts are revealedotiyh speech without addressing or
acknowledging the audience. The character spedkistoor herself on stage, either alone, or
as an aside which the other characters cannot Beamhether or not the reader/audience
member is addressed directly matters little in 'eohthe monologue's function. In both the
novel and play, the fictional figure uttering themologue "speaks" his or her own memories,
impressions, thoughts and emotions — thus himeoséif — into being. While this act of self-
speaking is rendered in writirgn the page, it still serves as an enactment aselfieand thus

a dramatization or "staging" of the fictional figis identity in and through language. As with
names, the monologue thus suggests an aporetipentgtration: they are a speaking-to-the-
self as much as they are a speaking-of-the-ghIs implies that the way in which the figure
addresses him-/herself — the kind of language belses and the subject matter of the
monologue — effectively reveals the identity of ttigure, even when the figure is not
speaking about him/herself. This self-revelatorpeas$ is demonstrated most effectively
through the figure of Tom iMMenagerie,as the entire play becomes a revelation of his

nostalgic, yet cynical, recollections and misplaobdessions and preoccupations.

Thus, while the structural fragmentation lfenagerieresembles the fractured, episodic
quality of Tom's memories, the disjointed structwie As | Lay Dyingresembles the
fragmentation of individualized experiences. Despite fractured surface of the novel, the
individual monologues never function entirely indadently in revealing individual
identities, but interpenetrate one another, relyamg both their co-placementith other
monologues, as well as the orderwhich they are placed, to gain significance witthe
narrative. Using Derrida's spatio-temporal conaapbf différance the entire novel can thus
be read as a series of mutually "deconstructingtsuas a textual demonstration of how
identity functions as the perpetual interpenetraiad mutual repositioning of the public and
the private within a network of intersubjectivifyhe effect of this structural co-dependence,
as Gray argues, is that "no one voice" commentm¢he events or other fictional figures in
the novel "can be regarded as authoritative butlggmo voice can be discounted either;
consequently, the narrative assumes a characteistteven more frankly relativistic than

most of Faulkner's narratives are" (153).
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To interrogate this notion of structural relativistne shortest, yet most striking, monologue
in the novel can be used as an analytical focailtpdiardaman, the youngest of the Bundren
brothers, declares: "My mother is a fisiRIl(D 76). Read on its own, this emphatic claim
makes little sense. In order to understand why laow this metaphor is forged in the
troubled boy's mind, the reader relies on variouscgding and subsequent monologues
which are often attributed to othictional figures. Vernon Tull is the first to degme how
Vardaman came up the hill, "carrying a fish nigindoas he is"; this is followed by his
narration of how, in the dust by the porch, the hoys the dead fish "over with his foot and
prods at the eye-bump with his toe, gouging atAlLD 25-26). The reader also recalls
Darl's monologue, in which he describes intuitivelys mother's last moments of
consciousness: Addie "looks at Vardaman; her @heslife in them, rushing suddenly upon
them; the two flares glare up for a steady inst&hen they go out as though someone had
leaned down and blown upon them. ... Vardaman péesnouth full open [like that of a
fish] and all colour draining from his face ..AILD 43). Until this moment, the only
creatures which Vardaman has observed during fleetdideath transition are country
animals — the "rabbits and possums" that wenthéarthan town" AILD 60). The transition
has thus always been accompanied by a similar odtaign, the glazing over of the eyes,
and when Vardaman recognizes this fading life farcéis mother's eyes, the metaphoric

fusion of mother and fish begins to be forged.

Later, in Vardaman's own child-like language, haaeks:
It was not her because it was laying right yondehe dirt. And now it's all chopped
up. | chopped it up. It's laying in the kitchentime bleeding pan, waiting to be
cooked and et. Then it wasn't and she was, andih@vand she wasn't. And to-
morrow it will be cooked and et and she will be HPeabody] and pa and Cash and
Dewey Dell and there won't be anything in the bod ao she can breathd@ll(D
60).
In this passage, it is evident that the associatfomother and fish has become an intricate,
temporal problem for Vardaman — a confusion of wheas" and what "is" — which his
immature mind struggles to compreheRdr this child, existence is framed within a segsor
paradigm, hence the references to blood, the imjome®f the fish's body in the dirt, and the
pieces of the fish itself. These are physical cluewing the existence the fish. Against this,
non-existence — the "was" — is almost inconceivadhel yet it cannot be ignored. Although

all the physical signs of the fish's existencestiteperceivable, the fish is dead. The fish "is"
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no more. Similarly, his mother's dead body "is"t-si still there in the room, touchable,
visible — and yet, Addie herself "was"; she is allead. In light of preceding descriptions
such as these, Vardaman's statement, "My mothar fish" thus gains significance as a
startling revelation of the neglected child's shaodnfusion and grief at his first encounter
with human mortality AILD 76)3°

The boy's fish statement resonates also with elemmémat follow his one-sentence
monologue, thus effecting not only a spatial, bl#goaa temporal co-dependence. This
passage, for example, is placed after Addie'srcbifis been retrieved from the raging river:
My mother is a fish. Darl says that when we comthowater again | might see her
and Dewey Dell said, She's in the box; how could kAve got out? She got out
through the holes | bored, into the water | saitj &hen we come to the water
again | am going to see her. My mother is not anlthx. My mother does not smell
like that. My mother is a fishA(LD 185)
Here, it is evident that Vardaman's associatiorthef living Addie (more accurately, the
memory of her) with a possible living fish involvesdissociation from Addie's dead and
decomposing body and from the physical immediackhesfdecay. This further complicates
Vardaman's reliance on material perception to pAxgie's existence. In addition to this, his
first "'my mother is a fish" statement now becomesediguring of Addie's near "escape" into
the raging water during the river crossing, whendwdfin slips off the unstable wagon and

almost washes downstream.

In a manner similar to Vardaman's short monologillethe other sections of the novel rely
largely on the intersubjective space — that isthamr spatial and temporal co-dependence and
co-placement with other monologues in the novel retveal the individual fictional identities
of which they are dramatizations. This effect attd¢he novel's atmosphere of what André
Bleikasten calls, "flux" and "constant change",which "[a]ll boundaries are crossed or
blurred; no identity or function ever solidifiesprins always verge on dissolution and
transformation into different patterns. All is ftuiand fleeting. Metamorphosis always

prevails" (nk 166). While the various episodes Menageriefunction in much the same

39 Richard P. Adams notes that this association efdiid fish imagery in Vardaman's monologues refetse
“old fertility ritual, reflected in the Grail legeh... and refined in the Christian sacrament ofcii@munion, of
transmuting the life of a dead totem animal or peiisito the lives of those who eat the flesh onkithe blood”
(82).
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intersubjective fashion as the monologueésnl Lay Dying we encounter here an additional

kind of reciprocal influence in the form of differeconceptions of time

This multiple layering of the temporal is integri particularly Tom's mode of self-
fashioning. Again, a comparison witfaulkner's treatment of time is useful to expldirs t
distinction. InAs | Lay Dying the same event — such as the river crossingsengetimes
repeated more than once in various monologues. t€bimique not only enables the reader
to view this event through different pairs of eybgt also creates a looping back of time, a
repetition of chronological sections in the narkm@tiwhich is aimed at achieving a
multidimensional view. InMenagerie however, we encounter a simultaneously layered
treatment of time within time. The first layer Iset"present” of Tom's monologues. This is
when he speaks to the audience directly as a narcharine who has "traveled around a
great deal", describing a period which occurs syees after the Great Depression and the
events dramatized in the pla@¥ 2. 7. 465). But, as soon as the play begins, Taum[5]
back time" and re-enters "that quaint period" & 1930s, the years during which the major
moments of conflict in the family occuGM 1. 1. 400). Then, as Sam Bluefarb notes, "as
soon as we are safely, though not quite comfortagaitled in that era, we are whisked back
— through Amanda's monologues — to a time evehdumemote," the time of the antebellum

South (514). These three layers of time constantirpenetrate each other throughout the

play.

In addition to these layers of specific time, thisr@another, more subtle temporal ambiguity
evident — what Frank Durham calls "generalized" ‘&mecific" time:
The first scene in the apartment, the dinner sdera) example of generalized time.
It is not any one particular dinner but a kind bst@action of all the dinners shared
by the trio in their life of entrapment. AmandaBraonitory speeches are ones often
repeated, her stories of the seventeen gentlenllenscare oft-told tales — and Tom's
irritated responses are those he makes each andtewe the stories are retold. (14)
Further examples of the amalgamation of occurremcts a single, representative scene
might be added, such as Amanda's sales callseiodsiand acquaintances. Even the mimed
comforting scene between Amanda and Laura occutisea¢nd of the play, as though it is
witnessed from behind a glass separation to enhthrgesense of "timelessness” (Fambrough
103). One senses that this is not the first ocoasio which Amanda eases her daughter's

disappointment in this way, nor will it be the lalt contrast to this, the scene in which the
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unicorn's horn is broken off takes place in "spetifime, since this particular event could

not have happened more than once.

In most of the play, however, the distinction betwepecific and general time is not as clear-
cut as Durham wants to suggest. In this way, theulaneous, often indistinguishable,
representation of specific and general time drareatiDerrida’'s notion of iterability: the
"play of uniqueness and repetition" which manifatslf also in the functioning of names,
aphorisms and dates ("Aphorism" 419). His desaipwf these phenomena as the "codes
that we cast like nets over time and space — ierai@reduce or master differences, to arrest
them, determine them" is particularly apt ("Aphorfs 419). While each individual
occurrence of these events in Tom and his famllyss may have been unique, their
representation in the text becomes generalized. dénnonstrates effectively Tom's continual
search for transcendent significance among thediteeeand mundane events captured by his
memory; his urge is to find a common thread to kimese occurrences together and invest
them with a common meaning. But this urge is songfrthat meaning is imposed on the
memories through the embellishments of his mind.

It follows that the Tom we find dramatised in tleplayed scenes from his family history, is a
representation of how Tom views himself within taasemories. For the reader/audience
member, there is a strong sense of watching thegeruTom through the older Tom's eyes
as a quite literal dramatization of a subject "stggthe self to the self. In this way, Tom
watches himself play the part of a boy who strugigtebecome an adult under his mother, to
be a man of creativity not "fitting in" in a shoacfory, and a son struggling with
overwhelming feelings of inadequacy and guilt owilogan absent father. For Tom, the
fashioning of self thus implies a temporal challentpe reconciliation of the present self with
the self from the past. In this way, he assumesrdhes of both narrator of his past and
participant in its enactment. It is important, tbbu that this distinction — the difference
between Tom the narrator (speaking in the preserd)Tom the participant (playing out the
scenes from the past) — is also never absolutd. akighe various conceptions of time
constantly interpenetrate each other throughoutpthg, so each of Tom's "roles" contains

traces of, and thus deconstructs, the opposite.othe

It is usually as the narrator that Tom speaks in theepteschallenging the reader's

suspension of disbelief by reminding us that we witaessing a "memory play" and not
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reality (GM 1. 1. 400). Sometimes, though, the theatrical iahctof the narrator's
monologues inadvertently spills into Tom's dialogwben he interacts with the other
fictional figures and participates in the re-enastof his past. An example of this is when
Tom speaks to his mother about Jim, the gentlerallercand exclaims: "Mr. O'Connor has
not yet appearedn the scerig to which his mother responds: "But will tomowoTo meet
your sister, and what do | know about lsisaracte?" (GM 2. 5. 428, emphasis added).
Sometimes Tom acts even as a kind of stage mamdgker participating in a scene. When
Amanda nostalgically recalls the gentleman calfessn her past, "Tom motions for music
and a spot of light on AmandaGM 1. 1. 403). As narrator, Tom usually addressey thrd
audience in the present, observing the conventionob speaking directly to any of the
figures from his pasiinless there is a clear visual clue to indicatectivenological shift and
the switch in Tom's role from narrator to participaThese clues include his entering or
exiting a designated space on stage, or a lighimgostume change. However, at the very
end of the play, Tom breaks also this conventionnigloring Laura directly, without any
indication of transition, to "blow out" her candl@gM 1. 7. 465). Tom's seemingly distinct
roles as narrator and participant thus ultimatellesce.

The intersubjectivity of identities: Darl and Jewel

We have thus far seen that the structural unitsadfi As | Lay Dyingand Menagerierely
strongly on the play oflifférance — a process of constant co-dependence and mutual
influence — to gain significance within the texitfow does this resonate with processes of
identity-fashioning? Perhaps the most poignant dtemation of the intersubjectivity of
identities is the interaction between the figuré®arl and Jewel irAs | Lay Dying In fact,
one of the most important keys to understandingctimaplexities of Darl's troubled sense of
self is through his critical view of, and chronibsession with, his half-brother Jewel. Most
of what we know about Jewel depends on how he sereled and described by Darl. Jewel
himself has only one monologue in the narratf/€his monologue is dominated by fantasies
of an unstable, brooding, almost demented violentte urge to roll "rocks” in the "faces" of
everyone who approaches him and his (dead) mo&ieD(12). This aspect reveals him to
be the least articulate and potentially most vibBundren brother: a man of action, physical
confrontation and repressed resentments, rather tdeas and words. Jewel's single

0 Addie is also afforded only a single monologue, lwitile she is indeed very articulate, her singé-s
speaking opportunity reveals, paradoxically, argirdistrust and contempt for words.
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monologue underscores the notion that his idergishaped particularly in the public space,
rather than in the private. This implies that lderitity is dominated by how he is perceived
by others: as a rebellious youth, as a despisaghbeur's offspring and — in Darl's eyes — as

Addie’s illegitimate, yet favourite, son.

When Jewel is nearby, Darl's eyes rarely focusrmym@e or anything else. It is telling that
the very first monologue in the novel begins witle tvords: "Jewel and | ...A(LD 1). Ten

of Darl's remaining eighteen speeches start silyilaith a reference to Jewel; and apart
from the last monologue, "there is not a single tra does not begin or end with him"
(Bleikastennk 189). When they are travelling to town togethearidotices the minutiae of
his brother's person: "[Jewel] has been to towa teek: the back of his neck is trimmed
close, with a white line between hair and sunbika & joint of white bone"AILD 34). And
when Darl observes Jewel's handling of the horgejshclearly mesmerized as if by a
supernatural vision: "Then Jewel is enclosed biiteegng maze of hooves as by an illusion
of wings ... They stand in rigid terrific hiatufiet horse trembling and groaningtID 9).
Here, Jewel's actions are described hyperboliedlnlimost god-like in the eyes of Darl — a
divine display of splendid, yet brutal, dominatiomhis description underlines Darl's
fascination with his half-brother as the ultimatkey in relation to whom he fashions his self-

image.

It is conceivable that, over many years of shatiegsame house with Jewel, Darl has deeply
internalized his identity as the unwanted son ilatien to his brother (who is Addie's
favourite). This involves the realization that Benot, and could never be, his sibling's equal
in winning his mother's affection. In this way, tligure of Darl becomes a poignant
demonstration of how the shaping of a particulavgbe identity is influenced and made
relative by other identities in the public spacethis case, through both Addie's and Jewel's
processes of self-fashioning. Addie's favouritisnam aspect that her alternate whipping and
petting of Jewel cannot conceal: she lavishes ttter whether loving or in punishment —

on the illegitimate child, and this does not go atized**

*1 One notices in the words "whipping" and "pettirthe close association of violence and affectiorhe- t
"cross" and the "salvation" — which epitomizes dnebiguity of Addie and Jewel's relationshidl(D 14; 156).
This paradox is also, significantly, the essencelefel's relationship with the totem figure of higternal
transference: his beloved horse.
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Darl's fascination with his younger brother canstlne seen as a way of comparing himself
with Jewel, a constant searching of his brothegisqn, his attitude, his actions, his words,
his eyes, for the exact location of, and reasonHisr mother's preoccupation with Jewel and
his own unchanging inferiority. In fact, as Olgackéry rightly argues,
it is [Addie whom Darl] is facing when he tauntsdgorovokes Jewel. This explains
the peculiar degree of intensity in the momentsasitact between them. Because he
refuses to assume responsibility for his knowledgeause he refuses to act from it
and out of it, he forces Jewel into its enactmanbugh violence which reaches its
resolution only when Jewel beats him up at Jeffer§@s | Lay Dying"199)
Resonating with this description is Foucault's apioroscillation between the care of self and
the care for others, and of knowledge of otherditeato power over them. Darl's knowledge
of the most integral aspect of Jewel's identityis- $tatus as illegitimate son — is what
empowers him to incite action and violence in Je\Belt it is a violence that Darl perhaps
has an urge, but is unable, to enact himself. déenc@ aimed at avenging his status as
unloved son against his mother. In this way, théualunterferences in this triangle of inter-
personal identities — that is, Darl in relation Jewel, in relation to Addie and again in

relation to Darl — become patrticularly intricatedanvolved.

To dramatize the element of sibling rivalry in Jéared Darl's modes of self-fashioning, they
often function as antithetical figures. If Jewelasgod-like hero, Darl is the "antiheroic"
intelligence (Brooks,Faulkner: Yoknapatawphdl45). This juxtaposition is introduced
metaphorically by the action of the first scendha novel: the differing ways in which the
two brothers approach, and deal with, the obstatkhe cotton house on their way home.
Darl, the older brother, leads the walk at firstf I already overshadowed by Jewel's sheer
size AILD 1). This suggests an obvious difference in phystature: Jewel is taller and
stronger, which plays into the heroic assumpti@gsoeiated with him. Epic heroes who race
into flood and water always appear to be largen tifa, while the anti-hero, Darl, has little

capacity for living effectively in the world of pcacal affairs.

When the brothers reach the cotton house, Danlimivents the problem with an intellectual
solution: he sticks to the path that circles thédmg and takes the long way round. Jewel
does exactly the opposite:

Jewel, fifteen feet behind me, looking straightahesteps in a single stride through

the window. Still staring straight ahead, his payes like wood set into his wooden
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face, he crosses the floor in four strides ... steghs in a single stride through the
opposite window and into the path again just aanie around the corner. In a single
file and five feet apart and Jewel now in front, geeon up the path toward the foot
of the bluff. AILD 1-2)
Two aspects are important in this description. thirsve already begin to notice Darl's
persistent, almost preternatural, vision which stipcused on his brother even though the
latter is hidden behind the wall of the barn. Dianagines Jewel's actions, attitude and
expression even when he is not present. This istagral aspect of Darl's self-fashioning.
Arthur F. Kinney writes that "Darl's visual thinkjris split between recording what bees
and projecting what hthinks the realized and the imagined ..." (162) — a combinision
that manifests itself throughout the novel. He atlist Darl "sees not only from two
perspectives but frorthreg for he also thinks about the wapth of them would look to
someone at the cotton house as they approach 62).(IDarl thus achieves a kind of
hyperawareness of his interpersonal connectionsohstantly thinks of himself in relation to
his family and surroundings, and is acutely awdrdnis positioning within a network of
interdependent familial bonds.

The opposite of this obsessive relativity is Jesvblatant insistence on individuality. This
introduces the second key aspect emerging froms#mple passage: the association of
Jewel's identity with repeated images of wood aatliss. Jewel's inflexibility, rigidity and
dogged self-determination manifest themselves ite s the potentially influential identity-
shaping forces of the family and community arouird.hThis notion is, again, dramatized
through his actions in this scene. Jewel confrdrésobstacle of the cotton house confidently,
head-on and without circumvention. Unlike his besthDarl, Jewel never shies away from
challenges, nor does he recognize any authoritgrothan, or over, himself. He is a
rebellious, free spirit, much like his horse, whitle community initially believed to be too
wild to tame AILD 121). Like a true hero, Jewel rushes unflinchinglp extreme physical
exhaustion, raging rivers and roaring fires to aeci his goals. These fearless, almost
thoughtless, actions are the result of his stromg, entirely unselfconscious, identity — a
guality that the painfully self-aware Darl does mpatssess. This contrast between the two
brothers sets up a dialectic of identity upon whiehch of the tension in the novel rests. If
care of self begins with knowing the self, Darlaisa loss: "I don't know what | am,” he
confesses. "l don't know if | am or not. Jewel ksdwe is, because he doesn't know that he
doesn't know whether he is or nogl(D 73).
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An existential-phenomenological paradigm — as fdated bythe philosopher Jean-Paul
Sartre — is useful further to accentuate thesedpareal, yet intimately interrelated, modes of
self-fashioning. In his seminal teBeing and Nothingness: An Essay in Phenomenological
Ontology Sartre posits two types of "radically separatglans of being": the "in-itself" and
the “for-itself" Being Ixvii). Describing the "characteristics” of thedi kind of existential
mode, Sartre writes that the being-in-itself "doesrefer to itself as self-consciousness does.
It is this self. It is itself so completely thatrpetual reflection which constitutes the self is
dissolved in an identity" Being Ixv). Sartre adds that the in-itself is "opaque itself
precisely because it is filled with itselB¢ingIxv) and that it is thussblid (massij" (Being
Ixvi). In this description, one recognizes a similawith the ways in which the figure of
Jewel is described in Faulkner's language. Onlyngles act of self-speaking in the novel
relates to Jewel, illustrating a tendency towardsoa-reflexive self, a statue-like, opaque
mode of being. Jewel simply is what he is, unaffdctunselfconscious and "wooden".
Indeed, for Sartre, th@n-itself" is closely associated with inanimatejeis which, despite
their existence, simply have no capacity to confategheir being.

Sartre writes further that the in-itself "knows otbierness; it never posits itself@ber-than-
another-being It can support no connection with the otheBeifig Ixvi). This aspect
manifests itself in Jewel's individuality and inéepence, his habit of beingnd doing
without thinking. Throughout the novel, he displdigsce pride and aggression towards all
others, often bordering on violence and incipieatmess. In ethical terms, Jewel's focus on
the care of the self implies a neglect of the ¢arethers. This misbalancing emphasis in his
mode of self-fashioning calls into question whetlewel should be considered as truly
human, as the capacity to sympathize with otheralisost completely lacking in this
fictional figure. When Anse chastises Jewel foruagag a horse without first considering
where the animal's feed would come from — in otherds, for not thinking about the effect
that this purchase would have on the family — Jeesgbonds: "He won't never eat a mouthful
of yours ... Not a mouthful. I'll kill him first. Bn't you never think it. Don't you never"
(AILD 123). So self-enclosed is Jewel's subjectivity trethreatens to destroy even the one

creature he loves to protect his inviolate identity

Jewel also entertains violent fantasies againsfamsly: "It would just be me and her on a

high hill and me rolling the rocks down the hilltaeir faces, picking them up and throwing
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them down the hill, faces and teeth and all by Gl she was quiet and not that damn adze
going One lick less. One lick less and we couldjbiet” (AILD 12). In addition to the threat
of violence, there is Jewel's strangely possesaive exclusive love for Addie. This is
somewhat ironic, though, as there is very littladexce in the novel to suggest that he
showed any of this devotion towards her when shesiill alive. As a matter of fact, Jewel's
rather callous disregard of Addie's concern for dgeriorating health during the horse
purchasing episode again proves his complete dismbedness from others, even from
Addie's maternal partiality towards him.

In contrast to Jewel's possessiveness over Addig,donsiders himself to be motherless — "I
cannot love my mother because | have no moth®il'[¥ 86). He tends to shy away from
challenges and avoids conflicts. Darl not only winwents the cotton house, but later also
abandons the tilting wagon in the raging riverheatthan helping Cash to hold onto Addie's
coffin. When Jewel is challenged to a duel by asspdsy, it is Darl who quickly defuses the
situation through an act of mediation and diplomadsfthin the Sartrean model of being,
Darl thus demonstrates a tendency towards thetdelfi Sartre contrasts this self-reflexive
mode of being with the unselfconscious being-ieltsf the in-itself "is what it is”, then the
for-itself "is defined, on the contrary, as beingawit is not and not being what it iB€ing
Ixv). This complex formulation implies that the fiself involves an essential lack of
fullness, essence and immediacy, and involvesadsa@ aspect of distance and contingency,
a possible becoming, a making of the self, rathanta being the self. Foucault's similar
notion of the modern self as a complex elaboratesonates with Sartre's thinking here,
although one senses that Foucault tends more tewand aesthetic approach to self-
fashioning. For him, and for the ancient Greeksnfrwhom he appropriates this notion,
existence is an art, a conscious creation of beasityg one's life and relationships with
others as — for lack of less concrete terms — the ‘material”. Sartre's notion of being-for-
itself, | would argue, appears to be somewhat idsalistic and value-laden. For Sartre,
being-for-itself does not strive necessarily toveaady sort of ideal, but seems to be inclusive

of any and all conscious movements away from, ayoid, pure facticit§?

2 Macey's explanation of Sartrean "facticity” witld phenomenological context is helpful:
Sartre defines [the word] in terms of an individsiaircumstances of birth, class, race, nationality
and in terms of the physiological and bodily stawes that necessarily condition that individual's
situation or being-in-the-world. Whereas transcewdedefines consciousness's movement away
from any given state of being in order to achietgefieedom and realize its potential, facticity
restricts and limits freedom by reintroducing thmehsion of contingency or the fact of being in a
situation that is not freely chosen or determir{@@0)
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Again, Darl serves as an effective dramatizatiomhed Sartrean model. Rather than simply
being, Darl — to use Hazel Barnes' descriptiorhas"to be'; his present being has meaning
only in the light of the future toward which he s himself. Thus he isot what at any
instant we might want to say that he is, and hithas toward which he projects himself but
which he is not yet" (xix). Sartre's for-itself @milarly associated with "questions of
possibility, of value, and of temporality” (Barngs), questions which are raised in this
extract from Darl's complex monologue on existence:
And since sleep is is-not and rain and wind waees it is not. Yet the wagois,
because when the wagorwas Addie Bundren will not be. And Jews| so Addie
Bundren must be, and then | must be, or | couldemopty myself for sleep in a
strange room. And so if | am not emptied yet, lianfAILD 73-74)
Darl's problems of temporality and possibility atearly reflected by his convoluted diction:
the "is", "is-not", "was" and "be". But what is ntosvident from this passage is that he
constantly internalizes his search for a cohersature self into a perpetually insoluble
ontological abstraction, which effectively dramatzhe self-awareness and self-reflection of

the for-itself.

It is indeed Darl's internal voice that we hear tradgen in the novel: nineteen of the fifty-
nine monologues are his — more than those assignady of the other characters. Vernon
observes wisely that "the Lord aimed for [a fellow]do and not to spend too much time
thinking, because his brain it's like a piece othaery: it won't stand a whole lot of racking.
... | have said and | say again, that's ever litlngg the matter with Darl: he just thinks by
himself too much"AILD 64). So, whereas Jewel "thinks" too little, whlehds to a neglect
of the care for others, Darl thinks too much, legdio a neglect of the care of self and,
ultimately, to an unsettling lack of identity. Vemis words are thus prophetic: it is indeed the
"machinery" of Darl's mind, not Jewel's, that bieakentually under the constant "racking".
Darl's groping towards an evasive sense of idesliws that he never quite realizes his own
ability to fashion a coherent self. Instead, hepkesearching, with mounting despair, for
some kind of transcendent personal essence. Tlhpsldss search leads to his ultimate

collapse towards the end of the novel.

However, Darl cannot be described as "weaker" tharbrother in all respects. His sensitive

attempts at self-fashioning cause him to be farematuitive and perceptive than Jewel with
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respect to the identity and emotional life of otheks Adams points out, Darl "confronts the
problems of death and identity and relationships lda without defense, partly because he is
the most sensitive of them all to his own [I woskly, lack of] identity and the identities of
other people and things" (78). As a result of #aasitivity, Darl has an extraordinary ability
to "read” people, that is, to interpret the subttéernal hints and changes in their behaviour,
attitudes and facial expressions which reveal amocti thus, to interpret the language of the
body in its revelation of emotion. This abilityse well developed that it is often believed by
others to be a supernatural gift. Darl knows, withibeing told, about Dewey Dell's sexual
affair and resultant pregnancy. After the night which Cash follows Jewel in order to
discover the reason for Jewel's unexplained exiwddarl knows that Cash was successful
simply by looking at himAILD 119). Darl is also the only Bundren who sees thhohis

father's pretences and false humility.

On at least on two occasions, his extraordinaryitglborders on the visionary: when he
vividly imagines his mother's death without beimgthe room AILD 46-47), and when he
describes Cash working on the coffin in the raimat¢AILD 68-74). On both occasions, he is
not present to witness the details of the event$,nbanages to imagine the scene with
accuracy. Most significantly, though, it is Darl aknows that Jewel has a different father
from the rest of the Bundren children, a fact tatreads at first in Addie's behavio@l(D
123). Thus, when Darl sets fire to the barn comairhis mother's coffin, his actions are
ambiguous. On the one hand, his deliberate intéosen the delivery of the corpse to its
intended burial place may be read as a kind ofibeleed — a valiant attempt at ridding the
family of the foolishness and horror in which tleijney has become steeped. But it could
also be seen as an act aimed at avenging himséddre for her rejection of him and her

favouritism towards his rival, Jewel.

The intersubjectivity of identities: Tom, Laura and Amanda

A degree of interpenetration and interdependeneylai to that found between Darl and
Jewel is evident in Tom's process of self-fashigrim relation to other fictional figures in

Menagerie Tom's conception of, and relation to, himselfstiemvelops and incorporates his
troubled relationships with his mother and sisWwhat we learn of Amanda in the play is

dependent, to a large degree, on what Tom allowgousee. Similarly, the key to
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understanding Laura's suffering lies in consideffiogv that suffering is refracted through

Tom's views, which are tainted by his own prejusliaad preconceptions.

Amanda is never seen in anything other than oldrahdulously outdated clothing. At one
point, we learn that she "has on one of those cleamitation velvety-looking cloth coats
with imitation fur collar. Her hat is five or siegrs old, one of those dreadful cloche hats that
were worn in the late twenties ..GI¢ 1. 2. 405). In fact, everything relating to Amand
seems to have a history — from her party dreshdqadnquils she carries — and the words "I
remember” are her often repeated refraBM(1. 1. 402). Like her clothes, Amanda's
language is somewhat old-fashioned and over-udedl.uiers a constant stream of stilted
expressions and idioms such as "try and you wilCEBED" GM 1. 4. 419); "still water
runs deep"GM 1. 4. 420); "Spartan enduranc&M 1. 4. 420); "handwriting on the wall"
(GM 1. 4. 422); "work like a Turk"GM 1. 5. 427); and more. This trite and clichéd stfle
expression underscores Tom's perception of Amasda mother who has not moved with
the times, not even in the way she expresses hdrsaddition to this, Amanda's actions and
dialogue show a particular preoccupation with byg&wouthern gentility: when she rests on
the landing, she sits down "gracefully and demtirely a piece of newspaper, "as if she was
sitting into a swing on a Mississippi verandaBM 1. 5. 425); and when Jim comes to visit
Laura, Amanda's vivacity and lavish display of ®®uh charm and hospitality is so
overbearing that it throws him momentarily "off tbeam" GM 2. 6. 441). These actions
seem to become Amanda's way of staging the sé&dfins of the past. But, since her mode of
self-fashioning is refracted througlom, this suggests again thas conception of her is as a

faded, anachronistic woman clinging franticallythie glory and gentility of the Old South.

Amanda's anachronism is, however, not where Toraggerations end. He remembers her
also as a stifling, controlling parent, always riyito dictate practically every aspect of her
children’s lives: from the way they e@Nl 1. 1. 402), drink GM 1. 4. 419), dressGM 1. 4.
422) and comb their haiGM 1. 5. 424), to how much Tom smok&3\ 1. 5. 424) or what
he should studyGM 1. 5. 424). In Tom's mind, Amanda was guilty astgle of mothering
that left nothing to chance. Tom also renders rogher as overtly materialistic, as the stories
she tells in the play regularly contain referentte®ither money or inheritanc&i 1. 2.
403-04). This is ironic in light of the family'snfancial hardship. The exaggeration on Tom's
part reflects how his mother's stories of old Seuthmoneyhave grated on his sensitive

conscience owing to his own feelings of anger autt g anger at the fact that his father had
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left them in financially dire straits without a hiof a conscience, and guilt owing to his own

inability, as sole provider, to secure a better idr the family.

It remains questionable, then, whether this wageddhow Amanda raised her children, or
whether this might be simply an effect of Tom'srbwvsensitive imagination. Very telling of
Tom's tendency to exaggerate is the fact that mes@f Amanda are often coupled with
what seem to be larger-than-life actions and reastisometimes bordering on melodrama.
In fact, for Amanda, the smallest difficulties seaiways to turn into a "fiasco'GM 1. 2.

408-10). When Amanda "slowly opens her purse,"'stimoves a dainty white handkerchief
which she shakes out delicately and delicately heacto her lips and nostrilsGM 1. 2.
406). She cries "grotesquely" after Tom apologiweker for his angry outbursGM 1. 4.
419). Unresolved feelings of "everlasting regréeM 1. 5. 429) towards his mother and
sister thus anchor Tom's consciousness in the ggbis memory constantly returns to scenes
where Amanda spells out his irresponsible failusagjing that his drinking reminds her of
his father's GM 1. 4. 420) or that, if Tom leaves, there will be responsible male to take

care of LauraGM 1. 4. 422).

Owing to such feelings of guilt, Tom's sister, Laualso appears to be overly fragile in his
estimation. Laura is always dressed in unobtrusoféwhite colours and fine, flowing
materials, which emphasize her girlish femininibgdahysical delicacy, reminding one of "a
piece of her own glass collection, too exquisifehgile to move from the shelfGM "The
Characters"”, 394). At one point, she is descrileav@aring "a dress of soft violet material
for a kimono — her hair tied back from her forehedth a ribbon" GM 1. 2. 405). Her
fragility is borne out by the fact that Laura natly walks with a limp, but is socially
“crippled” by her own uncontrollable shyness arslitent panic attacks. She vomits during a
speed test at the business college, never to returrof sheer embarrassment; and she
regularly shakesGM 1. 2. 407) or tremblesGM 2. 6. 433) out of sheer nervousness. When
her gentleman caller knocks, she "utters a low damns off the lamp" and "sits stiffly on
the edge of the sofa, knotting her fingers togéthather than opening the dodei 2. 6.
436). All of these actions appear to be inflatedloyn's mind. This is how he remembers, or
rather re-imagines, his sister to have appeareakespand acted. Tom's mind fixates on
Laura's fragility in consequence of his own feedirgf guilt and responsibility. One almost
gets the sense that he uses these memories te baretelf for his "selfishness" in pursuing

his own life. Tom feels that his caring for himskeHs taken precedence too overtly over the
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care for others, and the result is an overwhelmgrnge of estrangement and guilt from which

he cannot escape.

Significantly, Jim is perhaps the one fictionalntiey whose fashioning of self remains least
tainted by Tom's cynical, guilt-ridden exaggerasioiowever, the representation of this
figure within the play is most influenced by Wiltis' use of symbolism. In the character list,
Jim is described merely as a "nice, ordinary yoorag" (GM, "The Characters”, 394), while
Tom thinks of his friend as "an emissary from aldaf reality" (GM 1. 1. 401)But, in light
of the play's pervasive religious symbolism, Jimctions as a kind of inverted Christ figure.
Roger B. Stein observes that,
[iln the "Annunciation"” scene, when Amanda learhattthe Gentleman Caller's
name is O'Connor, she says, "that, of course, nfesins tomorrow is Friday!" The
remark functions not only literally, since Jim issh Catholic, but also figuratively,
for the fish is the traditional symbol of Christ0]
Vardaman's fish associationAs | Lay Dyingcomes to mind again, although the application
of the symbol is far subtler and more nuanced &t tlovel than in this play. In the novel, the
fish symbol is connected to the dead Addie — "Mythmo is a fish" AILD 76) — and the
possibility, at least in Vardaman's mind, of hesureection through the ingestion of her fish
body. Although the fish is to be prepared for a ifgnmeal in the play, the symbolic
association with Jim as Christ figure carries ayveral hope of salvation and rebirth for
Amanda and Laura, who are "searching for a Saviow will come to help them, to save
them, to give their drab lives meaning" (Stein 40¥. course, the arrival and eventual
departure of this saviour figure is steeped in yrowhich suggests an inversion of the
traditional Christ-story into an anti-climactic digointment for Laura and Amantfa.

The fish is not the most important symbol in Wiitig' play, though. Laura's identity is more
often linked to the symbol of the unicorn which, lenry Popkin notes, is "different like
Laura, 'extinct in the modern world™ (58). The dfgtism of the breaking of the unicorn's
horn could then be read in two ways, both of whach valid. After the accident, Laura
remarks of the broken ornament that "[n]ow it istjlike all the other horsesGM 2. 7. 457).

*3 Stein concurs that Jim's attempt to play the modawiour is an abysmal failure: "In the after-dineeene,
he offers Laura the sacrament — wine and 'life1saVim this case — and a Dale Carnegie versidhefSermon
on the Mount — self-help rather than divine helputto no avail. At the end of the play Laura andakda are,
as [Amanda's earlier] joke bitterly reminds usttia dark’ ..."(42).
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If one accepts the unicorn as Laura's symbol,gbésns to imply that Laura has momentarily
overcome her shyness and that she has transforersdifhowing to Jim's encouraging and
reassuring influence. However, throughout the piegescenes, Laura constantly refers to
the unicorn as a male:
LAURA. Go on, | trust you with him!Rlaces it in his palinThere now — you're
holding him gently! Hold him over the lighe loves the light! You see how the
light shines through him&M 2. 7. 455)
The light "shin[ing] through" the male unicorn istnincidental. The unicorn is often seen as
another traditional Christ-symbol. If Jim assumesaour identity in the play, it follows that
the unicorn may also be associated with him, ratien with Laura. The breaking of the horn
then anticipates a kind of removal of the savioomghical potency, a foreshadowing of Jim's
revelation that he is unable to "save" Laura froem pitiful circumstances owing to his
engagement to another girl; in effect, he shatto# Laura and Amanda's dreams of

deliverance.

To reiterate an earlier point: what we see of Anaancura and Jim is what Tom's memory
allows us to see and how he has re-imagined thémsel figures become a kind of private
glass menagerie for Tom, an inert and fetishizdtection of figurines — rather than real
persons — playthings, with which he constantly eates the situations of his own,
inescapable past. These figures are inert, bechag@appear to be frozen in their unchanging
appearance and set patterns of behaviour; antlifetts because Tom repeatedly pores over
them as the objects of his distorted, obsessivit. e narrow Freudian conception of a
fetish is a "non-sexual part of the body" whichvesras a "substitute for the mother's penis"
in a form of "sexual perversion" (Macey 127). B term should — in this context — rather
be understood in the broader sense as an inanohget receiving an almost self-defeating
degree of devotion and attention. This is the damimuality of Tom's unhealthy, guilt-
driven obsession with the "frozen" figures of higsigg adulthood. Nevertheless, the effect of
Tom's colouration from private awareness and supposis that the reader learns more
about his selfhood through the figures on whicHikates than about the events or figures

themselves.

A similar degree of subjective colouration is eviden the monologues d&s | Lay Dying.
This implies that these, too, are permeated bycsmé each individual identity: the desires,

hopes, fears, dreams, values and norms of the isigeigure. Even the motivation for the



Malan 66

journey as a whole is not the same for all of tdBens. The effect of this is that a single
road trip to Jefferson divides into a multiplicityf individual, yet intimately related,
experiences. Despite Anse's repeated insistent@ehsimply wishes to fulfil his promise to
Addie, he evidently longs more for a set of stooeidht teeth and a brand new wife. Dewey
Dell is pregnant and wants to get to town to buybartion drug. Vardaman dreams of a red
toy train in a Jefferson store window and eatingdves, while even the modest Cash wishes
for a gramophone and sees an opportunity to helpvithh the building of Tull's barn on the
return trip AILD 91). This multiplicity of personal motivations taBleikasten to observe

that "there are as many journeys as there areléravdink 152).

The interior monologue thus serves an importanpgse in light of these notions of
subjectivity. It draws the reader into the speaKiggre's most private space: his/her thoughts
and individualized reasoning. This affords each @ickelf-speaking an intimate, almost
confessional tone — an exposing of the self tos#ie— sometimes revealing deeply guarded
secrets that the fictional figure cannot, or wouwldt, otherwise disclose. The Bundren
matriarch's fashioning of self is inextricably inteined with a series of secrets she divulges
in her single monologue. Addie says she felt "gdtkwhen she discovered that she was
pregnant with Darl (her second child by Anse) amat tJlewel (her third son) is not Anse's
(AILD 161)** Her wish for a burial in ancestral ground is, artpa plot to exact retribution
for the embittering disillusionment and lonelines$ier loveless marriage. In addition to this,
Addie's family history plays a significant part éxacerbating her existential distress. As an
only child, she grew up in a house where her fatiedieved that life, in general, was futile:
that "the reason for living is to get ready to stbead a long time"AILD 157). The most
prominent state of Addie's mind has always beenadngolation, purposelessness and quiet
desperation, what Cleanth Brooks calls "the loshefexperience of communityFgulkner:
Yoknapatawphd49). This leads to the "loss of communication™[§anguage seems to her

empty and drained and ineffectual" (Brookaulkner: Yoknapatawph&49).

a4 Vickery reads Addie's feeling of being "tricked$ at the hand of lifelong frustration with the ¢imgss and
ineffectuality of words, as opposed to the immeyliataction — a key tension in the dramatizatiornef self-
fashioning:
She accepts her first child as the price of helization of the complete separation of the word and
the act. After this, the two lines [of speaking aridioing] begin to diverge until all communication
between her and Anse is lost. It is impossibleditiner of them to reach across to the other. Darl,
then, comes as the ultimate outrage because shareedhave diverged too far for the birth to have
been possible. &s | Lay Dying 193)
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The ineffectuality of language is, however, relévaot only in terms of its communicative
inadequacy, but also as a compromised ontologmalt ta broken vehicle for asserting
Addie's existence. Her constant and desperate ofi€s am" seem to fall on deaf ears
throughout her life. This profound sense of isolatis the driving force behind her particular
mode of self-fashioning, and the source of her gmgwfrustration, disillusionment and
discontent. Addie is unhappy with existence itsaifd the only way in which she can vent
her frustration is to inflict herself — often violy and painfully — on otherS. This pattern of
infliction starts when Addie is still an unmarriesthool teacher who beats her pupils
relentlessly in class:
When the switch fell | could feel it upon my fleskhen it welted and ridged it was
my blood that ran, and | would think with each bloWthe switch: Now you are
aware of me! Now | am something in your secret selfish life, who have marked
your blood with my own for ever and eveAll(D 157)
Evident in these images of "flesh” and "blood" #ire Christian allusions which often form
part of Addie's self-fashioning framework. Justthe blood of Christ becomes both the
vehicle and symbol of mankind's redemption from, So does Addie's freedom from
loneliness and isolation lie in the tangibility thie bleeding wounds of her pupiBut, as is
often the case in both Williams’ and Faulkner's kydhe valences of this symbolic Christ-
comparison are reversed in order to emphasizedhg of the situation: Christ's mission is to
save humanity from sin and pain, while Addie wiljuhflicts pain.

