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Anotace 

 

Cílem této práce je představit detailní analýzu postav v divadelních hrách Sama Sheparda ze 

sedmdesátých let s důrazem na jejich psychickou nevyrovnanost a proměnlivost. Nestabilita 

postav a jejich částé proměny jsou vnímány jako důsledky dynamických nesubjektivních 

procesů, které probíhají uvnitř postav a způsobují ztrátu jejich ega. Přesto, že tato ztráta 

subjektivity se jeví částečně jako osvobozující, konfrontuje postavy s neznámým a vyvolává v 

nich strach ze ztráty vlastního já. Proměny postav a jejich neschopnost uchopit svou vlastní 

podstatu je přirovnávána k prožitku schizofrenie a je podrobně analyzována z pohledu 

filozoficko-psychologických děl Gilla Deleuze a Félixe Gattariho založených na jimi 

ustanoveném vztahu mezi schiforenií a kapitalismem.  

Jazz a v něm upřednostňovaná forma projevu, improvizace, jsou díky svému důrazu na 

proměnlivost využity jako jedny z výchozích přístupů pojetí nestability postav, a to zejména v 

divadelních hrách Angel City a Suicide in Bb. Hra Angel City navíc představuje fenomén 

filmu v USA a jeho kulturní význam v kontextu umění 20.století. Film jako prostředek 

intenzifikace touhy po úspěchu a slávě je v této práci nazírán jako nástroj manipulace a jako 

„továrna“ na iluze, kterým postavy propadají a postupně ztrácejí ponětí o realitě. Filmové 

prostředí je navíc představeno jako mikrosvět lidských vztahů, který svým fungováním 

připomíná soustrojí složené z jednotlivých strojů a disponuje absolutní mocí díky neomezené 

přizpůsobitelnosti kapitálu. 

Podobným dojmem působí v Shepardových hrách Melodrama Play, Cowboy Mouth a The 

Tooth of Crime prostředí hudebního průmyslu, které mezi muzikanty vyvolává nesmírnou 

soutěživost a živí v nich neutuchající touhu po úspěchu. Právě tato touha po úspěchu a slávě 

však nutí postavy vystoupit ze svého vlastního já a stylizovat se do nových postav, a je tudíž 

zodpovědná za propad postav do trvalého stavu nejistoty a neukotvenosti. 

Hry Tongues a Savage/Love, které Sam Shepard napsal společně s Josephem Chaikinem, 

představují  zřejmě nejradikálnější odklon od konvenčního pojetí postav praktikovaném v 

realistickém dramatu. Místo postav s jednoznačnými psychickými pochody využívají autoři 

hlasy, které se mezi sebou prolínají a vstupují do různých interakcí s okolním světem. Díky 

zaměřění autorů na autenticitu evokovaného okamžiku a projevu, subjektivita postav ustupuje 

do pozadí a její místo zaujímají hlasy, které prostupují psychické stavy mluvčích a předurčují 

jejich jednání.   
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Abstract 

 

The purpose of this thesis is to undertake a thorough analysis of Sam Shepard's approach to 

the character in a selection of his plays from the 1970s. Instead of approaching characters as 

compact entities with fixed character features the thesis focuses on their instability and 

changeability and attempts to ascribe characters' transformations to dynamic non-subjective 

forces and to identify ego-loss as a partially liberating process that nonetheless confronts the 

characters with the unknown and is accompanied by fear of self-loss. From the theoretical 

vantage point of the collaborative writings of Gilles Deleuze and Félix Guattari, the thesis 

equates the transformations of Shepard’s characters and their inability to locate the “self” with 

the schizophrenic experience.   

As a musical genre based on variability, jazz, as well as its inherent form of expression, 

improvisation, are utilized as points of departure in the analysis of characters' instability in 

plays Suicide in Bb and Angel City. Furthermore, in Angel City, the phenomenon of film in 

the USA and the desire for success and fame intensified by it are perceived as instruments of 

manipulation and illusion, which characters easily succumb to and which severely alter their 

sense of reality. Moreover, the environment of filmmaking is introduced as a microcosm of 

human relations, which in their functioning resemble an assemblage of separate machines 

possessing enormous power residing in capitalism's unlimited adaptability.  

Similarly, the music industry in Melodrama Play, Cowboy Mouth and The Tooth of Crime  

appears to be permeated by musicians' predatory instincts and by their unquenchable desire  

for fame and success. This desire for fame and success nevertheless forces the characters to 

step out of their self  selves and to continually reinvent their personae, making them descend 

into states of permanent indeterminacy and instability.  

