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Abstract &

The figure of flaneur as cosmopolitan wanderer ip existential quest for the self can

find its transregional manifestation in Africa @ ericans as the ceaseless travelers

who similarly have been endeavored to r S ﬁ he hostile polyethnic land of
America. It is the self whose cﬂg i ans-regional mode of existence and its
performative actions find %ppr% nation in postmodern African American
dramatic context. Being distiaguished’with their performative identity in negotiation

with other and a quest@splaeed self, Wilsonian character can be the best
r

manifestation of flargu ontemporary time. Besides that, considering Wilson’s
special focus o erminative role of marginal character called warrior spirit in
being the auth narrative of African American history, this study, applying

nition and Benjamin’s theory of flaneur on Wilson’s The Piano

Lesson (1990), aims at demonstrating how Boy Willie as one of the warrior spirits of
Wilson Can be the potential manifestation of African American flaneur. Through
drawing on Deleuze and Guattari’s postmodern theoretical concept of rhizome in A
Thousand Plateau (1980), it also seeks to explore how the significant identity

transformation of Boy Willie to African American flaneur can be a proper conduit
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for Wilson’s postmodern recursive dramatic vision for remapping African American
history. Moreover, it also shed light on how rhizomatic Wilsonian flaneur can regain
Africanness in America while disclaiming any privileged thinking subject in
dichotomy of Black and White.

Keywords: August Wilson, Baudelaire’s and Benjamin’s flaneur, Deleuze,
Guattari, The Piano Lesson, rhizome, Warrior Spirit

setting in the thirties, dramatizes the debate of Boy Willie ce, the

Introduction
Wilson’s fourth play in the Pittsburgh Cycle, The Piano Lesson@ its
d e

Charles’s siblings, about the piano around which the dramagic conflict of the play

revolve. According to Bissiri’s comment (1996) on Wils attept “to achieve the

preservation of black African identity through theater’pe ance in terms that are

quite reminiscent of ritual theater” (p.111), whatlcan be highitighted in this play is

the significance of character’s performativ j6h towards the piano as the

conduit for self-realization. To Bernie a shrine for memorial of her

[ ]
ancestor that is dusting in the paroleff h while for Boy Willie it is a commodity
which can help him reach dina SUCBEss meaning his own land in the south. It is

implied that the defining ro%e ormance to ritual theater is the pivotal role of
performative character@ nian drama. To pursue his agenda of stimulating
unconscious or ignoked ican sensibility, Wilson has configured performative
identity for ki ters which requires them in the process of ceaseless

ion “psychic and spiritual intermingling of self and others” (Olaniyan, 2009,

e, character’s ability to articulate and “perform identity” defines the
ern of the Piano Lesson. Moreover, characters’ confrontation and
struggle with the Piano representing their heritage and their slavery past is to
reconsider “the historical and personal significance of slavery” and to demonstrate
how African Americans are going to deal with it while it has haunted their present
(Usekes,2009,p.94). Being the permanent wanderer for the lost identity in the
polyethnic land of America (Bogumil, 1994, p.465) and well-known for their
performative identity, Wilsonian characters can be strongly reminiscent of the figure

of flaneur proposed by Baudelaire and Benjamin who has “insatiable appetite for



non-I" (Baudelaire, 1970,p. 9), “existential attempt to discover the secret of being”
(Tester, 2014,p. 8) and is a performative spectator and actor (Schipper, 2017, p.193)
in the metropolitan America. In addition, this research, exploring African American
flaneur in The Piano Lesson, seeks to not only identify Wilsonian character with
African American flaneur but also more significantly to trace how the rejected
version of flaneur, described by Benjamin as “a spy of capitalist” (1998,pp.
425,429), can turn into component flaneur in capitalist society and be authentic
archivist of African American history in the Great Depression of 1930s ha@ith

achieving American Dream.

Review of Literature

expansion can be exemplified in. & 1 postmodern various literary genera
t

such as Pynchon’s The Crw’ng & ain Sinclair’s Lights Out for the Territory,
José Cardoso Pires’s LiSboaY Bordo, Edmund White’s The Flaneur , David

Kirby and Allen Woo ture book The Cows Are Going to Paris , Yan

sr’§poctries and Woody Allen’s Midnight in Paris. With this

s-regional mode of existence calling for the transnational

play, Joe Turner’s Come and Gone (1986) , has been explored by Dayani and
Hadaegh (2021). The Piano Lesson ,like the fourth play of Pittsburgh Cycle, Joe
Turner’s Come and Gone (1986), can appropriately accommodate the trans-reginal
expansion and postmodern manifestation of flaneur which itself will function as the
suitable candidate for carrying Wilsonian dramatic agenda. However, the distinctive
feature of African American flaneur of the Piano Lesson is its decentered violent

characteristic, called “warrior spirit” (Nadel,2010,p7), and more significantly its



performance towards the economic crisis of 1930s. Accordingly, it can be described
as the character daring fight with the obstacle in his way and the kind of African
American who, as Wilson explains, looks “around to see what the society has cut out
for them, who see the limits of their participation, and are willing to say, ‘No, I
refuse to accept this limitation that you’re imposing on me . . .” ” (Moyers, 1989,p
179). The antagonistic forces of Boy Willie have associated him with flaneur’s spirit
of connecting with non-I such as white society to deal with the capitalism of 1930s.
On the other hand, this flanerie spirit of interconnecting with the other,can be

z&nd
Schizophrenia (1980) which can be suitable framework for eyalua p odern
dernity of

en he is known as

reminiscence of “Rhizome” proposed by Deleuze and Guattari in Ca

identity of African American flaneur. On the other hand, st
performance of Wilson’s character is significant to reinfor
the pioneering figure in New Age Post-Revolution elopmental epoch of

African American theater (Pinkney,2004, p.12).