Worse than the physical agony which Addie causesphbpils in an attempt to relieve her
own frustration is the insidious and long-lastimgational scarring which she leaves behind
in her family through her show of favouritism faewiel. Darl, in particular, is the victim of

“5 Given Addie's complex struggle with isolation amdological purposelessness, and her corresponuigegto
penetrate the consciousness of others, | disagite Bdmond L. Volpe's over-emphasis on what hescall
"Addie's intense sex drive" (132). Volpe is of ty@nion that Addie's "frustration" is primarily "“seal"; that,
being thus sexual, this frustration is most inteinsspringtime; and that it is owing to this sexuafe that she
takes Anse against her better knowledge (132).yiropinion, this focus on the sexual is a reducéwgphasis.
Sex is but one of the means by which Addie desplrattempts to "violate" her pervasive "alonenggdl.D
160) and to relieve her sense of isolation andrabse existence — if not with Anse, then with Vikid. The
extramarital encounter with the latter could thesrbad, as Bleikasten sees it, as an attemptegamy": "a
union, if not with God himself, with a man of God".(Ink 173). Again, the Christian symbolism is overt here:
this woman-god union produces a son who is oftemn s&s part-god, part-man and destined to be Addie's
"saviour" from flood and water. But Addie is penpaty disillusioned by sex, just as she is withctd@ag, with
religion, with marriage, with love, with life itdelMotherhood is perhaps the only temporary refiem her
desperation — her becoming pregnant with Cash -ebei this "violation" of her loneliness (the pragay,
during which Addie becomes "unalone") is, paradalkc "made whole again by the violation" (the picgs
separation, at birth, of mother and child)I{D 160).The keyword for Addie's identity, in my view, shduhus

be "loneliness", rather than "sexuality".
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this emotional crime. From an early age, he witegessow Addie's illegitimate son —
conceived "in sin" with the Reverend Whitfield -ceéves special attention from her, even
when Jewel is still a baby sleeping on top of bopilon her lap during the night. Later, when
Jewel is unable to meet the physical demands okingrboth night and day to earn his
horse, it is Addie who divides his chores betwee® younger children, Vardaman and
Dewey Dell, or secretly does them herself in orgeprotect him AILD 116). Addie even
prepares special meals for him and hides them awdlgat Anse will not noticeA(LD 116).
She does all of this without questioning Jewelhattt knowing the reason for his exhaustion

and failure to meet his responsibilities at home.

It is significant that the specifics of this favdigm are not mentioned by Addie herself, but
by Darl, the unwanted son. When the neighbour's,v@bra Tull, confronts Addie about this
matter — which, in Cora's view, is a terrible sirAddie goes so far as to describe Jewel
hyperbolically as her hero and saviour: "He is ngss and he will be my salvation. He will
save me from the water and from the fire. Even giholuhave laid down my life, he will save
me" (AILD 156). Addie's words become a prophecy, as itdeed Jewel who later "saves"
her from both water and fire, retrieving her coffiom a raging river and a burning barn. Of
course, the irony — and here Faulkner inverts thesGan symbolism of the saviour figure
much as Williams does — is that Jewel saves Addig in death'® He risks his own life in
order to save nothing more than a rotting corpse.

Whereas Addie's acts of self-speaking reveal sedwept from the other members of the
family, Anse's particular mode of staging the gelNeals elements of self-deceit — often
ironically charged. Returning to a phenomenologmahception of being, Anse's mode of
existence is steeped in what Sartre would call ‘fagt". Barnesxplains, in her Translator's
Introduction toBeing and Nothingnesshat the being-for-itself often opens up a spiace

bad faith to appear, "since man" — and here onéntmitgert Anse Bundren — "may try to
interpret this evanescent 'is' of his as thougWate the 'is' of Being-in-itself, or he may

fluctuate between the two" (xix). This implies, mh@n erroneous confusion of the "is" of the

% As with Addie, Christian imagery abounds in assi@mwith Amanda irMenagerie It is important to note,
though, that Williams' use of Christian symbols fist accompanied by any notable sympathy for raligi
institutions" (Popkin 61). One is reminded hereoatdé Faulkner's hypocritical Cora Tull, or the codlg
Reverend Whitfield. For Faulkner and Williams, fgén is a convenient source of symbolism, bueirmss to
be without real value in the world of [Williams'lgqys" or Faulkner's noveldopkin 62). InMenageri¢ this
irony is, of course, directly related to Tom'sicat view of his mother's ineffectual religion.
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for-itself with the "is" of the in-itself, a confii@n of transcendence and contingency. Macey
expands on this notion by explaining Sartre's wiisitbn between lying to others and lying to
oneself:
Sartre makes an important distinction between l\ang bad faith. The liar is in
possession of the truth, denies it in the wordaddresses to others and then silently
denies his own denial of the truth. The liar's comssness can thus be said to be
dual. An individual [such as Anse] who is actingbiad faith masks the truth from
himself, or herself, and there is therefore no ithydletween the deceiver and the
deceived; bad faith involves a unitary consciousngxy’)
Consistent with this model of bad faith, Anse hasvwinced himself that he is simply an
"honest, hard-working"AILD 98), but perpetually misfortunate, man, who dade 'best
[he] can™ with the little that he ha8l(D 30). "It ain't that I'm afraid of work;" he reasyril
always have fed me and mine and kept a roof absV¢AILD 31). But then Anse proceeds
to blame anything and everyone except himself fergeneral misfortune. Even the way in
which the road leads up to his house — an aspeobridfngency and facticity — is called to

account for his state of miser&xI(D 31).

Darl, however, sees through his father's facadectisn and exposes his bad faith: "There is
no sweat stain on his shirt," he says, "I have negen a sweat stain on his shirt. He was sick
once from working in the sun when he was twenty-ywars old, and he tells people that if
he ever sweats, he will die. | suppose he beli@/d®ILD 13). This convincing of himself
on Anse's part — in other words, his non-possessidine truth about his status as victim and
his resultant "unitary consciousness", to borrowc®iés terms, is a strong indication of
Anse's bad faith. Darl's remarks thus add a sehgery to his father's later words, when
Anse says: "Nowhere in this sinful world can a teip&ard-working man profit. It takes
them that runs the stores in the towns, doing neaswg, living off of them that sweats"
(AILD 98). According to his own son, Anse has done noihéhis supposed "sweating"”

himself.

Considered independently tife other monologues in the novel, Anse's actelbfspeaking
obscure our view of his identity. We reach a betftederstanding of who he is only through
the addition of the other sections in the nove#ittis, by what his family and neighbours
think and say about him. Only from this intersukijgx perspective, does Anse emerge as

feckless, inept and unscrupulously dependent omgénerosity of others, almost to the point
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of becoming a kind of caricature. In practice, Alagpears to be self-serving atddggedly
persistent; he has a "merciless knowledge of diberan beings and of how much they will
put up with" (BrooksFaulkner: Yoknapatawph#54)*’ His selfishness is exposed when we
find out that he — the Bundren who claims to berttost determined to fulfil his promise to
his wife — also has an alternative agenda: theisitigm of a new set of teeth and a new wife

who comes conveniently with a "graphophone” as qfaner dowry AILD 247-248)*

It is important, though, not to construct a toadig negative framework for an understanding
of Anse's identity? In my view, a key distinction lies in the fact thAnse'sactions are
opportunistic, rather than premeditated. One montéat holds the possibility of a
sympathetic response occurs when Darl imagine$ather's actions moments after Addie's
death. Anse "touches the quilt" over Addie's deadlyb
... as he saw Dewey Dell do, trying to smoothepita the chin, but disarranging it
instead. He tries to smoothe it again, clumsilys hand awkward as a claw,
smoothing at the wrinkles which he made and whaftioue to emerge beneath his
hand with perverse ubiquity .AlLD 47).
It is almost as if Anse's helpless stroking of thenkles holds a symbolic significance.
Perhaps his bumbling attempts at "smooth[ing] dab€ difficulties of Addie's desperately
lonely life through marriage and childbirth werengarly pathetic and ineffective. And
perhaps Anse's attempts at pleasing her have lgdmfurther insoluble marital difficulties,
owing, at least in part, to his inherent clumsinassl inability to understand (let alone
satisfy) Addie's complex expectations. But — adymcal of Faulkner — as soon as this
moment emerges and the reader is brought almo#tetgoint of irritable sympathy, the
narration takes an abrupt turn: "God's will be dosays Anse, and in the very same breath,

“[nJow I can get them teeth."A(LD 47). Again, Anse's opportunism gets the upper hand

*" Brooks goes so far as to call Anse — perhapseduatively — one of Faulkner's "most accomplishitidins"
owing to his "deceptively slight" and "delicateleXible” power to deceive — "as a root tendril, like the
tendril, powerful enough to break a bouldgraglkner: Yoknapatawphbs4).
8 Of course, it is Cash — not Anse — who first espes the humble desire for such a device, but ikene
indication at the end of the novel that Anse intetids newly acquired gramophone to be a gift ferdidest
son. If Anse stays true to the pattern of behavieerhave witnessed in him until this point — hisasimamed
habit of leeching off neighbours, even off his oglildren (as with Dewey Dell's money or Jewel'ssepr— he
will certainly regard even this little windfall dss own rightful gain for being one of the choséiod.

As Gray points out, too many critics have falleativh to an approach that "wag[s] a moralistic fingethis
clearly failed father-figure: telling him off forihapparent weakness, selfishness and cant. TioAnsa in this
way, however, is to ... forget the intersubjectivaspin which he, like all the other characterediv(159).
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In addition to the intersubjective space in whiel-fashioning in both the novel and the play
is dramatized, there is another aspect of idefbityration that cannot not be ignored. This is
what Faulkner calls the "geographic umbilical”, drete we return to the key notion of the
interpenetrative relationship between the privaie the public, between self and other (qtd.
in Weinstein 149). All of the private identities veacounter in the texts are permeated by
distinctly Southern social conditions, speech pasteexpressions, values and norms. These
"external” cultural factors tie the self-fashioniafjthe fictional individual inextricably to the
broader social space, thus, to the puliliasis private-public interplay manifests itself imet
country vernacular used by the fictional figureshickh consists of pronunciations and
religious idiomatic expressions that locate theifggfirmly within the cultural milieu of the
deep South. Anse's Mississippi drawl is particylavell rendered. InMenagerie,Amanda
uses the typical speech patterns of the Southelle Bdso recognizable in figures such as
Blanche inA Streetcar Named Desi@nd Alma inSummer and Smaokecharacterized by
Popkin as "affected, prissy, would-be literary, fofl little jokes and self-conscious ha-has"
(50).

Along with regional accents and dialects, the vagyieference frameworks of the fictional
figures also dramatize their level of intellectaald cultural engagement with the world. In
As | Lay Dying Dr Peabody is able to contemplate death quitgdphically as merely "a
function of the mind — and that of the minds of dmes who suffer the bereavement," adding
that "[t]he nihilists say it is the end; the fundamalists, the beginning; when in reality it is
no more than a single tenant or family moving dua eenement or a townA(LD 38). This

is clearly the thinking of an educated, rationahméno is probably an atheist. It also forms a
contrast with the overtlZhristian diction that permeates the speech dhellother figures in
the novel. Anse's countrified, superstitious plofdsy concerning roads may serve as telling
example: when God "aims for something to be alveapsoving, He makes it long ways, like
a road or a horse or a wagon, but when He aimsdorething to stay put, He makes it up-
and-down ways, like a tree or a ma®tl(D 30). Anse's explanation of God's intent with
regard to roads is another poorly disguised extwskisinnate laziness, yet one that he has

internalized to the point of becoming bad faith.

It is important also to consider how Tom's and eltension, Amanda'’s identities have been

shaped by a quality often said to be pervasivedoti®rn culture: a particular nostalgic
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melancholia connected to history and memories lbygone Southern glory. This aspect is

evident in many of Williams' plays. Kimball King sérves that
[i]n each the past casts a long shadow over tles lof its protagonists. Whether it is
the corruption and decay of Belle Reve which ha@tsiche inA Streetcar Named
Desire Amanda Wingfield's inhibiting vision of genteanfiale behaviour iThe
Glass Menagerieor Big Daddy's impoverished childhood@at on a Hot Tin Roof,
none of Williams's characters can escape the bardértheir personal, and by
implication, regional histories. (627)

Tom Wingfield also fits into this pattern of nogf@, although his clinging to the past is not

without a balancing sense of bitterness and cymicithe notion that the past is not

necessarily a place of happiness and contentmedht na@y, conversely, represent an

inescapable burden of guilt.

This is why Brooks inserts into the discussion ajutBern regional identity a vital
gualification of nostalgia. In an article ifhe Journal of Southern Historgntitled
"Regionalism in American Literature", he points ot the region — as it is represented in
much of Southern writing — "has no illusions abany return to some Garden of Eden™:
It has been too long a plundered province to tlmhkself as the happy garden, nor
has it for a long time past thought it ever wastappy garden. In saying this | am
aware that | am being unconventional: our habibisay that the Southern mood is
one of nostalgia for a golden age before the Wat.tBe South has been too often
and too constantly reminded of its guilt for itlhelieve in a former innocence. ... In
the South there is a genuine tie to the past, aigerpiety, and a sense of tradition.
But that is a very different sort of thing. (38-39)
This distinction, | believe, is an important onéile there may be a strong awareness of, and
even reverence for, antebellum history and culituieoth Williams' and Faulkner's writing, it
is not quite the same as reading into this a daspavish to return to that period. Brooks'
gualification rings true if one considers that, ®hAmanda wears her old party dress,
remembers her jonquils and tells her stories oflgemen callers with unusual tenderness and
reverie, at no point does she actually expressimany words a wish for those days to
return. As Popkin asserts: "The memories of thet @as beautiful and momentarily
comforting, but they have to be beautiful if theg &0 compensate for the indignities of the
present” (54). In some respects it is safer toishenemories than to risk a renewal of those

experiences. Thus, in comparing the general aditodhe South evident in Williams' work
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with the writing of other contemporary Southernhaus, Popkin argues that both Williams
and Faulkner provide a "more impersonal recordaift®ern nostalgia™: both "may indicate a
sympathy for those who cherish the Old South”,thettexts do not seem to "endorse their
attitudes or their values" (54).

An aspect of Southern identity that does seem toifest itself strongly in many of
Faulkner's fictional figures, is a peculiar brarfid®outhern frontier humour" — a key aspect
which ties the private identity firmly to the culéli space (Campbell and Foster 182This
kind of humour is evident when Vernon Tull compafese to "a steer standing knee-deep in
a pond and somebody come by and set the pond edgmand he ain't missed it yefll(D
65). Countrified Southern humour is also at plapmPeabody's remark that it is "[tjoo bad
the Lord made the mistake of giving trees roots gimohg the Anse Bundrens He makes feet
and legs. If He'd just swapped them, there woulelrér be a worry about this country being
deforested some dayAlLD 37). As Campbell and Foster argue, this "natylakasant” kind

of "frontier humour" works well to balance and ez the effect of an opposite, darker type
of surrealistic humour — Faulkner's so-called situal "grotesquerie” of coffins and dead
bodies — which permeates not only this novel, st #&exts such aSanctuaryand "Miss
Zilphia Gant" (101).

As | Lay Dying in my opinion, thus sustains the delicate baldvetereen horror and humour
— the irreverent "[c]rossing” of "farce with anguigHowe 175) — quite deftly. This success,
suggests Volpe, "is achieved by an accumulatiomeodngruities,” and "before the novel
ends, the distinctions between tragedy and contezlgg and non-being, reality and illusion,
sanity and insanity have almost vanished" (127¢aRefor example, the "tragedy" of Dewey
Dell's unwanted pregnancy and desperate searanfabortion drug. While this may not fit
the strict classical description of the term, Devigll's experience is certainly calamitous
and misfortunate on an intensely personal levelis Téeriousness is then set, quite
irreverently, against the coarse "comedy" of hewak exploitation by McGowan. Addie's
overbearing "being" influences the action of théirenBundren journey despite the "non-
being" of her rotting corpse in the coffin. Darfexture of actual and imagined vision clearly
blurs the dividing line between "reality”" and "#lion", because we are never entirely sure if

what he sees is what is, or whether he imaguresimstances into being. And, which of the

%0 Otis B. Wheeler writes a comprehensive accouth@uses of folk humour not only /s | Lay Dying but
also in the rest of Faulkner's oeuvre.
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Bundren brothers is truly the sane hero, as opptiséte insane fool? Herein, then, lies the
greatness of Faulkner's achievement: the unretpnéiativity of the novel, even in so far as
the formation and transformation of identity is cemed. As Gray points out, the identities
of this strangely fascinating group of fictionajdres are exceedingly difficult to "pin down,"
as "[e]lach member of the family becomes as edgyepn, and occasionally as baffling and
grotesque — that is, as contrary to our expectatioas people that we know from our own
intimate experience sometimes are" (154). "...[C]bemd — and one could replace this with
"identity" — "is transformed into process rathearthproduct, seen as a state of perpetual

becoming: there is no possibility of closure, nddoek of certainty here” (Gray 156).

This lack of "bedrock" returns us to Derrida's agptton of différancein relation to self-
fashioning ldentity, like language, always forms part of aatenal system, manifesting
itself as co-dependent with all other identitieshin the signifying structure. No conception
of self is conceivable as independent or sepanaim fothers, whether these "others"
represent a familial or a cultural form of interpénation. Addie Bundren is Addie Bundren
because of, and owing to, Anse, Darl, Cash, Dewejl, D/ardaman, and even the
neighbours. Similarly, Tom Wingfield's identity -eth past and present — is inextricably
intertwined with, and dependent on, that of Amandajra and Jim. But there is another,
perhaps more intriguing, aspect of identity-forratthat begins to emerge: the inextricable
association of identity and language. In all of tthamatizations of identity encountered in
the sample texts thus far, language is directly ameégrally involved. The obvious
observation is that every aspect of these idestiserendered in writing, thus, in language.
But, in addition to this, what the fictional figwesay about themselves and about others —
plus the particularities of the manner of speakmghe self and t@thers — play an equally

important role in speaking their selfhood into lgein

This closely intertwined relationship between speeeriting and identity — the notion that
identity necessarily involves a form of discourseand through language — leads to an
unavoidable paradox. If identity is shaped in am@ugh language, it negates the possibility
of an unplaced self, a self that exists outsideobfyeyond, language. "No one," Bleikasten
concurs, "is outside the prison house of langudlyd'204). It is owing to languagéat the
subject's identity is necessarily and always s#tiatithin the social. "Like it or not, we are
born into the public space of language, just asaveeborn into flesh, time, and mortality”

(Bleikasten,Ink 204). Derrida also comments on this overtly ancessarily social aspect of
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language and identity itMonolingualism of the OtherTo recall a point made in the
Introduction, Derrida proposes that from birth amy@an say " ... dnly have one language,
yet it is not mine" lonolingualism?). This is so because we are always born intokestireg
language that we receive from a particularly imaottother — a mother, father or instructor.
Even our native language is not our own. This ieglihat the language we receive as our
mother tongue, importantly, from our mothers anithdes, determines our identity just as
much as our identity determines the way in which make use of that language in the
discourse, the playing out, of our selves in dkiéy It is precisely this important connection
between language, family and self-fashioning —rtbgon that the self is, to a large extent
received from, even imposed by, the family in am@agh language — upon which the next

chapter of this study focuses.
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Chapter 3

Self-fashioning through the subject's relation to asexual partner and/or the family in
The Sound and the Fury (1929) andCat on a Hot Tin Roof (1955).

'Fiddlesticks,” Mrs Compson said, 'lt's in the ldodike uncle, like niece. Or

mother. | don't know which would be worse. | dag@em to care.SF299)

MARGARET. Mama, leimetell you!
BIG MAMA. No, no, leave me alone, you're hot myduiib (CHTR3. 962)

One of the most prominent influences in the fasinigof identity is the family environment.
So important is the family that a significant pafthe answer to the question, "Who am [?"
may be provided by the answer to an equally sigpkstion: "Who am | related to?" — or, to
use the haematological expression in the epigrgpfes above, who shares my blood? But
to what extent do the crucial bonds which bind asthte familial "other" influence the
formation of a self? Where and how do the non-lgigial, conjugal bonds we forge with
outsider figures — that is, our sexual and matrigeartners — fit in?

The family as process of interpellation

One aspect of this complex set of questions sedm®ws: that the family constitutes the
first subjectifying environment into which we arerh. For this reason, Althusser proposes
that the "individual is always-already a subjeegrebefore he is born ... " (34). It is in this
essay that Althusser introduces the term "inteapielh” to describe the summoning into place
of the subject by a particular dominant ideologiywhich the family environment and its
various parental and sibling relationshgr® an example. Hargues that a child is always
summoned into a specific, prefigured space withenfamily and society, and thus expected
to play a particular role in maternal, paternajdrnal and, eventually, cultural relationships
(34). However, there seems to be an imbalance ig fdttmulation: Althusser places an
inordinate degree of emphasis on the notion thatdild's process of self-fashioning is

largely reliant on the family's expectations of tlmeborn child, that is, on the subject's
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positioning within the family. He does not seemaclabout the relevance of the subject-to-
be's reaction to the familial positioning, thatttsg child's inherent ability to appropriate the
interpellation in unique and individualizing wayhus, since the publication of this essay in
1971, sociologists such as Paul Hirst have criétiAlthusser's notion of interpellation by
showing that it is in danger of becoming a one-gide more precisely, a one-directional
affair. Hirst proposes, insteadhat the unborn child must already have certairtuttées
necessary to support the recognition that will ttuie it as a subject” (qtd. in Hall, "Who
Needs 'ldentity'?" 21). Thus he points to the notiwat, in any act of interpellation, there is
not only the summoning into place at play, but alsequally important responsethe call
that should be given due attention. It is, howe&tnart Hall who makes this point most
succinctly when he writes:
The notion that an effective suturtigf the subject to a subject-position requires,
not only that the subject is 'hailed’, but that $hbject invests in the position, means
that suturing has to be thought of asaatnculation, rather than a one-sided process,
and that in turn placeglentification, if not identities, firmly on the theoretical
agenda. (19)
Interpellation thus constitutes a kind of impasget@ use Derrida’'s term, an "aporia”, in the
familial subjectifying process beyond which it seeimpossible to thinR? This leads to a
conception of self-fashioning in the family as antbouous, perpetual "articulation™: as a
process of negotiation between the subject andlitdrpiositioning, as identification rather

than identity.

Hall thus provides a useful bridge between Althdssteory of interpellation and the work
of Michel Foucault. Hall notes that — from a brgaerspective — there are parallels to be
drawn between the aporia with which Hirsch's cuépf Althusser leaves us, and a similar
impasse reached by Foucault in his earlier arclggzabwork in texts such ddadness and
Civilization, The Birth of the ClinicThe Order of ThingsandThe Archeology of Knowledge
("Who Needs 'ldentity'?" 23). In Foucault's earkaork, argues Hall, Foucault attempts to
historicize notions of subjectivity as a critiqué bumanism and the philosophy of
consciousness and, in doing so, Foucault's emphaastsdoes Althusser's — falls away from

the individual, and more noticeably onto the fonmratof subject positions within social

°1 By this term, Hall means a "temporary attachmenrt"chaining": "what Stephen Heath, in his essay on
'Suture’, called 'an intersection' " ("Who Needsritity'?" 19).
2 See Chapter 2 (37, footnote 26) for a gloss af téwim.
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discourse. Thus, not enough attention is paid éortie that the subject plays within such
instances of interpellation. For Foucault, thedgjextt positions becoma priori categories
which the subjects themselves seem to embrace wtitqoestion (Hall, "Who Needs
'Identity'?" 23). Foucault's later work remediess thveakness, to an extent, through a
development in his characteristically rigorous kimg that manifests itself as a move away
from his "archeological" to his "genealogical" maih— the latter strategy allowing more
prominence to the individuaf. This changed focus is particularly evident in imisst recent
and uncompleted volumes, collectively calldte History of Sexuality

Of course, Foucault's new phase of explorationclwhvas introduced by his three-volume
project on sexuality, has not been received withisushare of criticism. Mark Poster writes
that the books that followeBiscipline and Puniskand the first volume ofhe History of
Sexuality move too far away from th&ey questions that his earlier work posed so
powerfully. He believes that the "analytics of distse-practice and technologies of power
that were the theoretical centrepieces of the presviwo books are almost completely gone”
(206). Poster also suggests that the later volUmeght appear to some to be an exercise in
paraphraxis, a string of banal summaries of wetlviam texts, a succession of unimaginative
readings of the classics by someone who is hardiged in the field" (206) — no doubt a
scathing, yet valid, critique. To this, Foucaulkpended in an interview in the journags
Nouvellegust before his death, in which laegued that he "self-consciously adopted a new
voice back in the mid-1970s as a result of addingw dimension to his problematic of truth
and power, that of the individual" — a retort that not do much to satisfy the critics (gtd. in
Poster 207).

The keyword in Foucault's response is "self-constid: some critics, such as Edward Said,
allude to the notion that a major weakness of ‘thierdetermined” ("Michel Foucault” 8)
shift to the personal in the project liesits strong "basis in the vicissitudes of Foutawdwn
sexual identity" ("Michel Foucault" 5). In other vas, Said argues that Foucault was unable
to maintain the necessary distance from a topit dddressed his own sexual orientation. |

share, however, Poster's conclusion that the enquéty "have yielded its full potential ...

%3 See also Chapter 1 (11-12) for a short discussiovhat this theoretical development entailed.
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only with the completion of the project in volumésvoted to the modern period" (267).
Criticism of Foucault's dualistic conception offdekrmation aside, though, his approach has
important and useful implications for the iden@fiion processes within the family which
form the focus of this chapter. This approach seteeunderline the idea that the subject
position into which the individual is "summoned" the familial ideology is never absolute
or essential in determining who the subject iswdr be, within the blood relations of the
family. Instead, there seems to be perpetual taremal interplay involved, not only between
the different identities within the family itseljut also between the individual and the
culturally inscribed familial position that he dresoccupies as father, mother, brother, sister,

husband or wife.
Familial interpellation in the Southern context

Questions relating to such notions of kinship, atrge progeny and heredity form artegral

part of the Southern cultural landscape and amnaliaed in much of the region's writing. In
A Southern Renaissance: The Cultural Awakeninghef American South, 1930-1955
Richard H. King writes that the authors of the ®eut Renaissance were particularly
fascinated by a tradition in which fathers and dfathers played a dominating role as
hierarchical figures of both the literal and symbdamilies® — a notion which he terms the
"Southern family romance” (7). In this cultural @digm, the family became an organizing
model which reached much further and deeper intotieon life than the conventional
gender roles played out at home. As a symbolid,idiea family was super-imposed onto the
broader structures of Southern society and econdteye, the patriarchs of land-owning
families became the symbolic fathers and grandfatié their plantations, as well as the
leaders of their rural societies (R. King 27). e tSouthern family romance, identity, self-
worth and status thus depended to a large extenneis familial positioning, as the "actual

family was destiny" (R. King 27). Perhaps Richarmhds use of the term "destiny" is too

** For a fuller discussion of the criticism of Foultsugenealogical approach, see also During's aisa(§t36-
46). Isaac D. Balbus' feminist critique and JanaiSd's similarly positioned defense of Foucauléiter work
are also illuminating, while not directly relevdatthe focus of this project.

> The Southern Renaissance was a period of liteeamywal and exuberance, spearheaded by a "grquets
and critics at Vanderbilt University — notably, oBrow Ransom, Donald Davidson, Robert Penn Waaneh
Allan Tate ..." (Boxill 10). While occupying a sligiitmore peripheral position, Williams and Faulkmwezre
regarded as important as well. The Vanderbilt graas involved in the publication of the literary gaaine
The Fugitive(1922-5). From there the title of Williamhe Fugitive Kind1937), "an early unpublished play
about derelicts in a St. Louis flophouse. It isalse title of the screen version ©fpheus Descendin@960)"
(Boxill 10).
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deterministic, given the theoretical slant of tetsidy. Using Hall's earlier point: the self-
fashioning of the individual — no matter how strigngnfluential the familial or cultural

environment might be — is a process of constanotregn, rather than fate. Nevertheless,
there is little doubt that the family played notlyoa practical, but also a strongly symbolic

role in Southern identification until as recent/the mid-twentietlcentury.

In light of this family-based cultural super-text,is no surprise that both Faulkner and
Williams return to the family-as-destiny motif rdgtly in their work. Both authors dramatize
searching and often quite personal questions aheuperpetual tension that exists between
the individual subject and the family as a deterngninfluence — the very same process
which Althusser and Foucault investigate from aothéical perspectivé® Faulkner and
Williams often criticize the ways in which the Sbetn family romance, as a particular kind
of socio-cultural discourse, interpellates a subjato a rigidly conceived role, a process
which problematizes the subject's ability to fasham individual self independent from his or
her family position. The texts that, in my viewatlevertly with this problem are Faulkner's
The Sound and the Fut929) and WilliamsCat on a Hot Tin Roof1955). In both texts,
we encounter a disintegrating, yet distinctly Seattfamily: the Compsons and the Pollftts.
Both of these families are deeply rooted within treglitional norms of Southern culture —
thus, in Richard King's notion of the Southern flgniomance — and are fraught with the
tensions created by the collapse of a patriarctrattsire, parental favouritism, jealousy,
sibling rivalry, in-fighting and a general decliiresocial standing® These aspects not only
intensify the individual family members' struggtefashion a self within the discourse of the
family, but also contribute to the corrosion of filge that holds the families together. This
process of destruction is further underscored byestioning of family names and what they

signify within the context of the family's history.

%6 Biographically speaking, there is reason to belithat both Faulkner and Williams were particulasgll
positioned to address matters of familial import.Faulkner, Richard King writes: "Born into a fagnivhich
had come down in the world, [he] was uniquely si#dato devote his life to a fictional exploratiof the
Southern family romance" (77); while Roger Boxitoposes that "[tlhe decline of the Williams famftpm
prominence among early settlers of Tennessee mitherfate of the South” (2).

" A class distinction could perhaps be drawn imnietiiathe Compsons are descended from true Southern
"aristocratic" planter stock, that is, Jason CompSo. is a descendant of previously highly regarded and
slave owners, while Big Daddy Pollitt is largelgelf-made man who has worked his way up from theking
middle class towards owning the vast plantation tioav forms part of his material legacy.

*8 Michael Millgate notes that the original manustrip The Sound and the Futyears the undeleted title
"Twilight". Presumably, this ithe title of the original short story from whichutener developed the novel: "As
a title for the whole book, the word immediatelyggasts the decay of the Compson family[,] caughhat
moment when the dimmed glory of its eminent paabisut to fade into ultimate extinction” (94).
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Familial naming

The treatment of names in both texts thus servespartant thematic purpose in providing
a pivotal point for some of the tensions of selithgudayed out within these families. Names
in The Sound and the Fushow less symbolism, but more ambivalence and guntlgj than
those used iAs | Lay Dying.The often confusing duality of names in the forméhat is, the
notion that the same first name may refer to eitmer of two family members from different
generations — introducebe motif of heredity and inheritance in names.ehited names
often carry traces of the people to whom they fibstonged, in other words, reputations,
associations and connotations connected with tmeeniself. This leaddo a degree of
confluence and entanglement of the different figurdentities in the mind of the reader.
Particularly during a first reading, we are ofteomentarily confused between Quentin (the
suicidal son) and Quentin (the rebellious niecejyeen Jason (the alcoholic patriarch) and
Jason (the embittered son); and between Maury Bhgcomb uncle) and Maury (the
Compson son, later re-named Benjy). Derrida's notid the aporetic separability and
inseparability of the name, discussed in Chaptas 2again relevant, as these figures often
struggle in vain to separate their own identitiesmf the reputations so closely associated

with the names they have inherited.

However, the confusion of names also affects thding experience in a peculiar way. The
confusion forces the reader to pay more attentaié situational and chronological context
in which the name is used so as to identify thargn question. But the reverse is also true:
sometimes, by paying attention to the different egnior example, of Benjy's caretakers —
first Versh, then T. P., then Luster — the readagiven clues as to the exact time, place and
situation pertaining to an event in the life ofsthinentally handicapped man. Overall,
Faulkner's technique of confused and confusing ngmesonates with the notion that names
and identities often merge and blend within the ifaranvironment — even between two
generations — which complicates further the sulgjestruggle to assert a sense of

individuality and self-worth in a system of imposateritance.

Perhaps the most obvious illustration of this psscat play in the novel is the use of the
name Quentin for the rebellious offspring of thdrasged Compson daughter, Caddy.

Quentin suffers greatly under the legacy of the eahe has inherited from her suicidal
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uncle. She is named Quentin, one assumes, ousefse of guilt on the part of her mother,
Caddy, who feels partly responsible for the suicdieher own brother. Before his death,
Quentin — the suicidal brother — has an incestéimudness for Caddy. Owing to a confluence
of various self-destructive aspects of his indialdprocess of self-fashioning, he drowns
himself. There is no evidence in the novel to ssggeat Quentin (the teenager) is indeed
Quentin's (the suicidal brother's) daughter througtest — in fact, the rebellious teenager's
biological father remains significantly nameles&nitheless, there is still an undertone of
incest associated with the name Quentin and, fwn]ahis is a reminder of the love between
his siblings from which he was ultimately excludétis, coupled with Jason's jealousy
towards Caddy and Quentin owing to their fatheasobiritism, makesis domination of
Quentin (his niece) seem particularly vindictiva. the traditional Southern family, the
process of "passing down" a name from one genaréatidhe next extends not only to the
name itself, but also to intangible and inseparaspects such as related connotations,

attitudes and stigmas.

Along with the name “Quentin”, there is degree médnsistency and irony associated also
with Benjy's name in the novel. This Compson's idime is Benjamin, which is Biblical.
According to the Book of Genesis, Benjamin wasdbe of Jacob and the second (and last)
son of Rachel. Benjamin's name arose when Jacagecehis son's original namBgnoni
("son of my sorrow") which was given to the baby when Rachel died. H@neJacob
started calling his soben yamininstead, which means "son of my right hand", reiitec
Benjamin's newfound status as Jacob's favouritéh B&njamin Compson, we have an ironic
inversion of this Biblical detail. As soon as hen's mental handicap becomes apparent, his
mother, Caroline, starts believing that his disgbis a form of punishment visited upon her
for past mistakes. Subsequently, she decides tagehais name to Benjamin, even though,

ironically, he is hardly her favourite.

One of Benjy's caretakers, Versh, hits the naitrenhead when he remarks that the name-
change occurs because Caroline Compson is toodptoicall her son after her own brother,
a Bascomb3F 68). The final word on this name-change, howelelpngs to the inimitable
housekeeper Dilsey who, as non-family member, ofienves as a foil for the folly of the
Compsons: Name ain't going to help him," she says. "Hurt mefther. Folks don't have no
luck, changing namé&gSF 56). Here, Dilsey instinctively captures some led paradoxical

attributes — the severability and inseparabilibg humanity and inhumanity — of names and
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identities interrogated by Derrida in "Aphorism ®@tertime">® Names are indeed
changeable and lack absolute substance, as igaled by the ease with which the name
"Maury" can be changed to "Benjy". And yet, likerR®o who cannot deny his father (his
family identity, his inheritance) and refuse hisnea Benjy will never be anything other than
Caroline's son, no matter how often, or how radiicélis name is changed. Derrida expands
on this point in his essay "Passions: 'An Obligdi@g™ in On the Naméy showing that
there are further illusions and paradoxes involvethe notion of, on the one hand, giving
one's name to a child as Jason Sr does with Jas@nd, on the other, rejecting one's given

family name as Caroline does on Maury's behalf.

Derrida writes that it is a naive illusion to thittkat, once you have given your name to a
child, "all that returns" to that child "in a diteor indirect way, in a straight line or oblique
line, returnsto you, as a profit of your narcissism” ("Passioh8). One can imagine both
Caroline and Jason Sr. adopting this self-gloriyattitude when they name Jason Jr. and
Maury at birth. Whatever the achievements of ttedtsgring might one day be, these parents
probably hoped that part of their children's glarguld return to them. It is noteworthy that,
while the patriarch, Jason Sr., has the opportunityame a child after himself in both first
name and surname, Caroline can attempt this gestillyeby giving her youngest son a male
first name associated with her Bascomb clan. Thisaisignificant moment in which
Caroline's insecurity ddelf begins to play a role. One almost senses é&patation to prove
that her familial background is every bit as forabte and respectable as that of her husband,
and therefore that her heritage also deserves twbeured and perpetuated through her act

of hereditary naming.

Derrida, however, highlights the pointlessnesshaf act of narcissism. If the child who has
inherited the name manages to become a successutvigtiance on the family name, the
initial gesture is empty and the self-love of thergmt is "frustrated a priori by that from
which it profits or hopes to profit" (Derrida, "Pasns"12). There is no "return," as the glory
belongs to the child him- or herself. But the opo®f this is also true, as Faulkner
demonstrates with his characteristic irony: thefipl which "returns” to the parents can also
be unflattering. The novel shows how Jason Jr. inesoan unpleasant, materialistic and
selfish son for whom Jason Sr. has no particuladriess despite their shared name, while

%9 See Chapter 2 (37-38).
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Maury, on whom Caroline at first pins all hope éoBascomb deliverance, turns out to be an
embarrassment to her rather than a reason for.pdaon Sr.'s reaction is severe in its
symbolic significance: he disinherits both of thebddren by selling part of the Compson
property — the part specifically set aside for Benjin order to send his favourite son,
Quentin, to Harvard. Jason Jr. is entirely overtmbkin this light, Richard King's earlier
claim that "the actual family was destiny" in theuh seems not to be farfetched (27).
Owing to Jason Jr. and Maury's particular posihgnwithin the Compson family, their
material futures have been decided without therirgamuch sway in the matter.

Derrida'’s further formulations are intriguing ighit of Caroline's decision to change Maury's
name to Benjamin. Should a child decide to chamg@herited name, argues Derrida, the
parent should feel pride, not injury, at the fawttthe child is "sufficiently free, powerful,
creative, and autonomous" to live without the fgmmibme (Derrida, "Passions” 13). This
suggests the parents of competent and self-sufficispring, who could indeed feel proud
of their children for not relying on a family narte succeed. But what about offspring who
are entirely dependent on their parents? In Faulkme find again an ironic inversion. Maury
Compson makes no choice of his own to change hmgeria an attempt at severing himself
from an association with his family — it is his et who takes this radical step on his behalf
in order to confound his association with her sidehe family. However, what Caroline
seems too shortsighted to realize is that she allogrself to be caught in the paradoxical
double-bind of inherited names. By "refusing" Mdsargiven name, she merely underlines
her ownfailure as a nurturing, caring mother by showingttehe is too embarrassed to
associate the handicapped Benjy with the Bascomtsthus, with herself. The inheritance
of names is always a double-edged sword as it cavide both a positive and a negative

“return” for the name-giving or -removing parent.

The Sound and the Futlius questions, in subtle and ironic ways, theéatns and traditions
related to inherited naming within the Southernifgnin comparison with this, the emphasis
in Catfalls on a different, yet equally crucial, aspetfamilial naming: that of the subject's
gendered positioning within the traditional, pattel ideology. Althusser's suggestion that
an unborn child is interpellated into a specifiefgured space — and thus expected to play a
particular role as boy or girl within the familyis-apt here, but this genderingthe subject
position is of particular interest also to the faisi theorist, Judith Butler. Drawing on J. L.

Austin's speech act theory, Butler connects Altadssnotion of interpellation to the
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performative aspedaif language, which starts with, for example, theliie's cry of "It's a
girl™ at birth (110). Following Austin, Butler eXpins that speech-acts "are forms of
authoritative speech: most performatives, for ins¢a are statements that, in the uttering,
also perform a certain action and exercise a bqngower" (108). The speech-act thus helps
to create precisely that which it names. When thdwife says "It's a girl'", she not only
makes an observation, but also plays a part inigenefig the gendered space that the
newborn will occupy. From this moment onwards, therents, siblings, grandparents,
playmates, teachers and all other members of hbrofenfluential relationships will treat
and raise this girl in ways which they assume tajmaropriate for a girl. In this way, the "It's

a girl!" speech-act is the first step towards shgjhe infant subject into a girl.

However, Butler qualifies this assertion by arguih@t this enunciation is "less an 'act,’
singular and deliberate, than a nexus of power disdourse that repeats or mimes the
discursive gestures of power" (108). It is not ayvin the midwife's personal authority that
the interpellation carries weight, she proposes,tbuher implied citation of some higher
authority or convention — be it God, nature, oristyc— which has decided the newborn's
gender. The "binding power" of the speech act banefore not be attributed to the midwife
or her own will, but to the notion that the speach has been performed as one instance in a
"chain of binding conventions" (Butler 109). Butteview is, of course, heavily influenced
by Derrida's thinking on the iterability and citatality of the sign, as addressed in his essay
"Signature Event Context". Derrida engages critycaith speech-act theory by questioning,
asButler does, the privileging of the speaker's itimrality in Austin's account ("Signature
Event Context" 97-100). The binding power of theesgh act "is more properly attributable
to a citational force of the speaking, the iteripthat establishes the authority of the speech
act, but which establishes the non-singular charast that act” (Butler 117, Endnote 3).
Every speech-act thus becomes an echo — a repgatatht quite similar occurrence — of a
previously performed event that lends, through immglied invocation of its universal
iterability, weight to the singularity of this penlar event.