Two plays cowritten by Shepard and Joseph Chaikin, Tongues and Savage/Love, represent 

perhaps the most radical diversion from the conventional approach to character as it is 

practised in realist drama. Instead of relying on characters with identifiable features and 

aspirations, the authors resort to the use of voices which penetrate each other and enter into 

various interactions with the world around them, thus intensifying the fluidity and 

impermanence of speakers' mental states. Due to the authors' focus on the authenticity of the 

evoked moment and the genuineness of the speeches, the characters' subjectivity is relegated 

to the background and its place is assumed by the voices, which permeate the speakers and 

compel them to act. 
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CHAPTER 1 

Introduction: Sam Shepard’s Approach to Character 

 

 

1.1 The Character as a Fragmented Identity or a Split Self 

 

The split of the psyche or the theme of a fragmented identity is one of the pivotal 

concerns of  post-modern art and understandably also one of the most frequently 

investigated issues of Sam Shepard’s dramatic works. His plays have been often 

credited for providing insight into the psyche of post-modern man and for exploring the 

impacts of the transformative power of quintessential American art forms, in particular 

film and popular music, on individuals. 

As Shepard himself acknowledged in an interview with Matthew Roudané, he 

perceives the issue of split identity to be deeply embedded in American society: 

 

I find it to be a huge dilemma. The friction between who we instinctively 

feel ourselves to be and anything that’s influencing us to become 

something quite different. The friction there, the tensions there, 

particularly in this country, are huge. You see, there’s always this battle 

going on between what I am inclined to believe through the influences 

coming from outside, and what I sort of instinctively feel myself to be, 

which is quite a different creature. So you can’t help but get nuts in that 

predicament.
1
 

 

For many renowned literary critics including Matthew Roudané and Stephen J. 

Bottoms, Shepard's plays came to epitomise the crisis of identity. This crisis was 

thoroughly explored from the historical, political, anthropological, social, gender and 

many other perspectives, yet all these approaches to a lesser or greater degree respected 

the centeredness of the self and the migratory nature of identity in relation to the self.  

The critics' preoccupation with identity in Shepard's plays has, therefore, effectuated a 

certain void, a vacuum caused by the limitations the concept of identity imposes and by 

                                                           

1
 Sam Shepard, "Shepard on Shepard: An Interview," The Cambridge Companion to Sam Shepard, ed.   

 Matthew Roudané (Cambridge: Cambridge University Press, 2002) 71. 
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the way critics tended to approach it. It must be noted that in these investigations of 

fragmented identity, the separate identities, rather then the fragmentation itself, have 

become the main objects of critics' attention. In short, the symptoms were dealt with 

rather than their causes. 

All efforts to present a concise psychology of characters, therefore, achieved only 

partial success by presenting merely a list of character types as more or less 

stereotypical American identities.  Robert Coe, William E. Kleb and others have 

produced commentaries which enumerate the multitude of identities populating 

Shepard's plays. Yet, ultimately, no systematic effort to explore the forces effectuating 

the transitions and transformations of characters has been undertaken.  

Nevertheless, David J. DeRose provides a very insightful and inspiring analysis of 

Shepard's plays by exploring the aesthetics of loss and positing that Shepard's theatrical 

world is pervaded by groundlessness and impermanence which directly affect the 

shaping of  the self and the formation of identity: 

 

Sam Shepard's plays are about a world that has come unfixed. A world in 

which reality as we know it proves an illusion and we find ourselves at 

odds with our environment, our beliefs, our heritage, our cultural myths, 

our sense of personal identity, even our spiritual selves. We find ourselves 

at odds with, unfixed from, the universe at large.
2
 

 

Similarly, a tremendously insightful essay on the study of character by Bonnie 

Marranca named “Alphabetical Shepard: The Play of Words,” appearing in American 

Dreams: The Imagination of Sam Shepard, captured the chief principles of Shepard's 

distinct approach to character.  

Contrasting Shepard’s approach to character with the conventional treatment of 

character in realistic drama, Marranca adduces several reversals that Shepard undertakes 

in his effort to redefine character. Firstly, she points out that the relationship between an 

actor and his or her character is switched, stating that the character is given the 

possibility of being a performer and not vice versa. This method indeed requires a 

reassessment of the acting techniques as it involves the movement from actor as a 

                                                           

2
 David J. DeRose, "Self-made myth" Sam Shepard (New York: Twayne Publishers, 1992) 4. 
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character to a character as an actor and can be identified through characters' awareness 

of being performers playing their parts in a play. 

Secondly, Marranca stresses that Shepardian characters “tell us about themselves 

rather than having other characters or the author tell us about them” and therefore, 

“exist prior to the dramatic action not because of it.”
3
 By virtue of this shift, each 

character can delve into the intimate territory of the self or selves and therefore become 

the initiator of dramatic action which thereafter revolves around them as well as within 

them.  