With retrospect to the immense bul larly works and publications
with various critical discourses 03 ThegPia sgif, it is requiring to see whether
the aforementioned identity has b explered. With this in mind, most scholarly
works on this play have explor msonian characters deal with the debates on
the piano and the legac wgvery past (Tackach & Benoit, 2008;Rudolph
,2003;Morales ,2018;B ;scott, 2016). Of utmost concern of these scholarly
works is how they sedk to'shed light on Wilson’s recursive representation of African
American his i} contemporary America while refocusing on character’s reaction
st and consequently their reconstruction of present time. However, while
scussions such as Londr’e’s (2007, pp.113-123) clarify the vital

es of main characters such as Boy Willie in emancipation and

representing historiography of Black Community, they rarely concentrate on the
postmodern engagement of Black and white, past and present in American hostile
society from Deleuzean perspective and how a decentral character such as Boy
Willie might be identified with flaneur and thus the best candidate for following the
postmodern recursive vision of the playwright. The postmodern Deleuzean
performance is the main concern of Robert LaRue’s study (2011) when he found the

appropriate statue for postcolonial individual in what Deleuze and Guattari theorized



a the rhizomatic statue and becoming in A Thousand Plateaus . By interconnecting
two theories of postcolonialism and Deleuzean, LaRue’s research has made possible
the application of the latter’s theoretical framework on African American context of
Wilson’s play. Much the same is true when Bruce B. Janz (2001) in “The Territory
Is Not the Map Place, Deleuze and Guattari, and African Philosophy” has sought to
rethink African philosophy through taking as clue the concepts proposed in A
Thousand Plateaus. Furthermore, while at the core of all critical commentaries on
Wilson’s play lies the assumption that Wilsonian characters are wanderers,ip search
of their lost identity, they haven’t exceeded this fundamental to justify ho ing
lost wanderer in existential quest in 1930s can play determinagive errying
Wilsonian project of postmodern historiography with speci usyon tracing
character’s process of transformative identity from “consum terialism” (Morals,
1993,p.109) to narrator of African American history. nd, besides exploring
Wilson’s postmodern inclusive dramatic vision for his ¢ ters configuration, this
study attempts to intensify this non-coun ursive Vvision through finding
postmodern African American manifestatio te flaneur whose versatile
cosmopolitan nature reciprocally callsifor Itffaceted hybrid nature of Black
Americans. Meanwhile, the “RhiZomatic)Cosmopolitan And Wilsonian Recursive
Vision In Joe Turner’s .C &/ Gone” explored the postmodern African
American flaneurs with &h’on on the characters who can be identified with
competent flaneurs 4a me of their appearance and specially on their

performance in tages of immigration when Black Americans were obsessed

Wilson’s’plays, the following parts seek to examine how a decentered Wilsonian
character as the manifestation of Benjamin’s rejected version of flaneur can survive
as competent flaneur in the polyethnic American society of 1930s. Moreover, both
flaneur and Wilsonian blacks are prone to be significantly identified as nomadic,
non-dualistic identity proposed by Deleuze and Guattari’s nomadological
postmodern perspective in A Thousand Plateaus (1980). The main focus of this
study is how Wilsonian antihero infatuated with achieving White’s social standing

can dismantle counterdiscursive encounter with dichotomy of White/Black and



regain his lost Africanness to accomplish Wilson’s agenda of representing his
characters as “Africans in America” (Young 142). Nonetheless, the present study
seeks to identify the decentered Wilsonian character as the potential flaneur through
examining its gradual identity transformation throughout the play while challenging
Benjamin’s critical statement that the flaneur being enmeshed with commaodification
of capitalism cannot survive as the competent flaneur. Accordingly, the vital inquiry
of the present research is how the decentered Wilsonian flaneur can exceed the
capitalist values of 1930s which was not the challenging economic s% of

flaneur of early era of Joe Turner’s. In this sense, the first part will identi of

@ and his possible

phases of identity formations. Plateaus’ theoretical framework serve suitable for

studying African American flaneur in terms centrality on the absent of any
binary opposition and instead the constant of rhizome in unrestricted
assemblage with opposing elem er words, Deleuzean anti-
transcendentalist concepts can ilson’s crucial attempts at disclaiming any

privileged thinking subjecg &’c American’s position in opposition to the
Sa

white. Finally, it sou o claim that warrior spirits as one of the

manifestations of Afic ican flaneur is a rhizomatic wanderer who can be the

Boy Willie: African American Archivist

Boy Willie is one of the focal characters who bears remarkable resemblance to
flaneur and whom Wilson has decentralized to illustrate “various phases of his
identity formation” to make him his primary spokesman (Clark, 2009,p. 50).
Regarding his gradual identity transformation as the main dramatic agenda of the
play, one can find remarkable the beginning of the play. Initially, Boy Willie shows

slight resemblance to some of the flaneur’s features as wandering “traveler” in



constant movement (Baudelaire, 1970, pp.6, 11). Nevertheless, his financial goal of
roaming for selling goods makes him identical with Benjamin’s definition of failed
flaneur (1998,p. 429) afflicted by commodification of 1930s. As it is evident, the
play is depicting the time of Great Depression of 1930s which hits hardest African
Americans have recently experienced such as financial constraints and now finding
legitimate job in discriminated white society. Explaining the problems Black deal

with during 1930s, Wilson says:

Today | would say that the conflict in black America is between the m| class
and the so-called underclass, and that conflict goes back to th 0, deny
themselves and those who aren’t willing to. America offers bI tract that
says, “If you leave all that African stuff over there and t th alues of the
dominant culture, you can participate.” . . . The ones 0 on to become
part of the growing black middle class and some areas’e uire some power and
participation in society, but when they finally e wherefhey arrive, they are no
longer the same people. . . .They’ve accultur dopted white values (Lyons,
1999, p. 2).