If one extrapolates this set of ideas into a readihthe names by which family members
refer to one another i@at, one again encounters a strongly performative gemglattribute

to the names used — perhaps, more so th&henSound and the Furin other words, names
in the play become a kind of designation througlcivithe individual is both summoned and

confined to a particular sexualtiefined place within the family hierarchy. Examptéghis



Malan 86

call to gender positions abound throughout. Fotamse, we hardly ever hear Big Mama's
first name being used by any of her family membangl we never learn what Big Daddy's
given name i§° Only when there is friction between Big Daddy dnisl wife, does he resort
to calling her "lda" CHTR 2. 922). The gendered interpellations "Daddy" &dkthma"
introduce a childlike element of affection and adimn into these familial names, however,
since both the Pollitt sons and their wives usedherms of endearment despite being adults,
this may also be seen as somewhat childish. Inghigarchal household, children always
seem to remain children — that is, they continuecitupy a subordinate position in the family

no matter how old they are.

More importantly, the overtly gendered aspect ¢ tmmes "Mama" and "Daddy" is
noticeable. Each one of these is inscribed withucally fashioned codes, connotations and
expectations in the South. These codified positars be traced back to the end of the Civil
War and, to follow their emergence within Southeutture and politics, we return to Richard
King's interrogation of the family romance. At tbentre of this imposing cultural paradigm
stands the figure of the powerful and heroic fati&chard King explains that the father
came to be the "gracious, courteous, but toughtgraf the pre-War years who had led the
heroic and collective struggle against the Yankga4). But as the father's role diminished
over the years, grandsons tended to admire thandgmthers more. In this way, the Southern
family romance often creates tension between fatlaed sons while alliances between
grandsons and grandfathers are forged (R. King B@®nnected to this trope was the
underlying perception that "the age of heroes athe past” and that the future of the family
held only slow dissolution and decay (R. King 35Yidence of this decline in stature of the
father within the Southern family can be found paty in Big Daddy Pollitt, but also in
Jason Compson and his mutually destructive relghipnwith his son, Quentin. The latter
idealizes the Confederate heroes of the pastosuidh a degree that his own father becomes
prosaic and quite ineffectual as the cynical andspa father-figure of the decaying

Compson family.

In dialectical opposition to the figure of the "[dBA in the Southern family romance, is the

figure of the "Mama," who was expected to play tble of the soft, nurturing, caring — but

%0 One assumes that the "Big" in both "Big Daddy" 4B Mama" refers to the subject's hierarchicasifion
at the head of the family, rather than to physsiaé¢, even though Big Mama is described as ovetwewghile
Big Daddy's overbearing, bombastic personality mighseen as somewhat larger than life.
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distinctly subordinate — parent. Richard King wsitiat this familial positioning became a
kind of "social double-bind" for Southern womenoward men she was to be submissive,
meek and gentle; with the children and slaves arntie management of the household, she
was supposed to display competence, initiative, emefgy" (35). He also ascribes sexual
connotations to the conception of the traditionatimer by observing that "sexuality or erotic
appeal was denied her" (35). Daniel J. Singal camrates this by showing that the mythical
Southern lady strove to be "a paragon of moral éence and selflessness whose prime
concern was upholding the canon of sexual puri@#). The dichotomy of submissiveness
versus competence is dramatized most noticeabbugfr the figure of Big Mama ifat,
who is unfairly criticized by Big Daddy for wantirtg take control of the household in his
absence; this is experienced by him as a form bélien against his domination. The
sexually submissive attribute of the Southern wonmralso noticeable in Big Daddy's
articulated, growing revulsion at Big Mama's clayiloyalty towards him on both a mental
and physical level. Richard King adds that in exieecases the mother figure "was stripped
of any emotional, nurturing attributes at all" (35an aspect which is perhaps more evident
in the overtly non-sexual way in which Caroline Guson is rendered ifhe Sound and the

Fury.

Caroline's ultimate failure as a mother heightdres itony of her situation, as the role of
caretaker and nurturer in the Compson househotdkisn over by her servant. Dilsey is
perhaps the most overt dramatization of Foucaunt&rpenetration of care of the self and
care for others: only by knowing, and actively takicare of the self, is the subject able to
know and care for others. The irony is that Dilseyiot a member of the Compson family,
nor even of the same race, yet she takes card of #le family members as though they
were her own. She places herself in the line ob@dasoutbursts against the rebellious
Quentin Jr. She serves and pampers the hypochoall@aroline, although never without a
sense of exasperation or, sometimes, irritatidreaincompetence. She treats Benjy's burned
hand and bakes him a birthday cake, using her oanemnso as not to upset the miserly
Jason. She soothes Benjy when he is upset, andatietehis daily eating, playing and
sleeping routine among his caretakers. For Dilssging care of the Compsons is not a duty
determined by blood relations or family names ie first place, but a responsibility
underpinned by selflessness and compassion towérdes.
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This is not, however, to be read as a reductiothefcomplex matrix of meanings within
which Dilsey functions as a fictional figure. In maways, Dilsey is also caught within a
politicized discourse that plays itself out wittilre microcosm of the household, but she is
not tyrannized by it into passivity. Just like theother, Caroline, Quentin and Jason look
upon her blackness through a historically shaped & condescension and contempt: the
black servant as the white man’s burden. But, ® Rsters’ example, the tone that Dilsey
takes in her handling of Caroline’s whims suggehles she functions constantly on the
borderline between service and servitude, oftearradting imperceptibly between the two
attitudes and functioning across interpellation39)1 She is by no means to be read as the
immemorial “mammy” of the Southern household, whoessson for being is to nurture and
protect the master’s offspring (Kent 55-62). Tligproven by the sense of objective distance
she manages to attain in her relationships witlh Bason and Quentin. Neither is she ever
the mindless, uninvolved servant: her kitchen aze of caring and warmth in the back of
the cold, unforgiving mansion. Dilsey’s mistrustfattitude towards the narcissistic and
foolish traditions of familial naming in the Soutfus comes as no surprise because, again,

she challenges all secular processes of intermglland answers only to a divine authority.

Continuing in the Southern tradition of namingGat —but now with gendered overtones —
Gooper, the oldest Pollitt son, is often referre@s "Brother Man"GQHTR 1. 886), while his
wife, Mae, is called "Sister WomanCHTR 1. 895). Their children are summoned by the
familial appellations "Junior”, "Sister" and "Breti (CHTR 1. 884). Again, the pattern of
interpellation into predetermined sexual roles @mted with patriarchal succession is
evident here. Brothers are expected to follow @irtfather's footsteps to become the head of
their own households, while sisters strive to beedine mothers of their own families. Later,
Brick is called "Little Father" by Big Mama&HTR 3. 975) and "li'l Brother" by MaegOHTR

3. 983). It is significant that these family nickmes are so overtly sexed, as the play — in
many ways — deals subversively with aspects of geadd patriarchal identity within the
family, often challenging and blurring the linesween the preconceived roles of the father,
the mother, the brother and the sister. In a patra&d environment in which gender
responsibilities are so specifically accentuatdds tapproach to naming heightens the
tensions, the conflicts and the irony that ariseenvlihese roles are questioned by the

individual subject's response to the applied irgkagion.
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Big Daddy and Benjy as figures in functional opposion

To illuminate exactly how processes of call-andaoese identification are played out within
the Compson and Pollitt families, a deconstructeading of the selected texts is helpful. As
focal points for this strategy, | have selecte@ati@sting figure from each family, in relation
to whom the other familial identities are fashionedevealing ways. These figures are Big
Daddy Pollit and Benjy Compson. They are, of coubyeno means the only possible, nor the
only definitive focal points for a perceptive reagliof the text§! They do, however, offer a
particularly engaging view of complex interpersoig@ntification processes at play within
these two fictional families. By using this strated wish to illustrate firstly that there is a
distinction to be made between the novel and tlag'pltreatments of the identification-
within-the-family motif. Reading the texts togetlibus reveals what seem to be two different
phases of the patriarchal collap$be Sound and the Fushows the Compson family mostly
after the head of the household, Jason Sr., hd$diehile Cat shows the Pollitt family in an
earlier phase of the collapse, before the coraefamily is ripped out.

The symbolic aspects of the disappearing patridfahae are brought into relief throughe
lens of Derrida's questioning of pure presencemisationed in an earlier discussion of his
conception of the termdifférance®® Derrida argues, in his essay "Differance'Sipeech and
Phenomena, and Other Essays on Husserl's The®igaot,that the notion of pure presence
is an illusion. He positions this argument withifdirguistic paradigm to illustrate that the
experience of presence and absence can be modelde: avay in which a reader reads a
text, thus, as a process of tracing signification:
Differance is what makes the movement of signifaratpossible only if each
element that is said to be "present,” appearintherstage of presence, is related to
something other than itself but retains the marla gfast element and already lets
itself be hollowed out by the mark of its relatiom a future element. This trace
relates no less to what is called the future tlmmvhat is called the past, and it

constitutes what is called the present by this velgtion to what it is not, to what it

81 carl Darryl Malmgren suggests, for example, thesjtlity of taking Caddy iffThe Sound and the Fums
the "unnamable Other into which various selveseambiheir self-images, fears, and frustrated dg'i(@7),
while Robert Penn Warren proposes that Dilsey neayelad as the "moral centre” of the novel agaimsinwto
"gauge" the "worth" of all the other figures (258ny number of such readings are thus possible.

%2 viewed chronologically, it is only Quentin's sectithat precedes this key event.

%3 See also Chapter 1 (14-15).
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absolutely is not; that is, not even to a pastuture considered as a modified

present. ("Differance" 142)
It is significant that Derrida places the word "ggat" in quotation marks, as this indicates a
suspicion of this notion in not only a spatial, lhigo a temporal, sense. For Derrida, there is
no pure presence. To put it simply, our presenceni@ room of a house always-already
implies our absence in another. It is impossibldéopresent in the kitchen without being
absent in the lounge. The notion of spatial preseémninterpenetrated and thus deconstructed
by the notion of spatial absence. But, at the wame moment, spatial presence also implies
temporal presence — being somewhere now. This beitige now is not only made possible
and perpetually interpenetrated by who (or where)were in the past, but also immediately
vitiated by who (or where) we will be in the futufiehe two seemingly opposite states, being
present and being absent, are thus never mutuallysve.

This deconstructive conception of presence andnalseffers an illuminating theoretical
vantage point from which to read the imposing fegaf Big Daddy as an embodiment of the
desire for absolute presence in the family — aadtinat is typically associated with patriarchal
control and dominance. Thomas Gregory Carpentecribes Big Daddy as "one loud,
bombastic titan of masculine achievement" (24) amints out that "[tlhe character
overwhelms the play to such an extent that the dxag director, Elia Kazan, pushed
Williams to rewrite the third act in objection toiMams's having excluded the character”
(30, Endnote 15* In my opinion, the return of Big Daddy in the lastt of the Broadway
version remains unsupported by the preceding adiidhe play precisely because he is such
an imposing "presence" in the first two acts. lerae as though the play specifically
constructs, and expands upon, the reach and imguehthis over-bearing patriarch in the
first two acts, so that his removal from the cemtf¢he family in the third — symbolized by
the reduction of his stage appearance to mereadessounds — is all the more effective. The

extrication — thus, the sudden "absence" — of titegych from a family that is so intensely

% This is, of course, only part of the reason far éixistence of a second version of Act Three. Wik himself
writes that Kazan also "felt that the characteBotk should undergo some apparent mutation asultref the
virtual vivisection that he undergoes in his intew with his father in Act Two" and that "Margaret should
be, if possible, more clearly sympathetic to anieuck" CHTR, "Note of Explanation” 977). ITennessee
Williams and Elia Kazan: A Collaboration in TheatrBrenda Murphy problematizes the clear distinction
between performance and text by looking at thegsedy which the initial staging of Williams' playas often
inscribed in the text that was subsequently pubtisteither as an "acting version" or "reading wersi (xi).
Murphy provides a detailed analysis of the well+mno"third act controversy" ove€at, which led to the
publication of its two alternative endings. In suaryy she locates the difference between the endmgs
change in tonality from raging defiance of deatBig Daddy, to wisdom and acceptance (98-103).
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and detrimentally focused on its father figure dtidae as confusing and devastating as the
reading version of the play seems to show. The @®vag version thus minimizes the gaping
hole left in the family by Big Daddy's imminent des& and, as a result, seems both

thematically and dramatically weaker.

Nevertheless, Big Daddy's "presence” in the Pddimily appears to be both dominating and
far-reaching. For most of the play, he is very mliohcharge" as an undeniable centrifugal
force in the formation of all of the other iderggiin the family. And yet, this almost absolute
state of presence is significantly interpenetraited weakened by his imminent death — an
unavoidable, threatening absence — which will dgshis position of power and influence.
As Derrida's theory holds, Big Daddy's state ofspree is thus not, nor can it ever be,
absolute in remaining unvitiated by his potentiadence. In fact, Big Daddy's identity, as it
manifests itself within the play, revolves largelsound the matter of his terminal illness.
Most of his discussions are about the loss of cbnéibout death and about his attempts at
finding an heir for the family throne who would we® become equally "present” in order to
fill his shoes. But the here and now of this pathaarediluted and weakened by his

approaching absence from life itself.

In The Sound and the Fyryason Sr.'s death has already left a kind ofthegspace and an
emptiness at the heart of the Compson clan, whaete rof the remaining fictional figures is
able to fill. For this reason, it is ironic thatethkeast "present” of the family members, Benjy,
plays such a key role in reflecting, rather thanedwrining, some of the identification
processes in this household. In contrast to theimltimg weight and influence of Big
Daddy's "presence" at the heart of the Pollitt fans the virtual transparency of what
appears to be the Compson household's most margihahember: Benjy. He is physically
present, but most of the Compsons — with the plessikception of Caddy — either ignore
Benjy, or constantly wish for him to be removedrtheir midst, to be taken outside or to be
put to bed. Even though Benjy is often, if not rhgsabsent from the family's immediate
vicinity, his absence is again interwoven with ardeniable "presence” in their collective
consciousness. Simply sending Benjy away doesemabve him from their broader concerns
and he remains for them a troubling and irritatnegninder of their general decline and

degeneracy.
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The "sound and fury" of Benjy's confused and confygxperience of the Compson family
thus comes to occupy a privileged structural pasiin the novel. His monologue occurs
first, while the novel also ends with his vi@kthe town square as its last images. As Eric J.
Sundquist (18), Judith Bryant Wittenberg (79) arailence Edward Bowling (177) concur,
the embryo of the novel is contained within Benggstion, while the subsequent parts serve
to amplify, elaborate, and provide different pedpses on, the events already recorded by
him. It seems as though Benjy's fragments of uridpeel consciousness and observation
form a framework for the interpersonal identityHeming processes of the mentally
competent members of the Compson family. His nawublogical, casually associated
thoughts and memories have none of the subjectiffection one would expect of first-
person narration, and which one finds in the sutiogesections. Nevertheless, much is
revealed by the different ways in which the Comgstinink of, and interact with, Benjy,

despite his seeming lack of presence, power angiaton

Big Daddy

As an almost alpowerful patriarch, Big Daddy can be linked to aaiochof similarly
imposing figures in Williams' work. These are finstroduced by Boss Whalen kot About
Nightingalesand followed by Boss Finley iBweet Bird of YoutfCarpenter 17). On more
than one occasion in this play, Big Daddy is likene a king ruling over a large kingdom.
This is consistent with Richard King's Southern ifgmomance, in which the dominance of
the father figure in the family expanded not onhgoi an autocratic style of plantation
management, but also into the patriarchal strustofehe Southern rural society itself (27).
The comparison with royalty is thus significant.gBbaddy does seem to rule over his
plantation as a king would — his "twenty-eight thand acres of the richest land this side of
the valley Nile" CHTR 2. 942). With this constant comparison with a tayéer, the figure

of Big Daddy harks back to an older tradition cé@rfathers and grandfathers who were first
plantation owners and, later, defenders of the &aeriacy which they protected and fought
for as though it were a kingdom. This is the kirfdcoltural patriarch Big Daddy (not to

mention his upwardly mobile family) admires, buedmot quite resemble in all respects.

As with royalty, Big Daddy always demands compkgtention, in fact, the action of the play
revolves around the celebration of his homecomiamfhospital and his birthday. Whenever

Big Daddy enters the room, the family gathers adolim as a matter of course, and focuses
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its undivided attention on him. The family members tiplesy the part of adoring subjects
with conviction, although the devotion may be ldydgalse. One senses that at least Gooper
and Mae feel very little tenderness for Big Daddyaafather and merely perform the role of
loving offspring for their own material benefit. ms final exit in the Broadway version of
Act Three, Big Daddy goes up to the roof of his sian to "look out" over his "kingdom"
(CHTR 3. 1002), and much like any royal ruler, his keyaern is that of succession. The
Pollitt estate has been built up over many years Big Daddy's decision will determine
which of his male offspring will take responsibjlitor perpetuating this legacy.

On the matter of familial succession, C. W. E. Bigsvrites that "the problem this father is
given is how he can infuse his own personality ithi® prostrated spirit of his son so that a
hand as strong as his own will guide his fortuneemvhe is gone — more patrticularly, so that
his own immortality, his civilization, will be caed on"(89). But the "prostrated spirit" of
the son who is to take over from Big Daddy doesh@&bbng to his older child. Ironically, Big
Daddy intensely dislikes his first-born son, Gogpehno should, according to the norm, be
the traditional inheritor of his father's estate.this respect, Big Daddy already begins to
subvertthe traditional notion of the conservative patimriterpreting this interpellative
positioning in an individualizing fashion. What cplcates the matter, however, is that his
younger and favourite son, Brick, is a socially fdpstional, depressive alcoholic and
completely unsuitable for the financial and praadticesponsibilities of such a large
inheritance. This leaves Big Daddy with an acutendima: which of his sons should succeed

to the Pollitt "throne"?

Big Daddy's control-hungry personality plays firmigto the patriarchal role that he
appropriates for himself. His manhood, for exam@elosely connected to a sense of sexual
entitlement. Big Daddy's prowess is particularljdemt when he shamelessly "lech[es]" after
his daughter-in-law@GHTR 1. 887) and also in his coarseast that, despite being unable to
stand the sight of his wife for more than forty gedne still "laid" her as "regular as a piston”
(CHTR2. 941). When Big Daddy believes the false repmat he is not dying of cancer, he
contemplates "pleasure witlomen to prove to himself that he is still aliv€ TR 2. 932).

In his eyes, sex iboth the statement and endorsement of his powerrdlogénce. This, of
course, adds irony to Big Daddy's elephant jokackvforms the centre piece of Act Three in
the Broadway version of the play. Big Daddy retuimshe stage after finding out that he is

dying, but only to tell a tale about a boastful nveith an inflated sense of his own sexual
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superiority. The joke is, however, on Big Daddy,hasis comparable to the over-confident
figure in his story. The degree of his self-awassnis questionable and ambiguous, though:
perhaps he is fully aware at this point of the esshess of sexual boasts in the face of the
ultimate destruction of death, and tells the jokéhveelf-deprecating, bitter irony. On the
other hand, he may also be genuinely flippant awedpable of drawing such comparisons,
leaving it to his somewhat shocked family to gasiha irony of his tale. Either way, whether

he is aware of this or not, death makes a mockieBygoDaddy's overblown masculinity.

In addition to his unrefined behaviour and sexoalt, Big Daddy always insists on being,
and staying, firmly in charge at all times, andrégents his wife's attempts at keeping order
in the household during his illnes€HTR 2. 923). This desperate urge to control his
environment leads Big Daddy to despise even tlghtslst suggestion that anything may be
"out of hand" CHTR 2. 925). Even his son's alcoholism is, to his mandign of how he has
"let things go" CHTR 2. 936). If, according to Foucault's model, thi@aal dimensions of
self-fashioning require a balance between the oheelf and the care for others, one could
argue that Big Daddy's approach has tipped the doal far towards the former. One takes
care of the self precisely by caring for othershese are inseparably interpenetrative
strategies, says Foucault — but Big Daddy has ftendgnored his duty to others. His
emphasis has fallen only on the care of self, whiat manifested itself in his building of an
empire over many years to glorify himself as a-s@dide success. This has led to a neglect of

the care for others.

The outcome of this is that Big Daddy now seembeaa@xperiencing some of the effects of
this imbalance first-hand in the decay of his fammAl sign that his conscience is starting to
bother him is his sympathy for the poverty of thildren of Barcelona and his feelings of
guilt that the cost of one of Big Mamma's chaireangs is enough to feed a large number of
them CHTR 2. 929). He is also concerned about the horrorshddl prostitution in Africa
(CHTR 2. 929). All of this seems to point to the notithyiat perhaps now, at the imminent
close of his life, Big Daddy is starting to wondenetherhe has not neglected those around
him too often in favour of himself. This is heighézl by the fact that Big Daddy remembers
very well that he came from poverty himself and assisted in quite a selfless way by Straw
and Ochello — and what has he done to repay toialstebt? Nevertheless, when it comes to
illness and death, he has no choice but to relgigall control — a situation which he fears

desperately. This explains why there are as mamynasreferences to death and dying in his
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rant against Big Mama's supposed campaign to "taee” the householdCHTR 2. 922).
Death is apparently the only thing over which Bigddy has no control, and he eventually

crumbles under this fear.

As Carpenter shows, traditional notions of pathgraot only influence the shaping of Big
Daddy's identity in a one-directional fashion bug¢,an some ways, also challenged and
subverted by this figure (26). As does WilliamglieaNot About Nightingale<at connects
the "power" of the patriarch with "practiced masaity" and examines this fictional figure
by "exposing flaws, contradictions, and inconsistesi' in the ways in which he plays the
role of the family father (Carpenter 16). As measluagainst the conventional conception of
the patriarch, these inconsistencies are not naclsso be understood as weaknesses of
character, but merely as evidence of the constéicuation that characterizes Big Daddy's
process of identification. In Hall's formulatiohgt position of the patriarch is thus not simply
ana priori category of identity which Big Daddy embraces withquestion — he interprets
and appropriates this role in ways that make himuen ("Who Needs 'ldentity?" 23). This
individuality manifests itself overtly when Big Ddyl shows an unusual and surprising
tolerance, understanding and respect for the haxmasecouple, Jack Straw and Peter
Ochello, who first employed him on the estate ttehow ownsCHTR2. 946). This attitude

of tolerance is not typical of the traditional patch, but what makes it even more surprising
is that it extends even to Big Daddy's acceptaridhe possibility that Brick's ambiguous
relationship with his friend, Skipper, may have bdgomosexual. The shaping of Big
Daddy's identity is thus effectively dramatizedaagerpetual interplay between aspects of a
culturally and conventionally conceived genderedsifpaning — that of the self-made,
conservative, patriarch — and attributes of higjuaisense of self developed over years. The
effect of this process is that Big Daddy is, in mavays, an ambiguous figure: never quite

the chauvinistic brute, and yet never the all-fairgg, all-loving father either.

Benjy

If Big Daddy is in most respects the embodimenthef powerful, sexualized "presence" of
the patriarch, Benjy is his "absent" and castratidr. In some ways, Benjy is absent from
life itself as his existence revolves largely amwensory input accompanied by a severely
limited cerebration. Faulkner writes: "It was ag®vien eagerness were muscle-bound in him

too, and hunger itself inarticulate, not knowingist hunger® §F 276). Through this
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description of "hunger ... not knowing it is hurigand the notion of being "muscle-bound”,
one recalls Sartre's conception of the being-iglitthat "does not refer to itself as self-
consciousness does. It is this self. It is itselfcempletely that perpetual reflection which
constitutes the self is dissolved in an identi§ihglxv).®® This notion is related particularly
to the existence of inanimate objects, which singxist without knowing, caring or thinking
about their existence or identity. Benjy is veryahnalive; however, he also has no capacity

to conceive of himself as a living creature ratihan a lifeless thing.

If one measures this reading of Benjy against Foaltisanodel of ethics, one could argue that
Benjy exists in a space that is beyond the ethidalhas no conscious awareness of himself,
and thus cannot be seen to be caring either todyrmautoo little for the self in relation to
others. Ethics therefore apply to Benjy as littke they would apply to an unconscious,
inanimate object. The figure of Benjy should thesread, first and foremost, as a theoretical
construct, rather than an attempt at any sort alfistec portrayal of a mentally handicapped
persor®® Benjy dramatizes an almost pure state of Sartbesmg-in-itself — in so far as that
is humanly possible. This mode of bodily-focusedstnce often creates a paradoxical,
seemingly disembodied automatism in Benjy's sowrds actions. Faulkner writes: "Then
Ben wailed again, hopeless and prolonged. It walsimp Just sound. It might have been all
time and injustice and sorrow become vocal forretaint by a conjunction of planetSK
288). Even his body's reaction to the physical @dia burnt hand seems to occur in and of
itself without much conscious intervention: "l laak at the fire but my hand didn't stop
[hurting] and | didn't stop [wailing]. My hand wasing to go to my mouth, but Dilsey held
it" (SF 57). Again, this focus on sensory awareness witlcauntrolling or interpreting
cerebration is reflected in Sartre's model of bemdgself, which is limited strictly to the

physical realm and excludes all processes ususdigaated with human consciousness.

Owing to this complete immersion in the realm ofiss#ion and observation, Benjy seems
extremely sensitive to subtle physical changeshwsé around him. This sensory hyper-
awareness is often mistaken for — or, perhaps mocarately, misinterpreted by critics as —

a kind of supersensory, moral cognition. But, agy&l rightly points out, Benjy's keen sense

% See Chapter 2 (58-60) for a more detailed disonssi Sartre's conception of these two contrastioges of

existence: the being-in-itself and the being-feeit

% By tracing the contradictions in the portrayalBehjy, as Bleikasten does, one finds sufficienpptbat this
fictional figure cannot, and should not, be reatliraistically: "... Benjy is dumb, and yet he spedis is deaf,
and yet he can hear. Which is to say he belongs thi¢ idiots of literature, not with those of theylmm"

(Splendid Failures7).
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of smell is "akin to", but not exactly the same &s,moral sense" (139). Benjy has no
conception of morals or associated values andeimhdeas no system of language by which to
grasp such abstractions. Derrida's conception of the logocentric mode ofngeis an
existence anchored within spoken language — thatwithin the accepted Western
philosophical tradition that privileges the spok&ord owing to what is believed to be the
accompanying presence of the speaker — Benjy'sofvaging could be described as limited
to a kind of somacentrisfi.In other words, Benjy exists in a space unbouriethnguage,
but within the purely physical sensations of theyodConsequently, Beny cannot experience
and influence the identity of those around him ma @ghrough language as Big Daddy does;

he can simply see, feel, smell and hear them.

It follows that Benjy identifies his sister, Cadgyedominantly by the smell of leaves and
trees GF 4), which comforts him, as these odours are astatiwith the physical pleasure of
her warmth and proximity. Caddy often holds himyries him and warms his hands when it
is cold. Benjy registers the death of Damuddy tgtoa subtle change in smell, long before
any of the other children realizes what has occurkis sensory acuity, however, extends
also to a sensitivity to auditory signals, suchhessound of Caddy's name: "'Saying a name.'
Frony said. 'He don't know nobody's name.' "Youisapnd see if he don't.' Dilsey said. 'You
say it to him while he sleeping and | bet he heau"{SF 29). From this excerpt, it would
seem as though Benjy recognizes the name "Caddyi when he is not awakeThus, if
Benjy has no system of language, he also has nmeption of language as — according to the
semiotic theoryof Saussure and Derrida — a system of differemaidtionships between
signs, in which the connection between the signdied the signified remains arbitrary and
never fully determined. This is why Benjy so oftmakes the mistake of attempting to bind
the sound image "Caddy" directly and inseparablyhi® presence of the person herself.
When this strategy fails, Benjy experiences a piwaj inarticulate sense of loss — an
absolute absence — which registers in his reacasdiscontented, yet almost disembodied,

wailing and moaning.

In contrast to Derrida's suspicion of the notionabfolute states, Benjy's world contains

nothing but unadulterated states of presence asehab. While Derrida questions the clarity

" This term, which captures Benjy's mode of beings wuggested to me by my supervisor, Prof. Merle
Williams from the Department of English, Universitf/the Witwatersrand.

% Jronically, as Roskus points out, “Caddy” is theeoname that may not be spoken aloud in the Compson
household in view of what Caroline and Jason peect be her scandalous indiscretio8§ 29).
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and purity of this distinction, Benjy's mind seetadunction as a practically immediate and
absolute oscillation between these polarities, tvigcalso directly connected to his states of
complete contentment and utter discontent (Bledm@$plendid Failure72-73). For Benjy
there simply is no middle ground — there is no plagifférance,the principle upon which
instances of signification depend. For him, Caddggeloping sexuality thus implies not so
much the loss of her virginity — again, an abstnaction of which he would have no
understanding — but the loss of her actual presenbes life, a loss which is signified by a
change in his sensory perception of her. When st@rsvperfume, she does not smell like
trees any longer, therefore she must somehow hedggway", becoming absent. And when
another presence — for example, that of Charlie,biby who kisses Caddy on the swing —
intrudes on Benjy's proximity to her and causesoaentary loss, he registers not a lapse in
her moral standards (which is Caddie's interpmatatf his reaction), but her physical

absence, which leads to his discontent.

The correlative of this absolutized conceptionhigt tpresence registers in Benjy's mind not
only through the olfactory sense but also, sigaifity, through touch. He constantly needs to
grasp and hold his treasured objects of presenteftiment — the slipper, the cushion, the
Narcissus, even the fire which burns him — as thdogeassure himself that they are indeed
there. The same applies to people. Singal rightseoves that one of Benjy's most treasured
muscle memories — for Benjy, there is no sophitataistinction between past and present —
is the physical sensation of lying in the same &gdhis siblings. Conversely, when they are
taken away from him, taken from his grasp, he wdilge result of this is that, when Benjy
registers a potential loss of Caddy, he grabs gtdhatching at her dress, as though to pull
her close and regain her lost presence throughtolitis nexus of presence and absence
traps Benjy's existence within routine and ordamy Ainusual eventualities that disrupt this
pattern confuse and upset him. As Vickery obserVéghen Luster removes one of the
bottles" on Benjy's makeshift graveyard, "Benjynementarily shocked into a silence which
is immediately succeeded by a roar of protest” (fM&at Counterpoint” 45-46). The same
reaction occurs in the final scene of the novelemhuster drives the coach the wrong way
around the statue on the town square. The usual ardvhich things are present to Benjy is

suddenly absent, and he bellows.

Part of Benjy's regular routine includes waitingthg gate of the Compson property for his

sister to return from school. Again, this is a mataey absence that is to be remedied every
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day by tangible presence. When this regularity satld changes and Caddy becomes
estranged permanently from the family, Benjy expéle presence of the other school girls
walking by the house still to include the preseotenis sister. One fateful afternoon, he
escapes and charges toward these girls "tryingyb that which he lacks even the capacity
to articulate: his urge to regain his lost sisteF b1). One assumes that his actions include
again the usual clutching and holding actions aatett with a regaining or affirmation of
presence through the sensation of touch. NothirBemy's limited account of this incident,
nor in any other place in the novel, suggests ltisaheed for closeness to Caddy is anything
as developed as mature sexual desire. To my misdpded for her is comparable to an
infant's need for the proximity of its mother, aedethat exists before sexual values and
connotations are overlaid on, or invested intgs ttond. What confuses those around Benjy,
however, is that he shows the outward signs ofgoaimature male of thirty-three. Owing to
his physiologically developed maleness, othersrpatiéate Benjy into a falsely gendered
subject position, and expect his behaviour towahésopposite sex to correspond to such
inaccurate assumptiofi$Benjy has no conception of conventional male-fentaitegories of
behaviour, yet his family and the parents of thghtened girl mistake his actions as an

attempt at sexual assault; he is then cruelly armhgfully castrated.

At this point, it is useful to reiterate the shagmtrast that Benjy forms with the figure of Big
Daddy. Whereas Big Daddy's behaviour towards wonsemramatized as highly, and
consciously, sexualized to the point of boastinguakhis prowess (asymbolised by the
elephant's phallus in the coarse joke), Benjy rempathetically desexualised to the point of
being castrated and left without a sexually signdyphallus. Big Daddy exists firmly within
a logocentric paradigm — his words are even copyeBig Mama in an attempt at enacting a
kind of patriarchal, authoritarian stance througleaking his words. Benjy operates purely
somacentrically, and thus outside the freedom efferand restrictions imposed, by the
conventions of language. Lastly, Big Daddy's poeetends over all of his vast plantation
and, to some extent, he actively influences thatitiefashioning of most of his family

% For these reasons, | believe it is overstatingnhgter to describe Benjy as "extraordinarily aterhis sister's
sexual development” or as being "preoccupied wathuirginity" (Bleikasten Splendid Failure78). Benjy has

no understanding of such abstractions and mergigtezs these phenomena as sensory changes tlehtthgps
primitive presence/absence nexus within which loweé$" his sister. Not even Faulkner's own commieat t
"Benjy tries to rape a young girl and is castratexd¢onvincing enough to construe the "attack" mghing
overtly sexual (gtd. in Bleikaste@plendid Failure 83). Faulkner was notoriously unforthcoming, uraklée

and inconsistent in his commentary on his own wankl, besides this, he may even have been avoiding
purposefully a complicated explanation of the setletb of this event and merely mentioned the géogiaion

of the attack held by the adults in the novel.
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members. Benjy's pasture is sold and turned ingmlaicourse — he is trapped within the
confines of the mansion while serving as a largegsive reflection, a "moral" sounding
board, for the self-fashioning of those with whom $hares the house. Ultimately, if Big
Daddy is the king of the Pollitts, Benjy is the fad the Compsons — not only literally, but
also figuratively speaking. In this way, Benjy'siétion within the family resembles that of
the Shakespearian court jester who enjoys the draeid criticize as the lowest of the royal
entourage, regardless of the consequeffcaithough Benjy cannot speak, he often reflects
uncomfortable notions of the family which no-on&cept perhaps Caddy, would care to
acknowledge. In opposition to this, stands theigain of the Pollitt clan whose opinions

everyone regards — perhaps foolishly — as unquegily superior.

The Pollitt family in relation to Big Daddy

Already in the first act o€at, the patriarchal influence and its associatedsrated values of
succession through birth are in evidence. Maggsfthat Gooper and Mae, who have five
children, while Mae is pregnant with a sixth, labdwn upon her and Brick owing to the fact
they have not yet "produced"” any grandchildren Bog Daddy CHTR 1. 884). This is
inextricably coupled with the possibility of mat@drinheritance: Maggie fears that she and
Brick may be sidelined in Big Daddy's will owing tie fact that they are childle<SHTR1.
885). Maggie knows that such a situation could &strophic for her and her husband's
future: Brick has already lost his job and is qlyakescending further into a shadowy world
of alcoholism and depression. She would not be &bfipport them without some form of
inherited income QHTR 1. 907). This underscores the typical patriarat@ifluence of
identity, sexual power-play and material wealtht tisaso prevalent in the Southern family
romance. In the Pollitt family, not only one's sems self, but also one's place and value in
the family — and, by extension, the size of onefgiritance — is determined by one's ability

to produce heirs for the patriarch and to perpettia blood line.

The keyword here is thus, once again, "blood". Thihy, when Maggie offers to tell Big
Mama the truth about Big Daddy's iliness, she islgto respond: "... leave me alone, you're
not my blood!" CHTR 3. 962). And when Big Mama learns that Big Daddyéath is

° This is a notion that Shakespeare exploited igsptaich aslenry IVin the figure of Falstaff and inTwelfth
Nightin the figure of Feste.
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imminent, she says to Brick: "Y'know what wouldHhie fondest dream come true? If before
he passed on, if Big Daddy has to pass on, you pawea child of yours, a grandson as
much like his son as his son is like Big DaddyCHTR 3. 971). Evident in these words, is
the emphasizing repetition of "son" — a genderddrpellation — illustrating the value that
the patriarchal system of inheritance places onenadispring, as well as the associated
marginalization of the female. These gendered nant values cause the Pollitt family
environment to be strained and competitive, an afthere that complicates the processes of
self-fashioning by imposing predetermined, redwectivles and expectations on each of the
individual family members. Brick is not only factlyareferred to as Big Daddy's "son", but
is by implication also expected to play the coniardl role of the son in producing a male

grandson for his father, just as his brother Gobyaerdone.

In this competitive environment, family membersrista feel and behave more like rival
animals trapped in the same cage, desperately Vginglominance, breeding rights and
survival, than human beings. This animalistic maitunderscored by Williams' directions
for the set design, which calls for plenty of opgrace to "give the actors room to move
about freely (to show their restlessness, theisipasfor breaking out)...GHTR 881). In
addition to this, the animal motif is made overbtighout. Maggie commentisat Gooper's
children are "little no-neck monster€ TR 1. 883) and that their nicknames sound like
"four dogs and a parrot ... [an] animal act inr@us!" (CHTR 1. 896). Maggie herself feels
and behaves like a desperate "cat on a hot tin (@MTR 1. 892). One of her most famous
guotations from the play occurs when she tells Bri€m not living with you. We occupy
the same cage'CHTR 1. 895). When Brick raises the chair above himaetf his wife, he
does so "like a lion-tamer facing a big circus ¢etHHTR1. 898). Big Mama first appears on-
stage, "huffing and puffing like an old bulldogCKITR 1. 899) and, later on, she charges in
like a "rhino" CHTR 2. 915). Her patterned dress has the "markingsonfie massive
animal" CHTR2. 916). Big Daddy — the leader of the Pollitt¢ka— describes Gooper and
Mae's children as five performing "monkey€HTR 2. 942). He asserts that "the human
animal is a selfish beastCHTR 2. 929) and expands on this by explaining that'thenan
machine is not no different from the animal maclon¢he fish machine or the bird machine
or the reptile machine or the insect machine! jtist a whole God damn lot more
complicated and consequently more trouble to kegether" CHTR2. 937).
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Evident in this comparison between humans and dsimeonce again, Big Daddy's sense of
responsibility for his family's animalistic behauioand his urge to retain control over every
aspect of it — a task that seems as impossiblesahnlg cats. This desperate urge to keep
control is one of the aspects of his personalityhwihich Maggie seems to identify strongly.
From the start of the play, it is clear that she hdarge degree of respect and tolerance for
Big Daddy — more so than his own two sons. She g&tsshe admires him because s "
what heis," without apologies: he is not from pretentiousuthern aristocratic stock, but a
truly self-made succes€HTR 1. 906) — a humble background with which she cmtify.

But on a deeper level, she recognizes in herselfsdme sense of desperation to achieve
control over an almost hopeless situation. JusBigsDaddy feels the reins of the Pollitt
family slowly slipping out of his grasp owing toshillness, so Maggie sees her marriage
disintegrating before her eyes owing to Brick'sf-kedthing, depression and incessant
drinking. So desperate is she to keep control ofrélationship that she once goes so far as
to sleep with his best friend Skipper, "dream[ingfivas Brick CHTR 1. 909). However, in
Maggie's caring for others — specifically for Bigqdly and Brick — there is more than a hint
of caring for herself. Her strategy is not simpheaof blind admiration, but also an effect of
her ambition and jealousy. Brick, and by extensiig, Daddy, are the tickets to her own

success as a wife, mother and woman

Another aspect of Maggie's self-fashioning thus esinto play: she seems to welcome and
enjoy Big Daddy's "lech" for her, because her sefiself-worth seems to depend greatly on
the degree of admiration and attention she gariners men for her physical beauty and
sexual desirability. As a woman in a man's woltthis s perhaps the only avenue to success
Maggie has ever known, which relates directly #® ¢hlturally constructed archetype of the
Southern Belle as, paradoxically, both flirtati@rl chaste: flirtatious so as to live up to the
Southern ideals of hospitality and generosity afitspven towards men, but also chaste so as
to embody a conservative sense of traditional faralues in accordance with the Southern
family romance. Since Brick is unable (or unwilljntp provide Maggie with any self-
affirming reassurance of her sexual desirabilitagdie is desperate to find it elsewhere. If it
is not Big Daddy who "drops his eyes down [her]y@den [she is] talkin' to him"QHTR

1. 887), then it's the "men's eyes" in Memphis tifing] holes in [her] clothes," or Sonny
Boy Maxwell, the best looking man at "Alice's pafty her New York cousins,"” who chases

her amorously into the powder roo@HTR1. 904).
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One should not lose sight of the context in whibkse boasts of desirability are made:
Maggie is speaking privately to her uninterested distant husband. Figuratively speaking,
she is prodding him, as a child would poke at anblering animal. She is desperately trying
to incite a sense of sexual jealousy by suggeshag— despite her marriage to him — he is
but one of many males competing for her attentidns is, however, to no avalil. It is thus

debatable whether Maggie's individual process df-fashioning has always been so
dependent on male attention, or whether her mariago this competitive, overly

sexualized familial environment has driven herhis point. Here we encounter, again, an
articulation between the influence of social anchifeal positioning on the subject and the
individual's appropriation of this subjection. Maglg response to the familial interpellation
as potential mother of the patriarch's grandchidseto act in a sexually aggressive way in
order to fulfill those expectations. But embeddeathiw this behavior is also a sense of self-
preservation, as it may be her only avenue to ener and her failing husband's material

survival.

A third aspect of Maggie's self-fashioning in redatto Big Daddy is introduced when she
says: "Living with someone you love can be loneli¢han living entirelyalond — if the one

y' love doesn't love you...CHTR 1. 891). Just as Maggie's love for Brick has gangely
unrequited, Big Mama's love for Big Daddy has ledlydo his revulsion and frustration. In
Maggie's mind, the connection between Brick and Bagldy runs deeper than merely the
bond between a father and a son. Williams writegnia of his characteristically descriptive
stage directiond(... Big Daddy, who must have had something Brak Wwho made himself
loved so much by the "simple expedient" of notnpwenough to disturb his charming
detachment, also once coupled, like Brick's, wittlevbeauty.) (CHTR 3. 960) This
highlights the notion that Maggie recognizes in Big Daddy slaene once virile, but now
waning, sexuality as her husband, as well as daimioof charm that she has known and

grown to love in Brick, and which Big Mama once acad in Big Daddy.