Thirdly, and perhaps most importantly, Shepard’s characters do not subscribe to an 

idea of a stable and uniform self and cannot be subsumed under a single entity, not even 

that of the line of a dramatic text: “The typical realistic character has to play the line of 

the dramatic text whereas in Shepard’s radical transformation of realism the character 

plays fragments, gaps, transformations—the breaks in continuity.”
4
 

Lastly, Marranca emphasizes that the core of Shepard’s approach to character 

resides not in the separate selves or manifold identities that comprises those characters, 

but rather in the changes and transformations that each undergoes: 

 

The Shepard character has not simply a self but several selves which are 

continually changing, closer in composition to the transformational 

character developed by The Open Theatre (...) than the typical dramatic 

character. The transformational character has a fluid relationship to 

changing “realities” whereas a character in realistic drama is fixed in his 

relationship to reality which is itself fixed.
5
 

 

By alluding to the Open Theatre, Marranca draws an important connection that left a 

notable influence on Shepard’s treatment of character. Under the supervision of Joseph 

Chaikin, the Open Theatre promoted free interaction and improvisation between actors 

and experimented with the character as an inconsistent, infinitely shapeable entity. In 

rehearsals of the Open Theatre which, among other things, focused on “expanding the 

                                                           

3
 Bonnie Marranca, ed. "Alphabetical Shepard: The Play of Words" American Dreams: The  

 Imagination of Sam Shepard (New York: PAJ Publications, 1981) 14. 
4
 Marranca 14. 

5
 Marranca 14. 
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actor’s affective range, dismantling traditional hierarchies in theatrical collaboration,”
6
 

Shepard adopted the notion of a continually improvised and changeable character and 

came to the idea of merging live music and acting, which would be employed in a 

numerous plays in the seventies and later lead to collaborations with Joseph Chaikin 

such as Tongues and Savage/Love. 

Rather than subject Sam Shepard's life and career to extensive scrutiny, it may better 

aid the inquiry to explore the period of the late sixties and the radical social changes that 

took place and had a direct effect on Shepard's work and life. Most importantly, 

Shepard's rising fame both as a playwright and an actor effectuated a fundamental shift 

in his theatrical works and compelled him to subject his own personality to a more 

thorough self-reflection. It is in itself fascinating that Shepard became a genuine 

American hero paradoxically by revealing the unpleasant impact of the American dream 

on the human psyche; the existential insecurity, mental destitution and even raving 

madness that is so typical for his characters. 

This reversal of attention is perhaps symptomatic of the era and a result of the 

dramatic social changes that took place in the late sixties in the USA, which to certain 

extent opened wider than ever the schism that has always been present in American 

society, that between an individual’s private dreams and aspirations and one’s duties 

and responsibilities to a community and to society as a whole.  

In the aforementioned  interview, Shepard recounts the peculiar atmosphere of the 

sixties with a slightly bitter view of a time that was distant from the idealistic 

perceptions that people associated  it with at that time and still attribute to it today:  

 

But the sixties, to me, felt extremely chaotic. It did not feel like some 

heroic effort toward a new world, like many people make it out to be. 

There was an idealism on the one hand that was so out to lunch in the face 

of the realities.
7
  

 

Revealing that the sixties were first of all a period of chaos which destabilized 

American society, Shepard emphasizes that for him it was primarily the chaos, not the 

ubiquitous idealism and naivety, that had a major impact on his life then. Furthermore, 

                                                           

6 Marc Robinson, "Joseph Chaikin and Sam Shepard in collaboration" The Cambridge Companion to  

 Sam  Shepard, ed. Matthew Roudané (Cambridge: Cambridge University Press, 2002) 88. 
7
 Shepard, "Shepard on Shepard: An Interview" 66. 
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he is openly critical of the aggression that was so present in the society at that time and 

which engulfed even those who were opposed to violence: 

 

And then when the whole Civil Rights Movement kicked in, everything 

just doubled and doubled and doubled, until all the barrels were wide open 

and everybody was shooting and it felt very awesomely chaotic to me. 

Still, even after the Kennedy and King assassinations and all the killing in 

the war, it was the idealism that continued to astound, and it just seemed 

so naive. The reality of it to me was chaos, and the idealism didn’t mean 

anything.
8
 

 

Indeed, Shepard’s plays from this period, especially those written in the late sixties, 

such as Melodrama Play, La Turista, Operation Sidewinder or Unseen Hand, can 

hardly be called optimistic or idealistic. They are all concerned with the search for 

identity in an unstable, constantly changing world and are marked by escapism, the will 

to outrun one’s identity and the desire to find a more stable state of existence, 

anticipating Shepard's move to Britain in 1971. Melodrama Play, moreover, conveys 

the distinct Shepardian theme, presenting a relentless desire to make a breakthrough in 

the world of music and revealing the depersonalizing and subjugating power of the 

music industry. As such, these plays already prefigure the more experimental plays that 

Shepard would produce in the 70s. 