All of these burdens make. Bo I| pear initially as the quester of economic

freedom through selling he om¥piano and thus possessing ownership of land.

Desperately occupied onetary goal, Boy Willie cannot acknowledge the
p as lineage kindship bound to their heritage and thus

historical function
worth in other place than ownership of land and economic
993 ,p.106). Following his avid for personal freedom in
from community, he can be Benjamin’s rejected version of flaneur
who is\\passive observer wanderer, “a spy of capitalist” and its advertiser
(Benjamin,1998,pp. 425,429) rather than being that active observer of city intended
to mingle with non- | of the crowd (Hanssen, 2006, p.43). Still, looking further into
other parts after the initial conflict of the play and observing Boy Willie’s later
performance render to anticipate Boy Willie’s significant identity transformation
from failed flaneur to flourishing competent flaneur. With this in mind, referring to
Wilson’s comment on the play in his interview with Kim Powers, one can apprehend

the crucial role of Boy Willies: “The importance of history to me is simply to find



out who you are and where you’ve been. It becomes doubly important if someone
else has been writing your history” (1984,p.52). By the same token, Morales’ notion
that Boy Willie is one of those characters assuming the role of man of memory by
“recounting the history of the piano carvings to Maretha” (1993,p.107) witnesses to
Boy Willie as repository of history and archivist flaneur when he struggled to

emphasize Wilsonian notion of knowing one’s historical origin:

Boy WILLIE : You ought to mark down on the calendar the day that
Papa Boy Charles brought that piano into the house. [. . .]. If yod'@i

that she wouldn't have no problem in life. She could wglk arplin
with her head held high. [...] Mark that day down a
meaning. That way she know where she at in the Imgot her
going out here thinking she wrong in the wor, ikeSthere ain't no
part of it belong to her (Wilson, 1990,p. 93).

esidences of blues” metaphysical
& hich is a great conduit of

space and thus the repository of musi ad
representing development of Blacf& or’Wilson (Adell, 1994, pp. 52-53). As a
ire

Along with that, Boy Willie is one of

performer of blues, being rep& African American life, Boy Willie also
carries community history, in function that is not so irrelevant to historical
gaze of flaneur (Hansse‘m, . 11). In other words, the Blues is narrating the life

a g as it “constitute archives of Black culture” (Elam,

of African Americ

t, Boy Willie as blues musician is “expert at reproducing

towards self-realization are suggestive of his potentiality for being “a runaway
slave” (Boan, 1998, p.269); a flaneur who is eager to change the disorder around and
make his new world out of that alien world in which he is both outsider and native
observer (Tester, 2014, p.3): “Boy Willie: But my mama ain't birthed me for
nothing. [...] I got to mark my passing on the road. Just like you write on a
tree, "Boy Willie was here." [...] Trying to put my mark on the road” (Wilson,

1990,p. 98). In other words, it is the merit of Boy Willie’s philosophy of achieving



what he wants out of his free will that appropriates him for being identity quester
(Boan,1998,p.269) or that “doing not being” identity Benjamin found struggling for
“existential completion” by leaving his comfort zone to “bath in multitude”
(Tester,2014, p.5). Thus, Boy Willie along with his aggressive warrior spirit is prone

to be evolved as the component flaneur.

The revolutionary statue of Boy Willie’s historical perspective has been
dramatized in the powerful sequence of the play when he himself spurs Sutter’s

ghost’s apparition and invites him into a personal battleground: “Hey Sutti utter!

Get your ass out this house! Sutter! Come on and get some oft.his done

drowned in the well, come on and get some more of this wat%{ ,p. 109).
1l

Significantly, not only Sutter’s ghost signifies collectivgylha
embodies slavery past haunting their present (Morale , p11) and ongoing

ation but it

white’s pressure over Black’s life which should be exo o “reestablish kinship
ties” (Nadel, 2010, p.194). Therefore, fightin; h Sutter'$¥ghost is fighting with
slavery past and its burden as a way of bindi stor and thus metaphorically
regaining Africa in American .soci . i s the revolutionary identity

formation of Boy Willie from “co& materialist” (Morals, 1993, p.109) of
early stage to ‘“historical@materialism’)” (Benjamin, 1998,p. 460) or flaneur with
historical perspective. In factfythe play is reflecting the period of the economic

prestigious of white byo land and Euro-Americans’ exploitation of African

Americans who have\been*Serving the labors of the land. Boy Willie’s struggle for

selling the pi white’s land and enjoy the equal rights as whites (Usekes

toward no and consequently his identity transformation from consummate
to historical materialism evoke the process of flourishing as the
competent flaneur with historical gaze and understanding. It is this historical gaze
that necessitates reconnecting and reassembling with the torments of past or Sutter’s
ghost in order to actualize past, as flaneur does, in the present in a way that past is
“what has been” and always is rather than being stratified in the past
(Hanssen,2006,p.229;Benjamin,1998,p.458 ). While rejecting Sutter’s apparition as
something in the mind, Boy Willie seems to acknowledge the burden of the past in a

way that his performance represents the moment of remembrance of slavery past and



thus the moment of awakening. Referring to flaneur’s treatment with the past, one
can find Boy Willie’s moment of awakening equal to awakening of historical past
which, once being actualized, lies with higher grades of actuality in comparison to
its time of existence in the slavery past (Hanssen,2006, p.10 ). The significance of
this imaginary fighting relies in the fact that, as Benjamin explains, awakening and
dreaming is a dialectical image (1998,p. 462). The moment of awakening is the
immersion into one’s dream time. There is paradoxical simultaneity in which the
figure of awakening liberates from its common connotation of clarity dream
liberates from its association with darken (Hanssen, 2006, p.10). Acco &

“the revolutionary completion of the past, the explosion of past p,
actuality of the present” that Boy Willie’s life-and-death ontributed
(Ibid.p. 11). With this in mind, Boy Willi’s confrontation Sutter’s ghost does
not provide him with ownership of Sutter’s land and ining capital but earn
him self-expression, self-realization and figurative ow ip of Africanness and

Africa (Nadel, 2010,p. 7; Londre,2007,p.118).