In the fashioning of Maggie's selfhood within tlaenily, the analogy of the cat functions on
many levels. Sexually, Maggie behaves like an atlty— constantly pursued by males of all
types and vocal about this attention. Here, Brickimiment to Big Daddy about the essential
emptiness of his marital relationship with Maggseaipt. He describes this relationship as
becoming no closer than "two cats on a — fence mgGhCHTR 2. 950). One senses that

Maggie's sexual relations are devoid of passiooptméng merely acts of bodily function or
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animalistic dominance. Just like a feline, Maggean opportunistic huntress. She knows
exactly what she needs and stalks her injured peagy to pounce. Maggie's target is the
dying Big Daddy, whose material wealth will leadhter survival. When she feels threatened,
Maggie's claws come out and she is not afraid tatce. To this, both Gooper and Mae can
attest. But Maggie is also as desperate as a aghtan a hot tin roof with no way off, and
the only solution left is to try to "[stay] on it as long as she carCKITR 1. 892-93). In the
severely "heated" and competitive atmosphere oPthibtt household, she will do anything
to survive — even telling the desperate lie abloeihg pregnant in the vain hope that,
somehow, the telling of it will prove to her husbamow strong-minded and willful she is.
This she hopes may lead to a change in his attitadards her and then, perhaps, a
miraculous sexual re-awakening will occur betwebkant which will cancel the lie by
making her claims to pregnancy true. Maggie thusigas everything on an untruth that

may either become a redeeming truth, or lead ta gueater desperatidh.

Maggie's constant formation and transformationdehtity in relation to Brick's influence is
comparable to Big Mama's formation of self in nglatto Big Daddy — although this might
be something that Maggie herself would deny. Omsethat Big Mama is far more capable
and coherent than anyone in the family would giee ¢redit for being — particularly Big
Daddy, who makes a habit of demeaning her in fobrdtompany. It is almost as though Big
Mama's inability instantly to grasp the gist of @neersation and her insensitivity to the
insults and tensions in the family are forms ofmédehaviour, perhaps even techniques of
self-preservation which protect her from embarrasgmand pain. Similar to Maggie's
flirtatiousness, this way of behaving may owe mor&ig Mama's loveless marriage than to
an inherent lack of intelligence or savvy. Big Matmas learnt to ignore that which she
chooses not to hear or see, and to laugh at hessatietimes barely able to mask the hurt she
feels inside CHTR 2. 915). Her way of behaving thus becomes a wagcthg — that is, of
playing the gendered role of the good-natured é&s Intelligent mother within the family.

1t is in relation to this point that the Broadwagrsion of Act Three fails yet again in my estimatidhe
overriding attribute of Maggie, the cat, in the yplia one of desperation, not of cool confidence.giyla
gambles, she connives, she scratches and she btawsay to survival. By granting her the relativelgsy
outcome of a possible sexual success — which isedemer in the reading version, but hinted at bg th
Broadway ending — her cat-like identity is watededvn and weakened.
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Why she chooses to conform in this way becomesrasleahen one considers that Big
Mama's entire life is dedicated to pleasing herband. The resulting behaviour is thus
predictable: a Southern mother should never beeatho the patriarch's superiority. In other
words, Big Mama should never seem more intelligentnore competent as a leader, than
Big Daddy is, even though she may have such paientier over-compensating
submissiveness towards Big Daddy even extendsetsdakual: hence her words to Maggie in
Act One, when she points to the bed and says: "enMhmarriage goes on the rocks, the
rocks aretherg right there!" (CHTR 1. 903). This could be read as Big Mama speaking in
support of the patriarchal notion that a dutifufenis obliged to please her husband sexually

and, if she does not, she will be the sole causieeofarriage's collapsing.

However, Big Mama's strategy of constantly pleasind appeasing her husband in all things
is not sustainable — a notion evident in Big Daslayords:

BIG DADDY. All | ask of that woman is that she leame alone. But she can't
admit to herself that she makes me sickt €baes of having slept with her too
many years. Should of quit much sooner bat 6ld woman she never got
enough of it — and | was good in bedCHTR2. 934)

Reading between these lines — and ignoring fontbment Big Daddy's chauvinistic sexual
conceit — one almost senses in his descriptionMBgia's desperation in constantly trying to
keep her relationship with Big Daddy as satisfyifiog him as possible, bending to his
authority and kow-towing to his will in everythingnd, in the process, forgetting about
herself. Perhaps Big Mama has in some ways beemplwinin her marginalization as a

woman within this oppressive environment, and a&shitter reward for all her fawning she
receives only Big Daddy's ever-darkening disgust @isrespect. Her words to Maggie about
the marital bed thus become not only an urging tdeacompliance, but also a subtle
confession of her own failure at the game of sepoaler-play, and a word of prophecy and
warning for Maggie to avoid the same mistake. Ifggi@ should stay on her path of sexual
desperation, she may also lose her husband imtihglest as Big Mama had lost Big Daddy.

This, above all, illustrates Big Mamma's hiddenghsand emotional intelligence.

Based on Foucault's ethics of self-fashioning,citvesequence of Big Mama's over-emphasis
on the care for others is a neglect of the carsetff When Big Mama is forced to take
control of her bickering family, this neglect offse shown in the way in which she is unable

to do so on the basis of her own authority. As €atgr points out, "Big Daddy's sphere of
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influence overwhelms the members of the house d@cettient that whether he is present or
not, and whether he performs or not, his ideologi/lve performed by others in the home —
particularly by hiswife' ... emphasizing their sex roles" (25). Big Mamaaarts to using Big
Daddy's words: "I'm talkin' in Big Daddy's languagew;" she says, "I'm hiwife, not his
widow, I'm still his wife! And I'm talking to you in his language an'..CHTR 3. 970).
Patriarchy's logocentric power and influence thxtered to the domination of the female both
in and through the language that she uses. Big M@asano words of her own because she
has no self outside of the family. So fully dometaatby her relationship with Big Daddy is
her process of self-fashioning that she lacks dhenwords to define herself as anybody
other than his wife. Her personal identity is thusfoundly determined by her positioning
within the patriarchal-familial structure. This dratizes an almost complete subsumption of
an individual subject within the interpellating gedt position — and the result is that Big
Mama is left with very little individuality or ingeendence. She is utterly unable to be anyone

or anything other than a Big Daddy's Big Mamma.

Big Mama thus hits the nail squarely on the heathemmatter of power-play in the family. A
large portion of the marital problems she has egpeed herself — and which she recognizes
in Brick and Maggie's marriage — revolve around sjo@s of sex and sexual identity.
Margaret has already noticed that Brick's lovemghkmn her has never been passionate, but
rather indifferent. In her own words, his lovemakimas "more like opening a door for a lady
or seating her at a table than giving expressioany longing for her" CHTR 1. 892). In
much of the play, Brick comes across as distantuamgterested in his wife on most levels,
unless he is aggressively provoked by her. This montrast to the affectionate relationship
he shared with his friend, Skipper, although acicgydo him the affection manifested itself
only in ways that were socially acceptable and khaoaot be tainted by vulgar discussions of
sex and homosexualit¢HTR 1. 910).

Brick pre-emptively accuses his father and Magdighmking that he and Skipper have
committed $odomy, and of thinking that they were "sissies" andégrs” CHTR 2. 947).

Brick seems overly sensitive to, and perhaps eveagoupied with, the ambivalence of the
socially condemned tenderness he shared with Skipgech contravenes the conventions
that permeate the Southern family. In this paradignomosexuality is contrary to the
traditionally prescribed procreative values thatlenscore the perpetuation of patriarchal

domination and is thus construed as unacceptableBick's detailed and vivid recollection
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of the "clean" physical interactions with Skippethe hands on the shoulders, the sharing of
rooms on tour and the "reach[ing] across the spmteeen the beds" to "shake hands”
(CHTR 2. 948-49) — casts an aura of contradiction andiguntly on the matter. If the
incidents looked and physically felt as innocenhaslaims they were, the question remains
why he would feel it necessary to describe the ighygncounters in protest against what are
merely perceived accusations. This points at leashe possibility that these events may
have been more emotionally significant in his matdhe time than he would care to admit.
The play, however, remains ambiguous on the maft8rick's sexuality. Does Brick reject
Skipper purely for being a homosexual and confgskis love? Or does his unjustifiably

harsh reaction reveal Brick's self-disgust andct&ea of his own suppressed homosexuality?

In my view, it would be a mistake to reduce thisaliy upon which Brick's identity is
fashioned to any one-sided interpretation. Thisedianty is both necessary and functional to
highlight an unresolved crisis of identificationtims figure, which remains at the root of his
sexual and spiritual paralysis. Brick's predicam&nhtone of seemingly incompatible
identificatory positionings. To use Foucault's faotation, Brick is experiencing
"interferences"” between the "different forms" o8 tgubjectivity (Ethics" 290). If Brick
confesses to rejecting his friend simply becausp@®k was a homosexual who inadvertently
fell in love with him, this confession would negdtis positioning as Skipper's most trusted
and trustworthy friend. In Brick's mind, no realtase friend would reject a loving friendship
that is based on nothing but honesty and admiragind the idea that he may be guilty of this
draws into question the truth of his caring for @lar. To use Big Daddy's harsh words,
Brick would indeed be guilty of digging Skipper'sage and kicking him into itGHTR 2.
951). This is a terrible responsibility for whichriék simply cannot take ownership. On the
other hand, should Brick confess to being a homasekimself and to a suppressed
attraction to Skipper on which he never acted, Woslld negate his patriarchal and familial
positioning as heterosexual husband, son, and potential ptogerfi Big Daddy's family
name. In other words, Brick would have to take oasjbility for years of marriage based on
lies and pretence. This is, again, a charge heotdace in front of Maggie, his father and the

rest of his family.

What we witness here is a dramatized example ofptbeess ofdifféranceat play in the
shaping of Brick's selfhood. Reading Brick as eithesuppressed homosexual on the one

hand, or heterosexual and racked by guilt on therpivould be reducing his self-fashioning
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to only one side of the interpenetrating dualityward which his identity is fashioned. From a
deconstructive perspective, the seemingly oppostioconcepts of "homosexual” and
"heterosexual" are never mutually exclusive. Theiomo of being "classified" as a
heterosexual immediately incorporates, within gsydefinition, the idea of homosexuality
as its oppositional "other" from which it cannot deparated, and on which it depends for its
own demarcation. One cannot claim to be homosewuthiout implying a difference, a
distinction from that which one considers to beehetexual. In practical terms, the idea of
sexuality as a perpetually variable continuum —colwhs largely dependent on context and
circumstance, rather than as a rigidly definedo$esides” or "classes" into which one fits
unquestioningly — has long since made its way o contemporary understanding of
sexuality. But Brick has not reached this concepyet. In his mind, sexual identity cannot
be ambiguous and multi-faceted; in other wordsjust be consonant with either one of two
extremes, and the fact that he is unable or umgillo say which one paralyses his process of
identification. But this paralysis is not the rdaswff an irresolvable impasse between
homosexuality and heterosexuality: it owes moreth® fact that he is either unable or
unwilling to embrace and accept ambivaleffce.

The outcome of the corrosive aspects of self-fashg mentioned above is an almost
complete breakdown in communication between fatrat son. As Brick says, whenever
they "talk" to one another, it seems as thoughBagdy "gas[ses] about this and that" while
Brick merely pretends to listelCHTR 2. 931). At the heart of this verbal dysfunctioes|
once again, the interplay of, and tensions betw#®n familial and personal identities of
these two figures. To put it differently, Brickistreat from life and his incessant drinking are
a constant reminder for Big Daddy of his own falum keeping control over his family and
his inability to live up to his own preconceivectals of the father-figure. And for Brick, Big
Daddy is a constant reminder of his own failur@a@®n and husband, perhaps even as a man.
According to Foucault's ethics, both of these feguhave placed an inordinate degree of
emphasis on the care of self over the years, wiashled to the neglect of others. The result
is the slowly disintegrating marital and familialationships we see dramatized on stage,
which are all characterized by a breakdown in comigation and subsequent feelings of

revulsion. This is particularly evident in the tedaship between Big Daddy and Big

2 n light of this distinctly monochrome vision thiatso carefully established in the first two astghe play,
the Broadway version's sudden resolution of Briekisotional paralysis remains, at best, unsuppdriethe
preceding action and, at worst, becomes trite biodmceived.
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Mamma, and between Brick and Maggie, but also setoe extent — between father and son.
In this way, Big Daddy once again comes to occupgraral place in the shaping of Brick's

sense of self, while Brick has much the same etiadtis father.

The Compson family in relation to Benjy

In contrast to Big Daddy's influence on the Pofhitily, Benjy's influence on the Compsons
is less noticeable, but revealing in terms of tiiécs of self-fashioning. Lawrance Thompson
argues, for example, that Caroline, Quentin andrdas'each motivated by different kinds of
need for self-justification” — first make a "scapagof Ben" (owing to his mental incapacity)
and, following this, make a "scapegoat of CaddyWwifg to her so-called sexual
indiscretions), "so that they may heap on these seapegoats the ultimate blame for the
disintegration within the Compson family" (114). él'tiormation of their identities thus
involves viewing themselves as victims of circums&s beyond their control, and all three
project onto other family members, and onto litelt, their own chaos. Foucault's ethical
model can be used to tiegether the figures of Jason, Quentin and Carolmall three of
these figures there is an over-emphasis on theafaself, which limits and, in some ways,
negates the possibility of caring for others. Tihisessant self-focus is in contrast firstly to
Benjy, who simply has no developed notion or awesenof self, or of other, as a clear,
functional or ethical distinction. Secondly, theeglf-interest is sharply juxtaposed to Caddy
and Dilsey, the only figures in the novel who dersecapable of self-sacrifice in favour of

others.

The first of the three self-absorbed family mempe&taroline Compson, appears to be a
neurotic hypochondriac with an inferiority compland, ultimately, a failed mother. Caroline
firmly believes that she is physically weak andfetsf precisely because she is a woman who
was put upon by her husband, her children and gocléroughout the novel, she keeps
reminding all those around her of her physical ifitgg which is often associated with the
notion that she is a suffering "lady". Her favoaniefrain is: "It's a judgment on meSK 3),

as she constantly feels victimized by practicaNergthing around her. Commenting on
Quentin's suicide, she even complains: "Under &Sbdaven what reason did he have? It
can't be simply to flout and hurt me. Whoever GgdHe would not permit that. I'm a lady.
You might not believe that from my offspring, buam™@SF 300). Here Caroline addresses

the nexus of her insecurity: as a consequencerdbieself-esteem, she constantly needs re-
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assurance of her status and value within the farklyen though she married into higher
social standing, she never stops thinking of hes&la Bascomb, her maiden name. The
reason for this is that Caroline has always felvamhy in relation to her husband, and
perhaps hadeen made to feel this way by the Compson famillipo vare of Southern
aristocratic stock. As a result, she overcompesdageconstantly insisting that the Bascombs
are equally important in Southern society, and beatfavourite son, Jason, is the only real
Bascomb in the family, while the other children allrue CompsonsSF 92, 100, 181). The
implication of this is that only Jason shares whkah her opinion the stronger bloodline, and
that the other children are deemed to have inlkritee over-bred weaknesses and

condescension of the Southern aristocratic Compsons

As is apparent in Caroline's complaint about hesbland's holding himself "above" her, some
parallels may be drawn between her and the fighBigpMama inCat. Both women serve as
dramatizations of the cultural values inscribedha roles of Southern wives and mothers.
Caroline and Big Mama have married into a differ8@outhern social stratum from that in
which they were raised: Big Mama into a lower stnat Caroline into a higher. Since Big
Mama has chosen a self-made man who once had gpthihnow owns an entire plantation,
she is perhaps a little tatetermined to be the equally successful wife antheroEver since
Caroline married "upwards", she has felt inferind ainworthy — feelings which the cynical,
alcoholic Jason Sr. has never done much to all@gabelaborates on this aspect by writing
that Caroline's
... origins lie in a different part of the southesocial landscape, the lower middle
class, which had long lived under the shadow ofitelafamilies like the Compsons.
Desperate for status in a culture weighted agadiesh, members of this class in the
period after the war often became models of prolptypulating the evangelical

churches and grasping Victorian morality as theket to respectability. (117)

Aspects of Caroline Compson resemble this pattérigmasping” morality. She constantly
overcompensates for her feelings of inferiority psotesting that her own family, the
Bascombs, are just as good as the Compsons, atichpgsing a repressive moral standard
on her children" — particularly, on her daughtead@y (Singal 117)Ultimately, though, the
identities of Caroline and Big Mama are shaped sigaificant degree by their positioning
within the patriarchal structure of the family —ripeularly in relation to their distant,

unloving husbands. The result of this interpellatioto the role of the mother-figure is that
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the removal (or potential removal) from the familiythe domineering patriarch leaves the
mothers pathetically unable either to assert themsgor to cope with familial tensions.
Consequently, the entire family structure startsvgl to disintegrate around them after the
loss of their husbands.

A further effect that customs of patriarchal sust@s have on these Southern mothers is that
these lead them to place an inordinate degree pé lamd trust in their male offspring,
particularly in light of either the ineffectualitpr imminent absence, of their husbands. This,
in turn, places a great degree of pressure ondifidashioning processes of the sons within
the family. But there is, of course, a deep iromyCiaroline's perception that Jason Jr. is her
salvation, just as there is irony in Big Mama'spigate hopes for a male child from Brick.
The irony is that Jason and Brick never quite plag saviour that their mothers have
imagined them to become, as it is impossible totrtteedemanding and idealized standards
of the traditional role of heir to the familial $eaf power. Jason shamelessly deceives and
steals from Caroline; in fact, it is almost as thlouhis blatant reversal of expectations
becomes a form of revenge taken on her and heundéa idealization of him. Much to Big
Mama's despair Brick shows no sexual interest & viife — however, in this case, his
disappointment of maternal expectations is notrescious and active form of rebellion. As
shown before, Brick's impotence has little to dehwBig Mamma, and more to do with his

own identity-crisis.

It is Caroline's low regard for Benjy that is, againost revealing of the ethics of her process
of self-fashioning. Caroline sees Benjy as notmmgre than a punishment for putting her
pride aside and marrying a condescending husbdms.constant feeling of being victimized
is a reflection of Caroline's lack of interest asyather. Even when Benjy burns his hand at
the fire and starts wailing, Caroline accuses DBilaed the other caretakers of getting him
"started" on purpose because she is s8k 7). In terms of Benjy's relationship with the
other family members, she feels that Jason Sr.Gadty both "humour" him too much in
their attempts at keeping him calm, and that siffersuas a result of his being spofBK61).

For Caroline, care for others — and for Benjy intigalar — is practically impossible owing to
a neglect of the care of self: Caroline has no igesanse of who she is, and the result is that
she is pathetically unable to nurture or care fenjBmin or any of her other children. Even
her "love" and subsequent favouritism for Jasonbaiseed not on feelings of tenderness for

him as a son, but rather on her misguided peraemidim as the only one of her children
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who cares for her — again a reflection of her owif-gbsession. In Caroline's world,
everything revolves around herself. The outcomehtd imbalance is that Caroline also
perceives a threat from, and lives in fear of, atreverything around her. Her life is merely
a preparation for death and she constantly imagmeeself to be "ill", "keep[ing]" herself
"sick™ and, thereby, distancing herself from thesiens and conflicts that are slowly tearing
her family apart $F 261). Big Mama's reaction to a similar situationhier family is the
opposite, yet it remains equally unsuccessful: wlegroline withdraws into a world of self-
pity, paranoia and isolation, Big Mama overcomp&sdy being overbearing and over-
involved — a strategy which also fails. Again, astinctive grasp of the interpenetrative
ethical equilibrium might prove more effective: dia&es care of the self by caring for others,

but this does not imply that one denies or negaieself in the process, as Big Mama does.

As mothers, Big Mama and Caroline have anotherlianthallenge in common. Each has a
son who struggles with aspects of his sexual iderBirick with homosexuality and Quentin
with incest. Brick and Quentin’s abhorrence of thescial taboos has grown to such
proportions that it involves a festering distasbe themselves, which they expect those
around them to share. To understand Quentin's ptinoeand appropriation of the incest
taboo, it is helpful to use, again by way of costrand refraction, the figure of Benjy as a
foil.”® As Thompson, following Faulkner, suggests, Queitir in many ways — a kind of
inverted reflection of Benjy (114). We have alreauyted that Benjy is trapped within a
mode of somacentric awareness — he exists wittpnimaitive state of physicality without
cerebration. But if Benjy's existence is limitedibh@ body as a dramatization of the Sartrean
notion of being-in-itself, then Quentin's mode odséence dramatizes the being-for-itself
which is lodged within his consistent attempts @raating into a state of unadulterated
consciousness and ideological abstraction withtwsigal intrusion. This coheres with his

preoccupation with incest because, although hensldab have had thoughts of intercourse

" In Richard King's extensive discussion of the ptemt manifestation of incest in both Faulkner Sotithern
culture as a whole, he distinguishes between thgchmlogical meaning of incest, which varies fromfture to
culture, and the function of the incest taboo, Whi& one of the few cultural universals" (116). ¢ ifollows
Lévi-Strauss in observing that, while "there issomiety in which there anmeot rules regulating marriage", the
incest prohibition does not cover "the same refetiips in all societies or even within the sameietpcat
different historical moments" (116). He then argtred "the incest taboo signifies that society ¢@sain rights
over the individual; indeed it is the primary meafi®rdering society and ensuring its survival imking a unit

— the family or clan or whatever — with others thgh intermarriage” (117). However, since Freud, the
psychological aspect of incest should also notdmmred. "The incest taboo is not only the most nvagm
repression, it is the absolutely necessary one.afeonly human in that we are repressed in our most
fundamental desire. The son must give up the mptherabnegation which is matched by the father's (o
brother's) exchange of the daughter. No one mayymédrom he originally desires" (R. King 117).
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with his sister Caddy, he has never acted on satfagiesOne could read Quentin's attitude
thenas an exaggeration — perhaps even a parody — dettanstructive mode of thinking: he
constantly escapes into the uncertainty of disktatignification in which nothing is ever
determined and in which meaning remains perpetydityle and deferred with no relation at
all to truth. Following Derrida, such a notion igadnstruction taken to an extreme.
Consciousness trapped within perpetual abstractmmpined with an attempt at completely

denying physical facticity is both untenable anif-destructive.

The best illustration of this tendency towards edation and self-destruction can be found in
Quentin's use of the word "incest”, which constisuainother way in which he attempts to
"soar above his earthly environment into the 'diag/snfinity' of the ether ..." (Singal 120).
For Quentin, there is little difference betweererittg the word and committing the deed
which it represents — that is, he seems to invest@dinate degree of value in merely saying
that he has been considering incest with Caddys fidgonates with the way in which Brick
uses the word "sodomy" i@at When Brick eventually uses this term in relationhis
ambiguous relationship with Skipper, he barely ngaisato say it. This is so because he is
filled with such disgust and self-loathing meretyttze verbal conjuration of the taboo, that it
matters little to him whether or not actual sexcahtact occurred. To put it simply, both
"incest” and "sodomy" are powerful enough to tanteputation purely by mentioning the
possibility of the acin relation to a person, whether that person iftygof the taboo or not.
Thus, when it comes to tainting the purity of tirisndship — or, as Brick says, "naml[ing] it
dirty" (CHTR1. 910) — the word is as powerful as the deed.

But, whereas Brick shies away from using the wamk senses that Quentin consciously
wields the power of the word as a weapon aimedchiesing a desired effect. He uses
"incest" precisely because he perceives the wordetas deplorable as the deed itself. As
Singal, quoting Vickery, proposes, Quentin prefidaat "incest" stays within this symbolic
realm, rather than becoming an act, because "@&nghis fantasy ... would ruin everything
'by involving him in the terrible reality of experice™ (124). He thus admits to his father: "I
was afraid she might [commit the act] and thenatulsn't have done any good but if | could
tell you we did it would have been so..SK 176). Quentin is frightened of the physical
aspects of his bond with Caddy, but believes tlsatiguthe word "incest" will be equally
effective in binding her to him. His solution, thes to claim her loss of virginity as an

actuality, as his doinghus attaching to her purity the most perversecsouitural stigma
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possible. Since he cannot or will not act on clagrier physically for himself, he wields this

word in an attempt at trapping Caddy within his qweferred realm of abstraction.

Closely connected to this strategy is Quentin'sittied relationship with timé& Derrida’'s
linguistic conception otlifference —in particular, his notion of the trace — is agesfevant
here. Derrida questions the possibility of all dbto states by showing that instances of
spatio-temporal presence are always-already imetpgted by notions of absence. This
theory can be applied also to our perception ofmmggul events withintime. Events, and
our perception or experience of these events, ererrsignificant in and of themselves — that
is, they contain no essence of meaning — but nm&trtiiemselves always within a relationship
of difference and deferral to other past and fukwents. Any experience in the present thus
attains significance only when weighed against lsimexperiences in the past and — at the
same time — becoming the germinal point for mongeeences in the future. Underpinning
this thought is, of course, Derrida's conceptiorthef trace, in which each "element” in the
relational web retains the mark of a past elemauit,also allows itself to be "hollowed out"”
by the mark of its relation to a future elementiff@ance" 142).

Quentin is obsessed by this relational aspectropteal experience: that is, by this relentless
movement in which all meaning in the present setntsecome, at best, contingent and, at
worst, tainted and corruptedhis forms a sharp contrast with Benjy, wisonever even
conscious of time, or of self within time, and s oppressed by the weight of unqualified,
unalleviated presences. For Benjy, everything isstantly present — even memories of the
past are intermingled with the now in a blending &turring effect. Quentin, however, is
deeply troubled by the interpenetratioihpresent, past and future, which engenders antgel
of complete meaninglessness and the effect offiilé$ration is a decentred, dissolving self.
Just like Derrida's sign — or any other single rfedat” within a relational structure of

meaning-making — Quentin's experience of the ptasgrerpetually and inescapably haunted

4 Eaulkner's treatment of time in the novel has rembi large degree of critical attention sinceiiblication,
and deservedly so. Sartre, for example, wrote awead essay entitled "Time in Faulkn&he Sound and The
Fury", in which hetakes issue with Faulkner's metaphysics. Sundghistvs thatThe Sound and the Fury
"anticipates a problem Faulkner would never fullgalve" but which would form the "implied subjeof'much
of his work (7). This involves the notion that thelationship between present and past is "centrahé¢
Southern experience and often creates the pressituadion in which the past becomes an ... imgpsiodel
to the same extent that — like the childhood obanded, beautiful girl — it cannot be recapturetiyee, or even
clearly remembered" (7). The sheer weight of tligsony is clearly at play in the dramatization bétfigure of
Quentin, not only in this novel, but also in theetaAbsalom, Absalom!
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by its liminal opposite: the past. But in the vegme moment, it is "hollowed out" by what is

to come, to such an degree that Quentin's presenisto have no significance for him.

Again, Quentin's experience of time thus becomegxaggeration or parody of Derrida's
deconstructive conception of temporality, edgingftin towards chaos and self-destruction.
"By contrast with Ben's instinctive response toeck§ used to symbolize positive values in
human experience," such as the light and warmfiregfthe smell of trees and leaves, which
he often multiplies through mirror images and milens, Quentin dramatizes a tendency
towards negative values which are "life-injurinfgddestroying” (Thompson 114). These are
symbolized, for example, by his obsession with skad Carvel Collins notes that the word
"shadow" recurs at least forty-five times in Queistisection (62). Shadows suggest both the
absence of light and inseparability from the onewhsts them. In effect, Quentin is thus
followed by his self-created darkness and despairpsychological pursuit from which he
seems constantly unable to escape. But he maybalseen as casting darkness and despair
ahead of himself, as one casts a shadow when theslsnes from behind. Eventually,
Quentin's only solution is to want to escape orceanime altogether. This urge is first
dramatized through the symbolic twisting off of tiends of his clock but, later, also through
his act of suicide. Death is the only escape frbm web of perpetual meaninglessness in

which he feels caught.

If Quentin is the extreme logocentric idealist frated by the meaninglessness of the present
and its failure to achieve absolute plenitude, Bedjy's experience of time remains locked
within a realm of unadulterated presences, thesthar Jason tends towards an egocentric
literalism in which, if nothing elsd¢ime is money. Jason is thus "forever racing albehtind
schedule with no hope of catching up” (Singal 1®écause he conceives of time only in a
narrow, "mechanical and minute-to-minute sense"iaraltempting to project himself into a
possible future of wealth, power and social staiuswrey, gtd. in Brooks,Faulkner:
Yoknapatawph&28). Jason thinks of Quentin's preferred realmingfuistic abstractions as
pathetically ineffectual, only to be derided andh@iped in favour of the material world. His
materialism has a history: Jason has always beemejected outsider and th&eéasuref
among the childrenSF 92). There is thus a degree of irony in Vershismment on Jason's
childhood habit of always standing with his hanal$iis pockets: "Jason going to be a rich
man.' Versh said. 'He holding his money all theetim(SF 34). Jason eventually does "hold

on" to money, but it is not his. Nonetheless, hasféne is perfectly entitled to the money he
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extorts. This sense of entittement develops frono twotions: firstly, from Jason Sr.'s
disinheritance of Benjy to send Quentin to Harvamdd secondly, from Caddy's husband,
Herbert Head's, empty promises to employ Jasomeitnank after the wedding — promises on
which he never deliverand in response to which Jason carries a grudgeirtinic, though,
that Jason's deceit, pent-up hatred and anger dswas blood relations have a subliminal
effect on his health: he suffers from regular, dilvyg headaches, most probably as the result
of high blood pressure&sg 237).

Jason's mode of self-fashioning is refracted negtithrough his relationship with Ben.
Jason never uses "Benjy" as a term of endearmemtigchandicapped brother as his other
siblings do. This demonstrates his lack of affectibhroughout the novel, it is clear that
Jason regards Ben more as an animal than a hunran be calls him the "Great American
Gelding" because of his castration, and after Bergpcounter with the school girls at the
open gate, even remarks that "they never startexa soough with their cutting'Sf 263), as
though he welcomed, even relished, the idea obtather's maiming. If Benjy is physically
castrated, and Quentin's desexualisation is obatract kind due to the notion of incest with
his sister, Jason's notion of sex is, once agaduyaed to the cash nexus. He sleeps only with
women whom he can pay in return for their sexualises, and thus treats themlestreats
everyone else around him, as purely economic contreedIf a person is of no value to
Jason — that is, in the most literal sense, as sastand — that individual simply means
nothing to him. This is why Jason would prefer énd Ben to the asylum in Jackson: for the

tax benefits that might accrue on his acco®ftZ22).

Using Foucault's thinking, Jason, Caroline and Quoesan thus be juxtaposed to Caddy and
Dilsey, the only figures in the novel who do seeampable of self-sacrifice in favour of the
care for others. This is clearly illustrated by geaient and loving way in which they are both
willing to facilitate Benjy's constant need for ftiag and gratification. Caddy is quite
unselfish in the way in which she treats Benjy: gheilling to lie with him in bed until he
falls asleep $F 42); she likes to take care of him when he is @&\y@k 61); and she knows
how to soothe and please him: whether it is withrhbther's cushiorS¢ 61), the old satin
"slipper”, or simply by feeding him correctl$ 68). As Thompson points out, "Caddy has
discovered ways of appealing to Ben's limited resps, to satisfy his instinctive and

unreasoning hunger for orderliness, peacefulnessnsgy” (111). This necessitates that she
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stays very much in tune with her brother's moods$ aeeds, taking care of him in both a

physical and mental way.

However, in return, Caddy also derives her owniggnce from Ben's role in her life. This
is dramatized in four key episodes — each connettedlifferent phases of Caddy's
development as a woman (Thompson 112). When Caddigienough to become interested
in the opposite sex and starts wearing perfumejyBenegative reaction to the smell makes
her wash herself clean — a guilty act of symboleansing. When Benjy stumbles upon
Caddy kissing Charlie, she promises — again ogudf — not to kiss any other boys when he
is nearby because it upsets him so much, a proshieds unable to keep. Then, upon her
return home directly after her first complete sé»axperience, Benjy begins wailing again,
following her up the stairs and tugging at her dras though he recognizes the significant
change that has occurred in her life. But the ficanice of Ben's behaviour depends on her
interpretation of his actions. We have noted eal®v Benjy's understanding of Caddy is
severely reduced to a primitive presence-absengasn@hich has no moral underpinning.
Thus, the accusatory inflection she sees in hifigaand tugging is a significance which she
reads into this behaviour. In this way, Benjy beesna reflection of her own moral
conscience, even though he has not the capacgsatp even the most basic notions of right
and wrong. It is, of course, Caddy's sexual "ingiBon" which eventually leads to her
pregnancy and marriage, and consequently to heanggment and removal from the
Compson family. The grief that this "absence" oti@athen causes becomes the permanent

loss which Benjy's wailing has perhaps symbolickdhgshadowed.

Owing to Caddy's progressive "fading away" in thevel — both physically from the

Compson household, and psychologically as a forndis$olution of self — Sundquist

conceives of Caddy as the key "symbol of loss"he hovel (10). She is not so much a
complete and fully dramatized fictional figure as"&ea, an obsession in the minds of her
brothers" that keeps fading away (Sundquist 1@oulld add, though, that this progression
towards absence is also not without its interpatigt notion of presence. While Derrida is
at pains to show that there is no pure state ohpigfsical presence that is not marked by
notions of absence, the reverse can also be argsed) the example of Caddy. Caddy was
never and, one imagines, will never be, absolugdlgent from her brothers' lives, even
though she may be in another physical space. FajyBshe remains the trigger for his

polarized existence between presence and conteptam@habsence and discontent. And for
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Jason, she will always be a reminder of literas lwsthe form of higxclusion from material
wealth. Thus, while the figure of Caddy appearsdasingly insubstantial and evanescent in
the novel — until, by the fourth section, she isdhaafforded so much as a mention — she
remains a kind of enchanted figure, a ghostlygmes, that "lies always alwa{sc) beneath

the shadowy surface of the prose" (Sundquist 18).

From a broader socio-cultural perspective, the y@egjon towards promiscuity in Caddy —
some have even argued that it becomes a form ophgmania (Singal 131) — dramatizes
her growing rejection of the traditional, cultugaprescribed sexual positioning of the chaste
and pure Southern lady, a role which her motherpl@e, has both embraced and tried to
instill in Caddy. Yet, as Singal shows, "she cascdver no suitable identity to replace the
one she rejects" (131). Throughout Caddy's prooéssaturation beside her psychological
other — her brother, Quentin — stenfuses their gender roles, often behaving maeethe
aggressive Southern male, while Quentin takes enpiérsona of the weak, submissive
female. Singal notes that the episode in whichridnersal of roles is clearest occurs directly
after Quentin's disastrous and unsuccessful ctygdleh Dalton Ames to a duel in defense of
the honour of his sister. After this encounter, @ad- symbolically, riding up on a horse —
comes to rescue her brother, who had "passed kaitali girl" (Singal 131). "For these
descendents of antebellum elite ...", writes Sinthk entire process of gender identification
has irretrievably broken down" (131). To this assesnt, one could add that the norms and
values of the Southern family romance, which igieeply incorporated into the structure of
this society, relyheavily on the example of strong role models fa& pmocesses of gender
identification in the family. With the weak and ffextual Jason Sr. and Caroline, it causes
little surprise that both Caddie and Quentin arenssuccessful at finding a secure sense of

selfhood in a society governed to the core by ofégluctive patriarchal strictures.

Evident again in this final example of familial s&shioning — that of Caddie's development
of identity within the Compson household — is adder theme which we have traced
throughout all the familial relationships of thellRts and the Compsons. Caddie's formation
of self — thus, her process of identification —segrofoundly shaped by her placemeant,
positioning, within the familial network and in ation to all the other Compsons. This is
similar to the way in which, for example, Brick'dentity is shaped by his father-son
connection to Big Daddy, or Caroline's by her mogun relationship with Ben. In addition

to this, these delicate processes of identificaticninterpenetrated by certain predetermined
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cultural codes, such as the traditional roles efrtiother, father, son and daughter, as these
manifest themselves within the Southern family rooga But these instances of ideological
interpellation are never all-powerful in determigithe individual family member's formation
and practice of self, as subject positions are ydvegpropriated and articulated in unique and
individualizing ways. For this reason, Big Daddyns more the "typical" patriarch than
Caddie is the "typical" Southern daughter. Nevéde® it cannot be denied that individual
processes of identification are always-already stidpy social discourse. So, while there
seems to be no self without family in the Soutler¢halso seems to be no self, or family,
without culture and community — a proposition white next chapter of this study

interrogates in further detail.
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Chapter 4

Self-fashioning through the subject's relation to ommunity and culture in
Light in August (1932) andA Streetcar Named Desire (1947)

But as soon as they heard [Christmas' name], itagatough there was something
in the sound of it that was trying to tell them wt@expect; that he carried with him
his own inescapable warning, like a flower its $c@na rattlesnake its rattle LA
27)

STANLEY. ... And for the last year or two she hasrbeashed up like poison.
That's why she's here this summer, visitoyglty, putting on all this act —
because she's practically told by the m&yget out of town! ... IND7. 531).

Community and culture

A discussion of the final mode of self-fashioningsjped by this study, the influence of the
community and cultureon the processes of identity-formation and tramsédion, is a
particularly challenging undertaking. This comptgxistems from the multiplicity of
meanings and connotations associated with the ‘teommunity” within the Humanities, as
well as the intricacy with which these are intereowvith conceptions of "culture”. It seems
impossible to speak of a community without makireference to the larger cultural
framework within which that community is rooted. i# equally difficult to discuss the
particularities of a culture — its history, tradiis, values, beliefs and interpersonal
behavioural patterns — without considering how ¢haspects are lived both within and by
various communities. From the outset, it would tekeem as though culture and community
are intricately interconnected and mutually infliaiy but not entirely interchangeable
notions. How, then, should one approach the chgdlenf reading two cultural products
which are considered to be as distinctly and untealp "Southern” akight in AugustandA
Streetcar Named Desird@oreover, what do these texts have to say abeuintportant role

that the community plays in the fashioning of indial selves?
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To begin with, culture — in comparison with comnynt seems to be a more challenging
idea to delineate, since it refers to a confluesican array of different abstractianBhese
include such problematic notions as the relatigmsl@mong people, forms of art, ways of
living, and so forth. Community, on the other haappears to point towards something more
concrete: to a groupf people who share a particular space and, theredoset of distinctive
characteristicdt would also imply a level of either casual orrfal interaction between such
members owing to what could be described as afs#taved interests, needs or goals. But,
on closer inspection, this determinacy is deceptiMee instability of both "culture" and
"community” becomes apparent whenever an attemptade at tracing the margins and
drawing lines of inclusion and exclusion aroundungds or communities, which often seem
to transcendassumed differences. For this reason, there sirapyno neat lists to be
compiled giving the distinct and definitive chaexgdtics of the Southern experience, along
with the claim that precisely such factors constitihe region's culture. Similarly, when one
begins to separate those individuals who beloraggarticular community from those who do
not, one faces questions that challenge the prexiteria for belonging — issues which,
historically, have vexed many anthropological andltural research projects. As
anthropologist James Clifford points out, cultueenains "a deeply compromised idea that

[we] cannot yet do without" (10). And so, it wolddem, does community.

There is, however, a theoretical paradigm withincllthe indeterminacy of concepts such as
"culture” and "community” is functional. Given Sause's conception of language as a
network of differential interconnections betweamgliistic signs, a semiotic strategy offers a
possible solution to the challenge. Such an appraadollowed by anthropologist Clifford
Geertz. Although his is neither the only, nor titemate, theory of culture, Geertz's thinking
has proven particularly useful owing to its senuotinderpinning.There are relevant
comparisons to be made between the "reading" oftare or community, and the "reading"
of texts. Geertz writes: "Believing, with Max Webdhat man is an animal suspended in
webs of significance he himself has spun, | takeupeito be those webs, and the analysis of
it to be therefore not an experimental scienceearch of law but an interpretive one in
search of meaning'ir{terpretation5). Cultures are thus to be understood, in Geeriais,

not as something concrete and stable, as "objétét"could be studied "objectively"”, but
rather as systems of signification which are omebeing interpreted, thus, to being "read" in
subjective waysMy preference for the term "signification”, rathdran Geertz's word

"meaning”, is calculated: "meaning" is in dangebeing understood as an unchanging core



Malan 122

or essence to be discovered through the readirgppspwhereas signification captures more
aptly the irreducibility and persistent flux inveld in the interpretative activity. The
"reading" of a culture or community is a never-getbmpleted process of meaning-making.
Nevertheless, Geertz's striking image of man'ssgmifining a web of relations is directly
comparable to Derrida's similar conception of theven texture" of a text, "spun” in and
through language: "a web that envelops a web" (6Rl&harmacy” 63). A text, says Derrida,
is a relational structure precisely because ipissboth around and within another relational
web: a text not only contains language within ég@s, but it is also written in language; in

other words the language also contains the textrelationship of mutual penetration.

Derrida makes another apt observation regardingaader's engagement with a text, which
can be related to the anthropologist's engagemaetit & culture. He argues that the
"dissimulation” of the "woven texture" of a piecéwriting, through years of reading and
critical engagement, serves both to "undo the waefld also to "reconstitut[e] it ... as an
organism, indefinitely regenerating its own tisduehind the cutting edge, the decision
[perhaps also incision] of each reading" ("PlaRt®mrmacy'63). The function of reading as
the interpretation of a text is thus ambiguousrédaks apart and penetrates the text as an
attempt at arrivingat the elusive heart of its meaning but, simultaisgg it serves to create
the text through the accretion and transformatioitscsignificance. This dual process implies
that a reader of a text cannot avoid "getting afiegers caught” in the web of the text owing
to his or her "addition of some new thread" to &eaaly dense texture (Derrid&lato's
Pharmacy"63). The reading and writing about a text thugséssn making the text, in

decomposing as much as weaving the web.

Derrida's thinking resonates strongly with Geertasthropological theory, which
conceptualises notions of culture and communityteass. "In short,” Geertz elaborates,
"anthropological writings are themselves interpietes ... They are, thus, fictions; fictions,

in the sense that they are 'something made," 'samgetashioned™, and here one wants to

add: fictions fashioned in and through languéigeerpretation15).” Precisely owing to the

S While Geertz describes his approach to anthrogoioghis way, he has been criticized by anthropisits

such as James Clifford for the non-applicationhi§ semiotic theory in field work. In his critiqud Geertz's
now famous description of the Balinese cockfighihThe Interpretation of Cultures as a ritual sport which
becomes a "text" in a "contextual world" to be réadits cultural meanings, Clifford argues thate@e stages
an "abrupt disappearance" into the role of partictpobserver to describe this ritual. This "quasisibility"

obscures the notion that "an essential part ofcthekfight's construction as a text is dialogicahe author's
talking face to face with particular Balinese, mthhan reading culture 'over the[ir] shoulderas' Geertz
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pervasiveness of, and dependency on, languageireutt like language — is a symbolic
system consisting of traceable “internal relatigpsh between various "symbols”,
themselves indefinite and interdependent, by whishn confers significance upon his own
experience" (Geertz|nterpretation 250). The affinity between Geertz and Derrida's
perspectives is most apt when Geertz asserts flefulttiral analysis is intrinsically
incomplete” and, "worse than that, the more deaplgoes, the less complete it is"
(Interpretation29). This echoes Derrida's idea of the readingexfisias an ongoing process
which dissimulates as much as it constitutes, reslas much as it expands. The process of
reading is never quite completed; neither is amthimgical commentary, which never

reaches a conclusive end.