As a consequence of this drift from the safer territory and of Shepard’s self-

reflection as an artist, the plays of the 70s are marked by a reinvigorated search for the 

self. Marked by this exploration of the fragmented state of the self, Suicide in Bb, Angel 

City, Cowboy Mouth, The Tooth of Crime, Geography a Horse Dreamer and two plays 

written in collaboration with Joseph Chaikin, Tongues and Savage/Love, represent a 

large domain of approaches to character suitable for the examination of the wandering 

psyche as split by the desire to be multiple while dreaming of reaching a unity with its 

self. 

In his introduction to Seven Plays, Richard Gilman alludes to this pressing need to 

reach out for the self and simultaneously identifies the forces which constrain this 

                                                           

8
 Shepard, "Shepard on Shepard: An Interview" 66 
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intention, arguing that it is precisely the interaction between these conflicting efforts 

that have fundamentally shaped the contours of Shepard’s theatre and defined his style: 

 

But what is remarkable about Shepard’s plays is the way they display the 

new raw unstable anguish and with that marks the self seeking itself now, 

and that they display with such half-demented, half-lyrical force the things 

that oppose this quest, its exacerbated American circumstances, which 

Shepard’s own new raw questing sensibility has made its scene, obsession 

and poetry.
9
 

 

One of these “exacerbated American circumstances” is undeniably the unrelenting 

desire for success, an object of much reflection in Shepard’s plays of the 70s. Gilman 

reduces this issue to the question of money and comments on its tremendous power 

in forming an identity and compelling one to act: 

 

Having money is both a form and a means to identity; it lets you act. More 

than that, money makes itself felt in America as a chief agency of the 

distortion of the human theater; it forces people into roles and out of them, 

and by its presence or absence it dictates the chief values of our dramas. 

The very pursuit of it, beyond sustenance, flattens our selves, converts 

them into instances of success and failure, makes the play we’re in single-

minded and soulless.
10

   

 

As one of the instances that alienates the subject from his self, money indeed becomes a 

ubiquitous power in the formation of identity in Shepard’s plays. As witnessed in 

Melodrama Play, Tooth of Crime and Angel City, the desire for success renders the 

main characters into violent and zealous pursuers of fame and profit, forcing them into 

different and sometimes highly contrasting roles. Eventually this desire even draws 

them beyond the boundaries of sanity and makes them descend into states of madness. 

In order to adequately assess the inconsistency and instability of character that 

Shepard utilizes in his plays of the seventies the characters' psyche as well as their 

                                                           

9
 Richard Gilman, Seven Plays, Introduction (New York: Bantam Books, 1981) XXI. 

10
 Richard Gilman, Seven Plays Introduction XXV. 
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cognitive processes must be examined. Schizophrenia, apart from being symptomatic of 

the characters' inability to reach their selves, will serve as an effective theoretical 

foundation for tracing the cultural stimuli and circumstances that contribute to the 

discrepancy between the subject and his mental faculties of comprehending the world. 

As the structure in drama that forces the self to abandon its native territory, 

transgression will serve as a vantage point for this investigation. 
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CHAPTER 2 

Transgression and Schizophrenia as Instruments of Literary 

Analysis 

 

2.1. Transgression  

 

As one of the most essential components and driving forces of drama since antiquity, 

transgression has become a rather delicate problem for theatre criticism due to the 

difficulties of approaching its socially challenging nature. Branching into many strata of 

human activity, including social, political, religious and sexual territories in the post-

modern transgression has become a preoccupation not only of theatre studies and 

philosophy but also of sociology and psychology. The transgression of social norms, 

which still shelters all other forms of transgression and necessarily entails a complete 

recasting and reinvention of social relations, still remains the most alluring territory for 

playwrights. Understandably, crime, as well as other socially transgressive forms of 

behaviour, serve this very purpose in Shepard's plays.  

The range of unfavourable characters in Sam Shepard’s plays is enormous: 

gamblers, crooks, thieves, kidnappers, torturers, murderers and many other disruptors of 

moral norms appear. Nevertheless, these occupations do not seem to be the main 

defining elements of their identity; with only a few exceptions, these qualities rather 

appear to represent only the characters’ “darker sides.” Far from aspiring to make an 

illusion of a realistic criminal underworld, Shepard utilizes these transgressors in a 

metaphorical sense to allude to them as challengers of social boundaries constantly 

subjected to oscillations between cocksure masculinity and emasculated insecurity.   

Indeed, transgression happens to be very intimately bound with the search for 

identity as such an act entails transcending one’s own limits and abandoning one’s safe 

territory. A transgressive act therefore already implies a reformulation of a character’s 

relation to one’s self as it forces him to leave behind the worldview that he previously 

clung to and prefigures the formation of a new identity. The transformative character of 

transgression nevertheless demands a much more thorough examination. 