In fact, it is on Boy ngle ration as “warrior spirit” and
then its transformation into blues associated with flaneur’s tendency in
reordering chaos (Tester, 814 e dramatic acre of the play relies, which

finally in lie with Bernice’s ylng piano culminates in communal redemption
(Nadel,2010, p.7). It s ¢ to claim that Boy Willie’s revolutionary identity
transformations from ‘pas consumerist wanderer to historical active observer can
be manifeste rican American flaneur and thus nominated as the appropriate

for accomplishing Wilsonian dramatic agenda of gaining African

and”authentic historiography. Boy Willie’s performance can be the best
conduit representing counter-hegemonic while it is rejecting privileging any
either binary of White or Black. The postmodern performance of African American
flaneur of Wilsonian dramatic context can be shed light on applying the postmodern

nomadological perspective of Deleuze and Guattari.

African American Flaneur; Rhizomatic Solution

Referring to postmodern concepts proposed in Plateaus such as rhizome, becoming,

and body without organ, one can delineate how Wilsonian African American flaneur



has postmodern nomadological perspective and performance towards events of the
past and thus how he can be determinative in depicting Black’s historiography in the
1930s when most of Black Americans struggled to have economic thriving than
regaining their lost African identity. In terms of pivotal concern of the Piano Lesson
over deciding about selling or keeping the piano and also about frequent apparition
of the Sutter’s ghost, Boy Willie’s redemptive role can be identified with a potential
flaneur. Deleuze and Guattari (1987) defined Rhizome as nomadic state of existing
in multiple lines without any definite point of departure and destinationywhile are
prone to mingle with “heterogeneous” elements , “ruptures” or “block” i &ay
to experiment other multiplies and thus self-expansion (A Thougand Rlateaus pp. 8,

life make ordeal for them in a way t

and haunting their present, ar di

majority” (Deleuze and du tar , pp. 69-70). Following what Eugene W.
Holland (2013) explain m

and appeal “deterritorialization of the

erritorialization and becoming ,we can perceive

that orchid and th vorite example of Deleuze- as two contradictory
heterogeneous e s construct rhizome in that former deterritorializes the latter
by imitating ifRage and the wasp in return reterritorialize the former by being

tion tool (p.39). If fact, deterritorialization is experiencing and
g consistency in connection with varieties without any imitation or
imposing”any unity or organization (Holland, 2013,p.9). Important to notice in the
process of becoming is that imitation is not mere resemblance or reproducing
something but it is capturing codes of one different organization or system to have
“a becoming-wasp of the orchid and a becoming-orchid of the wasp”( Deleuze and
Guattari,1987, p.10). This interconnection between two contrary lines is called
“aparallel evolution” that Deleuze and Guattari quoted from Rimy Chauvin (Ibid).
Evolution and becoming of two unrelated elements are suggestive of multiplicities

of rhizome when one line or circle extends its connection outside of its own territory



and into lines of flight to increase its territory (Norton, 1986, p.85). While the Great
Migration was African American’s attempt to make distance between their present
and the ghosts of the slavery time (Young, 2011, 137), rhizome converts it into
interconnection and “conjugation” with those ruptures to create an “assemblage” or
combining of various elements which is “increase in the dimensions of a
multiplicity” (Deleuze and Guattari, 1987, pp.8, 256). Accordingly, flaneur’s
constant wandering and mobility from one place to another during indefinite period
of time is the same rhizome process of becoming on “the plane of consistemsince
|

their rambling encounters them with various divergent entities and tiphicities

1988, pp. 104-105), Boy Willie is still affected by his mo

to gain ownership of the land; he is an exploit hite man enforcing to sell piano

afy goal of selling Piano

or African’s property and ancestor while ere Wining Boy, is standing

against him. Wining Boy’s protestin

moment for Boy Willie to rega%%ac{
ifie fi

ghost dramatized in his “dga -a ight” in the following sequence of the play.
Feeling the presence of er, haracter asked Avery, the preacher, to bless the

house and piano whi -b Willie still believes in no ghost in house but in

ances are to create an awakening

1dentity through acknowledging Sutter’s

starting up the stairs to fight him:

BOY WILLIE Come on, Sutter!

[...] (The sound of SUTTER's GHOST is heard. As BOY
WILLIE approaches the steps he is suddenly thrown back by the
unseen force, which is choking him. As he struggles he frees himself,

then dashes up the stairs.)



BOY WILLIE Come on, Sutter!

(There are loud sounds heard from upstairs as BOY WILLIE begins
to wrestle with SUTTER's GHOST. It is a life-and-death struggle
fraught with perils and faultless terror. BOY WILLIE is thrown down
the stairs. AVERY is stunned into silence. BOY WILLIE picks
himself up and dashes back upstairs.)