Into this line of semiotic argument one could drda® notion of community. If culture and

community are co-dependent and interpenetrativessigithin a relational, semiotic system,

it follows that they would share similar charadgas of indeterminacy and heterogeneity.
Culture, as we have seen, is a notion that fintigioeal and non-essential meaning only
within the structural systems of language and apiblogy. Since culture is inextricably

connected to, and interpenetrated by, communigystme could be said of community. This
would imply that, given their common semiotic claeaistics, notions of both culture and

community are necessarily multifaceted, finely raeeahand ever-evolving, and should not be
imagined as finite, homogenous or monolithic. Femhore, the reading of a community is a
never-ending process which serves both to reduddaaxpand, to reveal and to obscure its
signification within a larger semiotic frameworka telation to this study's focus on the
South, the implication is that writing about thiarficular culture serves to enrich the
"reading" of the South. At the same time, ther@ansinevitable indeterminacy to such an
endeavour: by reading the South we weave in yethanohread to the ever-evolving texture

of its "text".

Taking a step further, a semiotic approach cangptied to an understanding of a cultural
and communal identityThe idea of the self as a positioning within websignification can
be traced also in a discussion by theorist, Stuart, Hialhis essay "Cultural Identity and

Diaspora". In this text, Hall uses the Afro-Caribbeblack diaspora and "its narratives of

suggests he did (Clifford 40-41). Again, to rettwnDerrida's earlier image, even a "reader" ofureltcannot
read the relational web of a culture without geftims/her fingers caught — a notion which Geewrdleres to
theoretically but, it would seem, not alwagspractice.
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displacement” as an illustrative framework withinhigh to compare two different
conceptions of cultural identity: the essentialmtd the positiona{392). The essentialist
conception, as Hall sees it, proposes that cultidexitity is "a sort of collective 'one true
self', hiding inside the many other, more supeafior artificially imposed 'selves™, and that
this core identity is shared by people with a comrhistory and ancestry ("Cultural Identity"
393). This notion facilitates attempts at rediseowg a shared geographical and historical
"origin” or "roots", and is prevalent in many digpéd cultures, particularly in instances of
human migration that were the result of forced ptatselocation. One of the central tenets
of this "essentialist” conception is the belieftire "unproblematic, transcendental 'law of
origin™ — the idea that there is some fixed arehclpoint in time and place at which a single,
homogenous identity existed and was shared by apgod people who were later to be
displaced through slavery, exile or banishment.edigcovery and reclamation of, even a
return to, this common "origin" has often led tmare stable and secure sense of self in the
here and now (Hall, "Cultural Identity" 395).

The spiritual and inspirational value which progof imaginative rediscovery hold should
thus not be underestimated, a notion which marthefvell-known social movements of our
time — feminist, anti-colonial, anti-racist — hapeoven (Hall, "Cultural Identity" 393).
However, Clifford makes the point — and a decomsiva attitude is evident here — that
"claims to purity are ... always subverted by tleedto stage authenticily oppositionto
external, often dominating alternatives" (12). Reisti historical identity is thus posited
against patriarchy; white, Western identity agaitstOriental other, and so forth (Clifford
12). Clifford thus asserts that, "[i]f authenticigyrelational, there can be no essence except as
a political, cultural invention, a local tactic" QL The idea of an unchallenged point of

"origin” is thus problematic from the outset.

The instability of origins is investigated furthiey Derrida in hisOf GrammatologyIn this
text, Derrida questions Rousseau's hierarchicatipomg of voice as the "origin" of writing,

% Hall rightly points out that, within a postcolohizontext, the essentialist conception of cultuas played a
major role in re-shaping the black world: "It laythe centre of the vision of poets of 'Negritudike Aimé

Césaire and Leopold Senghor, and of the Pan-Afrigalitical project, earlier in the century" ("Cutal

Identity" 395). Hall adds that the essentialistiot"continues to be a very powerful and creativecé in

emergent forms of representation amongst hitherogmalised peoples”, often taking the form — tatqu
Frantz Fanon — of valuable, "passionate researdirected by the secret hope of discovering beybadnisery
of today, beyond self-contempt, resignation andirajon, some beautiful and splendid era whosetende
rehabilitates us both in regard to ourselves ard others" (qtd. in Hall, "Cultural Identity" 393
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thus of written language as merely the "shadow"reflection” of spoken language (36).
Speech, argues Derrida, is marked by the very sgmadities associated with writing —
absence and deferral — since it manifests itsdliinvithe relational system of language. "In
this play of representation, the point of origircomes ungraspable. ... There is no longer a
simple origin. For what is reflected [speech] isitsip itself .. (Derrida, Of Grammatology
36). Derrida's repositioning of speech as an exangplan unoriginal "origin” has wider
significance: it could be applied to any momentt tls& over-confidently posited as an
unchallenged point of beginning. All origins — that even in conceptions of an "original”
culture, or "original" identity — should be treateith a degree of skepticism. If moments of
origin are constructed retrospectively as "mytlas’ Derrida shows is the case in relation to
speech, then the notion of origin itself implietaek of essence and fullness, an absence: it
immediately loses its privileged position as anduiterated beginning.

On this point, Hall's relational conception of cu#ll identity as a positioning, rather than an
essence, is relevant. Hall proposes that cultaexttities are constantly evolving and never
static, which is similar to the way in which Geeatimks of cultures (Hall, "Cultural Identity"
394). The deconstructive underpinning of this idea@&vident when Hall writes that, "[flar
from being eternally fixed in some essentialisedtpgcultural identities] are subject to the
continuous 'play' of history, culture and power.[lJdentities are the nhames we give to the
different ways we are positioned by, and positiamrselveswithin, the narratives of the past"”
("Cultural Identity" 394)." What Hall argues for is thus by no means a negatfcistoricity

in the shaping of a contemporary cultural identityt an awareness that historical influences
are far less rigid and less readily interpretatbi@n an essentialist theory would suggest.
Hall's emphasis falls, again, on the relationaleasf cultural identity, that is, identity

within Derrida and Geertz's "webs" of signification

To this, Clifford adds a creative and inventiveegp"Twentieth-century identities no longer
presuppose continuous cultures or traditions. Bveeye, individuals and groups improvise
local performances from (re)collected pasts ..4).(IThe introduction of a performative

aspect — that is, the playing of a role in relatiorm remembered history — is particularly apt.

" This view is shared by Clifford, who uses the eglof Melanesian cultural identity as "somethirgme to
understand not as an archaic survival but as aroioggprocess, politically contested and historicall
unfinished" (9). In general, Clifford's work alsests the boundary between literature and anthrggplend
both builds upon, and critiques, the semiotic apphoof Geertz.
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Performativity, argues Derrida, always implies &btk interplay of uniqueness and
repetition, which is captured in the notion of iterability, other words, in the aporetic
interpenetration of singularity and universaliySimilar to repeated performances of a stage
play, the performativity of cultural identity impl that the individual relies upon the
repeatability of certain aspects of the culturaleee- aspects which have been passed down
from, and copied between, successive generatiothabfcommunity. And yet, he or she
manages to appropriate these repeated codes ummae and singular iteration of identity.
As we shall see, the performative aspect — theirgjaof a self in relation to a mythical-
historical recollection — is particularly well dratzed in the figure of Blanche DuBois as a
version of the typical Southern Belle, as well asJoe Christmas as an iteration of the

cultural-mythical figure of the "Negro".

Foucault: discourse and power-play

When Hall writes about the "continuous 'play' oétbry, culture and power" ("Cultural
Identity” 394), his discussion provides a usefuidgpe between Derrida's thinking on
unoriginal origins and the work of Michel Foucautiall shares with Foucault a professional
interest in the study of the organization of powesociety, although he reads Foucault from
a postcolonial and non-essentialist perspective. Foucault, relations of power are
associated with all forms of social discourse,udahg culture, through its close connection
to knowledge. To know the other, he argues, isateelpower over the oth&t This argument

is substantiated by his tracing of the knowledgeso connection in various social
institutions and their related discourses, such@spitals, prisons and asylums. In these
institutions, "subjects became objects of knowledgd domination" as patients, criminals
and the insane (Foucault, "Sexuality and Solitutié7). With regard to power relations,
Foucault thus implies particular strategic possidretween individuals and institutions, and

among various individuals.

Power relations, Foucault argues, are omnipreséndllalevels and layers of family,
community and culture. However, this pervasivengsss not imply that subjects remain
necessarily "trapped" and powerless within thenmex;3Power" 167). There is always the
possibility of resistance, the freedom to negotiatéhin the power dynamic. In fact,

8 See "Aphorism Countertime" (419), Bhe Gift of Deatt{61; 70).
9 See Chapter 2 (42-43) for a discussion of Fousguttwer-knowledge nexus.
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Foucault argues that, without the freedom to retistre is no dynamic, only obedience. This
realization on Foucault's part brings him to thenp@f recognizing that perhaps he had
previously focused too closely odomination and power in his work leading up The
History of Sexuality"Technologies of Self* 225). Nonetheless, Foucautntually accepts
that strands of social discourse not only constguotps of others who are seen as different
from the norm, but also depend on those othersxpereence themselves as different and
abnormal. Again, there is a strong interdependemny interconnectedness between the

individual and the social, between the private dedpublic.

With this maturation in thought, Foucault arrivéssaat he calls "technologies of self": that
is, "techniques that permit individuals to effday, their own means, a number of operations
... to transform themselves, modify themselves", éimds, to fashion an identity based on the
interaction of, and negotiation between, techniques of dononatind techniques of self
("Sexuality and Solitude" 177). Foucault writeshiS encounter between the technologies of
domination of others and those of self | call 'goweentality.™ ("Technologies of Self" 225).
To this notion, Hall adds the following, speakimgrh within the context of black identity: "It
is one thing to position a subject or set of pepplethe Other of the dominant discourse. It is
quite another thing to subject them to that 'knaolgks, not only as a matter of imposed will
and domination, [but also] by the power of innempailsion and subjective con-formation to
the norm" ("Cultural Identity" 395). It is throughis notion — the individual's faith in, and
appropriation of, the subordinate role — that ttstutbing truth of the domination of slavery
and patriarchy is revealed. These were stratedi@omination pertaining not only to the
possession of, and control over, the boflyhe other, but also to a hegemony of the mind,
resulting in women or slaves believing in, evennpoting, their own inferiority® Writing
within the Southern context, Erskine Peters condinas “[n]egative connotations of
blackness were so deeply ingrained" in this redibat it did not take very long for even the
blacks themselves to imbibe them ... Blacknesskof, shen, was perceived as an extra
liability ...", not just by whites engaging with thans of blackness, but also by blacks
thinking about themselves (26).

8 postcolonial theorist Frantz Fanon describesphist from a psychoanalytic perspective as a "pskd of
the black person's weakened "ego": "The black ntapssbehaving like aactional person. The goal of his
behaviour will be The Other (in the guise of theitetman), for The Other alone can give him worthafTis on
the ethical level: self-esteem"” (154).
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This domination of the racial or gendered other mportant ethical implications for
Foucault. He argues that "in the abuse of powef-which racism and patriarchy are
examples — "one exceeds the legitimate exercism®t power and imposes one's fantasies,
appetites, and desires on others" ("Ethics" 28&).aHds that "the risk of dominating others
and exercising a tyrannical power over them", whetlBuch tyranny occurs on an
interpersonal or cultural level, or on the basigender or race, "arises precisely when one
has not taken care of the self and has becomddahe sf one's desires" ("Ethics" 288). The
care of self thus becomes a way of keeping powdemunontrol, because a righteous ruler
exercises control over him- or herself in a measagyeal to his or her control over others.
Foucault thus returns to an aporia in his concepticthe ethics of self-fashioning: the notion
that the care for others at once oscillates widpethdsupon, and is regulated by the care of

self8!

But this care of the self begins with knowledgehe self which, in Foucault's view,
has many facets. Knowledge of self, he arguesudted knowing what one is capable of;
knowing what it means to be part of a household @amdember of a community; knowing
what one should and should not fear and what on&aeasonably hope for; and, finally,
knowing that "one should not fear death” ("Ethi@38). All of these aspects of self-

knowledge serve as preventative measures agaamabtise of power over others.

The emphasis on knowing the self is key to thestelidcussed in this chapter, because — as
we shall see — one of the central challenges inptbblematic shaping of Joe Christmas'
identity is precisely his seeming lack self-knowledge that is, the perpetual uncertainty
about where his place might be in the commuritjerpersonal abuses of power are also
dramatized in the mutually destructive relationshipetween Joe Christmas and Joanna
Burden, and Blanche DuBois and Stanley Kowalskihese encounters, both figures within
the power dynamic attempt to impose forcefully, simes violently, a particular set of
sexual or racial fantasies, appetites and despes the other. Foucault points out, though,
that such "practices of self" — whether ethicalnot — "are ... not something invented
[purely] by the individual himself", but are "modethat he finds in his culture and are
proposed, suggested, imposed upon him by his eyltis society, and his social group”
("Ethics" 291). Often, such models are not basedssence, but rely on the appropriation of
myth as well as on Clifford's performative recreati As Hall's conception of cultural
identity as a positioning of the self within "thermtives of the past" suggests, such

81 See also Chapter 2 (42-43) for a detailed disonssi Foucault's interdependent "care of self" srate for
others".



Malan 129

behavioural models are strongly shaped by a rebiondure and history, and this is

particularly pertinent to the American South ("Cudl Identity” 394).
Southern history and culture

Arguably one of the most perceptive commentatorghenrelationship between Southern
history and culture, and its influences on the woftk~aulkner, is biographer and literary
critic Richard Gray. Gray traces the gradual chaingen the Old Southern order, with its
agrarianism, pretensions to landed gentility arldtee gender and race issues, against the
emerging modernity of the New South with its strandustrializing and urbanizing focus
(16). He does so by plotting four thematic arteribat run through Southern history:
"agricultural monopoly, economic poverty, militastgfeat and slavery/segregation” (16) — all
of which are intricately related. After 1820, theuth saw the gradual ascendancy of cotton
as its dominant agricultural product, which nedessd slavery as the most cost-effective
form of labour. Then, rather than breaking thersgglahold of the cotton monopoly, the Civil
War served only to consolidate its economic positMith the abolition of slavery after the
War, a new system of sharecropping served to gnevalready enormous cotton plantations,
but impoverished the ordinary farm workérFrom 1920 onwards, widespread poverty was
thus the order of the day in the Deep South — pacighat is reflected in much of Faulkner's
fiction. One thinks immediately of Lena Grove light in Augustwho saves her shoes by
walking all the way to Jefferson barefoot, and whkbshes along the way a simple meal

consisting of sardines.

In addition to being an aggravating factor for #de@enomic difficulties of the region, the Civil
War had an undeniable psychological effect. Bedk'scription of the South's retrospective
focus on the War is most memorable: for him, thetys@llum South is like "Lot's wife",
standing "petrified in a morbid backward glancetla holocaust consuming a damned
people” ("Faulkner and the South" 20). This desianipis reminiscent of the Reverend Gail

Hightower's all-consuming retrospective fantasiethe galloping horses of his Confederate

82 Sharecropping "made it possible for planters tmioblabour without paying wages and for landlessners

to obtain land without buying it or paying rentInstead of exchanging money, owner and tenantedgire
share the proceeds of the crop” but, "in order getthe immediate demand of the farmer for food and
appliances, the crop-lien merchant appeared, whaiged credit against the prospected harvest" (Giag8).

As could be expected, these harvests often fabechéet the high expectations set by creditors, sowh
enough, sharecroppers were entangled in a downsyardl of unpaid debts and growing poverty, whichsw
exacerbated by the Great Depression.
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forefathers, which seem to alienate him from hiarch and community. The loss of life
during the War was great: Gray reminds us thatrainee"generation of young men had been
wiped out" by the War (23). As a result, bitter aedentful Southern subjects felt not only
physically, but also morally, victimized as theirofthern victors proclaimed their
overwhelming military success to be the undoubtefpof the superiority of their ethical
case" (Gray 26). The outcome was predictable: thetreacted defensively, soon turning to
outright defiance and a proud determination toitelside of the story. This took the form of
a collective re-imagination and reinventioh history: the creation of a mythical master
narrative of the Old South as a lost place of legey grandeur destroyed by the Northern
invasion. Played out on a grand scale, one encmuntieat both Derrida and Geertz would
describe as a collective "reading" of history, whiserved not only as an attempt at
discovering a shared heritage, but also as theti@neghrough discourse of a cultural-

historical narrative.

This nostalgic story of an aristocratic, gentealtSas what Singal calls the "Cavalier myth"
(6). He sees the debunking of this mythology, d@adealated prefabricated constructions of
identity for Southern gentlemen and ladies, asmaportant motif in Faulkner's work (6).
Williams' plays often address the same questionsugh, since interrogations of the
Southern brand of patriarchy, and the role of wonmeparticular, are commonly occurring
motifs in his work. It was within the fiction of 8thern gentility and aristocracy that
particular gendered roles were imagined, practeed propagated well into the twentieth
century. "The Southern gentleman,” claimed RonaldH&well as recently as 1957 rhe
Lasting South "is tolerant, kindly, broadminded, non-puritanpdherate, hospitable, and
courteous ... A totally integrated personalityj$ialso supremely gregarious and sees himself
as fitting rightly into an organic familial and sakorder that has a sense of purpose and

continuity™ (147). In tandem with this, the mythicSouthern lady was "a paragon of moral
innocence and selflessness whose prime concerupbading the canon of sexual purity”

(Singal 7).

The irony of this mythical vision of the Southerell®, as compared with Blanche DuBois'
appropriation of it, is self-evident. While Blanchbertainly pretends to uphold the culturally
imposed strictures of sexual purity, it is pregiséler promiscuity in the eyes of her
community which leads to her eventual downfall.STthiamatizes the notion that cultural and

gendered stereotypes are frequently reliant ont abfsenrealistic and unattainable ideals
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which are honoured more in the exception than the. Nonetheless, as Joel Williamson
notes inThe Crucible of Rage"the idea of men as chivalrous knights and worasn

castellated ladies was not merely coincidental, was it frivolous. On the contrary it was
immanent and deadly serious" (26). Effectively, 8wuth thus created a cultural-historical
fiction after the Civil War, even in so far as thendering of individual behaviour was

concerned. These cultural texts were, accordingséertz's semiotic model, "'something
made,' 'something fashioned™ and, for this reatuey were open to be "read" in different
ways (nterpretation15). The notion of a culturally fictionalized rakc@ gendered identity is
central to the discussion of both Joe Christmas Brahche DuBois. Both of these
dramatized figures interpret and appropriate theeilturally fashioned "role" in highly

individualizing ways.

Perhaps the most disturbing aspect of the mytthefQIld South is the way in which this
belief system attempted to incorporate the institutof slavery as both historically and
naturally justified. This rationalization involveds Gray notes, an almost unselfconscious
"presumption on the part of one race that it caadh another" (30). Echoes of Foucault's
notions of unethical domination — of the imposirigpersonal fantasies, appetites and desires
on others — are again pertinefr. order to rationalize the practice of human owhé,
slavery was incorporated into the Southern famdptésy. In the plantation family, the
argument went, the "Negro learns each civilizinga the knees of his 'father' and 'mother’,
the master of the house and his wife; and he 'eegjtine habit that refinement gives' in the
company of his 'brothers' and 'sisters’, the yowhde men and women of the plantation”
(Gray 31). The shared white delusion was that tinas no question of exploitation, since
both parties were believed to be benefiting from dlhrangement: the slave enjoyed the love
and care of a white family in return for labourtdéte adds that this led to a "related premise
... that the blacks should have been content witlhtwhe whites deemed appropriate for
them" (20). The glaring irony was, of course, thatslave had the opportunity of choosing
whether he or she needed or wanted this incorporatto the white family in the first place.
This became the great unwanted "gift" of slaveoygibly thrust upon black men and women
through patronizing and euphemistic familial fardasthat disguised self-serving white

desires and appetites.

Furthermore, the familial justification of slaveryeated a confusing dichotomy: slaves were,

"according to the master narrative of the cultyatt of the family. And yet they were
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strangers. They were omnipresent, and yet they wekaown" (Gray 33). Gray's use of the
phrase "master narrative" is important in lighttlé semiotic reading of cultural tropes as
texts. Within this narrative, black slaves cameabody a confusing, non-present presence,
a racial re-rendering of a fictional identity basaad myth and fantasy. It is no wonder that
Quentin Compson observes Tine Sound and the Futhat the "negro” is "not so much a
person as a form of behavior; a sort of obverdectdn of the white people he lives among"
(84). This "obverse reflection" involved not onlyet white slave owner's imposing of a
particular subservient role on the faceless slauealso the slave's inadvertent appropriation
of that role. The slave reflected, through his er behaviour, what he or she imagined the
owner wanted to see: a mask of subservience, wptatignd placidity® Again, Hall's
observation about instances of racial dominatiott @ntrol is insightful: slavery not only
exerted power as imposed domination, but alsod@re"the power of inner compulsion and
subjective con-formation to the norm"” ("Culturakidity” 395). It is precisely against this
drive to conform to the domination of the raciatlziefferson community that Joe Christmas
rebels. In a sense, he reflects precisely whattmemunity does not want to see: defiance
and violent rebellion as opposed to quiet subsecée indeterminacy instead of racial

definition.

Jefferson and race

As we have seen, the ways in which individuals feached and transformed their identities
within the South were heavily influenced by culturalues and preconceptions of race and
gender. These were, in turn, strongly guided bgrage of significant historical events and
circumstances. The notion of a varied and hetemmen Southern culture is illustrated
effectively by the two very different communitiesathatized in theselected texts, as well as
by the two key individual figures who live withihgm. InLight in AugustJoe Christmas is
dramatized against the racialized, rural backgroofdthe fictional Southern town of

Jefferson, Mississippi, situated in Faulkner'sidical county, Yoknapatawpha; Btreetcar

8 Fanon writes effectively about this "scission™acture" in the consciousness of the black subjde
argues that, in the presence of whites, "a Negfaréver in combat with his own image" (194). Withhe
context of Fanon's particular frame of referenbis, struggle becomes particularly pronounced whéor
example — a black-skinned, French-speaking Marignigcomes into contact with European racism:
In effect, what happens is this: As | begin to grdre that the Negro is the symbol of sin, | catch
myself hating the Negro. But then | recognize theh a Negro. There are two ways out of this
conflict. Either | ask others to pay no attentiomty skin, or else | want them to be aware offity|
then to find value for what is bad — since | hamthinkingly conceded that the black man is the
colour of evil. (197)
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Blanche DuBois is dramatized within the cosmopolitarban space of the French Quarter of
New Orleans, where heightened gender conflict isgsve. Both of these communities are

undeniably Southern, yet very different in sigrafi¢ and revealing way$.

Light in Augustseems to place a significant degree of emphasiseonotion that Jefferson is
fraught with racial intolerance and tensions. Peshithe most noticeable evidence of this is
the pervasive, unselfconscious and unapologetiqatfprative use of racial and political
markers in the community's common parlance, eactm ws own set of prejudiced
connotations and associations. These include wsudbl as "nigger”, "Negro”, "Yankee",
"lover of niggers" and to a certain extent, evemitefolks" and "cap’'m”. Racial naming also
extends to socio-economic labels, such as a "regro” LA 29) and a "negro's cabinllA
29), implying that both of these categories are umit\hites. Vickery makes the point that
the "sheer weight of generatiortgls helped to create such markers in the Southat\athrts
as a verbal pattern of classification thus becomescial order not to be challenged and
changed" ("The Shadow" 27-2&gain, there is thus evidence of Geertz's thinkmgtural
discourse becomes a text that is "read" in meaningéys. From this perspectiveight in
August isan incisive interrogation of these "social ordeirs'the form of Joe Christmas'
challenge to patterns of cultural classificatiorthe community, that is, to the textualization

of racial roles which are liable for reinterpretati

Underpinning these historically evolved labels aefbratives is a nexus of perpetuated racist
myths which permeate all layers of the communityaBel such as "Negro" thus becomes —
to borrow Vickery's term — a "compressed myth" taali the community responds in set and
predictable ways ("The Shadow" 28). Chief amongse¢hbeliefs is the notion that racial
differences are distinctions grounded in essentethé very natureand biology of the

different groupings. Peters summarizes this asgpetthe codification of the black race as an

8 Kimball King, following commentators such as C.d#éuHolman, points out that the South was compos$ed o
three regions: the Tidewater, Piedmont, and thep'dgouth, each with its own socio-cultural atmesph{627).
"However, the majority of Williams's plays draw tire New Orleans scene ... The conflict betweergtraeel
world of the Garden District in New Orleans and tt®hemian French Quarter is especially well sutted
drama” (K. King 627). However, | have found Johmpane's commentary on this matter to be more itfsigh
and, geographically speaking, less rigid than Kng'
While many of [Williams'] plays are indeed set hetSouth, ... place is a dynamic thing, as are the
lives lived in it. In the Williams gaze, there amany ways to be "Southern". Recall the battle of
accents inStreetcar— the fake High Southern of Blanche and the initgr-acerbity of Stanley.
(What Blanche and Stanley have in common is thiéfierénce.) One can be "Southern” in the midst
of St. Louis, a town with a conflicted identity éfver there was one, or in the middle of Mexico.
Within the Williams gaze, then, to be "Southernleiss to be situated than to be displaced. (751)
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inferior species of humanity, the archetype of gigéyyignorance, passion, and brute strength
needing the paternalism of the white race for gutgaand survival ..." (20). This mythical
codification is, of course, a fantasy of the whigee which, in Foucault's conception of
domination, enforces hegemony over others to fulfill an inherent lathe need for a
collective self that seems better, purer and mére ® a particular, often religious, ideal
than the other against whom it is measured. JoBuoinden's father illustrates the automatic
assumption and incorporation of supremacy in théecive white subconscious when he
remarks — and without realizing the condescensidms words — that it is the white person's
duty to "struggle" and "rise, but in order to rigag/she] must raise the shadow with
[him/her].” (LA 191). This hierarchical differentiation leads to @xtreme polarization in
which white is equated with sexual purity and relis piety, while black becomes the dark
embodiment of the unchecked sexual urges and Heuti of the non-eledf.

Embroidered onto this system of myths one findsnge of additional racist superstitions and
folklore, some elements of which are shown in theehand which border on the ridiculous.
These include the notion that "only a negro canntben a mule is asleep or awaKeA 10),

or that the black skin colour derives directly frahe curse of slavery and that, after black
people are freed, they will "bleach” out agaiA(186). There is also the more disturbing
belief that black people are — again, by natureiaressence — more savage and violent than
whites, and thus more inclined to commit atrocisash as rape and murder. This conviction
is demonstrated when white members of the Jeffesonmunity come to stare at the
decapitated body of Joanna Burden after news ofmueder by Christmas has spread. As the
omniscient narrator reveals to us, these "whitksfosecretly wish that Joanna had not only
been murdered, but also ravished by Christmad)aahey could assign even more blame to
the mythical figure of the "Negro" as the dark, &g, murderous othelt A 216). Joe Brown
(Lucas Burch) exploits this racist prejudice in t@mmunity when he finds himself under
suspicion for Joanna's murder; he shifts the foawsy from himself successfully by
mentioning the possibility that Joe Christmas mayodb mixed racel(A 75). As Vickery
points out, the mere mention of the word "niggedkes Christmas' actual guilt or innocence
irrelevant, because "the connection between 'Negnd' 'murderer’ is part of the public

myth", that is, part of the collective text createttl read by the community ("The Shadow"

% Fanon elaborates extensively on the Western allsymbolism of blackness in relation to whiteness:
"Blackness, darkness, shadow, shades, night, theiéhs of the earth, abysmal depths, blacken smeis
reputation; and, on the other side, the bright lobknnocence, the white dove of peace, magicahvarly
light" (189).
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31). The marshal's response to this word is thiliage™A nigger ... | always thought there
was something funny about that fellowl’A 76). It is as though assigning this word to the
figure of Joe has finally provided the communitylwaé concrete category, a name-label with

which to pin down his perturbing difference, indetenacy and aura of non-conformity.

However, Joe Christmas defies this pattern of flagson by bluntly refusing to allow
himself to be slotted into any absolute racial ocial text imagined for him by the
community. Most telling of how Christmas' defianteducibility disturbs the community is
the way in which his behaviour is described dixeefter he is captured in the neighbouring
Mottstown:
He never did anything. He never acted like eitheigger or a white man. That was
it. That was what made the folks so mad. For hirbga murderer and all dressed
up and walking the town like he dared them to tohith, when he ought to have
been skulking and hiding in the woods, muddy amty @&nd running. It was like he
never even knew he was a murderer, let alone &nigg. LA 263).
Apparent in this extract is the immediate assammtf the compressed myth of the "nigger”
with the atrocity of murder. As long as Joe is battigger” and a "murderer”, he fits well
into known and comfortable discourses of Southdemiification aimed at oppressing black
people in favour of white supremacy. Indetermindhg, empty signifier, is what this society
fears most. Furthermore, Christmas' seeming asgthdwe did not "know" that he was a
murderer and a “nigger” suggests an emphasis owwlkdge of self which the community
feels he lacks. Such a lack, according to Foucprgt]icts an uncertainty of one's place in the
larger social body and a related inability to dareothers. Christmas is indeed unable to find
stability and fulfilment anywhere in the South -either in the whitenor in the black
community. He is also overtly and somewhat path#yiainable to care for others — later, for
Joanna in particular. This is owing to this paradalxand inherent lack of knowing, and

caring for, the self.

The strong emphasis on race in the novel makesnipting to say that it exposes racism as a
pervasive attribute of Southern culture as a whéé, it needs to be pointed out that within
this fictional community one still finds such figagr as Gail Hightower and Joanna Burden
who — to the chagrin of Jefferson society — asiliatk people in various physical and
financial ways. Byron Bunch's thoughts after the Klux Klan's attack on Hightower are

particularly revealing: he observes it was "[a]suph ... the entire affair had been a lot of
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people performing a play and that now and at lesy had all played out the parts which had
been allotted them and now they could live quietith one another"(A 56). Bunch realizes

that a community such as Jefferson's has the pdweinterpellate individuals into

predetermined, discursive positionalities, to "tetebm into "roles"” that are expected to be
played out, to be performed, sometimes againstubgect's will and better judgment. But not
all members of this community perform their "alémit roles in the same way. Individuals
interpret and appropriate the cultural positionsvtoch they are called in unique and varied
ways. Rather than performing blind re-enactmentseséd subjects negotiate their
"positioning” within the communal and cultural disecse. Neither Hightower nor Joanna
Burden conforms to the power which attempts to midhkem to racist norms. Hightower

refuses to stop consorting with black people, eafier an attack by the KKK. Joanna
continues to correspond with educational instingion behalf of prospective black students
despite her being shunned and isolated by the aksitefferson society. Processes of
identification thus create communities that are esearily and always varied and

heterogeneous.

Elysian Fields and gender

In contrast to the racialized small-town, rural ieomment of Jefferson stands the multi-
racial, urban culture of Elysian Fields in New @ris. The cosmopolitanism of the French
Quarter, in which there is a "relatively warm aradye intermingling of races", is established
at the start ofStreetcar(SND 1. 469). A white woman, Eunice, is "taking the aaid
engaging in a relaxed conversation with a blaclgmsour on the steps of their apartment
block; in the background, a jazz piano can be h¢aND 1. 469). Williams writes in his
characteristically extensive stage directions thah this part of New Orleans you are
practically always just around the corner, or a tlsrs down the street, from a tinny piano

being played with the infatuated fluency of brovimgers" SND1. 469)% In addition to this

% In an essay entitled "Misrepresentation and Misoatjon: Reading the Racialized Discourse of Tesgwes
Williams' A Streetcar Named Desite George W. Crandell investigates the apparenterad®s or
underrepresentation of black characters in thewpigit's work, lamenting the notion that the blagkman
with whom Eunice is interacting at the start of flay remains ostensibly nameless (337). To sthemghis
case, Crandell mentions the negative connotatidnthe names or nicknames of some "subservient" black
figures who do appear in his plays, such as "RiySwveet Bird of Youthnd "Chicken" inKingdom of Earth
Where Crandell takes the argument too far, thoigjiwhen he attempts to show that Stanley Kowalslari
example of Williams' "fabrications of Africanist i@@nae”, a strategy he finds exemplified in thecialized
discourse spoken by Blanche and Stella when compatanley to a beast" and, particularly, in Blash
expression concerning the "mixing" of Southerntadsatic and bourgeois "blood" (337). | find thigament
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proximity of black and white, one finds suggestionk many other nationalities and
languages in the community. When Blanche thanksdeuor letting her into the apartment,
Eunice replies:Por nada,as the Mexicans sagpr nadd" (SND1. 472).Stanley is of Polish
descent, although he claims to be "one hundrecepesmerican” $§ND 7. 539). There are
Chinese traders in the area who sell both fast {8&D 3. 499) and paper lanternSND 3.
499), and the young man who later delivers the papethe apartment is called Lucio
Franscesco Romano, which perhapggests an Italian heritag@ND5. 519). There is also a
stream of Mexican street vendors peddling eithertéamale or traditional plastic flowers for
the dead$ND9. 546).

While the cultural atmosphere of Elysian Fields sthallows for a "warm and easy
intermingling of races", the same cannot be saidie interaction between gende&\ND 1.
469). There seems to be a pervasive, broodingaef&tween men and women, often flaring
up into open conflict and violence. This is exaegeld by the oppressive heat and humidity
of New Orleans, the lack of privacy both inside audside the cramped apartments, and the
undeniable influence of alcohti.Male-female violence has apparently become anpaede
norm in Elysian Fields, and both men and women sélemguipped to solve interpersonal
problems in other ways. When Eunice suspects Soéviafidelity, she hurls household
objects at him, screaming: "You hit me! I'm gonmdl the police!", after which she rushes
out to "get a drink"$ND5. 512).When a drunk Stanley beats his wife, Stella, she ta the
safety of Eunice's flat upstairs, after which Eersbouts to Stanley: "I hope they do haul you
in and turn the fire hose on you, same as last'ti@®ND 3. 502). This exclamation suggests
a pattern of violence, abuse and police intervantishich is rationalized by those who
witness and suffer the violence. The cultural "teftgender violence has thus been written

by repetition, which serves to desensitize theviddial subject's, or victim's, judgment.

unconvincing not only from a poststructuralist pertive which questions suggestions of authori@nty but
also owing to its apparent determination to redime complexities of the Blanche-Stanley confrootatto
matters of race.
87 To these aspects, Kimball King adds the pervasiuble standards of sexual chastity that exisoiatiSern
gender relations and which manifest themselvestigvearWilliams' plays:
The nearly schizophrenic division between strongiabeneeds and a chaste public image which both
Lucretia Collins and Blanche DuBois try to mainte&mot a conflict shared by male characters, who
are free to boast of their sexuality (Val, StanBig Daddy, etc.). In fact, the veneration of thalen
as "stud" and progenitor and the codification ofgtal bravery and strength, leadership,
decisiveness and aggressiveness are carriecatoextreme ... (627).
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The process of rationalization often takes the fafmverbal discourse which minimizes or
justifies the violence, its inevitability and reguity. But it is significant that the explanations
always occur after the offence, that is, afterviodence has taken place. Following Stanley
and Stella's fall-out, Mitch comforts Blanche byisg: "There's nothing to be scared of.
They're crazy about each other", as though thésgaire for each other somehow negates the
abuse, and the attack is simply another way —idldgas it may sound — of expressing
devotion END 3. 503). Even Stella, as victim of spousal abusgomalizes Stanley's attack
by assuring Blanche that "it wasn't anything asoseras [she] seem[s] to take it. ... [w]hen
men are drinking and playing poker, anything cappea”(SND4. 505). Stella then confirms
her husband's pattern of outbursts when she s8tanley's always smashed thingSND4.
505). Later, this communally accepted pattern coét@s in the shocking final confrontation
between Blanche and Stanley, during which Blanshiaped.

Frank Bradley makes the point that "Stanley'sengbration of Blanche's privacy" — the word
"penetration” foreshadows the terrible outcomehefrtconflict — "happens largely as a result
of space and proximity" ... (55). There is no adaiibspace in the Kowalski apartment to
accommodate Blanche: her suitcase is left in tidedmen where it is "vulnerable to Stanley's
rough dissection as he hurls about the room theviestiges of her private life"; her bed

stands in the kitchen and dining room where the play poker and, as a final humiliation,

she is forced to take baths in the same place whikar@ley and his friends urinate (Bradley
55). The result of this extreme publicizing of Btae's private self is that she is "exposed to
multiple and often conflicting outside influencestich as those of Stanley (Bradley 55). For
this reason, before Stanley's final attack on Blente finds it necessary to remark: "We've
had this date with each other from the beginnir®ND 11. 555), as though some sort of
violent encounter was a foregone conclusion, owiog only to the playing out of their

gender roles, but also to the imposition of th&treane physical proximity.

Whereas Jefferson's attempts at dominating Joesi@tas' process of identification is based
on racial prejudice, Elysian Fields' power struggiéh Blanche centres on gender issues.
Foucault's ethical conceptions are, however, egualevant. As a dramatization of gender-

based domination and tladuse of powef? Stanley's physical and mental attack on Blanche

8 Michael DiSchiavi observes that many of Williamsmen find themselves in precariously powerless
positions in relation to men in the families andneounities that he portrays:
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— in other words, his inability to sympathize witind care for, Blanche as a female other — is
the result of his own inherent insecurity, whichmfiests itself in his constant need for the
adoration and approval of all women. When thisriadilng adulation by women is missing,
Stanley "bullies" them, often violently, into sulssion. This gratuitous violence is thus
aimed at forcibly imposing his own "fantasies, apps and desires" on women — an act of
domination which is played out on an individual antkrpersonal scale (Foucault, "Ethics"
288).

Christmas and Blanche as figures of functional oppgition and similarity

The accentuation of inter-gender conflictStreetcarand the emphasis on racial tension in
Light in Augustprovide a similarly problematizing background agaiwhich to offset the
challenges to identity faced by Blanche DuBois doé Christmas. Common to the treatment
of these figures is that they are both positioneuatsiders, ostracized and alienated from
their particular communitie¥. Christmas' feelings of non-belongirge heightened by the
rural, racialized culture of Jefferson in a way i&mto that inwhich Blanche's search for self
is highlighted by the gender conflict of the FrenQuarter. Furthermore, Christmas and
Blanche's perspectives are highlighted because libdy ultimately fail in their quests for
identity within a community: Christmas is killedc&amutilated as a fugitive from the law and
from racial hatred; Blanche is sent away to annasasylum. It is useful, then, to relaght

in AugustandStreetcarin mutually informative ways with Christmas andaBthe serving as
figures of both functional similarity and oppositioBy focusing on these two instances of
misidentification, we gain a deeper understandihgat only the difficulties of forming an
individual self within a community, but also of teangularities of the rejecting communities

themselves.

It is the men who control events; the women areaptdependent on the men and use them to

achieve their goals. IA Streetcar Named Desirthie strangers on whose kindness Blanche DuBois

has "always depended" are exclusively male strangiefhe Glass Menageriddmanda and Laura

Wingfield depend on Tom for their very survival. &rin Cat on a Hot Tin Roafchildless Maggie

the Cat lacks any claim to the estate of her husbdamily. (18)
8 Christmas is by no means the only figure of aliemawhom we find dramatized ihight in August As
Vickery notes, all of the major figures in the nbwan be read as, in some way or another, "strartgers
Jefferson" who "remain strangers no matter how litvey stay or how deep their roots" go ("The Shddaey.
Bleikasten concurs: "Around [Hightower], the comrtynhas drawn ... circles of scandal, reproval, and
rejection, and a similar ostracism has struck thgrophile daughter of carpetbaggers [Joanna Burdém§
314). And, while Lena and Joe differ from one aeotim very overt and sharply contrasting ways, ythee
likewise strangers, ... nomads" for whom Jeffersomerely a "stopover" (Bleikasteink 314). Even less
central characters, such as Lucas Burch, Doc Haras,Percy Grimm are "figures on the fringe", wislgron
Bunch is considered to be a "harmless" — yet notptetely innocent — "eccentric" (Bleikasténk 314).
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In the case of Blanche and Christmas, the commamitgdus operandieems to be a system
of both inclusion and exclusion, thus, an aporgtterpenetration of notions of inside and
outside. Both of these figures are excluded froengtoup as individuals who — for some or
other reason — do not measure up to the commumityi:ms and criteria of belonging and
who are marginalized as a result. The communitg titempts to expel a dangerous element
from inside itself, an alien presence which it hagboured within for some time, in the same
manner in which — to return to the epigraphs of thapter — a physical body might reject a
poison, or a homeowner would expel a snake. Howehkese individuals remain within the
same geographical space as the community from wthayhave been excluded. To borrow
Brooks' effective metaphdf, both figures exist as a kind of "cultural cyst"an alien
impurity which remains both part of, and separatanf the rejecting bodyF@ulkner:
Yoknapatawph&3) >

From a theoretical perspective, Derrida investigdles interpenetration of the internal and
the external in notions of exile in his essay "®&Pharmacy”. The main thrust of Derrida's
argument engages again with Western logocentrisshbwing that the positions adopted in

Plato's Phaedrusare — contrary to common interpretations — not-seiffsistent in their

% André Bleikasten describes Cleanth Brooks' conoapif community in his study dfight in Augustentitled
"The Community and the Pariah", &s tightly knit social organization, with somethinide an 'organic’
character, whose stability is guaranteed by unamsmacceptance of inherited values and unquestioning
compliance with established cultural codesik(315). | agree with Bleikasten's suggestion that doinception
of "an organic community" is at risk of becoming tmonolithic and essentialist, and also that Broatkémes
seems overly eager to argue for only a positive gidthe community's involvement in influencing afdping
individual behaviour. Brooks laments the notionttttee “"organic community has all but disappeareunfr
modern fiction,” and suggests that the "disappearamccounts for the terrifying self-consciousnesd a
subjectivity of a great deal of modern writing“aulkner: Yoknapatawpha Cour®®). To my mind, this does
not necessarily reflect the modern "disappearanteahe community from society, but speaks rathetht®
growing, collective realization that notions of vidwess and homogeneity in relation to what eléeved to be
"organic" communities are illusory, and that théuence of the community on the individual's sel§fiioning
is not always positive. Brooks argues further fratilkner's fiction "reveals keen awareness of #grdsrisked
by the individual who attempts to run counter te@ tbommunity. The divergent individual may invite
martyrdom; he certainly risks fanaticism and madhéBaulkner: Yoknapatawph@9-70). Again, it seems as
though Brooks' conservatism — the notion that degéafrom traditional, communal values and normsiént
rebellious and transgressive acts and is thusudisie of self and of the community — leads to dutive
interpretation of Faulkner's highly nuanced and igodus dramatizations of instances of alienatidre matter
is never as simple as setting the nurturing vabfethe community against the defiant individualdathen
accounting for his or her rejection as the resuthe individual's errors in judgment, as thoughiabdeviance
always comes with its deserved punishment. In maseés in the novel, alienation does not occurraatser of
deliberate rebellion on the part of the individwetho challenges society outright, but rather as mptex
confluence of individual circumstances.