In “A Preface to Transgression,” Michel Foucault uses sexuality as a vantage point 

from which to comprehend transgression. Drawing on the Nietzschean premise that 

God’s demise as the transcendental signified rendered desecration almost impossible by 

the sheer absence of the sacred, Foucault claims that, reciprocally, sexuality can no 
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longer reach the primitively profane realm of animals, as the subject always sets itself 

the limits it strives to overcome:  “sexuality is a fissure—not one which surrounds us as 

the basis of our isolation or individuality, but one which marks the limit within us and 

designates us as a limit.”
1
 

Moreover, drawing on Georges Bataille, Foucault stresses that the limit requires 

clear-cut boundaries which define a set of assumptions that can be contested and for that 

matter, the limit offers itself to the transgressive desire and invites its own breach: 

 

The limit and transgression depend on each other for whatever density of 

being they possess: a limit could not exist if it were absolutely uncrossable 

and, reciprocally, transgression would be pointless if it merely crossed a 

limit composed of illusions and shadows.
2
 

 

Having conveyed the interdependent relation between the limit and transgression, 

Foucault continues to explore how the limit is stretched and transformed by its inner 

content in transgression and eventually turns into what it originally excluded, its own 

other: 

 

the limit opens violently onto the limitless, finds itself suddenly carried 

away by the content it had rejected and fulfilled by this alien plenitude 

which invades it to the core of its being. Transgression carries the limit 

right to the limit of its being; transgression forces the limit to face the fact 

of its imminent disappearance, to find itself in what it excludes (perhaps, 

to be more exact, to recognize itself for the first time), to experience its 

positive truth in its downward fall?
3
 

 

Despite the fact that transgression can never reach an ultimate limit to transgress as it 

always constructs a new limit from the ashes of the one just breached, Foucault appears 

to claim that it succeeds in opening up a space in which elements of a given system are 

rendered free-floating and arbitrary before they are rearranged into a new set of 

                                                           

1
 Michel Foucault, "A Preface to Transgression" Language, Counter-Memory, Practice: Selected 

 Essays and Interviews, ed. & trans. F. Bouchard (New York: Cornell University Press, 1977) 30. 
2
 Foucault 34. 

3
 Foucault 34. 
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restrictions and limitations. While rejecting that transgression can be understood as 

something positive or negative, Foucault recognizes a liberating potential of 

transgression in “the limitlessness into which it leaps as it opens this zone to existence 

for the first time.”
4
 

In this regard, Foucault’s contention of transgression’s opening of the realm of 

“limitlessness” resonates with Victor Turner’s conception of liminality in performance 

and social drama. What Turner calls liminality in Anthropology of Performance is a 

dynamic state of affairs in rituals and social drama in which social processes lose their 

grounds and their designated functions in the structure of society and can be freely 

manipulated and reorganized.  In Revelation and Divination in Ndembu Ritual Turner 

claims that in such a state “all social structural statuses, roles, and rules cancel one 

another, leaving a liminal space that is at once pure act and pure potentiality, a zero that 

is all.”
5
 

Consequently, the individuals involved in the ritual drama, called “transitional 

beings”
6
 by Turner lose all defining aspects of their identity, they carry “no status, 

insignia, secular clothing, rank, kinship position, nothing to demarcate them structurally 

from their fellows”
7
 and by occupying the liminal space they are “neither here nor there; 

they are betwixt and between the positions assigned and arrayed by law, custom, 

convention, and ceremony”
8
 

This position “betwixt and between” marks a territory where the self appears, 

relieved of the burden of identity, exposed to the most intensive self-reflection. 

Nevertheless, for this relation to occur, the self has to assume both the roles of subject 

and object: 

 

For such a domain to be truly reflexive, where the same person(s) are both 

subject and object, violence has to be done to commonsense ways of 

classifying the world and society. The “self” is split up the middle-it is 

                                                           

4
 Foucault 35. 

5
 Victor Turner, Revelation and Divination in Ndembu Ritual (London: Cornell University Press, 1975) 

 128. 
6
    Victor Turner, The Forest of Symbols: Aspects of Ndembu Ritual (London: Cornell University Press, 

 1967) 98. 
7
 Turner, The Forest of Symbols: Aspects of Ndembu Ritual 99. 