[...] (There are more sounds heard from &
upstairs. DOAKER and WINING BOY stare at one another i
stunned disbelief (Wilson, 1988, p.109). 1

Knowing Boy Willie as an obstinate man holdin&}; disbelief in

t
LN

stunned by finding him in this outburst against the thréat’he had been ignoring.

any ghost (Boan, 1998, p.260), the readers, along with,L

Wining Boy, are

Inviting Sutter’s ghost to battle and involving i ertinacious fighting, Boy Willie

is provoking flaneur’s appetite for any di ny non-| to acknowledge his

identity and consequently is evolén “lines of flight” in the plane of
consistency of rhizome (Dele noyGuattari,1987, p.256). The lines of flight or
ruptures are those obstacle.s L'&snies that rhizomatic being deals with and is
eager to interconnect with %d the dimensions of the self (Bogue,1989, p.108).
Here, we witness thg pro @ of becoming in which Boy Willie as “the subject of
becoming” @er’s dominancy detached from its majority and in this
“deterritorializ " Boy Willie is withdrawn from his minatory (Holland,2013,

is last triumph for removing the ghost, he regains his blackness and

Sutter’s and thus whites’ aggressive power. In this light, Boy Willie has
deterritorialized white’s society and consequently found that permanent dwelling in
the domain of white society (1987, p.105). In other words, he deterritorialized white
society by subverting its social standards and traditional cods such as class structure
(Bogue, 1989, p.88) which deprived Blacks of their rights. In sharp contrast with his

previous vision of making deal with Sutter’s family to buy their land and thereby



gaining ownership and emancipation, Boy Willie mingled with Sutter’s ghost and

regained his black identity and ownership of his ancestral land Africa instead:

(A calm comes over the house. [...]. BOY WILLIE enters on the stairs.
He pauses a moment to watch BERNIECE at the piano.)

BOY WILLIE Wining Boy, you ready to go back down home? Hey,
Doaker, what time the train leave?” (Wilson,1988, pp.110-11).

Instead of forgetting and ignoring the ongoing terror o &its
acknowledgment, in the form of deterritorialization, can eentribtite t lacks
emancipation (Menson-Furr, 2009, p.120). Obviously, it ha: W omplished

coming-everything

or “abstract line”
Girattari, 1987, p.280) with

others where black and white, oppressed and @ sing are not distinguishable from

through both flaneur’s mingling with non-ego and rhizom:

in conjugating with ruptures that he “reduces oneself}

and finds “one zone of indiscernibility” ( Deleuze and

any “forms of subjectification and signifi
of the play is not counterdiscursive

claims, recursive vision of reta M sensibility in African American society
[ ] . . Lo
(Clark, 2009, p.48). From n &lcal perspective of Deleuze and Guattari, it is

through disengaging fz&%&t being” of black and white or American and

African individuali subject of becoming or becoming-Black will be

, p-107). Through this becoming , Boy Willie undergoes that

has tendéncy to experience all infinite (Baudelaire,1970, p.9). Now, he, as a body
without organ or without his individuality, is “a full body clinging with
multiplicities” rather than his own subjectivity (Deleuze and Guattari, 1987, p.30). It
is deterritorialization or subverting white’s restrictive social cods that made possible
the body without imposed subjectivity and subjugation (Bogue,1989,p.94). Unlike
Boy Willie of first stage, present Boy Willie is deprived of his individuality and
materialism of capitalism demanding him to sell his ancestor for gaining the land. It

is worthwhile to remember what Elam (2009) claims about initial Boy Willie that he



is “caught up in an agrarian vision of the American capitalist dream, and [he]
associates the acquisition of wealth and property with masculinity” (p.132).
Therefore, it is due to activating his potentiality of being flaneur and experiencing
body without organ that he can be “abstracted from the Self”, constructed by
“subjectification” of capitalism (Deleuze and Guattari, 1987, pp.158, 457), and
relocate his social and political identity. If Bernice’s simultaneous playing piano to
exorcise the ghost is ritual renewal and way of regaining protection for Blacks, Boy
Willie’s becoming-black has the same function of exorcising and more significantly
“restorative” ritual praying of ancestor, the qualities that its absence ha & in

Avery’s preaching and praying (Young,2011,p.108). Additignall 0 illie’s

becoming can underscore the significance of the intersection icam-American
cultural practices and the identity formation Wilson inten emphasize (Clark,
2009, p.48). Experiencing Africanness is itself ing pure intensities,
experimentation, and means assemblage (Londr’e, 20079p?120) with divergences
and thus freedom of which capitalism had d d Boy Willie and other Blacks.

Boy Willie’s death-and-life struggle with the at rhizome motion and free

movement of body without orgam(B thapis flowing in “all directions”, out of

any forms and becoming “degt % coded, deterritorialized” (Deleuze and

Guattari, 1987, p.40). In tﬁi& t) We can claim that Plateau’s BWO has been
S

greatly incarnated in flapeur’ atiable appetite for the non-1”, “his passion and

profession to becom with the crowd” and in his “immense joy to set up
house in the he he multitude...in the midst of the fugitive and the infinite”
(Baudelaire, .9,11) since body without organ “cuts across assemblages |...]