1 The same can also be said about the rest of Seffsrcast of aliens — Hightower, Joanna BurdertHines —
who are all accommodated within the community, eaeroutcasts, sometimes both suffering its disagbro
and enjoying a degree of benevolence and peactid&iaer62).



Malan 141

privileging of speech over writing. Through a catefleconstructive reading, Derrida
demonstrates that Plato's attitude towawds#ting is implicitly ambivalent, and that he
sometimes arrives at attitudes that seem to rewbes@eneral direction of his reasoning.
Already at the beginning of the text, this ambigui$ revealed through Plato's subtle
insertion of the notion ofpharmacia this being "a common noun signifying the
administration of thegharmakonthe drug:the medicine and/or poison" (Derrida, "Plato’s
Pharmacy" 70). Derrida argues that the problem witer-determining Plato's ambivalence
towards writing is lodged in a one-sided translatmd understanding of tpharmakonas
an analogy for writingPlato, he argues, calls on both the negative asdiy® sides of the

term's possible meaningharmakoras both remedy and poison, as both medicine argl dr

Derrida then shows that the mutually exclusive podion of poison and drug does not hold.
The notion of noxiousness is always-already integpted by its conceptual opposite, by
traces of remedy. A practical illustration of tlésthe scientific functioning of antidotes and
anti-venoms in medicine, in which a small quanbfytoxin assists in the eradication, the
expulsion or extraction, of the same damaging eteérfrem the body. The suffering body
thus needs the poison to rid itself of the sameantoRAs we shall see, the ambiguous
functioning of the poison-drug is relevant alsoniations of social expulsion. Dangerous
elements alienated from a community — such asithees of Blanche and Joe — may also
come to serve as a necessary "cure" to restonatdgrity of that community. Here, Derrida's
discussion of another word containing thlearmaroot becomes particularly relevant: the
term pharmakosmeaning "wizard" or "poisoner”, but which also lsasnotations pertaining
to the traditional scapegoat figure ("Plato’'s Pleaayh 130). According to the ancient Greek
custom, a person of low social standing was impeslowithin the city limits until such time
as war or natural catastrophe threatened the ittegfrthe population. This individual was
then publically chastised to appease the angry,goas$ subsequently banished, taking with
him or her the evil that had turned away the fawathe immortals. In this way, what was at
first nourishedinternally within the community — that is, within the walls tvfe city — had

been expelled, placed outside of the enclosing baslya kind of remedy or cure.

However, as Derrida points out, this ejection isadaxical: "being therapeutic in nature, [the
rejection] must call upon the very thing it is elipg, the very surplus it iputting out.The
pharmaceutical operation must thereferelude itself from itself("Plato's Pharmacy" 128)

In other words, through its imprisonment within ttigy, the scapegoat has been nourished,
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kept and protected by the city and, in this way bacame an organic part of the community.
The community comes to depend on the scapegods fimtegrity — it would not be complete
without a scapegoat to protect it when the godsaargry. By eventually banishing the
prisoner, the city thus expels and excludes amrateart of itself. Derrida elaborates: "The
ceremony of thegpharmakosis thus played out on the boundary line betweesidé and
outside ... thgopharmakogepresents evil both introjected and projecte@lgto's Pharmacy”
141): introjected, because the evil is createdrandished within the community; projected,
because the scapegoat also takes on the evil @bthenunity and carries it outside in order

to re-establish the city's order of unity and imigg

In Derrida's description of "evil" both inside aadtside of the rejecting body, one begins to
notice striking similarities with the rejected figis of Joe Christmas and Blanche DuBAis
first, Christmas is an ordinary orphan, taken il @ared for by an orphanage within the
community and, later, he is adopted and raised hgy NlcEacherns. Yet, while at the
orphanage, he is treated as an outsider owingstaumgertain race — a "rattlesnake" with a
"rattle” (LA 27) — an unworthy curiosity to be pointed at, desg, humiliated, and eventually
rejected in order to confirm the rejecters' serfserder and belonging. Similarly, Blanche
DuBois is an English teacher who nurtures and uctdr the young members of her
community. Soon enough, though, remedy turns tegmoishe strays from the community's
norms of acceptable behaviour through her sexuhl$dretions and is rejected, not only by
the community of Belle Reve, but also by the peaplElysian Fields. As Derrida's treatment
of the scapegoat figure suggests, in order fostweal body — a city, a community, a culture
— to define itself, to ensure its assumed puritg anegrity and to establish its criteria of
belonging and non-belonging, it needs these figwkgejection and alienation. Both
Jefferson and Elysian fields cannot do without 'theison” of Joe Christmas and Blanche

DuBois as despised cultural cysts which are bothgfaand external to, their communities.

Vickery comments on this aspect in relationLight in August "Collectively, Jefferson is
Southern, White, and Elect, qualities which haveamnggy only within a context which
recognizes something or someone as Northern okRBla®©amned” ("The Shadow" 26). In
other words, white people from Jefferson rely oasthwhom they can so easily label as
"Yankees", "niggers" and the "damned" in order dafom the significance and integrity of
their own racial, political and religious identigie Every "city" needs its "scapegoats".

Vickery's categories are closely related to thigurative representatives in the novel: Joanna
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Burden, the rejected Yankee of Jefferson with hertiern ideas of racial responsibilities;
Joe Christmas, the "nigger murderer" who is hated feared; and the Reverend Gail
Hightower, the "Done Damned" who is rejected byhbois church and his community. In
many ways, however, Christmas threaten®fithree of these categorical divisions at once:
he cannot say for certain whether he is black ateyhobody knows where he comes from;
"and he seems quite indifferent to salvation or waton” (Vickery, "The Shadow" 27).
Christmas thus embodies a kind of ultimate strarigethe community, an outsidgrar
excellencento whom it can "read" all of its racial, religis@and political fear and loathing.

Jefferson needs this scapegoat figure as muchyasaklFields needs Blanche DuBois. If
there is no other, it follows that no racial, rédigs, political or gendered differentiation
between self and other is possible, and withowt thie clarity, integrity and definition of the
"I" are left compromised. When Derrida elaboratestloe figure of the scapegoat as an
analogy for thgogharmakonof writing, his description becomes particulargjavant in light
of the ways in which Christmas and Blanche are essuit
This signifier of little ... rolls ... this way and théke someone who has lost his
way, who does not know where he is going, havingysd from the correct path, the
right direction, the rule of rectitude, the nornot lalso like someone who has lost his
rights, an outlaw, a pervert, a bad seed, a vagaanadventurer, a bum. Wandering
in the streets, he doesn't even know who he ist Wisaidentity — if he has one —
might be, what his name is, what his father's nen@Plato's Pharmacy"” 143)
The resemblance to the rootless, wandering andtegjefigures of both Christmas and
Blanche is striking. In a way similar to that in iafn writing is traditionally considered to be
divorced from the logos, that is, from the authaiite father-figure, Christmas is an orphan
who does not know the name, or even the race,sofdltiner, and so he too becomes suspect
through differencel(A 25). Christmas is an illegitimate child, a "baddeds an adult, he
appears out of nowhere, "as though no town nornveay his, no street, no walls, no square of
earth his home"L{A 87). Similarly, Blanche enters the opening scen8tceetcar carrying
all of her belongings in a suitcase — a rejectgdré — and feeling as though she is lost in the

French Quarter, until someone assures her thdtah®ound the right street.

As comparable wanderers, Joe and Blanche are odliysta the run, fleeing from authority
and moving from place to place. On more than omasion, Christmas is even described as a

homeless "tramp"LA 25), which is close to Derrida's "vagrant” and "&aurer, a bum”
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("Plato's Pharmacy" 143). Christmas and Blanchebath "outlaws" and "perverts" in the
eyes of their communities — Christmas in terms isfgerceived mixed race and his sexual
relationship with Ms Burden, Blanche in terms of kexual exploitation of a young pupil at
a school in Belle Reve and her reputation in amearilitary camp. Most importantly, both
figures are desperately searching for a senseabilisg and constancy of self within their
communities. The over-determined roles which aen tthrust upon Joe Christmas by the
Jefferson community are the threefold myth-laddrels of the usual racial texts: "nigger",
pervert and damned. Joe rejects the over-detenmmat these communal roles outright and
refuses to be "placed". Blanche, on the other hasdymes and performs the role of the
fragile Southern Belle in defiance of Stanley'swihiaistic rule of law. The results of both

strategies are, however, dismal.

Names: Joe Christmas

It is important that Derrida's wanderer is nameléggprooted, anonymous, unattached to
any house or country, this almost insignificanngigr is at everyone's disposal" and "can be
picked up by both the competent and the incompgtém latter being able to "inflict all
manner of impertinence on it" ("Plato's Pharmac§4)1 Both the names Joe Christmas and
Blanche DuBois reflect aspects of this vulneraldenelessness and blankness. As a first
name, Joe is common, in fact, the name could bealoramost anyone and is often used to
refer to someone in general, a "Joe Public", a tesseindividuaf* But given Joe’s
undetermined race — which society simply assumeslask — the traditions, habits and
meanings of racialized Southern naoaling, and their related anxieties, are also ghbu
firmly into play.

In a chapter dedicated to this topic — entitled H&W/s in a Name?’: Some Meanings of
Blackness"— Henry Louis Gates, Jr. recalls a passegn Trey Ellis’ "Remember My

Name", in which the latter offers an "extendedjdized list of bynames" and slurs given to
black citizens by white Southerners during the tasttury. This occurred particularly if the
name of the black individual could not be remem@ierewas considered unimportant (131).

One of the bynames on this list is "George", whilperhaps as common a name as "Joe".

92 Christmas' right-hand man, Lucas Burch, also ceedse as his false first name, and becomes JoenBno
an attempt at remaining nameless and unobtrui®e4@). This surname, Brown, is equally common in the
English speaking world and may refer to multipkealividuals.
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Gates then recalls an incident from his own chi@hauring which his father was called
"George" by a white man who was known to them latthe time and whom Gates’ father
greeted politely as "Mr Wilson". When the boy askdxbut the puzzling use of "George" in
the greeting, his father simply responded, "Hescalll coloured people George" (Gates 133).
Gates’ analysis of this generalizing habit, and disappointment at his father's passive
acceptance of it, is poignant: "Even then, thatyearknew when | was in the presence of
‘one of those things’, one of those things thatvited a glimpse, through a rent curtain, at
another world that we could not affect but thateefitd us" (133). Through his use of
generalized naming, Mr Wilson had interpellated éSatather into a role of subservience
someone who deserves no such individualizing featisra name, a Joe Public, a nameless
wanderer. What is worse than this — in Gates’ eston — is that his father responded to the
calling as though he uncritically acquiesced inréduction of his selfhood.

Both the names "George" and "Joe" thus functioa &&d of empty signifier to which any
meaning, any identity, may be attached. This issooant with the pattern that is repeated
throughout Christmas' life, a pattern in which eliéint people attempt to thrust a particular
prefigured identity onto this indeterminate figuaed thus to write their own significance
onto Joe's "white sheet" of selfhood. First, hiangifather, Old Doc Hines, figures Joe as a
black child despite his uncertain race. Then hepfsther, McEachern, attempts to make Joe
into a religious puritan. Finally, Joanna Burdermoahttempts to thrust a range of sexual,
political and religious "selves" onto him before merders her in cold blood. In contrast to
the name Joe, the surname, Christmas, is extramelymmon. Again, this reflects Joe's lack
of identity which his coworkers attempt to put doterracial otherness and idiosyncrasy: "'Is
he a foreigner?' 'Did you ever hear of a white mamed Christmas?' the foreman said. 'l
never heard of nobody a-tall named it,’ the otled"s(LA 26). The name Joe, short for
Joseph, is first given to the boy as a joke wheisHeft on the orphanage's doorstep by old
Doc Hines around the time of Christm&a#\289). Christian symbolism begins to play a role,
although Joseph is the name of Jesus' human, hubiological, father. Like Christmas,
Christ is not a surname — it is an honorific titheaning the "anointed”. Ironically, though,
there is no honour in the non-surname Christmaseftigeless, the loose association of the
proper nouns Joe, Joseph, Jesus, Christ and Casissrenough to draw the symbolism of
the saviour into play.
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This symbolic motif is borne out by the notion tisanilarities between the figures of Jesus

Christ and Joe Christmas relate to more than mehalyshared initials, J.C. Lewis Leary

elaborates:
Joe Christmas was born of an unwed mother [whiole, @uld argue, makes both
men social and communal "outsiders”]. ... When amall boy [Joe] first arrives at
his foster parents' home, Mrs. McEachern ceremahjonashes his feet. When ...
he clears the Negro church of its frightened cogatien, Faulkner makes it plain
that this happens on a Tuesday, the day of the Mgk on which Jesus cleansed
the temple. Two days later, on the day of the [Sagiper, Joe enters a Negro cabin
where a meal mysteriously appears before him, euedis alone, for he has no
disciples, except for the Judas whose name isrelthe Brown or Lucas Burch, and
who has already betrayed him. (88-89)

Given these similarities, it could be argued thhatiSimas dies as a kind of ironic saviour for

an intensely racialized community in a way thatc@nparable to Jesus' death, which is

believed to have cleansed the sins of all humanity.

The rendering of Joe as a secularized Jesus-figunet without Faulkner's usual sense of
irony, though®™ In Jefferson, the "sins" of the community revoareund the hatred for, and
eventual murder of, two members of the Burden famaihd the subsequent rejection of
Joanna Burden for her humane treatment of blacllpe®y murdering her, Joe does the
community's dirty work. He removes the "evil" tHas existed for many years within its
midst — this "cultural cyst" which served as a ¢ansreminder of the community's racial
"sins". Joe literally renders this evil externag buts it out of the social body by slitting
Joanna's throat grotesquely with his razor bladehis way, Joe enacts the ambiguity of the
pharmakon- he is both remedy and poison, bringer of bothihdeaJoanna and salvation for
the community. But for this act of salvatierironically, it is murder and not self-sacrificial
crucifixion — Joe also becomes the insider-outdagtpharmakoswho is hated, feared and,
eventually, killed by the very same community thathas helped to restore to integrity and

to cleanse of "sin".

% Some critics, such as Richard Chase, view theofighristian allusions in the rendering of Christmas a
weakness in the novel, an "artificial, inorganicidaeven "arty" technique on the part of Faulkn&)(2n my
opinion, though, such criticism falls into the trapover-interpreting the text's ironic allusiom¢d a rigid and
totalizing framework, onto which the entirety ofelidentity it then shackled. When this reductuategy
fails, which it inevitably does, the deficiencies attributed more to Faulkner's fanciful artifitean to the
reader's inability to grasp the important value umttion of indeterminacy, ambiguity and contraidic in his
work.
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Names: Blanche du Bois

The motif of vulnerable "blankness" of identity tkaceable also in the name Blanche
DuBois? Here, the suggestion of whiteness relates to drawitions of sexual purity and
chastity, and is emphasized by Blanche's habirefepring white clothes. Even her fox furs,
we learn, are "[bJushy" and "snow-whiteSND2. 485). Blanche's whiteness further supports
her resemblance to a "delicate” mo8NQ 1. 471), and connects her identity to the "white
columns" of Belle Reve rather than the colourfudffish charm™ of the French Quart&ND

1. 469). The connection of whiteness to purity sgablished when Blanche claims to have
been born under the sign of the Virgin. This magifborne out when, after her eventual
sexual assault by Stanley, she dons a robe tli2lia Robia blue, the colour of the Virgin
Mary's mantle SND 11. 558). This image is further strengthened byappearance of the
Kowalskis’ baby boy, who is carried onstage by Eunice. Clanstiymbolism is thus, again,
at play but — as with Faulkner — it is employedhwat degree of irony and inversion. Mary,
the mother of Jesus, is believed to have concemetaculately — that is, as an act of God —
but there is nothing divine about Blanche's allegedual promiscuity or, later, the rape
perpetrated by Stanley. Blanche is an earthy, ¢rearsion of Mary, in the same way as Joe

Christmas, who is also conceived "in sin", is arension of Jesus.

Yet, at a psychological rather than physical lenche does seem to retain a degree of
unspoilt innocence despite a tarnished reputatiter. delicate vulnerability, her childlike,
and perhaps delusional, trust in the goodness asrdynof others is what lends the final
moments of the play their powerful and touchinghpat In spite of all the horrors and abuse
by men that Blanche has had to suffer, the doctsigrificantly, yet another man — needs
only to "remove his hat" and speajehtl[y] and reassuring][ly] to her to win her complete
trust SND 11. 563). Blanche clings to his ammd even'allows him to lead her as if she
were blind"(SND 11. 564).The terrible irony is that the new man she so pjaamd easily
takes into her confidence is, once again, not fepter off to a life of shared romantic bliss,

but to the loneliness and isolation of an insaiytuas.

The surname DuBois, according to Blanche, meansdgalband together with "Blanche”, the
name becomes "white woods. Like an orchard in gpri(tEND 3. 499) The irony of this is

% Both the name and surname are French and, forehion, Blanche enjoys reminding everyone thaaskie
Stella are descendants of the French Huguenotsler to emphasize her refined heritag&lD3. 499).
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overt: if Blanche is an orchard, she is "past l@ing, and the purity of Blanche-white is
undermined by the thicket of DuBois-woods" (Cohn).%#6In addition to these aspects,
"white" may also relate to an uncertainty of seliehh Blanche tries desperately to cover
with layers of pretense. In some ways, Blanchde-Jioe — is another white sheet of paper, a
tabula rasa upon which anyone may write his or her notiondeitity. In this way, Blanche
embodies Derrida's "almost insignificant signifienhich is "at everyone's disposal” ("Plato's
Pharmacy" 144). Stanley Kowalski takes advantagiiefexposed vulnerability and forces

her violently to conform to his dominating will.

Elaborating on this point — Blanche as blank papéthilip Kolin offers a perceptive and
relevant reading of the play in an article entitléid's only a paper moon'. The Paper
Ontologies in Tennessee William#&sStreetcar Named DesiteKolin traces the appearance
of paper as recurring motif in the play and asutd marker connected not only with
Blanche, but also with Stanley. Blanche first appamn stage carrying a slip of paper, she
scribbles a letter on a Kleenex, keeps a notebdekprates the apartment with a paper
lantern and has a whole collection of legal docusgertaining to her loss of the family
property. "Blanche", writes Kolin, "encapsulatesdadf in paper, her epistemology is lined in
paper" (454). Even from a career perspective, ghdeeply invested in the paper economy
of the arts, teaching the sacred texts of a 'liyeh&ritage’, quoting poetry, and preaching the
sanctity (and snobbery) of literacy” (Kolin 454) hét Kolin's reading suggests, although it is
not coherently theorized from a postructuralistspective, is that the significance of paper
lies not in the material itself, but rather in sigmbolic representation of textuality in relation

to Blanche.

This textuality becomes particularly evident inhligpf the ways in which Stanley Kowalski
engages with Blanche's papers, in other words, t@wterprets her scripts in relation to her

persona and her history and, eventually, "reads"ihea reductive way® This notion

% Ruby Cohn also suggests that DuBois is an anglicizrsion of DuBoys which relates to Blanche's flois
young men (46). This allusion might be in dangeowdr-emphasizing the sexual aspect of Blanchelggie
for selfhood. Underlying her "promiscuity” is a raaleep-seated desire for acceptance by otherns, eve
strangers.

% Anca Vlasopolos also writes memorably on this poin
A Streetcar Named Desiie made up of acts of "reading," of interpretatiofisexts that range from
documents and inscriptions — the Belle Reve papedsthe words on Mitch's cigarette case — to
pictures and people. As they contest each oth@espiretive authority, Blanche and Stanley resort t
similar emotional and linguistic strategies in ardi® gain ascendancy. ... Meaning both 'white' and
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resonates clearly with Geertz and Derrida: Blanshgurrounded by her paper texts, she is
caught within the webs of their signification whicdre open to interpretation by the
community that surrounds her and, particularly, Stgnley as its dominating representative.
Eventually, Blanche becomes a script. As Kolin spt&tanley's destructive power lies in his
approach to paper "from a completely different sagl' than Blanche's: "While Blanche
escapes [or, at least attempts to escape] the reraldies of documentation, Stanley revels in
the evidentiary" (454). In other words, Blanchesupaper to obscure, to conceal, to beautify
and to escape; Stanley uses paper to reveal, twsexgnd, eventually, to humiliate. Kolin
puts it poetically: "Blanche fantasizes throughgramagic; Stanley constructs paper empires
and courts to legitimize the polity. He legislateswitch hunt against Blanche's paper
ontologies" and, | would add, uses her textualggiast her in the fashioning of her downfall
(454).

Blanche as gendered outsider

In addition to her paper-based persona, the wayghioh Blanche is rendered in the play —
that is, her appearance, actions and dialogue m feeunderscore the notion that she
embodies an amplified version of Southern femigirtitowever, | believe this to be neither a
misogynistic strategy aimed at ridiculing women general, nor a cross-dressing of
homosexual fears and anxieties frequently attributethe playwright! Criticism of this

kind often loses sight of the view that the renalgrof Stanley's territorial brutishness and
tendency towards physical violence — almost topthiet of becoming a parody of the alpha
male — balances evenly with Blanche's inflated ddpacy and delicate fragility. Neither
Stanley nor Blanche should thus be taken as nealrgfpresentations, but rather as

'blank,' the name [Blanche] seems predetermineslitgumb to inscription, to be made other than
itself. (326).
This is, of course, precisely the outcome of thiagsfle for authorial supremacy when, at the enthefplay,
Stanley is "given complete authority over his sigtelaw's true colours" (Vlasopolos 326).
° williams' female characterizations, combined vktiowledge of the dramatist's overt homosexualigyeh
often led to feminist critical speculation thatéthlaywright venomously travesties female repregint for the
male homosexuality he cannot stage openly" (Schid@i). This suspicion of what James Fisher calls
"transference" is a contentious matter of whicheotbpenly gay playwrights, such as Edward Albegglaso
been accused (13). Although there are many exaroplss kind of critique of Williams' work, Schiamakes
particular mention of Molly Haskell'srom Reverence to Rap& which she refers to Williams' female
characters as "hothouse, hot-blooded 'earthmothars'drag queens ... baroquely transvestized howmake
fantasies. By no stretch can they be called 'weathen ..." (qtd. in Schiavi 119, Note 1). Albee béti is
reported to have refuted strongly the notion ofigfarence when he said: "Tennessee never didahatl can't
think of any self-respecting worthwhile writer wiamuld do that sort of thing. It's beneath contetopuggest
it, and it's beneath contempt to do it" (qtd. isHear 13).
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fictionalized and exaggerated versions of a manwaohan, thus serving to underline the

destructive polarity of inter-sexual differencesyalent inStreetcar's=rench Quarter.

As we have seen in Singal's descriptions of th&t@atic lady of the plantation, the role of
the Southern Belle is inscribed with a set of ge#dmesed values and norms of behaviour,
which are intensified in the figure of Blanche. ®fiset the cultural master narrative of
gallantry and gentility associated with the arisétic Southern man — the reverse of the
figure of Stanley -women were figured as chaste and fragile, yet phllgi and socially
alluring, in what must have been a confusing patado both genders. This socio-cultural
internalizing of gender texts is echoed in Blarshmlief in the "law" that "the lady must
entertain the gentlemanSKD6. 521) and that a "cultivated woman, a woman t#lligence
and breeding, can enrich a man's life — immeasylfapbND 10. 551). Before arriving at
Elysian Fields, Blanche was a "cultivated" Engliglacher, and she still makes constant
literary references to "stabilize her in disoriegtisurroundings” (Bradley 56). However,
while her breeding and education may have beentiurat in the conservative Belle Reve,
emphasizing this background makes her seem oulaoé pn Elysian Fields, particularly in
opposition to Stanley. Blanche is viewed by thealntants of the French Quarter as frivolous
and pretentious, a woman who needs to be broughih do the level of the "real” world.
Instead of adjusting her behaviour and adaptingitohostile environment, Blanche reacts in
the opposite way. She exaggerates her refinemensanthern femininity in the presence of
the uncouth Stanley, as though to drive home thet ploat she does not belong to his world

and so widening the cultural chasm that gapes leetweem.

In tandem with this pointed amplification, extergipearances are paramount for Blanche.
When we meet her for the first time, she is "d&ndiressed ... as if she were arriving at a
summer tea or cocktail party in the garden distacid not searching for her sister in the dirty
streets of the French Quart&8ND 1. 471). Once in the flat, she constantly occupies

bathroom, "soaking" in the "hot tub" and frettingfront of the mirror 8ND 2. 483). Her

only possession is a suitcase full of clothes s¢Heok expensive, yet on closer inspection,
they appear to be mostly cheap imitations, costuniesh show an aspect of dec&8ND 10

548; 10. 550). The notion that Blanche's clothesnaore reminiscent of stage costumes than
of ordinary garments, enhances the performativeaspof her selfhood. Blanche stages
herself in relation to the cultural-historical regive of the Southern Belle. She performs this

fictional "role" as she re-imagines it, and thusur@es and transforms the repeatable "text"
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of the mythical plantation lady by adding her owaread of meaning; the aim is to win male

attention and approval.

Blanche needs the constant reassurance of othetd #ie way she "looks", which shows
that her insecurity of self is more deeply roothdnt superficial vanity. The extent of this
insecurity comes to the fore in the perception Heatinteraction with others is often based on
a strategy of lies and manipulation. She lies abow much she drinksSND1. 475), about
the circumstances under which she left the schdwrey she taughtSNND 1. 475), about
being younger than Stell&KD 3. 499), and about her "old-fashioned ideals" aftpwand
chastity SND 9. 545). On a date with Mitch, she pretends torb@aris, rather than New
Orleans END 6. 523), and she concocts a story about beingeidwin a Caribbean cruise
with an "old admirer” to avoid Stanley's uncomfobtéaquestions about her latest dreSND
10. 549).

Blanche lies constantly, and particularly during heteractions with Stanley. She feels
deeply uncertain of herself in relation to this efmred male, who is clearly different from
any of the typical Southern gentlemen she is ugednd who appear to have treated her with
unquestioning adoration and respect. With Starthey, fictions become almost comically
ironic. She says her motto in life is to "be condbte" SND1. 482), that she likes "artists"
(metaphorically implying men) who "paint in boldlos” (SND 2. 488), and that she is
"adaptable — to circumstancesSND 3. 499). However, the events of the play soon revea
that all these claims are untrue. Blanche is difiinuncomfortable in the Kowalski
apartment and jumps at every sudden sound or mauerder own monochromatic dress
code clashes, both literally and symbolically, vilike bold colours of Stanley's bowling shirts
and silk pajamas, and Stella constantly feelsetsasary to keeping her nervous sister away
from the card-playing, drinking men. This proveattBlanche is anything but adaptable to
circumstances. It is important, though, that Blandielieves herself to be quite truthful.
When Mitch accuses her of lying to him, she resgofidever inside, | didn't lie in my heart
..." (SND9. 546). This is a crucial distinction which supdhe idea that Blanche's identity
consists largely of fantasies. Her selfhood ha®imecoverly fictionalized, overly fashioned
and self-referential, since there is nobody bek&lself to substantiate her stories and claims.
Not even the jewels or furs in her suitcase aral”rén Foucault's terms, Blanche's lack of
self-knowledge increases throughout the play, @anl&¢ continues his cruel, paper-based

campaign of "truth" against her. But it is his kruthrust upon her. Consequently, her
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selfhood seems more and more unfounded and insuilastat grows flimsy like a paper

moon.

The desperation of Blanche's situation is thushteiged by Stanley's inability to understand
or empathize with her. In his eyes, Blanche's bigla\simply plays into a sexist cliché: that
of the deceitful, beautiful woman who manipulatad aheats men in order to have her own
way. This is, of course, a gross over-simplificataf Blanche's strategy on his part. Stanley
does not seem to fathom the way in which she usegXaggerations and pretentions not
only to achieve what she wants, but also to conaeahherent vulnerability. Her lies are as
much a defense mechanism as a technique of matgoul&vhen she first arrives at the
apartment, Blanche exploits Stella's guilty conscéeby subtly accusing her of abandoning
her with the "burden" of the family estat8ND 1. 479). But she does this not only because
she is destitute and needs a place to live, bot ladsause she feels guilty about her own
inability to prevent the loss of the property. Lateehen Blanche considers Mitch as a
potential husband, she says that she need$etelv& him in order to make him "want" her
(SND 5. 517). Superficially, Blanche seeks to concealrieal age from him because she
believes that Mitch — like all men, in her view eedls to be kept interested in an older
woman. But there is more to this than manipulatiBesides her age, Blanche does not
believe herself to be interesting enough to win hold a man's interest. Thus, she feels that
she needs to elaborate on her persona throught afiidde white lies and pretenses in order
to "put out”, to enhance herself in the companyneh so that they will notice and respect

her.

Joe Christmas as racial outsider

As is the case with Blanche, from the moment wetndee Christmas ihight in August
everything about him suggests an aspect of difteresnd strangeness. He immediately
seems not to fit into his social environment, and the workers at the saw mill he is
impossible to place. At first, Joe is referred itay as a "stranger'L@A 25, 26) — even after
his co-workers have learnt his nanhd\ Q7). Alternatively, he is called a "foreignet”A 27)

or "rootless" and a "hobo'LA 25). His skin is neither white nor black, but th@our of
"parchment” LA 28). Even the way he works reflects a "silent anflagging savageness”,
which is unusual for those around hibdA(32). When he responds after being addressed, it is

as though he speaks "a different language" frommetweho have spoken to hiA 32); and
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his voice "ain't pleasant, ain't mad eithdrA(61). All these qualities underscore Christmas’
otherness, which is rooted in an indeterminacy aafer This is both unfamiliar to, and
uncomfortable for, the Jefferson community, anddimelies the great central irony of the
novel: Christmas' exact racial heritage remain®finde, despite the community's furious
interpellation of him as "nigger murderer”. At noimt is it made explicit that Joe had a black
parent. There is speculation that Christmas' fatiay even have been MexicdnA(281). It

is Christmas' grandfather, old Doc Hines, who fatsites that Christmas was fathered by a
black man. The only reason for his conviction iattthis is what Hines chooses to believe,

owing to his religious fanaticism.

Faulkner notes of men of such extreme religiousvsithat they "usually have just as firmly
fixed convictions about the mechanics, the thegtfsic) of evil as about those of good“A
152). In Hines' view, his daughter's unwanted paegwy is not only a personal affront to his
God-given patriarchal authority, but also an uniicegble sin. To use Derrida's terms, Hines
needs a "scapegoat” on whom to blame his persowlatadigious affront, and his grandson
presents a crude opportunity for such an expressickery writes that "[b]y calling
[Millie's] lover a 'nigger,’ [Hines] can transforamacommonplace seduction into the horror of
miscegenation” — in his view, an abomination inélyes of God and a convenient excuse for
the mistreatment of his daughter and her newbonn('Sche Shadow" 28). Hines' firm belief
that Christmas is evil incarnate, and his subseolesessive observation of his grandson at
the orphanage, condemn Christmas to a life of essetless, suffering and rejection as a racial
other (A 98). The narrator tells us that a child with "mepeabulary” may have observed:
"That is why | am different from the others: becalisdHines] is watching me all the tithe
(LA 105). Christmas is thus "born into a myth created Him by others", which is
comparable to the way in which Blanche is integdelil into the cultural master text of
Southern femininity (Vickery, "The Shadow" 28).

As the novel progresses, however, it becomes ¢thedrJoe's uncertainty of self is by no
means purely racial. Through a series of life sftageamatized in the novel, racial
indeterminacy becomes inextricably entangled witksgions of sexuality and religion. This
confluence in Joe reflects the nexus of broaderatiaes around racial differences in the
deep South. Joe's story thus serves as an effectereogation of these bipolar oppositions.
While Christmas' exact racial heritage remains omkm he comes to represent, in the

collective consciousness of the community, a disigr and turbulent meeting point of these



Malan 154

polarities. Peters comments, for example, that fitpere of the mulatto — a role which
Jefferson imposes on Christmas — "symbolizes thedEblack being touching white being”
or, to use the language of the novel, of "whiteodlomixing with "black blood" (113). This
relates to "a fear of defilement of a presumed Re@o or white purity”, which forms "the
essence of the dread of miscegenation ..." (PtE83. Although not of a racial nature,
Blanche's fear is similar: the dread of allowing pere, aristocratic blood to "mix" with that
of Elysian Fields and the New South. Again, cultumad racial hybridisation is seen
conservatively as a process of defilement and demag not as opportunity, progress and

inevitable change.

Christmas' racial otherness is imprinted in théahand most impressionable phases of his
childhood at the orphanage. He remembers theifissances of being called a "nigger" by
the other children in the playground. It is nevead® explicit how this name-calling comes
about, but it is conceivable that Old Doc Hinesiwotion about Joe's parentage had at least
some part to play. It is important that the chamtescribing Joe's childhood opens with:
"Memory believes before knowing remembers. Beligloegier than recollects, longer than
knowing even wonders’LA 91). Peters' observation is apt: "Joe is an exaofd@w human
beings can become pathetically attached to memaries and | would add, particularly to
traumatic recollections (126). In this way — aslve@e seen also ifihe Glass Menagerién
relation to Tom's painful recollections — the meynof trauma often becomes a powerful,
elaborated version of that experience, as memaystéo exaggerate and distort. Peters adds
that "[e]lven when memories become destructive” €hgstmas’ memories clearly have —
"humans are often reluctant to relinquish them gwia the tragic human dilemma that
identity is bound up with memories: to relinquistemories is to relinquish identity, to
relinquish identity is to plunge into a void" (12@his assertion also calls to mind Blanche's
self-destructive attachment to the recollectionghef fall of Belle Reve. Her fictionalized
memory, she feels, is integral and essential to sh®is because, without it, she feels she
will "plunge” into the abyss that is Elysian Fielasd, in the process, lose herself. Ironically,
these recollections keep her from integrating thi® community by reinforcing her state of

alienation and estrangement.

In a similar way, Christmas keeps returning to tineuma of his early childhood,
remembering being called a "nigger" not only by dtker children in the playground, but

also by the orphanage dietician. An inability omillingness — sometimes the two are not
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clearly distinguishable — to let go of the pasthigss evident in both Christmas and Blanche.
Theoretically speaking, one could relate this okisesreturn to an earlier trauma to what
Derrida would regard as a false "origin": an evvat is self-deludingly believed to be a
moment of initiation, the start of a downfall, dret beginning of the end. But on closer
analysis, even such negative "origins" appear tdebs substantial and essential than the
remembering subject believes them to be. For #ason, both Joe's playground memories
and Blanche's Belle Reve recollections are, sicguifily, not of a single and unequivocally
dramatized event, but appear to be a confluenceawbdus unfortunate circumstances and
occurrences into which the "text" of original traans read after the fact. The value of
originality thus seems always to be read into a ewnof beginningthat is, specified only
after the trauma and suffering have been experieiacel when the subject subsequently
attempts to reach its believed "roots".

In this way, Joe believes that it is through higddttood encounter with the dietician that the
race-sex connection is forged for the first time.tlhe age of five, he sneaks into the school
dietician's bedroom to steal and eat her pink tmamdke. When she returns unexpectedly, Joe
hides behind a curtain, amderhears the dietician having sexual intercourgk an intern.
Having overindulged in the sweet toothpaste, Jagnseto vomit, and is discovered in his
hiding place, after which the shocked dieticiarischim a "little nigger bastardLA 94). The
traumatizing power of this childhood experiencellisstrated by the awareness that, after
this, Joe is never again able to disentangle lislratherness from complicating feelings of
sexual contamination, female treachery and guhiis becomes a lifelong revulsion at the
acts of eating and sex, as well as the linkingegfative connotations, such as falsehood and
betrayal, to womef Bleikasten makes the point succinctly: "To eat, @hristmas, is to
submit to the needs of the body and to acknowletiEmendency on women, and indeed,
almost all the women encountered by him are foadiders, beginning with the dietician at
the orphanage, the prototype of all the others Ink £92). The suspicion of women is
settled in Joe's mind when, tortured by her owrtygabnscience, the dietician tries to bribe
Joe to keep quiet about what he has seen. But Buetenprets this as an offer of money to

buy more of the nauseating toothpaste, the vergtanbe which had made him ill in the first

% The fact that Joe eats toothpaste, rather thandsfuff meant for nourishment is, doubly ironioothpaste is
generally regarded as a substance which assitite icleansing of the body, yet Joe's use of it heg&ven the
sexually charged context of the episode — leavesrthocence of the child tainted and dirtied. Femthore,
eating is usually associated with the strengthewihthe body, but this particular eating episodavés Joe
psychologically weakened for life.
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place.Faulkner's description of the poor boy's repugnasmegt in capturing the conflation of
the money and the toothpaste, as well as his s#nseminent entrapment: "Looking at the
dollar, he seemed to see ranked tubes of toothpksteorded wood, endless and terrifying;
his whole being coiled in a rich and passionatellsen. 'l don't want no more," he said. 'l
don't never want no more," he thought.A(95-96). But, once again, even this moment of
perceived "original" trauma needs the affirmatidrewents later and throughout Joe's life to

gain the power and significance of being the "first

The expanding progression of imposed associatiod®é's mind deserves further attention.
Food is equated with sex, which in turn becomedusmd with race, guilt and money: a
dangerous nexus of entangled connotations from lwiie is unable to escap&hese
associations are played out with disturbing regiylauring every stage of Joe's development
— from childhood to adulthood — and, particulartyall of his encounters with women. But,
as Foucault and Hall have shown, the individuadsponse to familial and communal
influences plays an equally important part in thapng of the self. Christmas' reaction to
how others view and treat him, thus how he viewsdeaif is equally integral to his process
of self-fashioning. In this light, the remembere¢erts of his childhood lead the young
Christmas to believe that he is different, longdoefhe knows anything about his family
history — a belief that is so firmly entrenchedtth@ever changes, no matter what knowledge
comes to light later.

The black gardener's words at the orphanage thefsgpre Christmas' life-long struggle:
"You are worse than [a nigger]. You don't know wiau are. And more than that, you wont
(sic) never know. You'll live and you'll die and you mia(sic) never know,' ..." I(A 288).
The emphasis on knowing is important, particulanlyight of the notion that, as Foucault
argues, "care of the self" begins with "knowing leéf". If Christmas has not even the most
rudimentary knowledge of self in the community'ss®y that is, knowing whether he is
black or white — there is no hope of ever fashignancoherent sense of self while he is
growing up. Instead, what Joe clings to are theseembrances of doubt and uncertainty.
Ironically, then, Joe's only knowledge of self dstssof memories of not knowing. This leads
to his searching, groping uncertainty which he & @@ gardener acts as a prophet here — will
carry with him all through his life. But a lack sélf-knowing has wider, ethical implications:
it leads to a compromised ability to care for oshédne lacks the ability to negotiate a

personal identity among powerful social influeneesl so becomes a perpetual victim of
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instances of domination: a "blank page”, says Darron whom the community is free to
"write" its own notions of self. Like Blanche, Jmevulnerable. He is unable to fashion a self
with any conviction and can react to instancesarhithation only with blind and inarticulate

violence.

As if further to complicate Joe's early struggleéhwiacial otherness, his adolescence in the
strictly Puritan household of the McEacherns —gbeond phase of his life — adds another
confusing, value-laden influence into the mix: tb&teligion and related notions of evil and
sin. Again, sex plays a role, while race is templyrglaced in the background. This is
perhaps primarily because the McEacherns are nev@med about Joe's questionable
parentage, which means that the question of his nawver arises. The focus on religion is
indicated by Joe's interim adoption of the surndfec&achern: Joe's stepfather imposes this
name on him after he rejects Joe's surname, Classtas "heathenish" and a "[s]acrilege”
(LA 110). The time spent with the McEacherns fostethiniJoe a confusing dichotomy: on
the one hand, it causes him to "crave" the "order@edictability" of McEachern's enforced
pattern of religious transgression and punishmamtthe other hand, it also "strengthens his
resolve to reject any identity imposed on him bysale forces” (Singal 173) — a rejection
which he repeats throughout his life. For this ogast is significant that Joe reclaims his
"original” name when he begins to distance himgshdfiberately from his stepfather's
authority. He introduces himself to his first gidind — the prostitute, Bobbie — as follows:
"It's not McEachern,' he said. 'lt's ChristmakA (L39). Here it is as though Joe wishes to re-
embrace a remembered difference, rooted in childhatich flies in the face of the over-
determining influence of McEachern's strict puritasues. But, again, this "originality"
remains relational: although Joe invests the nantle meaning and value, the name itself

remains without any meaningful essence.