8
 Victor Turner The Ritual Process: Structure and Anti-Structure (New York: Aldin de Gruyter, 1969) 

 95. 
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something that one both is and that one sees and, furthermore, acts upon 

as though it were another.
9
 

 

Thus, this splitting of the self—which occurs in the liminal state as one disconnects 

oneself from the social ties and relations to which he or she has so far adhered—

necessarily produces two outcomes: Firstly, it compels the subject to examine its self 

under new light, and secondly, it establishes temporality as the fundamental constitutive 

principle in the fashioning of one’s identity. Both of these acts recur in Shepard’s plays 

and can be effectively analyzed from the perspective of schizophrenia as a characteristic 

condition of man in the cultural and social environment of the post-modern era. 

Moreover, the fading away of differences in transgression and the liminal state “betwixt 

and between” identifiable positions particularly relate to Gilles Deleuze's and Félix 

Guattari's concept of “becomings.”
10

 

 

2.2. Schizophrenia, “Transversals,” “Becomings,” “The Body without Organs” 

 

The concepts of “limitlessness” and “liminality” provide grounds for the examination of 

characters’ instability and reach their highest potential when applied to characters’ 

transformative states. Shepard’s plays from the seventies, particularly Suicide in Bb and 

Angel City, explore the realm of limitlessness most thoroughly when characters 

experience a state of trance and lose all the social constraints that were previously 

imposed on them. Moreover, this experience of limitlessness is accompanied by an 

upsurge of emotion and by an intensified power of perception, as if one were entering 

into an unmediated state with the world and were endowed with prophetic powers. This 

state is analogous to Frederic Jameson’s conception of the effects of post-modern art on 

the perceiving subject, a state which Jameson equates to schizophrenia.  

Drawing on Lacan’s definition of schizophrenia as a state in which a subject is 

unable to connect meanings in an utterance to make sense of it as a whole, effectuating 

“a breakdown in the signifying chain,” Frederic Jameson acknowledges the cognitive-

linguistic dimension of schizophrenia.  Furthermore, in accordance with Lacan, 

Jameson asserts in Postmodernism, or, The Cultural Logic of Late Capitalism that 
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meaning is constituted in the signifying chain by “the interlocking syntagmatic series of 

signifiers.”
11

  Jameson identifies schizophrenia as the result of this disconnection of 

relations in the signifying chain and the resulting exposure to the separate signifiers: 

“When that relationship breaks down, when the links of the signifying chain snap, then 

we have schizophrenia in the form of a rubble of distinct and unrelated signifiers.”
12

  

As Jameson makes clear, the inability to align the linguistic occurrences in a 

sentence signals the loss of the temporal orientation of the subject in reality and is 

therefore the main cause of bringing the subject towards the limits of perception: 

 

If we are unable to unify the past, present, and future of the sentence, then 

we are similarly unable to unify the past, present, and future of our own 

biographical experience or psychic life. With the breakdown of the 

signifying chain, therefore, the schizophrenic is reduced to an experience 

of pure material signifiers, or, in other words, a series of pure and 

unrelated presents in time.
13

  

As exposure to the isolated signifier can only succeed in evoking “pure and unrelated 

presents in time,” the subject is incapable of relating it to his previous experience and 

cannot assign the present to a familiar emotion.  Nevertheless, this inability to relate the 

temporal referents to one’s existence primarily represents the loss of one’s self. 

Proceeding from the premise that one’s self is shaped by the events that it underwent in 

the past, we may identify  story or narrative as structures through which self might be 

accessible. Many philosophers and psychoanalysts have subscribed to the idea that the 

self is manifested or even constructed in the recounting of past events. 

For instance, Anthony Paul Kerby denies that the past itself provides access to the 

self and claims that the it is the narrative act that is self-constitutive, from its very 

moment of delivery: “our talk of the self is self-constituting rather than referential to an 

ontologically prior subject.”
14

 Brett Smith and Andrew Sparkes allude to an assertion 
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that the “self does not precede its constitution in narrative,”
15

 which is favoured by 

many psychoanalysts today and prefigures an argument of Kelly and Dickinson that 

“self is narrative in which the narrating ‘I’ retells and restructures experience and the 

experience of self.”
16

 These accounts provide grounds for analyzing the reminiscences 

and memories that Shepard’s characters heavily rely on in their monologues.   

 

Nevertheless, the examination of transgression and limitlessness as scenes of the 

evaporation of the self has only signalled the way but it still left the chief aim of this 

thesis, to evaluate Shepard’s approach to character from the perspective of the 

schizophrenic experience, untouched. Therefore, it is necessary to return to the ways 

that schizophrenia manifests itself in the subject and explore the symptoms that 

psychologists have ascribed to it.  