1’ as “a line of nomad art and itinerant metallurgy” (Deleuze and

987

deterritorialization or transformation out of any prepared framework

p. 507). Here, by itinerate metallurgy the writers of Plateaus means

without any inclination towards positing dichotomy

Becoming-Present and Counter-Narrative of Slavery

We should refocus our attention back on how the present time of Wilsonian
characters has inextricably informed by their past, correlative objective of which is

the piano as memories of family’s sacrifice. Thus, all sympathetic or critical



attitudes towards the past can be evaluated by the quality of reaction that each
characters will have towards piano (Pereira, 1995, p. 90). As Wilson asserts, the
central issue is how Black American, carrying the torment of past, “are going to use
it?” and If “the real issue is the piano” (DeVries, 1987, p. 25), as slavery past and
African American legacy, therefore their approach towards it is more significant as it
shaped the dramatic framework of the story. The final crucial sequence of the play
dramatized the resolution of present through the conduit of the past when Boy Willie
collectively intertwined with his past through fighting with the ghost of the,slavery
past. It is the same actualization or presentation of the past in the &hat
contributes to Wilsonian counter -narrative of history. Likewisgyp it refilinds@s of the
homogeneous
rth,2006,p. 19) to
history in order to
s€n, 2006, p.19). As it is

mentioned before, in the process of becomin Willie has deterritorialized and

historical gaze of flaneur in “blast [ing] [...] his finds out
course of history, rescues them from their context (W
rhizomaticly de-stratify the homogeneity of establis
reconstruct it rather than simply repeat or represent it (Ha

“tipped the strata” of signification, stratj ectification “away from the

plane of organization” of capitalist s , 2013, p.111). In conjugating
with the past, this African Amerj aneur is in process of becoming-present in

that he, as haunted by slaVer pastyis withdrawing past from its majority while the
feature of present, as %Arom the past, is detached from the minority.

§
'%and blasting past from its homogeneity, African

esent free from past’s torment or “something-other-than

Therefore, de-territ

American beco
majoritarian’* past (Holland, 2013,p. 105). It is this vital moment in the play
that erican can regain his African sensibility and redemption by the
virtue af beirlg configured as rhizomatic flaneur in dealing with multitudes and
ruptures)of American society. This deterritorialization and historical responses of
character towards the past are that necessary “counter-hegemonic process” that Scott
(1972) believes “are not captured in mainstream historiography, but for Wilson [...]

they embody the very foundation for remapping a vibrant subjectivity which

sustained the new black migrant community of the North” (p.28).

With this in mind, it should be emphasized that the transformation,

experimentation and awareness coming out of rhizome is not only undergoing



various becomings, becoming-black, becoming present and creation of new world of
potentialities (Burger,1985,34) but also it is creation of new slave narrative. Here,
Wilson’s statement that history is to “find out who you are”, “where you’ve been”
and more significantly who “has been writing your history” (Shannon and Williams,
2004, p.52) implies the significant of writing your history while you are aware of
your identity and origin. Thus, performance of Wilsonian character is making
history as his storytelling is generating Black history (Londr’e, 2007, p.120). In this
sense, referring to Harrison’s discussion (1989) on Black storytelling’s “{resistance
to static exposition and fixity of conclusion” (p. 120), we can co &our
attention on various stories Boy Willies along with Doaker andg/Vinifig, Boygwarrates
about the piano, the Charles family, Parchman Farm and the ofythe Yellow
Dog that while are sometimes in conflicting details, they ent’one another to

8,/p.114). Harrison’s

merge into whole historiography of the play” (Wils
statement finds their narration’s proclivity towards flexib and experimentation in

picking up stories they remind us of their ge ns. Thus, it is not farfetched to

claim that flanerie and rhizomatic movement the flexible nature of Black
Americans’ narrations attemptidgg t%l oth convergent and divergent
historical lines of history in w able institutionalized master history of
white society. As Londr’e.lﬁ (2007), in the Piano Lesson there are “plenty

of history” that “is si not§the kind of history we learn in school” (p.114).

Collective performal oy Willie and Berniece all are nomadic and rhizome to

write their histo the same time that they are relocating African self and identity
in American . It is the same collective memory or “blood memory” that is
Wilso tic landscape” helping him to “redefine African Americans’

identitieg’throlgh the re-imagination of their history” (Shannon, 2009,p. 26).

In addition, flaneur’s movement and desire to mingle with the slavery past
to blast it out of its harmony and reorder his present, his rhizome confrontation with
ruptures of past to deterritorialize it for undergoing various becomings all are
counterpoints of Boan’s “black folk tradition of call-and-response” (1998,pp.268-9).
The call is the slave narrative carved on the piano and the response is Boy Willie’s
effort and reaction towards his slavery past and how he will “translate” it “into

reality” of his present to achieve emancipation (1998,246). More stunningly, we can



remember what Eduardo Cadava comments on Benjamin’s point of view towards

history:

For Benjamin, the truth of history does not involve the
representation of an “eternal past” but rather the production — in
relation to an agent and a present moment [...]— of an image. This
truth of history is performed when we take the risk of making history
rather than assuming it to belong only to the past. It happens, in other
words, when we understand historicity as a kind of performance r

than as a story or a form of knowledge (1997, pp. 71, 762_3)'

Therefore, the relationship between past and prese i

which one apprehend, as Gourgouris asserts (2006), the ndem with what
has been to form assemblage (p. 221). In this sense, llie’s performance of
deterritorializing past is the truth of history, understandi istoricity and making

history rather than just knowing about past .