It is important to notice, then, that Joe viewsttie surnames, Christmas and McEacham

a polarity that requires a determined choice diegithe one extreme or the other. The one
side of Joe's binary construction is the McEachdemtity which implies connotations of
religious piety, purity and the certainty of labpueward, crime and punishment. At the
opposite end is the Joe Christmas of his childhaath the implications of uncertainty,
alienation and freedom from imposed authority. Tiged juxtaposition is severely limiting
and self-destructive, as Joe seems unable to embraglay oflifférancethat is possible in

his notions of selfhood, that is, to realise thev@oin viewing himself as neither purely Joe
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McEachern, nor purely Joe Christmas, but as a ty®if-creation which integrates aspects
of both personae. This is borne out when Christia@s admits the uncertainty of his race to

Bobbie in an uncharacteristically self-revealingmemt. He confesses: ™I think | got some
nigger blood in me." ... 'l don't know. | believhdve,™ LA 148). Again, the lack of knowing
is replacedby the choice of uncertainty and indeterminacy,thg reading into his own

selfhood of a preconceived racial-cultural text.

Joe's rebellion against the strictures imposedib\tepfather plays out against a process of
sexual discovery and a related deepening revulsiahe femal€® This growing disgust is
compounded by his dysfunctional relationship witls Btepmother, the oppressed Mrs
McEachern, who attempts to buy Joe's trust anceoespith food. This she provides secretly
and against the will of McEachern. But these irtsgttempts only strengthen Joe's distrust of
women, which began with his childhood encounterhwhe dietician. Joe resents Mrs
McEachern's covert assistance more than he does MéEachern's demands and
punishments: "It was the woman: that soft kindnesikh he believed himself doomed to be
forever victim of and which he hated worse tharditethe hard and ruthless justice of men"
(LA 128). Notions of race are re-introduced by Joess §iexual encounter during this period.
In the darkness of a sawmill, the "womanshenegmglisof the black prostitute reminds Joe
not only of her black otherness — a certainty oerahich he lacks — but also of the dark, soft
treachery of womenLA 119). As Singal argues, the "dichotomized morakséihat was so
coldly and uncompromisingly instilled in him by htepfather, causes him to see the woman
as "the abyss itself, 'a black well' of sinful fdenaensuality that can only lead to terrible
retribution ..." (174). Underpinning this sexist vias/ the mythical-cultural association of
blackness, sexuality and evil, to which Joe reaatls blind violence: he kicks and hits the

prostitute without understanding the reasons femltiack.

The second phase of Joe's development draws tan@atic close with a final act of defiance
against McEachern's patriarchal authority. Joerdifdnimself against his stepfather's attack

in the local dance halh order to claim his freedom. Shortly after thikpugh, another

“Although Christmas' ever-deepening revulsion at eons overtly portrayed in the novel, | believeist
misrepresenting the matter to refer to this assJéatent homosexuality" (Brook&aulkner: Yoknapatawpha
57). While it may be true that Joanna Burden's jglysappearance is initially described as somewhat
masculine, there is no evidence in the novel tgsetpthe notion that Christmas' distrust of, andredistaste
for, women necessarily coincides with a sexualkatiton to men. Observations such as these areskatofi
perpetuating the homophobic myth that homosexualitecessarily to be equated with misogyny.
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moment of female betrayal on the grounds of his raadramatised, compounding the effect
of his first rejection by the dietician. Blamingeldor endangering her position in town
through his act of violence, Bobbie — the prostitgirlfriend — shouts: "'Bastard! Son of a
bitch! Getting me into a jam, that always treated yike you were a white man. A white
man!" (LA 164). This accusation is ironic in revealing thel'gibigotry: if Bobbie
consciously and deliberately treated Christmase"Bkwhite man”, it proves that she never
thought of him as white. Instead, she conceiveda# in racial terms, as a curiosity who
needed to be handled in a "normal" way in spitéisfinherent racial otherness. After this
key incident, which launches the third phase ofistimas’ development, Joe begins to react
with even more contempt and arrogance againststhnces of racial interpellation which in

his mind are closely associated with sex and tleeabthe female.

In the third, wandering phase of his life, it is @®ugh Joe constantly and deliberately
provokes the community to define him, that is, twsipon him within a particular racial
mould against which he can then rebel. When a daeiger in the street calls him a "white
man" and addresses him as "cap'm”, Christmas daallade ILA 90). Joe even recognises
the irony of his self-contradictory behaviour: 'how he had once tricked or teased white
men into calling him a negro in order to fight thembeat them or be beaten; now he fought
the negro who called him whitelLA 170). But Joe's perspective on his dilemma neves go
beyond this manner of superficial and ironic obagon. It is as though Joe remains opaque
to himself, a perpetual outsider coldly observing dbwn contradictions and flaring rage
without any real insight. The ambiguity in Joe'#-B®athing thus lies in the notion that he

oscillates between affirming and abhorring his tedainacy and uncertainty.

This dichotomy is demonstrated effectively in Jaeifal exploitation of the community's
tendency towards racist determination to suit s meeds. When he does not have enough
money to pay the prostitutes he has slept witltiehe them that he is a negroA 169). One
assumes that this fills the white women of the D8epth with such shock and disgust that
they flee from him without demanding payment. Thgsks obviously conform to the racial
master narrative of the South, tlehtthe Negro's symbolizing evil, defilement and. Sihis
racist reaction suits Joe, and he repeatedly ermgluyg shock strategy with relative success
until, one day, a white girl from slightly furthafield does not seem to care whether he is
black or white, and insists on the usual remunemafior her favours. In effect, she turns the

tables on Joe by revealing his indeterminacy ta eeak and powerless weapon outside of
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the Southern region. Predictably, Christmas alrkitisther (LA 169). Realizing now that his

exploitative strategy of inducing racial fear foerponal gain has failed, he reverts to the
attitude of the community in loathing all thingsde@terminate. So overwhelming is Joe's
obsession with his racial uncertainty, that he canolerate even the possibility of another's

indifference to it.

Throughout the novel, Christmas is a subversivetagiee embodiment of a direct challenge
to any social imperative towards conformity, whéuses outright any classification into the
categories of the established Southern social oMest importantly, Joe does not seem to
rebel against either whiteness or blacknesshemselves, but against any kind racial or
cultural determination. Joe despises being int&afsel, no matter to which side of the black-
white binary he is called. He resists the notiotehg figured as an other, of being included
in, or excluded by, any kind of grouping. And y&multaneously, he is unable to fashion an

identity that is entirely self-created and indegemt of the community's fixities.

Stanley Kowalski and Blanche DuBois

In both Light in Augustand Streetcar two key figures appear to dramatize a high
concentration of these communal attitudes, norntsvatues, which stand in opposition to
Joe Christmas and Blanche DuBois' processes ofastifoning. These figures thus come to
serve as focal points for the tensions which thenated individuals experience between
themselves and the community. In this way, they @lasignificant part in driving the two
outsiders' search for identity towards a self-desive climax. Christmas's journey brings
him to Joanna Burden; Blanche's trail leads h&tamley Kowalski. If Blanche DuBois is a
moth, Stanley Kowalski is her fatal flame: unquasébly attractive, yet ultimately
destructive. Although Blanche sees Stanley as ‘Ipviel (SND 1. 488), bestial', the leader

of a "party of apes" and &rut[e]" (SND5. 510-11), she cannot help but be attracted tg him
even flirting with Stanley outright and strokingshmale ego with remarks such as: "My sister
has married a man!"S\D 2. 488). The contrast between them is, howevedeniable.
Blanche aspires to be the refined, unspoilt Vigo,amplification of the Southern feminine
virtues of purity, dependency and fragility, whiftanley is the virile, animalistic and
territorial alpha male: a "Capricorn — the Go&ND 5. 514). Even the hard consonants in
the name Stanley Kowalski clashith the soft, rounded vowels of Blanche DuBois li€o

49). Sexuality in Blanche is associated with "gesfitality, a decayed yet not wholly
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unattractive gentility, ... in Stanley, with a ceamew order, vigorous but rude and boorish”
(Heilman 18). Thus, if there were two contrastiregple who should never have crossed each
other's paths, these are Blanche and Stanleyhéy 4eem to provoke the worst aspects of
each other.

The conflict between the figures of Blanche anchletais underlined by the different ways
in which they employ language. To use Vlasopolestdption: "The two levels of discourse,
Blanche's evocative, diffuse, evasive languageStadley's direct seemingly factual speech,
point to a distinction based on gender and claasftin a time works in Blanche's favour, but
ultimately defeats her" (328). Blanche's speech edliately sets her apart from the easy,
mixed vernacular of her new cultural environmeniis New Orleans suburb in which many
languages mix with English street vernacular. W8&mley rushes her out of the bathroom,
Blanche chides him with: "Possess your soul ingpag!" to which he responds: "It's not my
soul, it's my kidneys I'm worried about!SKD 7. 533). In this remark, there is evidence of
Stanley's tendency towards an earthy, acerbic itgrdltminded humour which, on the face
of it, is constantly lost on BlancH& They simply speak different languages. In fact,
Blanche's way of speaking makes her particularipemable to Stanley's brutality by giving
him both reason and opportunity to mock her. Thiparhaps the strongest reflection of his
sense of inadequacy: he is an uneducated man, lenanére presence of a "teacher"
constantly reminds him of this deficiency. As Bedpoints out, Stanley's contempt for, and
derision of, Blanche's language becomes the meanghlth he attempts to restore to "his
household” — the possessive is key here — "its f[amguage, a language of ecstatic shrieks
and violent shouts, a language to which his wifdike her sister, seems well accustomed"
(56).

Stanley's rambunctious bravado seems outwardlydmmif yet — as do Blanche's pretentions
to refinement and purity — this hides a particiainerability of self. His low self-esteem is
evident in his pathetic show of remorse after hidewit attack on Stella: ". he throws back
his head like a baying hound and bellows his wifeme ..."(SND 3. 502). Despite his
violence towards her, Stanley desperately needda'Stadoration and submissiveness in

order to be himself — he cannot survive withouFiucault's interpenetrative conception of

190 This kind of humour is also at play when Stellaaibes Stanley's friends as a "mixed lot" and Eten
haughtily asks: "Heterogenous — types?". Stellavars "Oh, yes. Yes, types is righ{SBND1. 477). Stella
understands the ambiguity rooted in the commorotifies word, "type", as referring to someone olbidws
reputation, but the comic connotation is lost oarighe.
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self and other is pertinent: Stanley's lack of hetently or securely fashioned identity does
not allow for the ability properly to love and cdor Stella. He brutalizes her instead into a
kind of forced adoration — she does not seem te laashoice whether to love him or not. His
insecurity of self is revealed most overtly whemrii¢y accidentally overhears Blanche's
ranting about his behaviour towards Stella. Stankynot face such criticism: he is sensitive
to being described as "common,” an "animal”, tewhgh undermine his superioritgND

7. 540). This is also the moment when Stanley makesilicious decision to avenge himself
and crush Blanche in an attempt at re-establishimgominancegND4. 511)'*

The key difference between Stanley and Blanchdisraise comparable exaggeration of
gender roles relates to context and community.Kénllanche's interpretation of the typical
female from the Old South, Stanley's posed mastylgeems to function well in the
community of the Quarter. Here, as we have seeme wialence and dominance is both
common and acceptable: it has become a communalirtex which Stanley is easily
interpellated. Stanley has managed to collect atdum a chorus of men — with the possible
exception of Mitch®® - who resemble him in the way in which they thiok and treat,
women. Furthermore, Stanley seems well-connectedl r@spected by everyone from
appraisers§ND2. 485) to lawyers§ND2. 491). Two of Stanley's favourite social actesti
are bowling and playing cards, competitive gamesudph which he finds yet more ways of
exercising and displaying his dominaticBND 7. 539). This kind of cultural environment,
together with these forms of social interactioremss to facilitate and encourage Stanley's
egotistical self-affirmations, while simultaneoushlyfling Blanche's. Stanley's identity is thus
firmly rooted in, and congruent with, his cultunedacommunity; Blanche is culturally and

socially displaced.

191 Wwolter elaborates effectively on the notion of poplay within the household:
Stanley knows that he is living in the urban jungfea competitive society, and as compensation for
his subordinate position in the rat race outside,nsists that at least at home he be respected ...
When Blanche appears, she severely endangersathiétytof his reign, since Stella and Mitch are
clearly drifting toward her. Consequently, Stanleggins an unscrupulous campaign to retain his
dominance in the house, a battle for positions wiscsymbolically fought over the occupation of the
bathroom ... (33)

192 owing to Mitch's imposing physical size, he se¢mbe far more stable and secure in his masculthiy

Stanley. This serves to dramatize the questionadliee system of Elysian Fields: the larger the sizéhe male,

the more secure and unchallenged is his positfoa.challenge is posed, the understanding is thatlli be

countered with brute strength. For this reasoncMhas no qualms about taking care of his mothéreating

Blanche with unusual respect and adoration. Headargest among the males and fears no humiliation
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In the final scene, just before Blanche is remofrech the apartment by the doctor and a
matron, the precariousness of her self-fashiorsnggain emphasized through the important
symbol of paper. Blanche runs back into the apartras if she has left something behind,
when Stanley remarks:
You left nothing here but spilt talcum powder and empty perfume bottles —
unless it's the paper lantern you want to take wath. You want the lantern(Me
crosses to dressing table and seizes the papeerlantearing it off the light bulb,
and extends it towards her. She cries out as ilaheern was herself. ..(BND 11.
562)
Stanley thus rips away the flimsy decoration wHstéinche herself has placed over the naked
bulb. Earlier, Blanche had remarked to Stella: "Aywli've got to have your existence
admitted by someone, if you're going to have sorasgorotection. And so soft people have
got to — shimmer and glow — put a — paper lanterar ¢he light ..." SND 5. 515). The
implication is that Blanche herself is such a "soérson”, who is able to achieve self-
affirmation only in pleasing or deceiving otheReturning to Kolin's tracing of the paper
motif in the play, the paper shade "enables Blanichescript herself" (454). We have
witnessed her trying "to redefine existence — fersblf, Stella, Stanley, Mitch — with the
paper lantern. Ostensibly, she wants to dilut8tanley's harshness, the power of his glaring
male gaze, by shadowing and thereby diminishingrttemsity of the light bulb” (Kolin 454).
It is the same gaze, we remember, which has reagdper texts with the sole purpose of
reducing her ambiguity as woman to a one-sideapndé¢ation that supports Stanley's will to
power. And power over others, argues Foucault, nsegvith knowledge of others. In
Stanley's eyes, Blanche's persona is both oveshidaed and socially incongruent, which is
why her strategy fails in his world. In the sameywlzat the fragile paper lantern, this flimsy,
make-shift cover for a bare light bulb, is callgugdrn away, Blanche's "text" of pretensions

and little white lies is cruelly and brutally exgaisby Stanley.

Joanna Burden and Joe Christmas

The interplay between self and oppositional ottserlso dramatized in the relationship
between Joe Christmas and Joanna Burden. As Viglangs out, during their relationship
Joe's preoccupation with the categories of raceasd religion "becomes especially acute
since he recognizes the same obsession in [Joa(fidje Shadow" 30). This mutually

reflexive function is underscored by Faulkner's mgmJoanna, one could argue, is the
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female version of the name “Joe”. Joanna is whitd af Yankee descent with a strong
familial heritage: her forefathers moved to the tBoduring the Reconstruction and had a
reputation for being abolitionists and carpetbaggefFor this "otherness"”, Joanna's
grandfather and half-brother paid with their livésey were shot in Jefferson's town square
by Colonel Sartoris. This suggests a kind of dowbienation withrespect to Joanna: not
only is she rejected owing to her political-faniiliaeritage as the daughter of Yankee
carpetbaggers, but also on the grounds of her ias®ocwith another distinctly Southern
category of otherness: the "Negro". Christmas,henather hand, was raised as an orphan by
Southern rural religious conservatives and latgrcted by society for having "mixed blood".
Thus, as is the case with Blanche and Stanleyattinection between, as well as the mutual
destruction of, these two oppositional figureslmast inevitable within the cultural setting

of the novel.

Despite supporting the abolitionist cause, Joangasdfather and father both saw black
peopleas the living symbol of white guilt. Given theseneitions, they both play a key role
in changing the young Joanna's perception of blkesknand whiteness from harmless
differences in skin colour into something more daieed and essentialist. She is taught to
objectify black people, to dehumanize them andtkeen "not as people, but as a thing, a
shadow in which [she] lived, we lived, all whitegpde, all other people"'L@ 190). Thus,
while Joanna's humanitarian assistance to "negs®shs on the surface to be motivated by
benevolence and sympathy, it disguises a deepesbatéage of racial objectification fired
by a religious "obligation to carry out God's desig a depraved world" (Van O'Connor 76).
At the heart of it, this notion remains just asdbegl as the worst of Southern prejudice and
religious zealotry. Racists see and treat peopkedifferent skin colour as sub-human beings

who deserve such treatment; bigots condescendelp™members of other races, but in no
less dehumanizing a fashion, owing to the condessenand falseness of their actions.
Joanna is never able to free herself from theswi@dds — an aspect that is brought to light

acutely through her confrontation with Christmas.

The relationship between Joanna and Christmas dsfoler three apparent, yet often
overlapping, "phases": the "cold and imperviousage) the "wild" phase and the "religious”
phase (A 196; 202-03). All three of thestageselate closely to the changing ways in which

Joanna views and treats Joe as a racial, sexualeigwbus other. In turn, her treatment of
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Joe invites certain reactions on his part, baselistifelong concatenation of race, sex and
religion. Christmas summarizes the phases of te&itionship as follows:
During the first phase it had been as though hes wetside a house where snow
was on the ground, trying to get into the houseinduthe second phase he was at
the bottom of a pit in the hot wild darkness; noavas in the middle of a plain
where there was no house, not even snow, not eireh {A 202-03).
When Joe first encounters Joanna Burden's housés hdeed excluded and kept at a
distance by her. In fact, he is never formally fadiinside, but breaks in at night, entering
like an intruder. During this phase, Joanna ledwed for him in the kitchen, but she never
joins him at the table. Again the associatiodoe's mind of food and dependency on women
is brought into play. Joanna's "cold and imperviotrteatment of his presence irks the
racially sensitive Joe as another instance of rlltinterpellation. He sends a carefully
prepared meal — significantly, ham and peas, ativadl slave meal — crashing against the

wall in a way similar to his rejection of Mrs McHearn's food.

Then, in the second phase of the relationship —'ltbg wild" phase — Joe encounters the
other side of Joanna's bifurcated personality, waenovertly sexual aspect is suddenly
introduced into their interaction. During the dalganna is the masculine "spinster who
methodically carries out her destiny by advisingl anding Negro colleges,"” and by night,
she is "the frustrated middle-aged woman ... irugerrgy with a man she believes or hopes
is part Negro" (Kartiganer 55). During this wildfaf, Joanna uses Christmas to enact a
particular sexual fear-fantasy which sprouts froeommon racist trope: the white woman's
fear of being ravaged by the dangerous, hyper-seXNagro”; thus the horror of
miscegenation is given shape as the ultimate gacehe guilt of slavery and oppression.
Hence proceed Joanna's carefully orchestrated, Imymaniacal trysts with Christmas, which
are always enacted in a "dark house" — this was thle original title of the novel — in
"closets”, "empty rooms", "beneath certain shrulbsua the grounds, where he would find
her naked, or with her clothing half torn to riblsampon her,” whispering: "Negro! Negro!
Negro!" (LA 195).

The details of these encounters indicate a detexnettempt on the part of Joanna at
recreating an atmosphere of savage, sexual vialaRather than mere gratification, what
Joanna seeks is — to use Bleikasten's descriptidorbidden knowledge about evil and the

unpardonable transgression of the paternal ldmK 322). In other words, by indulging in
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illicit sex with someone whom she believes to b#agk man, Joanna deliberately breaks the
patriarchal law which prescribes that, as a wonsle, is not to engage in acts of sexual
indiscretion, particularly not with a member of #mr race. According to the cultural
narrative of the virtuous woman, she is to remdiaste and untainted until the day of her
betrothal to a future husband. By breaking thisigathal law, she overwrites the gendering
"text"” and revenges herself upon the symbolic fatigeire by maintaining her own sexual
independence as a woman and retaining control theéechoice of her own virginityn this
way, however, Christmas is interpellated into hehesna, not as a person, but as an
appropriated racial symbol, a representation of ¢h#urally constructed myth of the
"Negro”. When Christmas recognizes Joanna's comapives, he resists. For him, there is
something utterly distasteful about their encowmtéit was as though he had fallen into a
sewer" (LA 192). But the corruption has less to do with phgisiaolation than with an
invasion of his personhood. Again, it is an atteraptreading Joe into a role which is
predetermined for him: the part of the dark, evdck man which is, in turn, laden with a

confluence of cultural and communal values.

In the third and last phase of the troubled Bur@émistmas relationship, the traditional
Puritan association of sex and sin prepares thefarayhat is described as an ebbing of the
wild "tide" (LA 197).In this period, Christmas' associative progresgaomplete: food and
sex becomes entangled once again with religioug @siJoanna's conscience slowly regains
dominance. Their meetings are now restricted td#droom, during which they look "at one
another like strangers, with hopeless and repro@¢bh his part with weary: on hers with
despairing) eyes"LA 197). Instead of the symbol of her guilt and danomatChristmas
becomes Joanna's means to salvation. Her reasisringt if she were to assist Christmas in
becoming an asset to society, an upstanding mewfbtdre black community, she would
regain her state of grace and save her corrupteld Ebis is why she wants Christmas to
assist her in her work with "negro schools" socasdt "wast[e]" his "life" LA 202). Joanna
suggests sending Christmas to a black school tty sind, after qualifying, to work with a
black lawyer on exclusively black affairs. But Glimas rejects also this text that she has
written for him: " ... not only had she changed lier completely, but ... she was trying to
change his too and make of him something betweleerait and a missionary to negroes”
(LA 204). Instead, Christmas attacks her with his . fifter failing in all other attempts at

interpellation, Joanna then tries to force Chrigtrtmpray for the salvation of his soul. She
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points a gun at him. But violence breeds only lieaary violence; he kills her grotesquely

by slitting her throat with a razor blade.

In all three of the phases of the relationshipin@lar pattern is repeated: Joanna attempts to
determine the uncertainty, the unfamiliarity, tietloe Christmas' identity within a specific
and predetermined framework that suits her own geep. Joanna attempts forcibly to
dominate Christmas by imposing her own appetiteks dasires on him. Each time, Joanna
expects him to enact a role which he has no irdandf playing. First, she casts him as an
ordinary black man who needs her humanitarian tassis, like so many of the others she has
objectified and dehumanized over the years. Thelpeltemes a racial-sexual symbol, which
she exploits and uses as both a challenge to,rmag@easement for, her own racist heritage.
Lastly, she reduces Christmas to a mere heathlast soul who needs God's salvation and
forgiveness, and without whose redemption her oowut would be lost forever. Each time, it
is an attempt to impose meaning, to write away wiéteness of Joe'sabula rasa But
Christmas constantly places himself outside of @éhekentity paradigms, these webs of
meaning which Joanna has spun for him and in wsihghattempts to capture and hold him.

Ultimately, the only way he can escape is by kilhrer.

The way in which the murder takes place foreshadamspects of his own death at the hands
of Percy Grimm. The misfiring pistol in Joanna'swtke has its reflection in the pistol that
Christmas holds when he flees from Jefferson, asethteally in Grimm's pistol with which
he kills Christmas. "Similarly," David L. Minter sbrves, "the razor with which Joe
Christmas grotesquely kills Joanna Burden has otsnterpart in the bloody knife Percy
Grimm wields in mutilation” (9). The death of JodwrStmas as a victim is thus both
prefigured by, and implied within, the death hdiat$ on Joanna Burden. Joe finally fulfills
his role as the racial-sexual scapegoat of the aamityn He writes his own "text" with the
knife acting as a stylus. He then becomes "thetliedse slaughtered"”, and Grimm "appears
on the scene as exterminating angel" (Bleikadt@n311)° Through Christmas' death, the

193 Brooks argues that Percy Grimm's acts of murderramtlation “[do] not commit the community”, sinbe
acts aloneRaulkner: Yoknapatawph&2). However, | agree with Bleikasten's more cooivig argument that
"[e]xtremist groups such as the KKK and fanaticwidlials such as Grimm may not be typical; stiikey do the
community's dirty work and act as the unofficiabats of collective violence. Technically, the asgzsion of
Christmas is no 'lynching,' but is condoned befarehby the mob hysteria" which precedes thelakt315). In
addition to this, as my own argument has thus lHams, the possibility of separating any individdekisively
from a community is an illusion. While Grimm mayaed act alone when he kills and mutilates Christrha
is still a member of the community which has playtdeast a partial role in shaping him into a perasho
could make such a terrible choice — even if the@ss involves his alienation and rejection. Follmyerrida,



Malan 168

community is able to imagine that it has returreed former state of purity, a shared illusion
in which it believes it has rid itself of the fedreabomination of indeterminacy and
uncertainty. To use Hall's terms, the communitydwels it has recovered, through the act of

expulsion, its shared, historical "roots": the géred "essence"” of untainted race.

Read in mutually informative ways as dramatizatiohsultural exclusion and rejection, both
Joe Christmas and Blanche DuBois thus become emabilerfigures. Their enhanced
eccentricity — that is, Blanche's overly fashioriebility and dependency, and Christmas’
self-destructive racial indeterminacy — brings Usser to an understanding of the strong
undercurrents of race and gender that flow thrahghexperience of cultural and communal
identity in the South. Christmas and Blanche embady a crystallized fashion, the
ambiguities and contradictions, the tensions andlicts between self and other, which are
prevalent in this region. More broadly speakinggythoring to life the notion that no
community is able to achieve definition and intggmvithout its representatives of trauma
and exclusion. Despite their differences and regactsuch figures can, and should, not be
considered entirely apart from the social bodiesciwthave ostracized and thus helped to
shape them. At the heart of questions of idensitglivays this dialectic of self and other: a

relationship of constant tension — and, yet, irgphdency — between "I" and "you". It is to

this underlying reverberation that, inevitably, tbenclusion of this study must return.

every community needs its figures of alienation agjdction for the affirmation of its own senseba&longing
and unity.
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Chapter 5

Conclusion

The question of the self: "who am I?" not in thesseof "who am I" but "who is this
I'" that can say "who"? What is the "I," and whatomes of responsibility once the
identity of the "I" tremblesn secre? (Derrida,The Gift of Deatl92)

Consciousness of self is only possible if it is @xgnced by contrast. | use | only
when | am speaking to someone who will bgain my address. It is this condition
of dialogue that is constitutive @ierson,for it implies that reciprocally becomes
youin the address of the one who in his turn desggbimself as. (Benveniste 40-
41)

Although no "method" is ever incontestable, an nigjag structure is both a necessary and a
useful convention in academic research and wrififigus far — notwithstanding its strongly
poststructuralist orientation — this study has detd tradition by devising a way of
organizing the reading of identity in selected sexity Faulkner and Williams into
progressively unfolding and interlinking units afament, each combined with a pairing of
texts that dramatizes effectively a particular asd selfhood. It has indeed been useful to
consider the subject's relation to the self as re¢pa— at least theoretically — from the
subject's relationships with family members, amarfithe subject's relation to the communal-
cultural. But we have also seen that this stratedgrgely a synthetic exercise, an illusion of
imposed focus and emphasis for the sake of anentdiiscussion. While divisions or classes
of self-hood constantly threaten to burst at therssg this is not to say that different "forms"
of self — such as those proposed by Foucault sswissed in the Introduction of this thé¥is

— are entirely imaginary. The individual carrieaces of, and is thus inseparably connected
to, the familial, while the family is both shapedand interpenetrated by the community and

culture.

194 5ee Chapter 1 (26-28) for a discussion of Fousatdinception of "forms" of selves and how this haen
amended to "positionings" in order better to cgra@esense of process, rather than completion ficaton.
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However, rather than further deferring the inevgabverflow of, and interconnections
among, these various positionings of self, what cae conclude about the relationship
between language and selfhood by undoing the sefstricture we have sewn thus far, and
allowing for a freer intermingling and blending dfie personal, the familial and the
communal-cultural? In the deployment of this s&&adnstructive strategy, the focus now
shifts away from the major fictional figures we badiscussed, and towards individual
instances of the language of self-fashioning —amerlabels — associated with, or imposed
upon, these figures. Name-labels are complex anavillge inflected socio-cultural
appellations used in the six selected texts anddistinctive markers of selfhood, they
exemplify in a particularly vivid way the merging personal, familial and cultural values in
the fashioning of selves within both the contexthef selected texts and the broader Southern
social sphere. This reading of name-labels follavst Geertz would describe as a strategy
of "thick" description: a teasing out of the mulépintricately interwoven and differentially

realized layers of signification traceable in eachtextually active sigh’>

Examples of such multilayered, yet often reductivielposed, brandings abound in the six
selected texts. There is, for example, the worghpte” used in relation to Laura's identity in
Menagerie; this can be compared with the term "Polack” usedelation to Stanley in
Streetcar.The former name-label first appears in the plagnvifom reminds his mother —
quite callously, one should add — that his sistaurh is "crippled” and that, as a family, they
should thus not expect too much from her appointmétin the gentleman calleGM 1. 5.
430)1°° Amanda then protests against his choice of teBon't say crippled! You know that

| never allow that word to be usedGi 1. 5. 430). IrStreetcar Stanley objects in a similar
way to Blanche and Stella's word choice: "Don'tretedk that way to me! 'Pig — Polack —
disgusting — vulgar — greasy!" — them kind of woldsse been on your tongue and your
sister's too much around hereBND 8. 537); and later, again: "I am not a Polack. Reop

from Poland are Poles, not Polacks. But what | arane hundred percent American, born

195 see Chapter 1 (16-17) for an account of Geerigtindtion between "thick" and "thin" descriptiamthe

field of cultural studies.

196 Of course, Williams uses this word already in ladsicharacter description: "A childhood illness ledisher
crippled, one leg slightly shorter than the otleerd held in a brace. The defect need not be mareshggested
on the stage"GM 394). It is possible that the contrast betweestarords such as "crippled" and "defect” in
Williams' description, and the notion that the 8ifity is merely "suggested" on-stage, anticipated heightens
Tom's later cruelty towards his sister.
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and raised in the greatest country on earth anddpas hell of it, so don't ever call me a
Polack" SND8. 539).

A multiplicity of significations is brought into py when one compares Amanda and
Stanley's objections to these terms. The wordpptef and "Polack” are used not merely as
descriptors denoting a physical or ethnic diffeegrmut also becomein Tom and Blanche's
derogatory use — metonymic for what is construech afefective, incompetent or lesser
person In deconstructive terms, "Polack™ and "crippleg agid categories of identity which
are placed, by implication, in a subordinate higraral position in relation to their binary
opposites of wholeness and plenitude: the ableddpdicomplete” individual as a physical
ideal, or the "pure" American as a fantasy of maloor political prejudice. Amanda and
Stanley thus both object to the tendency of these insembjtiapplied name-labels to
determine selfhood. Both figures seem to realiz, ttvhen used repeatedly, a name-label
becomes a social branding which has the powerdiaceeand "fix" one's selfhood in the eyes
of the community, attaching to one a stigma of di&feness from which it will be difficult to
escape or, worse, in the aptness of which one regjnlto believe. Laura's is physically
disabled, Amanda would argue, but this does notntieat she is a defective person, and she
should thus not be treated, or referred to, inwayg. Similarly, Stanley is of foreign descent,

but this does not imply that he may be referrestdreated as, a lesser American.

Of course, the disproportionate vehemence of Sganteaction seems to suggest more than a
hint of niggling self-doubt. By reacting in this wehe invests the pejorative with the power
of negative signification: the word cuts close he tbone precisely because he harbours
feelings of inadequacy and insufficiency. Similarly becomes clear through the events
dramatized inMenageriethat Laura's disability lies deeper than the ptaisiShe appears
also to be shy and to suffer from a debilitatincklaf self-confidence, perhaps owing to her
mother's overprotection and mollycoddling duringladcence. It is deeply ironic then, and
quite telling of Amanda's disappointment, disilbrgment and despondence after Laura's
failed appointment with the gentleman caller, thta resigns herself to using this very same
loaded term to describe Laura as Tom's "unmarristgrswho's crippled and has no job!"
(GM 2. 7. 464). Effectively, the word now becomes dguiegative owing to Amanda's own
protest against its use, building its significatimot only on the pejorative communal-cultural

application, but also simultaneously on this spedé&milial context.
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Much has been written in Chapter 4 about the malti@yers of socio-cultural signification
traceable in what is arguably the most prominemgidistic scar on Faulkner's Southern
landscape: the use of the name-label "nigger". Tdusst term is used freely and pervasively
in the Southern community's common parlance, ntt onLight in August— the novel in
which Faulkner dramatizes most overtly the conmartatof this word and its closest relative,
"Negro" — but, to a lesser extent, alsoTime Sound and The FugndAs | Lay Dying.Joe
Christmas' struggle against the over-simplificatminthis "branding” is comparable with
Brick's hatred of the term "queer" i€at. The word "nigger" is loaded with racist
preconceptions and prejudice almost to the sameeddbat "queer” is weighted with values
and assumptions regarding gender and sexualityeipatriarchal South. Drawing on Butler's
work on the performative aspects of language, th@fanaming assists in the creation of that
which it names?’ Joe becomes a "nigger" in the eyes of his commubiécause he is
branded as such. The school nurse, who first sbevse¢eds of doubt over Joe's racial purity,
realizes this when she reasortde'will look just like a pea in a pan full of cadfbeans'(LA
99). And being thought of as, or even called, a "[q]U€EHTR2. 947) — or any of its related
euphemisms, such as "sissi€HTR 2. 947), "sister" CHTR 2. 946) or "fairy" (CHTR 2.
948) — is as reductive and damaging to Brick's-isedfge and social reputation as being

named a "nigger” is to Joe Christmas.

The most insightful discussion of the determiniragacity of a name-label can be found in
As | Lay Dying,coming, quite surprisingly, from one of the leagicalate members of the
Bundren clan. Cash ponders the term “"crazy" intioglato the identity of his younger
brother, Darl. When Darl is arrested and taken Jackson insane asylum for setting fire to a
neighbour's barn which contained his mother's opffiash reasons as follows:
Sometimes | ain't so sho who's got ere a rightijovehen a man is crazy and when
he ain't. Sometimes | think it ain't none of usgarazy and ain't none of us pure
sane until the balance of us talks him that-a-wey.like it ain't so much what a
fellow does, but it's the way the majority of folisslooking at him when he does it
(AILD 219-20).
Cash's argument suggests a spark of deconstrubiivieng. He realizes (in a way that is
perhaps reminiscent of Foucault's argumentladness and Civilizatigrthat the distinction

between madness and sanity relies heavily on sdmeburse, on the "we" who "[talk] him

197 See Chapter 3 (84-85) for an account of Butlet&rpretation of Austin's speech-act theory.
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that-a-way", and that this distinction thereforenifiests itself as a rigid binary conception in
which sanity is not only set against, but also igity privileged over, madnesg® Cash
knows that the difference between madness andysanibot as clear-cut as one might
imagine. Society often tends to conceive of madassan essential positioning outside of, or
beyond, reason. Yet, as a deconstructive attitudeldvsuggest — and as Derrida's sharp
critigue of Foucault'$ladness and Civilizatiohas shown more pointedly — there simply can
be no "outside" of reason. In other words, one oaeonceive of madness without relying
implicitly on reason itself: they are intimatelylated and interdependent terms, drawing their

linguistic significance from a relationship différancein relation to each other.

Following Foucault's ethical argument, | would eord that assigning this name-label is an
attempt by the community at gaining power and adrdver a distinctly different individual

in their midst, an other whom they have failedyfulh understand according to their shared
conventions of "normal” appearance and behaviosrCAsh later points out, the members of
this community assume that Darl's callous and ssskbestruction of a neighbour's barn is a
completely irrational and irresponsible action, dese they do not fully grasp the
circumstances of the situation or the desperatibnhis family. Incorporating Derrida's
thinking, one should add that Darl becomes anatbapegoat figure, a socially imposed role
which is comparable to the way in which BlancheBhis and Joe Christmas occupy the
ambiguous position of the banished "outsider" witliheir respective communitié¥,
"Banishing" Darl into a rigid category of otherngsatsiderism and difference in and through
language — that is, labelling him distinctly andilerately as "crazy" — enables both the
Bundren family and the surrounding community taraffand concretize their own sense of
sameness and belonging. In short, the communitya® craziness of Darl in opposition to
which it can maintain its collective sense of sarand identity: "crazy" again becomes

unavoidably implicit within the very definition dhormal”.

However, Cash's discussion of the word "crazy" abwies traces other than the communal-
cultural values he has observed. There is a hastilatfe chains of signification layered onto
this linguistic sign within the context of the ndvieong before Darl is branded explicitly as

"crazy" owing to his act of arson, the community'gertainty about his unconventionality is

198 Fgucault's book and Derrida's deconstructiveqerétiof it are discussed in more detail in Chaptg9t21).
19 5ee Chapter 4 (139-44) for a detailed compari$d@ianche and Joe as communal scapegoat figurés. Th
account uses Derrida's "Plato's Pharmacy" as adtieal frame of reference in its deconstructivaaaption of
outsiderism and othering.
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denoted by a related descriptor more regularly eotad with him. On many occasions,
figures such as CoraAlLD 20; 155) and Tull AILD 112; 140) mention that Darl seems
"queer" to them and to others, meaning that he agp® be strange or eccentric in his
appearance and behaviour. Neighbours who choosw i as explicit, such as Sampson,
simply mention how "folks talks"s(c) about Darl, implying that there is something utiise

or different enough about him to be worthy of canstdiscussionAILD 100). Again, one
notices the role that discourse plays in Darl'©iéang" by the community. No-one is "pure
crazy", Cash would say, unless someone "talks Hivat' way. But this immediately implies
the opposite as well: no-one can be purely "saméteasonable” until discourse fashions

him or her to be so.

A further interesting motif in the depiction of Dar'craziness" is his habit of inappropriate
laughter during social interaction. Anse believiesily — and has apparently told Darl so on
occasion — that it is this habit that "makes foll&k" about him mostAILD 94). To his
father's chagrin, Darl laughs even while sitting fwe mother's coffin in the back of the
wagon. In fact, the word "laughing” is repeatedrfdmmes by Anse in this particular
monologue, not only indicating the father's exaapen at the son's consistently indecorous
behaviour, but also preparing the way for Darlismlfimoments in the novel. When he is
arrested and removed from the travelling party,| Darsts into peals of uncontrollable,
incongruous laughter, and is taken away by trainamoinsane asylum. In Darl's final
monologue — which renders aptly his dissociativentadebreakdown through an abrupt shift
in narrative perspective to the third person —wloeds "laugh™ or "laughing" appear no less
than nine times, strengthening the community'seateg suspicions about his psychological
instability. This is, however, a one-sided viewvdiat the ambiguous laughing may signify.
As is illustrated by Darl's laughing on Addie'sfanfthe laughter often occurs in situations in
which weeping might be deemed more appropriatehdpesr Darl's laughter is thus an
unorthodox expression of profound grief: Darl lasidfecause the situation in which he finds
himself is so absurd and deeply saddening thas @able to cry. Then again, he might also
laugh simply because he is emotionally immaturengwio a neglected upbringing lay
mother who barely noticed his presence, not to ioerfailing to take care of his mental

nurturing.

However, if Darl appears to be mentally disturbiéds not because he is surrounded by an

overtly rational family. The Bundrens' macabre alpen to Jefferson with the mother's
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dead body on the back of a wagon seems to be,llgoaVentional standards, a "crazy"
undertaking and, at one point or another, thermase than a hint of the psychologically
guestionable associated with each one of the Banoh@thers. Vardaman thinks his mother
is a fish AILD 76). When he appears on Tulls' doorstep in thalmidf the night, drenched
in rain, Tull comments that the child gave him theeeps”, while Cora says outright that he
is "outen his head"AILD 63); as with the ambiguous reading of Darl's ldaeghprofound
grief is implicitly associated here with mentaltdidance. Jewel dreams of isolating himself
high on a hilltop with his dying mother, and rodinlown rocks at the faces of those who try
to approachAILD 12). In Freudian terms, one could read into tha¢ewt fantasy traces of an
underlying Oedipal obsession with the mother figwaggesting the glaring absence of the
necessary intruding phallus during the infantiletimeo-son relationship. Cash sometimes
reasons in neatly ordered and numbered lists, et @em contains bizarre associations,
connecting dead bodies, coffins and graves withskits and mathematics of carpentry
(AILD 75). The eccentric familial inflection thus givasdarkly ironic undertone to Cash's
observations about his brother's so-called "craaihat would be easy to see Darl as merely
the most obviously "crazy" of an already mentallystable family. To some extent, the
members of the surrounding community already réadBundrens in this way. At the sight
of Cash's broken leg set precariously in cementhisyfather and brothers, Mr. Gillespie
exclaims: "Didn't none of you have more sense that?" AILD 210). Dr. Peabody is even
more scathingly ironic when he says to Cash: "hy widn't Anse carry you to the nearest
sawmill and stick your leg in the saw? That woultvén cured it. Then you all could have
stuck his head into the saw and cured a whole yamil(AILD 228).

In addition to the community's "talking" someoneay, it is important to note that Cash
mentions the act of "looking" in his discussionDH#rl's alleged craziness. In fact, Cash later
describes madness explicitly as an inability tee"sge to eye with other folksA[LD 220).
Cash is thus sensitive also to the ways in whiehsilf is fashioned in and through the gaze
of the other. One recalls here the way in which Olat Hines watched his illegitimate
grandson and how this influenced the boy's eamgas®f difference and othernesghat is
why | am different from the others: because he @d]ris watching me all the tifi€LA 105).

But this gaze is never simply uni-directional: dserved subject always gazes back at his or
her observers and, through the returned gaze,emfles the way in which he or she is
observed. In other words, the way in which Daniswved by his family and his community

as "crazy" is shaped significantly by the way hekk back at them while he is being
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observed. To illustrate this mutuality of obsereatiit is helpful to recall how often Darl's

peculiar eyes and unsettling ways of looking atgbe@re mentioned by Dewey DeRI{D

23) and AnseAILD 31). But it is perhaps Tull who is most articulatethis characteristic:
He is looking at me. He don't say nothing; juski®at me with them queer eyes of
hisn that makes folks talk. | always say it ai@t@r been what he done so much or
said or anything so much as how he looks at yélike he had got into the inside
of you, someway. Like somehow you was looking atrgelf and your doings outen
his eyes.AILD 112)

Tull's description underscores effectively the lipenetration of the self and the other's gaze

in the fashioning of a self. The "I" constantly ksoat the "you", which in turn returns the
gaze of the "I", until there is almost a senseafvergence between the "I" and the "you" in

and through the act of looking.