Referring to the analytical account of Marguerite Séchehaye, in which she describes 

the delusions experienced in schizophrenia as productive of “illimitable vastness, 

brilliant light, and the gloss and smoothness of material things,”
17

 Jameson attempts to 

capture the sequence of cognitive processes which ensue in this state. Motivated by this 

effort, he describes the schizophrenic experience as an implosion of perceptive faculties 

which synaesthetically merge and evoke an illusion in which the subject is stuck in a 

single isolated signifier, captured by the suspended flow of time:  

 

first breakdown of temporality suddenly releases this present of time from 

all the activities and intentionalities that might focus it and make it a space 

of praxis; thereby isolated, that present suddenly engulfs the subject with 

undescribable vividness, a materiality of perception properly 

overwhelming, which effectively dramatizes the power of the material-or 

better still, the literal - signifier in isolation.
18

 

 

However, the most crucial moment for the investigation of schizophrenia is captured by 

Marguerite Séchehaye’s scrutiny of the schizophrenic disruption of cognitive processes, 
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or rather, by her account of the suspension of ratio that takes place in the 

schizophrenic's unconditional submission to desire: 

 

Freed of social control, stripped of logical and moral imperatives, 

deprived of conscious directives, [schizophrenic thinking] sends its roots 

to the very heart of the desires, the dreads and the fundamental drives of 

which it is the cherished instrument of expression. Invested with an 

affective potential drawn from reality, it charges the inanimate world of 

objects with life, energy and the strength of the drives from which it 

emanates.
19

 

 

Louis A. Sass draws on this definition of the schizophrenic as the master of desire 

who maintains the ability to transform the inanimate objects into entities vibrating with 

life.  Sass enumerates several authors, namely R.D. Laing,  Norman O. Brown, Gilles 

Deleuze and Félix Guattari, for whom “schizophrenia has stood for life as against mind, 

instinct (the “desiring machines”) as against oppressive self-consciousness, freedom of 

‘nomad thought’ as against the illusions of logic and self-control.”
20

 

Of all of the authors cited by Sass, Gilles Deleuze and Félix Guattari are 

undoubtedly the the most renowned radical interpreters of this mental condition.  The 

authors equate schizophrenia with a transcendentalizing state of mind, attributing to it 

the power of liberation from the repressive world of social conventions and the rule of 

reason and identifying the schizophrenic as one who is “closest to the beating heart of 

reality, to an intense point identical with the production of the real.”
21

 In their 

collaborations, schizophrenia is raised to a multivocal expression of man’s splintered 

mental state in a post-modern capitalist society by defining the major factors and 

tendencies that determine man’s behaviour in its context.  

One of Deleuze’s and Guattari’s groundbreaking assertions, and a point of departure 

from Freud, is that libido, the sexual desire of man, is in the process of 
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“deterritorialization”
22

 expanding to encompass  the entire social field. While praising 

Freud in Anti-Oedipus for “having determined the essence or nature of desire, no longer 

in relation to objects, aims, or even sources (territories), but as an abstract subjective 

essence—libido or sexuality,”
23

 Deleuze and Guattari rebuke him for having restricted 

the libido by relegating “this essence to the family as the last territoriality of private 

man”
24

 and subjecting it entirely and unconditionally to the totalizing structure of the 

Oedipus myth. 

In the introduction to Anti-Oedipus, Michel Foucault conveys how Deleuze and 

Guattari strive to overcome the boundaries defined by the Oedipus myth and to expand 

their field of interest through their notion of desire as an all-pervading and proliferating 

force: 

 

Against the Oedipal and oedipalized territorialities (Family, Church, 

School, Nation, Party), and especially the territoriality of the individual, 

Anti-Oedipus seeks to discover the deterritorialized flows of desire, the 

flows that have not been reduced to the Oedipal codes and the 

neuroticized territorialities, the desiring-machines that escape such codes 

as lines of escape leading elsewhere.
25

 

 

In their effort to approach schizophrenia as a series of internal processes rather than as 

an external phenomenon divorced from reality, Deleuze and Guattari make the flux or 

the flow of desire the focus of their attention instead of the schizophrenically 

inaccessible self. This method of inquiry enables them to state that all objects in the 

world, including humans, are machines which either produce, channel, or interrupt the 

flows of desire: “Everywhere it is machines-real ones, not figurative ones: machines 

driving other machines, machines being driven by other machines, with all the 

necessary couplings and connections.”
26

 

The most distinctive feature of a machine is that its function is directly dependent on 

other machines, and its essence always emerges from the coupling with other machines: 
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“every machine is a machine of a machine. The machine produces an interruption of the 

flow only insofar as it is connected to another machine that supposedly produces this 

flow.”
27

 Crucial, too, in the machines’ functioning is the nature of their interconnection. 