Visible and Invisible Wofld; @istoriography and Redemption

Flaneur’s “no repugnance fo things of metaphysics” (Baudelaire,1970, p.9)
qualifies him for acco ing Wilson’s dramatic project of integrating African
sensibility into hig realisticplay through intersection of invisible and spiritual world

(Young,201 other words, African American flaneur is capable of

strolli ween visible and invisible, mystical and realistic realm (Tester, 2014,
p.5), thesinterSection that configured the realistic foundation of play to set ritual
revival d8%7a way to redemption (Young, 2011, pp.132, 142). As Young discusses

(2011,p.142), Boy Willie’s fight with the ghost as the resolution of the play has been
criticized by many critics such as Berkowitz claiming that the ending is “a
theatrically weak climax, since the mystical element seems imposed on the
essentially realistic play” (2013,p.105). However, mystical spiritual elements of the
play along with realistic part of the play are mirroring experimental nature of
African American dramatic text and thus its potentiality for being rhizome. In other

words, asymmetrical mobility of flaneur between two divergent entities necessary



for assemblage and becomings (Burger,1985,37) necessitates the coexistence of two
conflicting worlds of real and eternal, realistic and spiritual which is itself at the
center of African American psyche (Young,2011,p.142). Black flaneur’s becoming-
black is informed by assemblage between and intersection of these two conflicting
divergent worlds or lines out of which comes “the zone of proximities” rather than
resemblance and analogies (Deleuze and Guattari, 1987, p.272). Not only inclination
towards keeping mobility and multitudes of life denotes flaneur’s desire to be with

infinite (Baudelaire, 1970, p.9) but also refers to mapping or “car%ic”
co

((Holland,2013,p.40) perspective of rhizome. It is “cartographic” view i to

photographic view with tendency towards repetition that rgquir,
multitudes and divergences to have reconstruction rather imitation and
repetition (Deleuze and Guattari, 1987, p.12). By the e token, Wilson’s
@
mainstream historical studies of this period as Great Migration, the revival of which
s” (1972,p.18). By the

unassailable parts of African

c€ is in contrast to

cartography and re-historicizing African American &

is experimentation or what Scott calls “outla ural fo

same token, representing magic and super

American culture, Wilson validates spiritual world of ancestor within

present time as a medium of sa i& , 1972, p 29).
[ ]

If supernatural is ‘a of awareness and a “truthful account of black
history” for Wilson (Sgo 2, p.20), then it is worthwhile to consider what

Deleuze and Guattari prop@Se on history:

History 1S"made only by those who oppose history [...]. That is not

I provocation but happens because the punctual system they
ound ready-made, or themselves invented, must have allowed this
operation: free the line and the diagonal, draw the line instead of
plotting a point, produce an imperceptible diagonal instead of clinging

to an even elaborated or reformed vertical or horizontal. (pp.295-6)

Accordingly, Boy Willie in his connection with supernatural freed the line
and produced that diagonal movement he himself created rather than moving based
on the defined system that white history has dictated for Blacks. Therefore, such a

rhizomatic mobility of black flaneur is opposite to history at the same time that it is



making history: “all history is really the history of perception, and what we make
history with is the matter of a becoming, not the subject matter of a story” (p.347).
“Minoritarian becoming” (p.291) that Boy Willie has experienced in his assemblage
with the ghost is representative of all decentered characters that Wilson prefers to
characterize for re-historicizing and remapping history. These minoritarian
becomings are full of “immanent potential” that “lies for propitious change” and
thus valid narration of history (Holland, 2013, p.137). If Boy Willie is one of those
cultural figures with historical gaze, he can be called “universal figures” “anti-

R\,
In this light, there is difference between State history and Migoritakian ming.

memory” of Deleuze and Guattari (1987) in their debate on writing history

While the former tries to increase the developments of its pa eproduce State

rule, the latter “de-codes the actual determinations of the pas charige direction of

history (Holland, 2013, p.137). In this counter move inoritarian becoming

experiences the plane of consistency in the present and t e maximum potential

of “become-otherwise in the future” (p. Becoming-everything contains
r

undergoing experimentation and transve tions against the linear
development of history that always wr@h ictor” or white society (p.138).
With this in mind, Wilsonian f‘w is connection with diversities such as
magic, supernatural or ar?c tra ts is decoding, de-stratifying the system of
organization or state histg &aze and Guattari, 1987, p. 292) that claims slavery
time is past and thu ing emancipation. Decoding and de-stratifying state
history is reveali ongoing racial discrimination and permanent aftermath of

slavery past ost-reconstruction era.

hat”should be pinpointed is the recursive dramatic vision of Wilson
underlyifng all events in his play. In the process of history making, there is priority
neither with past nor with present, nor with Black or White. Every becoming the
character experienced is not in hostility with the medium of becoming (Bogue,
1989,p.75) or the whites but his conjugation and assemblage is that emancipation

and freedom or “the zone of proximity”:

Becoming-revolutionary remains indifferent to questions of a future

and a past of the revolution; it passes between the two. [...] It



constitutes a zone of proximity and indiscernibility, a no-man's-land, a
nonlocalizable relation sweeping up the two distant or contiguous
points (Deleuze and Guattari, 1987, pp.292-3).

Subverting the binary of White and Black has been accomplished through
the zone of proximity in which two distinct and heterogeneous entities such as
White and Black are not to captivate or exploit any place or land but “hold together
in a topological relation of ‘vicinity’” (Bogue, 1989, p.151). It is a debate that
Morales (1999) raises to examine what specific “philosophy of history’ been
emerged from Wilson’s dramatic work specially focusing 031 th@wsson
(p.105). In this light and in retrospect to the historical perform 0 racter in
becomings, Wilson has historical project in representing Blagks’ life afid identity. In
other words, as Morales (1999) explains, Wi S “simultaneous
reactive/reconstructive engagement with the represe of blacks and the
representation of history by the dominant re” (p.108). As Boy Willie is
expanding the dimensions of self in the pro coming in connection with
divergent lines, he is representilp they StateQhistery”and culture of this dominant
culture. What makes difference betWeen history and minoritarian becoming is
the latter’s flanerie desiré® to m non -1 and its rhizomatic tendency in
assemblage with divergencewand, 2013, p.137). These divergences are visions,
magic, ghost and supetha elements that have characterized Wilson’s historical
project as “an experiment’in African American historiography” (Morales, 1999,
p.106). Char ’s\ link with ancestors, ghost and supernatural is the link between

dead, present and past and the manifestation of expansion of history and

orth (p.106). Therefore, it is connection with these mystical
hat differentiates mapping perspective of Wilsonian characters from
tracing perspective of state history or white society. By the same token, this finding
clarifies and signifies what Wilson really means when he explains that his project
“more and more concerned with pointing out the differences between blacks and
whites, as opposed to pointing out similarities. We're a different people. We do
things differently” (Rothstein, 1990, p.8). African American rhizomatic flaneur is
quite distinct in that he as a flaneur has ability to “celebrate the unanticipated” and

to “domesticate the potentially disruptive” (Fergusson,2013, p.31), as an African