From a linguistic perspective, this peculiar reaship between the "I" and the "you" is of
particular interest. In fact, in an essay entitl8dbjectivity in Language", Emile Benveniste
makes the point that a conception of subjectivitthat is, "the capacity of the speaker to

posit himself as a 'subject” — is possible onlyamd through language (40). Benveniste
defines subjectivity further as not "the feelingigfheveryone experiences of being himself
.. but ... the psychic unity that transcends thalitgtof the actual experiences it assembles
and that makes the permanence of the conscious(¥s"Subjectivity is thus a condition

made possible by language: "Ego’ is he whgs'ego™ (Benveniste 40). However, the word
"says" in Benveniste's formulation — along with hiscurring references to speaking
throughout the essay — is misleading. The wordndéd not be uttered or written by the
subject in order for the sign to carry the corregpog signification as a marker of

subjectivity. This suggests a broader notion ofgleage — any and all languages — thus
including language as it manifests itself withirr agansciousness of the world. Subjectivity is
thus a condition of language in the broadest semsg®nse, and not only of the spoken or

written word.

Benveniste takes the argument a step further b§imgpshat "[c]lonsciousness of self is only
possible if it is experienced by contrast. | usaly when | am speaking to [and | would add,
"or conceiving of'] someone who will beyu in my address [or conception]” (40-41). In
other words, "I" always exists in a relationshipimiplicit interaction, interdependency and

reciprocity with "you". Benveniste refers to ths arelationship of "dialogue" but, again, one
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should be careful of creating the impression, albeadvertently, that the linguistic
conception of "you" becomes valid only when oneradses the "you" in and through the act
of speech. Similar to the conception of "I", thegliistic conception of "you" manifests itself
already at the level of consciousness and doesxe@ed actual utterance to attain validity.
Benveniste adds that this I-you relationship iscipiar in itself, as it offers a type of
opposition whose equivalent is encountered nowbkse outside of language” (41). "I" and
"you" not only form an interdependent polarity,élains, but also function reversibly (41).
In other words, when | address, or conceive oftteroperson as "you", the implication is
that | will become the "you" in that person's cqutaen of me. No other pair of linguistic

signs functions in a similarly interchangeable way.

The broader implication of this is paradoxical: &fé@ is no concept 'l'," writes Benveniste,
"that incorporates all this that are uttered at every moment in the moutlal speakers ..."
(42). Nor does the word "I" refer permanently ty ame, particular individual. "How could
the same term refer indifferently to any individwathatsoever and still at the same time
identify him in his individuality?" (Benveniste 42ndeed, what we are dealing with is "a
class of words, the 'personal pronouns,’ that es¢hp status of all the other signs of
language" (Benveniste 42). But what, then, doegéfér to? Benveniste writes: "['I" refers
to] something very peculiar which is exclusivelgduistic: | refers to the act of individual
discourse in which it is pronounced, and by thidasignates the speaker. It is a term that
cannot be identified except in ... an instance is€alrse and that has only a momentary
reference” (42). A shift in the discursive contexbuld thus affect an immediate and
complete shift in the signification of the word ."IFurthermore, no "I'" — no selfhood, no
identity — is possible outside of discourse. Itpeticularly Benveniste's use of the word
“individual" and, in the earlier quotation, hisesénce to the subject's "individuality”, which
opens the way for a consideration of the ethicallications of the I-you interdependency
within discourse. If "I" and "you" can refer to angle subject and to everyone at the same
time, Derrida's conception of singularity and umsadity with respect to questions of

responsibility becomes pertinent.

In The Gift of Death Derrida teases out the relationship between thgukr and the
universal using Kierkegaard's discussion of theli@b figures of Abraham and his son,
Isaac. Derrida's central concern is with the qoasthether Abraham is acting absolutely

responsibly, or absolutely irresponsibly, in hisnsacrifice of Isaac. Within the framework
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of Derrida’'s account, Abraham has a duty to obeg,@od to do so unquestioningly, even if
God demands the death of his first-born withouti@rpng the reason for such an order. This
is Abraham's responsibility to the singularity odbd> But, at the same time, Abraham has a
duty also to the universal, that is, to the farhdiad communal, as a loving father who should
not commit infanticide. At the moment of the neaci#fice, these two responsibilities are
inevitably and necessarily in opposition. Derridaug proposes that there is always an
element of betrayal of the univergtiat is, of the family or societyinplicit within every act

of duty to an absolute singuléwhich may be God or the selffhe two clashing duties

cannot be separataad are implicitly interlinked.

Derridaleaves no doubt: "The sacrifice of Isaac is an abation in the eyes of all, and it
should continue to be seen for what it is — atregjariminal, unforgiveable ... The ethical
point of view must remain valid: Abraham is a mugde (Gift 85)1*° But Abraham is also
absolutely responsible to the singular, becaust&e the courage to behave like a murderer
in the eyes of the world" and, in doing so, hadewgd his duty to the general (Derridzft
72). This does not imply that he has completelyugriced his love for Isaac. He must love
his son in order for the intended sacrifice to bédy otherwise it would not be a sacrifice.
The ethical is thus, in one sense, recuperateddntiarough Abraham's act of duty to the
singular and through his ultimate love for his sbuat it is also negated in the very same
instant. This contradiction is irresolvable, saysrizla: Abraham is "at the same time the
most moral and the most immoral, the most resptssibd the most irresponsible of men
L (Gift 72) M

The aporia of singular and universal responsibitalso traceable in the earlier example of
Darl Bundren. In fact, it is again Cash who pondbesethical paradox in the actions of his
so-called crazy brother:
But | thought more than once before we crosseditiee and after, how it would be
God's blessing if He did taken her outen our hamdsget shut of her in some clean
way, and it seemed to me that when Jewel worket gt her outen the river, he

was going against God in a way, and then when &sah that it looked like one of

19 0f course, Abraham never sacrifices Isaac, buti@epoints out that "it is as if Abraham haldeadykilled
Isaac," because he goes through all the prepasaiomputting the sacrifice into effedbift 72).

1 Derrida sets this aporetic view in contrast wiilelkegaard's hierarchical juxtaposition of faittttie ethical.
For Kierkegaard, faith transcends ethics, whilerlDarattempts to show that religious faith canrotbnceived
as existing beyond, or outside of, rationality aesponsibility.
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us would have to do something, | can almost belleeone right in a way. But |
don't reckon nothing excuses setting fire to a smbarn and endangering his stock
and destroying his property. That's how | reckanam is crazy. That's how he can't
see eye to eye with other folks. And | reckon theyt nothing else to do with him
but what the most folks says is righAll(D 220)
Cash's repetition of the phrase "in a way" befbeedecisive caesura in his argument — which
is clearly marked by the word "but" — emphasizesrbalization that there is, indeed, more
than one way to reason about this event. When @anides to burn down the barn with his
mother's coffin inside, he acts in response onlyiscsingular duty to himself as the neglected
and rejected son who wants to rid himself of thenaination and embarrassment of the
mother's corpse decaying on the back of a wagoweMer, this duty to the singular stands in
opposition to Darl's responsibility towards the eoamity. There is no doubt in Cash's mind:
Darl's burning down of the barn and his causingegessary injury and damage to a
neighbour remains a criminal and inexcusable aetredn. The paradox of responsibility is,
once again, both inevitable and irresolvable. Jast Abraham is simultaneously the
"cruellest” and the most "loving" father to Isaao, Darl is the most "reasonable" and the
most "insane” brother of the Bundren clan. Nevdedse Cash's condemnation is final and
telling: Darl has been deemed, and thus conclusivednded, "crazy" by the community in
spite of the ambiguity of his actions. In Cash #mel community's eyes, the universal norm
has weighed more than the singular duty and DaHd tieserves his due punishment.

In the final moments of the novel, Darl allows Hhlentity to be subsumed by the name-label
with which he has been branded — albeit, perhapmtantionally. He makes no rational
argument for the sanity of his actions in light @& singular duty, but instead laughs
incongruously at the situation and, in doing sopvjtes the non-verbal discourse that
confirms his eventual inhabitation of the descriptrazy”. For Benveniste, this process of
discursive identification is, again, not only pesiv& in, but made possible by, language:
Language is accordingly the possibility of subjatyibecause it always contains the
linguistic forms appropriate to the expressionudjjectivity, and discourse provokes
the emergence of subjectivity because it consistisarete instances. In some way
language puts forth 'empty' forms which each speakehe exercise of discourse,
appropriates to himself and which he relates togasson' ... (43).
It is useful to investigate the distinction made Bgnveniste between "language" and

"discourse”. Language, he argues, provides the enark or system within which
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subjectivity becomes possible, but in which itlsliés dormant. At the moment when
language is made to fulfil a purpose or is putde within a particular context, the "empty
forms" of subjectivity are filled and language bews discourse. This is not unlike
Althusser's conception of interpellation: when aligeo officer shouts to the passing
individual: "Hey, you!", the context in which thaterpellation is offered — in other words,
the power relationship that exists between an @ffemd a member of the public — allows for
the empty form "you" to be filled by the individislselfhood. The "you" in the officer's
hailing becomes the individual in the same momenthich the individual recognizes that he
or she is being hailed by the law and turns to fiaee officer. Discourse, in Benveniste's
thinking, is thus language in action, language gadawith an other. But this distinction —
like Althusser's notion of interpellation — is op&m deconstructive critique. Language is
always-already engaged with an other: there cannbelanguage without implicitly

incorporating notions of an other. The empty foronsvessels of language — even and
"you" which are most associated with selfhood atctv occur throughout all the selected
texts — are thus never completely "empty"”, becdasguage cannot exist without some

context. It follows that there is no "I" or "you"ne identity — outside of discourse.

What, then, of this particular textual discoursethaesis, which is also played out in and
through language and on the borderline betweenlthef the author and the "you" of the
reader? Perhaps the answer to this question idtamaously so simple and radically intricate
that it should remain a matter of inconclusion amfjoing discussion. Nevertheless —
returning to the personal note struck in the opgrsi@ction of this text — one might simply
"pause”, then, to attest to the distinct multidik@gality of the flow of influence and change
in the activity of textualization. Theoretically egking, my selfhood has not only been
foregrounded as the subjective "reader” of identitghe selected texts, but has also been
"written" in return by the very activity of readin®errida notes the inseparable connection
between reading and writing in a short introducteggtion to "Plato's Pharmacy". He argues
that it is an illusion for a "reader" of any textalso a "reader" of identity, or in Geertz's
terms, a reader of a culture — to think it is ploiesio read without "committing" something of
the self to the reading process and so assistkiriviniting” of that text ("Plato's Pharmacy”
63-64). But Derrida clarifies that the connectiogtviieen these textual activities is not as
simple as proposing that reading is writing: "ladeng and writing are one, as is easily
thought these days ... this oneness designatdgenendifferentiated (con)fusion nor identity

at perfect rest; thes that couples reading with writing must rip apgftPlato’'s Pharmacy"
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64). In other words, the reader who "feel[s] hirhseithorized merely to add on; that is, to
add any old thing" to the text would add nothingléto's Pharmacy” 64). This would/olve
over-emphasizing the aspect of writing involveadhe reading process. On the other hand,
"he who through 'methodological prudence,” 'nornisobjectivity,’ or 'safeguards of
knowledge' would refrain from committing anything lbimself, would not read at all”
(Derrida, "Plato's Pharmacy” 64). What we have @yt another double-bind, an aporetic
oscillation, and this is why Derrida proposes tHajne must then, in a single gesture, but
doubled, read and write" (Derrida, "Plato's Phayh&d).

What has my reading of identity thus contributedwoiting” about identity in general and,
more importantly, about my own selfhood? To borerrida’'s haunting expression, it is
clear to me that the authorial | of this text atemld not help but get "a few fingers caught"
in the weaving process ("Plato’'s Pharmacy" 63).aAgsult, my identity has been shifted,
adjusted and changed through this textual exptoradf what it signifies to be an "I". In the
conception of myself, | am no longer an absoluterse. | no longer entertain an illusion
that "within" me lies some kind of unchangeablaunchanging core of selfhood based on a
set of rigid laws, values or norms. This is so,redlespite the facticity of the physical shape
and space into which | was born. Most importartthygugh, this realization of a perpetually
contingent and relative self does not manifestfiteeluctively as a sense of "loss" of identity
or instability within often turbulent contemporaggcial, cultural and political circumstances,
but as an empowering awareness of the capacityabifit to make a self, that is, to make
choices, changes and adjustments in my selfhoothoth the simplest and most intricate
ways, then, | am already no longer the "I" thatdsvat the beginning of this project; and |
will continue to change even as this text is bewad by "you". Perhaps the most intriguing
guestion to ask about identity should thus no lonigeolve the essence of who we believe
we “are”, but the possibility of who we want to b@d who we are in the process of

becoming.



Malan 182

WORKS CITED

Adams, Richard Fraulkner: Myth and MotionPrinceton: Princeton U P, 1968.

Althusser, Louis. "lIdeology Interpellates Individsias Subjects'ldentity: A Reader.Eds.
Paul du Gay, Jessica Evans and Peter Redman. ho8edge, 2000. 31-38. Rpt.
extract from "ldeology and ldeological State Amggases"Lenin and Philosophy
and Other Essays.ondon: New Left Books, 1971. 170-86.

Balbus, Isaac D. "Disciplining Women: Michel Foultaand the Power of Feminist
Discourse". After Foucault: Humanistic Knowledge, Postmoderrali@dmges Ed.
Jonathan Arac. New Brunswick: Rutgers U P, 1988-60. Rpt. fronPraxis
International5.4. (1985): 466—83.

Barnes, Hazel E., trans. Translator's IntroductiBaing and Nothingness: An Essay on
Phenomenological OntologBy Jean-Paul Sartre. Secaucus: Citadel, 1956 sTadn
L'Etre et le néantParis: Editions Gallimard, 1943.

Beck, Warren. "Faulkner and the Soutlrdulkner: Essays by Warren Bed®kadison: U of
Wisconsin P, 1976. 18-33.

--------- ."Realist and RegionalistFaulkner: Essays by Warren Bedkadison: U of
Wisconsin P, 1976. 144-274.

Benveniste, Emile. "Subjectivity in Languagifentity: A Reader.Eds. Paul du Gay,
Jessica Evans and Peter Redman. London: Sage, ZBOB. Rpt. extract from
Problems in General LinguisticElorida: U of Miami P, 1971. 223-27.

Bigsby, C. W. E. "Tennessee William#'Critical Introduction to Twentieth-century
American Drama. Volume 2: Tennessee Williams,ukiiihiller and Edward Albee.
Cambridge: Cambridge U P, 1984. 15-134.



Malan 183

Bleikasten, AndréThelnk of Melancholy: Faulkner's Novels frofilne Sound and the Fury

to Light in August. Bloomington: Indiana U P, 1990.

-------- . The Most Splendid Failure: Faulkneifhie Sound and the Furigloomington:
Indiana U P, 1976.

Bluefarb, Sam. "The Glass Menagerie: Three VisminBime." College English24. 7
(1963): 513-18JSTORU of the Witwatersrand, Wartenweiler Library. Wy
2007.

Bowling, Lawrence Edward. "The TechniqueTdfe Sound and the Furywilliam
Faulkner: Two Decades of CriticisnEds. Frederick J. Hoffman and Olga W.
Vickery. East Lansing: Michigan State U P, 1958-48. Rpt. fronirhe Kenyon
Review Autumn 1948. 552—-66.

Boxill, Roger.Tennessee William#acmillan Modern Dramatists. London: Macmillan,
1987.

Boyne, RoyFoucault and Derrida: The Other Side of Readaimdon: Unwin Hyman,
1990.

Bradley, Frank. "Two Transient Plays:Streetcar Named DesiemdCamino Real
Tennessee Williams: A CaseboBl. Robert F. Gross. New York: Routledge, 2002.
51-62.

Brooks, Cleanth. "Regionalism in American Litera&tUiThe Journal of Southern Histqrg6.
1 (1960): 35-43JSTORU of the Witwatersrand, Wartenweiler Library. 14
2007.

-------- . William Faulkner: The Yoknapatawpha Countdew Haven: Yale U P, 1963.
Butler, Judith. "Critically Queer'ldentity: A Reader.Eds. Paul du Gay, Jessica Evans and

Peter Redman. London: Sage, 2000. 108-17. Rpt. Badies that MatterLondon:
Routledge, 1993. 224-42.



Malan 184

Campbell, Harry Modean, and Ruel E. Fos@illiam Faulkner: A Critical Appraisal.
Norman: U of Oklahoma P, 1951.

Cardullo, Robert James. "Williamg&e Glass MenagerieThe Explicator55. 3 (1997):
161- .Thomson GaleAcademic OneFile. U of the Witwatersrand, Warterevei
Library. 15 May 2005.

Carpenter, Thomas Gregory. " 'Stop! I'm a familyntharefiguring the Patriarch iNot
About Nightingales Tennessee Williams: A CaseboBK. Robert F. Gross.
New York: Routledge, 2002. 13-31.

Chase, Richard. "Faulknet'gght in August Twentieth Century Interpretations loight in
August Ed. by David L. Minter. Englewood Cliffs: Prenti¢tall, 1969. 17-24. Rpt.
from The American Novel and Its Traditiadew York: Doubleday, 1957. 210-19.

Clifford, JamesThe Predicament of Culture: Twentieth-Century Etimaphy, Literature,
and Art.Cambridge: Harvard U P, 1988.

Cobban, Alfredin Search of Humanity: The Role of the EnlighterimreModern History.
London: Jonathan Cape, 1960.

Cohn, Ruby. "The Garrulous Grotesques of Tennéssliams". Tennessee Williams: A
Collection of Critical Essay¥d. Stephen S. Stanton. Englewood Cliffs: Prentice
Hall, 1977. 45—-60. Excerpted and revised fidmlogue in American Drama
Chapter 4. Bloomington: Indiana U P, 1971.

Collins, Carvel. "The Interior Monologues ©he Sound and the FuryThe Merrill Studies
in TheSound and the Fur¢ompiled by James B. Merriwether. Charles E. Merril
Studies. General Eds. Matthew J. Bruccoli andplog&atz. Columbus: Charles E.
Merrill, 1970. 59-79. Rpt. frorknglish Institute Essayk952. Ed. Alan Downer.
New York: Columbia U P, 1954.

Collins, Jeffrey, and Kristen Wyatt. "Hey, Y'all,ait to Lose the DrawlUSA Today24



Malan 185

Nov 2005.12 Sep 2008. <http://www.usatoday.com/news/nat@®B211-24-

southern-drawl_x.htm>.

Crandell, George W. "Misrepresentation and Miscagjen: Reading the Racialized
Discourse of Tennesee Willian#s'Streetcar Named DesifeMlodern Drama40. 3
(1997): 337— Gale Academic OneFile. U of the Witwatersrand, Wartenevei
Library. 28 July 2008.

Critchley, Simon, ed. Introductiofhe Cambridge Companion to Levin&sls. Simon
Critchley and Robert Bernasconi. Cambridge: CadgaiU P, 2002. 1-32.

Culler, JonatharOn Deconstruction: Theory and Criticism after Sturalism. London:
Routlegde, 1982.

Derrida, Jacques. "Aphorism Countertim&cts of LiteratureEd. Derek Attridge. Trans.
Nicholas Royle. New York: Routledge, 1992. 414-B&ns. of "L'aphorisme a

contretemps"Romeéo et Juliettd?aris: Papiers, 1986.

--------- . "Cogito and the History of Madnes$\riting and DifferenceTrans. Alan Bass.
Chicago: U of Chicago P, 1978. 31-63. Trans. adi® et I'histoire de la folie".
First published irRevue de métaphysique et de morajel (1964).

--------- ."Differance".Speech and Phenomena, and Other Essays on Husserl's
Theory of SignsTrans. David B. Allison. Evanston: NorthwesterPJ1973. 129-60.

--------- . The Gift of DeathTrans. David Wills.Chicago: U Chicago P, 1995.

--------- ."The Law of Genre"Acts of LiteratureEd. Derek Attridge. Trans. Avital Ronell.
New York: Routledge, 1992. 221-52. Trans. of "&ig Idu genre”. Revised ed.
ParagesParis: Galilee, 1986. 249-87.

--------- . Monolingualism of the Other; or, The Prosthesi©woigin. Trans. Patrick
Mensah. Stanford: Stanford U P, 1998. TransMaiholinguisme de l'autre, ou, La
prothése d'origineParis: Editions Galilée, 1996.



Malan 186

Of GrammatologyCorrected ed. Trans. Gayatri Chakravorty SpivaktifBare:
Johns Hopkins U P, 1997. TransO¥ la Grammatologieles Editions de Minuit,
1967.

. "Passions: 'An Oblique OfferingQn the NameEd. Thomas Dutoit. Trans. David

Wood. Leavy, Jr. Stanford: Stanford U P, 1995.1393ans. oPassionsParis:
Editions Galilée, 1993.

. "Plato’'s PharmacyDisseminationTrans. Barbara Johnson. London: Athlone,

1981: 61-171. Trans. &b DisseminationParis: Editions du Seuil, 1972.

. "Sauf le nom!"On the NameEd. Thomas Dutoit. Trans. John P. Leavy, Jr.f8tdn

Stanford U P, 1995. 35—-88. Trans. of “Sauf le ndadris: Editions Galilée, 1993.

. "Signature Event ContextA Derrida Reader: Between the Blin@sl. Peggy

Kamuf. New York: Harvester Wheatsheaf, 1991. 81-1Rfit. from Margins of
Philosophy 1972.

. Interview with Derek Attridge. ""That Strange fitistion Called Literature': An
Interview with Jacques DerridaActs of LiteratureEd. Derek Attridge. Trans.
Geoffrey Bennington and Rachel Bowlby. New YorkiuRedge, 1992. 33-75.
Original interview, Laguna Beach, April 1989.

. "Structure, Sign and Play in the Discaid the Human SciencedNriting and

Difference.Trans. Alan Bass. Chicago: U of Chicago P, 1978-23. Trans. of
"La structure, le signe et le jeu dansle discol@s sciences humaines". Lecture
delivered 21 October 1966 at the Internationald@piium on Critical Languages and

the Sciences of Man, The Johns Hopkins UniverBiatimore.

. "The Villanova Roundtable: A Conversatiafith Jacques DerridaDeconstruction

in a NutshellEd. John D. Caputo. New York: Fordham U P, 199283—

De Man, Paul. "The Rhetoric of Blindness: Jacquesiba's Reading of Rousseau".



Malan 187

Blindness and Insight: Essays in the Rhetoric aft€mporary Criticism2™
ed. London: Methuen, 1983. 102-41.

DiSchiavi, Michael. "Tennessee Williams' Women iWan's World."The Gay and Lesbian
Review Worldwidel5.4 (2008): 18—Gale Academic OneFile. U of the

Witwatersrand, Wartenweiler Library. 28 July.

Douglas, Harold J. and Robert Daniel. "FaulkneostBern Puritanism.Religious
Perspectives in Faulkner's Fiction: Yoknapatawphd BeyondEd. J. Robert
Barth, S. J. Notre Dame: U of Notre Dame P, 187254.

Du Gay, Paul, Jessica Evans and Peter Redmar(zedsral Introductiondentity: A
ReaderLondon: Sage, 2000. 1-5.

Durham, Frank. "Tennessee Williams, Theatre PoBtase.'The South Atlantic Bulletin
36. 2 (1971): 3—-161STORU of the Witwatersrand, Wartenweiler Library. Wy
2007.

During, SimonFoucault and Literature: Towards a Genealogy of tiNg. London:
Routledge, 1992.

Ellis, Trey. “Remember My NameThe Village VoiceJune 13, 1989. Qtd. in Loose Canons:
Notes on the Culture Wars. Henry Louis Gated\Néw York: Oxford U P, 1992. 131.

Evans, Jessica, ed. Introductitaentity: A ReaderEds. Paul du Gay, Jessica Evans and
Peter Redman. London: Sage, 2000. 121-29.

Fambrough, Preston. "Williamsl$he Glass MenagerieThe Explicator 63. 2 (2005): 100- .
Thomson GaleAcademic OneFile. U of the Witwatersrand, Wartenevei
Library. 15 May 2008.

Faulkner, William Absolom! AbsolomNew York: Random House, 1972. First published in
1936.



Malan 188

---------- . As | Lay DyingLondon: Vintage, 2004. First published 1930.

---------- . Light in AugustLondon: Vintage 2005. First published 1932.

---------- . Soldiers' PayLondon: Chatto and Windus, 1957. First publisheti9g86.

---------- . The Sound and the Furyondon: Vintage, 1995. First published 1929.

Fanon, FrantzBlack Skin, White Mask$rans. Charles Lam Markmann. New York: Grove
Weidenfeld, 1967. Trans. 8fau noire, masques blané¢Zaris: Seuil, 1952.

Foucault, Michel The Archeology of KnowledgErans. A. M. Sheridan Smith. London:
Routledge, 2002. Trans. bfArchéologie du Savoif,969.

---------- . The Birth of the ClinicTrans. A. M. Sheridan. London: Routledge, 2003n$ra
of Naissance de la Cliniqu@resses Universitaires de France, 1963.

-------- . The Care of the Self: The History of Sexuality WadB.Trans. Robert Hurley.
London: Penguin, 1990. Trans.laf Souci de soParis:Editions Gallimard, 1984.

--------- . Discipline and Punish: The Birth of tiRrison. Trans. Alan Sheridan. London:
Penguin, 1991. Trans. 8urveiller et punir: Naissance de la prisé?aris: Editions
Gallimard, 1975.

--------- . Interview with H. Becker, R. Fornet-Betzourt, and A. Gomez-Miller. "The Ethics
of the Concern of the Self as a Practice of Fre€d&thics: Subjectivity and Truth —
Essential Works of Foucault 1954-1984l. 1. Ed. Paul Rabinow. Trans. P. Aranov
and D. McGrawth. 281-301. First publisheddancordia: Revista internacional
de filosophia6 (1984). 96-116.

--------- . Madness and Civilization: A History of Insanitytire Age of Reasoifirans.
Richard Howard. London: Routledge, 2001. Trans:adie et déraison: Historie de

la folie a I'age classiqué.aibraire Plon, 1961.



Malan 189

. "My Body, This Paper, This FireOxford Literary Review4.1 (1979).

. The Order of Things: An Archeology oétHuman Scienceblew York: Random
House, 1970. Trans. aks Mots et les chosdzaris: Editions Gallimard, 1966.

. Interview with B. Gallagher and A. Wileo "Sex, Power, and the Politics of
Identity". Ethics: Subjectivity and Truth — Essential Work§&oficault 1954-1984.
Vol. 1. Ed. Paul Rabinow. Trans. Robert HurleyaktLondon: Penguin, 2000. 163—
73. Original interview conducted in Toronto, 198#st published iThe Advocate
400 (7 Aug 1984): 26-30; 58.

. "Sexuality and SolitudeEthics: Subjectivity and Truth Truth — Essentialritgoof
Foucault 1954-1984/0l. 1. Ed. Paul Rabinow. Trans. Robert Hurleglet.ondon:
Penguin, 2000. 175-84. Rpt. frorhe London Review of Boo&s9 (21 May — 5
June 1981): 3, 5, and 6.

. "Technologies of Self'Ethics: Subjectivity and Truth Truth — Essentialrigoof

Foucault 1954-1984/0l. 1. Ed. Paul Rabinow. Trans. Robert Hurleglet.ondon:
Penguin, 2000. 223-51.

. The Use of Pleasure: The History of Sexuality Vel@aTrans. Robert Hurley.

London: Penguin, 1992. Trans.ldUsage des plaisirdaris: Editions Gallimard,
1984.

. "What is Enlightenment?Ethics: Subjectivity and Truth — Essential Works of

Foucault 1954-1984/0l. 1. Ed. Paul Rabinow. Trans. Catherine Pdderended).
London: Penguin, 2000. 303-19.

. The Will to Knowledge: The History of Sexualitywné 1.Trans. Robert Hurley.

London: Penguin, 1998. Trans.laf Volonté de savoiRaris:Editions Gallimard,
1976.

Fisher, James. ""The Angels of Fructification': messee Williams, Tony Kushner, and

Images of Homosexuality on the American Stagéé Mississippi Quarterly19. 1



Malan 190

(1995): 13— Gale Academic OneFile. U of the Witwatersrand, Warterevrei
Library. 28 July 2008.

Gassner, John. "Tennessee Williams: Dramatist wstFation."The English Journal37. 8
(1948): 387-93JSTORU of the Witwatersrand, Wartenweiler Library. Wy
2007.

Gates, Henry Louis, Juoose Canons: Notes on the Culture Walsw York: Oxford U P,
1992.

Geertz, Clifford. "From the Native's Point of Vie®n the Nature of Anthropological
Understanding.Interpretive Social Science: A Readeds. Paul Rabinow and
William M. Sullivan. Berkeley: U of California R,979. 225-41.

-------- . The Interpretation of Cultures: Selected Essay€lifford GeertzLondon:

Hutchinson, 1975.

Gray, RichardThe Life of William Faulkner: A Critical Biograph@xford: Blackwell, 1994.

Green, A. Wigfall. "William Faulkner at HomeWilliam Faulkner: Two Decades of
Criticism. Eds. Frederick J. Hoffman and Olga W. VickerysHaansing: Michigan
State College P, 1954. 33-47.

Holy Bible, The: Containing the Old and New TestarsiAuthorised King James version.
Grand Rapids: Zondervan, 1962.

Hall, Stuart."Cultural Identity and DiasporaColonial Discourse and Post-Colonial Theory:
A ReaderEds. Patrick Williams and Laura Chrisman. New Yd&klumbia U P,
1994. 392-403.

-------- , et al.Policing the Crisis: Mugging, the State and Law &udler. London:
Macmillan, 1979.



Malan 191

-------- , Bob Lumley and Gregor McClennan, eds.lifRs and Ideology: Gramsci®.
Working Papers in Cultural Studid®. 1977.

-------- . "Who needs 'identity'?Tdentity: A ReaderEds. Paul du Gay, Jessica Evans and
Peter Redman. London: Sage, 2000. 15-30. Rpintwbtiuction: Who Needs
Identity?".Questions of Identityeds. Stuart Hall and Paul du Gay. London: Sage,
1996. 1-17.

Hammer, Stephanie B. " 'That Quiet Little Play'uBgeois Tragedy, Female Impersonation,
and a Portrait of the Artist ihhe Glass MenagerieTennessee Williams: A
CasebookEd. Robert F. Gross. New York: Routledge, 2002 583—

Heilman, Robert Bechtold. "Tennessee Williams' Agh to Tragedy'Tennessee
Williams: A Collection of Critical EssayEd. Stephen S. Stanton. Englewood Cliffs:
Prentice-Hall, 1977. 17-35. Excerpted fréime Iceman, the Arsonist, and the
Troubled Agent: Tragedy and Melodrama on the Mod&tiage Seattle: U of
Washington P, 1973. 115-26; 138-41.

Howe, Irving.William Faulkner: A Critical Study3™ ed., revised and expanded. Chicago: U
of Chicago P, 1975.

Howell, Ronald F. "Education for the Uncommon Mafie Lasting South: Fourteen
Southerners Look at their Houdeds.Rubin and Kilpatrick. Chicago: Henry
Regenry, 1957. 147.

Israel, Jonathan Radical Enlightenment: Philosophy and the Makingylodernity 1650—
1750.0xford: Oxford U P, 2001.

Kartiganer, Donald MThe Fragile Thread: The Meaning of Form in Faulkeé¥ovels.
Ambherst: U Massachusetts P, 1979.

Kent, George. “The Black Woman in Faulkner's Wonkgh the Exclusion of Dilsey, Part
[I”. Phylon Quarterly36. 1 (1975). 55-62.



Malan 192

King, Kimball. "Tennessee Williams: A Southern Writ' The Mississippi Quarteriy8. 4
(1995): 627— Thomson GaleAcademic OneFile. U of Witwatersrand.
Wartenweiler Library. 15 May 2008.

King, Richard HA Southern Renaissance: The Cultural Awakeningefimerican South,
1930-1955New York: Oxford U P, 1980.

Kinney, Arthur F.Faulkner's Narrative Poetics: Style as Visidimherst: U Massachusetts
P, 1978.

Kolin, Philip. "It's Only a Paper Moon': The Paggmtologies in Tennessee Williamas
Streetcar Named DeslteModern Drama40. 4 (1997): 454—Gale.Academic

OneFile. U of the Witwatersrand, Wartenweiler aity. 28 July 2008.

Leary, Lewis.William Faulkner of Yoknapatawpha Counyew York: Thomas Y.
Cromwell, 1973.

Macey, David.The Penguin Dictionary of Critical Theoriyondon: Penguin, 2000.

Malmgren, Carl DarrylFictional Space in the Modernist and PostmoderAisierican
Novel.Lewisburg: Bucknell U P, 1985.

Merquior, J. GFoucault.Berkeley: U of California P, 1985.
Millgate, Michael. The Sound and the FuryFaulkner: A Collection of Critical Essaygd.
Robert Penn Warren. Englewood Cliffs: PrenticekH866. 94-108. Rpt. fromhe

Achievement of William Faulknédew York: Random House, 1966. 94-111.

Minter, David L., ed. Introductionfwentieth Century Interpretations bight in August
Englewood Cliffs: Prentice-Hall, 1969. 1-16.

Murphy, BrendaTennessee Williams and Elia Kazan: A Collaboratiothe Theatre.
Cambridge: Cambridge U P, 1992.



Malan 193

Norris, ChristoperDeconstruction: Theory and Practic8® ed. London: Routledge, 2002.

Peters, ErskindVilliam Faulkner: The Yoknapatawpha World and Bl&ekng.Darby:
Norwood Editions, 1984.

Popkin, Henry. "The Plays of Tennessee Willianihé Tulane Drama Review. 3 (1960):
45-64.JSTORU of the Witwatersrand, Wartenweiler Library. ¥y 2007.

Poster, Mark. "Foucault and the Tyranny of GreeEelicault: A Critical ReaderEd. David
Couzens Hoy. Oxford: Basil Blackwell, 1986. 205-20

Redman, Peter, ed. Introductiddentity: A ReaderEds. Paul du Gay, Jessica Evans and
Peter Redman. London: Sage, 2000. 9-14.

Reed,John Shelton. "Surveying the South: Studies in &egiSociology”The Journal of
Southern History61.2 (1995): 432—-33.

Rorty, Amélie OMind in Action: Essays in the Philosophy of MiBiston: Beacon, 1988.

Rule, Philip C. S. J. "The Old Testament Visiomm| Lay Dying' Religious Perspectives in
Faulkner's Fiction: Yoknapatawpha and BeyoRd. J. Robert Barth, S.J. Notre
Dame: U of Notre Dame P, 1972. 107-16

Ryle, Gilbert.Collected Papersvol. 2. Collected Essays 1929-1968. London: Hutsbim
1971.

Said, Edward W. "Michel Foucault, 1926—-198After Foucault: Humanistic Knowledge,
Postmodern ChallengeBd. Jonathan Arac. New Brunswick: Rutgers U P8198
11. Rpt. fromRaritan: A Quarterly Reviewd. 2. (1984).

---------- . Orientalism.New York: Pantheon, 1978.

Sampson, Edward E. "The Deconstruction of Sa@lgxts of IdentityEds. John Shotter and
Kenneth J. Gergen. London: Sage, 1989. 1-19.



Malan 194

Sartre, Jean-PauBeing and Nothingness: An Essay on Phenomenolo@ictdlogy.Trans.
Hazel E. Barnes. Secaucus: Citadel, 1956. TrdrsEtre et le néantParis: Editions

Gallimard, 1943.

--------- . "Time in FaulknerThe Sound and the Furywilliam Faulkner: Two Decades of
Criticism. Eds. Frederick J. Hoffman and Olga W. Vickery.tHamsing: Michigan
State College P, 1954. 180-88. Rpt. from "Le RtUd Fureur"Situations l.
Paris: Gallimard, 1947. 70-81. Originally publidha La Nouvelle Revue francaise

June and July, 1939. Trans. Martine Darmon.

Saussure, Ferdinand deourse in General Linguistickds. Charles Bally and Albert
Sechehaye, in collaboration with Albert RiedlingbBrans. Wade Baskin. New York:
McGraw-Hill, 1966. Trans. from Saussure's lectur@86—1911, and first published

asCourse de linguistique général916.

Sawicki, Jana. "Feminism and the Power of Foucaul@iiscourse" After Foucault:
Humanistic Knowledge, Postmodern Challendssks. Jonathan Arac. New Brunswick:

Rutgers U P, 1988. 161-78.

Schiavi, Michael R. "The Hungry Women of Tennesghiams's Fiction".Tennessee
Williams: A Caseboolked. Robert F. Gross. New York: Routledge, 200Z-20.

Shakespeare, WillianThe First Part of King Henry the Fourth. The Alegan Text of
William Shakespeare: The Complete WoBa. Peter Alexander. London: Collins,

1951. 480-513.

---------- . Romeo and Juliet. The Alexander Text of Williamk8speare: The Complete
Works.Ed. Peter Alexander. London: Collins, 1951. 902-39.

---------- . Twelfth Night. The Alexander Text of William Shakese: The Complete Works.
Ed. Peter Alexander. London: Collins, 1951. 349-76.

Singal, Daniel JWilliam Faulkner: The Making of a Modernigthe Fred W. Morrison
Series in Southern Studies. Chapel Hill: U of Ragarolina P, 1997.



Malan 195

Spivak, Gayatri Chakravorti. "Can the Subalterngk@&.Colonial Discourse and Post-

Colonial Theory: A ReadeEds. Williams, Patrick and Laura Chrisman. London:
Harvester, 1994. 435-455.

, trans. Translator's Prefac@f GrammatologyJacques Derrida. Corrected ed.
Baltimore: Johns Hopkins U P, 1997. ix-Ixxxvii.

Stein, Roger B.The Glass Menagerigevisited: Catastrophe Without Violenc&€nnessee

Williams: A Collection of Critical Essaykd. Stephen S. Stanton. Englewood Cliffs:

Prentice-Hall, 1977. 36—-44. Abridged and revigacst published inWestern
Humanities Reviewl8 (1964). 141-53.

Sundquist, Eric JFaulkner: The House Divide@altimore: Johns Hopkins U P, 1983.

Thompson, Lawrance. "Mirror AnaloguesTihe Sound and the FuryFaulkner: A

Collection of Critical Essay€=d. Robert Penn Warren. Englewood Cliffs:
Prentice-Hall, 1966: 109-21.

Timpane, John. "Gaze and Resistance in the Playsmaiessee WilliamsThe Mississippi

Quaterly48. 4 (1995): 751-Gale.Academic OneFile. U of the Witwatersrand.
Wartenweiler Library28 July 2008.

Van O'Connor, WilliamThe Tangled Fire of William FaulkneNew York: Gordian Press,
1968.

Vickery, Olga W. As | Lay Dying" William Faulkner: Two Decades of Criticisfads.

Frederick J. Hoffman and Olga W. Vickery. East ¢iag: Michigan State College P,
1954, 189-205.

. "The Shadow and the Mirrdcight in August Twentieth Century Interpretations
of Light in August Ed. by David L. Minter. Englewood Cliffs: Prentiétall, 1969.

25-41. Rpt. fronThe Novels of William Faulkner: A Critical Intergegion. Revised
edition. Baton Rouge: Louisiana State U P, 1964-33.



Malan 196

--------- ."Worlds at CounterpointTwentieth Century Interpretations ©he Sound
and The Fury. Ed. Michael H. Cowan. Englewoodf€liPrentice-Hall. 1968. 40-52.
Rpt. fromThe Novels of William Faulkner: A Critical Introdiuen. Baton Rouge:
Louisiana State U P. 1959. Chapter 3.

Vlasopolos, Anca. "Authorizing History: Victimizat in A Streetcar Named Desir€heatre
Journal.38. 3 (1983): 322-38.STORU of the Witwatersrand, Wartenweiler
Library. 28 Jul 2008.

Volpe, Edmond LA Reader's Guide to William Faulknérondon: Thames and Hudson,
1964.

Warren, Robert Penn, ed. "Faulkner: The SouthNégro and Time"Faulkner: A
Collection of Critical Essay€nglewood Cliffs: Prentice-Hall, 1966. 251-71

Weinstein, ArnoldNobody's Home: Speech, Self, and Place in AmeFRgaion from
Hawthorne to DeLilloNew York: Oxford U P, 1993.

Wheeler, Otis B. "Some Uses of Folk Humour by Faalk' William Faulkner: Four
Decades of CriticismEd. Linda Welshimer Wagner. Michigan State U #73. 68—
82. Rpt. from théMlississippi Quarterlyl7 (1964). 107-122.

Williamson, JoelThe Crucible of Race: Black-White Relations inAmeerican South since

EmancipationNew York, 1984.

Williams, Tennesse&€at on a Hot Tin RoofTennessee Williams: Plays 1937 —19886w
York: Literary Classics of the United States, 208083—1005. Copyright owned by
The University of the South, 1954.

--------- . The Glass Menagerie. Tennessee Williams: Plays-119355.New York: Literary
Classics of the United States, 2000. 393-465. Igimyowned by The University of
the South, 1945.



Malan 197

--------- . Not About Nightingaled€=d. Allen Hale. New York: New Directions, 1988.

--------- . A Streetcar Named Desire. Tennessee Williams: AI883—-1955New York:
Literary Classics of the United States, 2000. 4&4-SCopyright owned by The
University of the South, 1947.

-------- . Sweet Bird of YoutiRev. ed. New York: New Directions, 1959.

Wittenberg, Judith BryanEaulkner: The Transfiguration of Biographlyincoln: U of
Nebraska P, 1979.

Wolter, Jurgen C. "Strangers on Williams's Stag&é Mississippi Quarterlg9.1 (1995):
33— .Thompson GaléAcademic OneFileU of the WitwatersrandVartenweiler
Library. 28 Jul 2008.

Woodward, Kathryn, ed. Introductioldentity and DifferenceLondon: Sage, 1997. 1-6.

Wynn, Lori. "Views of the South Still Based on Fleavinfluences"Daily HelmsmanNews:
14 Feb 2006. 12 Sep 2008. <http://media.www.dallyisman.com/search>.