American is from Africa of “always, already hybrid” (Richards, 1999, p.92) and as
rhizome they are ready to mingle with lines of flights (Norton, 1986, p.85): “The
nomad exists only in becoming, and in interaction” (Deleuze and Guattari, 1987,p.
430). Cartographic or mapping performance of Wilsonian character represents
distinct narratives of history provoking nomadic point of view of Deleuze and
Guattari that so well Bruce B. Janz (2001) explains: “History becomes another map,
another way of charting and defending space and determining citizenship” (p.399).
Wilsonian dramatic agenda of history writing is what Deleuze and Guattari calls

“Nomadology™:

[ J
History [...] is always written from the sedentary point ic d in
the name of a unitary State apparatus, at least a p@ssible 9he, even
when the topic is nomads. What is lacking i ofadology, the

opposite of a history. (p.23)

In retrospect to Black flaneur’s sim @ ; engagement with variety of

mystical and historical world in Afric e context of Wilson, one can
pinpoint the postmodern perspecgv 0 us in that performance of Wilsonian
character is postmodern ig thw the process of constant destruction and
reconstruction of self thro deterritorialization (Deleuze and Guattari, 1987,
p.160). In a similar veih, l 5$Vega- Gonzalez (1972) defines this postmodern
agenda as a kind %ang of the “dualistic vision of reality [that is the
either/or], typi Western culture, [which] gives way to a symbiotic hybridity

that puts into questton traditional binary opposites such as [...] natural/supernatural,

ath, past/present” (as cited in August Wilson’s Pittsburgh cycle, p.

is way, this “symbiotic hybridity” is equivalence of the zone of proximity
and becoming-imperceptible emerging out of flaneur’s becoming in which any call
for their “molar aggregate” or function of oppressed and oppression has been
eliminated (Deleuze and Guattari, 1987, pp.273, 279). To become imperceptible, as
Deleuze and Guattari (1987) explains, is through being like everyone else to the

extent that it contains being unnoticed and undistinguishable from black or white:

To be a stranger, even to one's doorman or neighbors. [...] Not

everybody becomes everybody [..]J, makes a becoming of



everybody/everything. This requires much asceticism, much sobriety,
much creative involution: [...] eliminate the too-perceived, the too-

much-to-be-perceived. (p. 279)

In this sense, the plane of consistency or flanerie of Boy Willie, desiring to
become non-I, cannot be defined by any opposition between its own experimental
destratified plane and the stratified strata of organization. It just wanders between
the strata and animates them through constant deterritorialization (Deleuze and
Guattari, 1987, pp. 69-70). Again, it is reminiscence of Benjamin’s rialist
historian or flaneur when he moves between past and pres%nt and ¢ “the
revolutionary completion of the past, the explosion of past possibjdity i actuality
of the present” (Hanssen, 2006, 11). The same rhizomati Ié%&s materialist

historian can be found in another Wilson’s play Joe r'$ Come and Gone
named Loomis who finally acknowledged his misera hrough rejoining it as
one of the ruptures in his way (Dayani & Ha h, 2021,p"15). More stunningly,
Wilson has tried to “re- animates the margin estral voices of the African
American past, silenced by the opgress' p e Euro- American narrative of
nation”, through characterization is Wemadic characters (Scott, 1972,p. 29),
historical awakening figur® of e&o can be representative of true concept of

history, who “invites the de he table” (Benjamin, 1998, pp. 480,912). Thus, the
ith the past, the ruptures or divergences is what

" definition” (1999, 111).

outcome of this asse

Morales calls “historieal s

Conclusion

up, pursuing his self-realization and existential quest in confrontation with
divergencCes of slavery past, lines of flights, and metaphysics in polyethnic American
society, African American flaneur penetrates to extract eternal reality of life. As
Ferguson (2014) concurs, it is the physiognomy of competent flaneur to “channel”

LR N3

or “to use productively” “upon what he sees” and not “to lose the detachment
required for creativity” (p.30). Therefore, the active integration with the torments of
Sutter’s ghost’s apparition in the house is in line with the intellectual activity of
flaneur and flanerie. It is arriving to this level of competency and involution into

BWO that Boy Willie has been configured upon. He is now an unorganized or



destratified body free from subjectification of capitalism and white society after
having assemblage with ruptures. With this in mind, performing as true flaneur is
tantamount with performing as free, nonstratified Black capable of retaining
Africanness and reconstructing African American historiography. To put it
differently, flaineur’s eagerness to make meaning out of what he sees and his
experimental encounter with the world around is African American assemblage and
interjection with their slavery past and their present as the dominant world around
them. If Black flaneur’s narrative and re-narration of past means actualization of
past into present in a way that “what has been” is “always”, then flane &ne
of consistency in which he deterritorializes the present narrativg of Black ry by
re-narrating and re-voicing their past. As Bissiri (2001) asser Plano Lesson

dramatizes Wilson’s agenda “to achieve the preservation o ck African identity

ent of ritual theater” (p.
111) which is actualization of African legacy and presefeg” in their contemporary

time.
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