Along the same lines, Deleuze and Guattari claim that “a connection with another 

machine is always established, along a transverse path, so that one machine interrupts 

the current of the other or ‘sees’ its own current interruption.”
28

 

Despite serving as an important link in Deleuze and Guattari's philosophy as a 

system of communication between machines, transversality is virtually missing in Anti-

Oedipus. Nonetheless, Deleuze relates to it meticulously in Proust and Signs, in which 

he attempts to devise a means of keeping the multiplicities of a literary work separate 

while carrying over the desire of the reader invested in the occurrences of the book. He 

calls these transversals and equates the work of art to a machine which transversally 

connects different forms of deterritorialized flows of desire into an assemblage. Deleuze 

argues that instead of subjecting separate fragments to a coherent logical unity and 

dissolving the multiplicity of fragments within it, transversals succeed in “affirming the 

original unity of precisely that multiplicity, affirming without uniting all these 

irreducible fragments.”
29

 Deleuze then adduces a couple of thematic occurrences in the 

work of art which possess the transversal character: “Jealousy is the transversal of 

love’s multiplicity; travel, the transversal of the multiplicity of places; sleep, the 

transversal of the multiplicity of moments.”
30

 

Far from assuming a taxonomical structure of separate elements within a system, 

transversals provide a dynamic network between heterogeneous particles, and, as 

Martin Procházka points out in terms of structure transversals, bring about “the 

convergence of individual series,”
31

 drawing particles towards their differentiating, 

paradoxical state of being outside the series while “articulating the two series to one 

another, or reflecting them in one another, of making them communicate, coexist and be 

ramified.”
32
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Further probing into the notion of schizophrenia as a reason-opposing and desire-

dominating process, Deleuze and Guattari conceive the term “desiring machines”
33

 to 

describe the separate drives controlling the body that define man not as an agent of 

production but as a mere component of the social machine shaped by the process of 

“desiring production:”
34

 “Production as process overtakes all idealistic categories and 

constitutes a cycle whose relationship to desire is that of an immanent principle.”
35

 By 

elevating production to the role of the ultimate drive, Deleuze and Guattari render any 

binary or dualistic conceptions of man pointless. As a result, neither man nor the self 

can be defined through opposition, only as parts of a larger machine and as products of 

production: 

 

There is no such thing as either man or nature now, only a process that 

produces the one within the other and couples the machines together. 

Producing-machines, desiring-machines everywhere, schizophrenic 

machines, all of species life: the self and the non-self, outside and inside, 

no longer have any meaning whatsoever.
36

 

 

Furthermore, disproving the centrality of the subject in the production process, Deleuze 

and Guattari relegate the subject to a mere by-product of production that is generated 

through the “breaks and flows”
37

 taking place between machines. Passing through the 

“circles that converge on the desiring machines”
38

 in an outward movement, the subject 

is “produced as a residuum alongside the machine, as an appendix, or as a spare part 

adjacent to the machine” and passes through all the degrees of the circle, and passes 

from one circle to another.”
39

 Therefore, instead of occupying the centre, the subject is 

located on the periphery and, lacking any fixed determination, is constantly pushed 

away from the centre:  “This subject itself is not at the centre, which is occupied by the 
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machine, but on the periphery, with no fixed identity, forever decentred, defined by the 

states through which it passes.”
40

 

This decentring of the subject simultaneously entails the decentring of the self, the 

inadequacy of the ego to control desires and keep pace with them, and the total 

impossibility of the subject to maintain a stable identity. Furthermore, Deleuze and 

Guatarri contend that “it is certain that neither men nor women are clearly defined 

personalities, but rather vibrations, flows, schizzes, and ‘knots.’”
41

 This ascertainment 

of the hollowness of the self's centre and the migratory nature of identity will prove 

pivotal in the analysis of Shepard's characters. 

In order to keep up with the dynamics they posit and to avoid digressing into the 

staleness of the concepts of being or the self in A Thousand Plateaus Deleuze and 

Guattari inquire into “becoming”
42

 and define it as a dynamic event in which thresholds 

and boundaries are transversally spanned and overcome in the process of 

deterritorialization. Taking place between particles within an assemblage, becoming 

transforms multiplicities within the assemblage into different  multiplicities by 

following a “fiber”
43

 formed by a “string of borderlines”
44

: 

 

In fact, the self is only a threshold, a door, a becoming between two 

multiplicities. Each multiplicity is defined by a borderline functioning as 

Anomalous, but there is a string of borderlines, a continuous line of 

borderlines (fiber) following which the multiplicity changes.
45

 

 

Relegating the self into a mere transitory state that occurrs before the changes take 

place, Deleuze and Guattari concentrate on the “fiber” which connects the formations of 

different organization from higher to the lower and which follows the “line of flight” or 

the movement of “deterritorialization:” 
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A fiber stretches from a human to an animal, from a human or an animal 

to molecules, from molecules to particles, and so on to the imperceptible. 

Every fiber is a Universe fiber. A fiber strung across borderlines 

constitutes a line of flight or of deterritorialization.
46

 

 

Moreover, in The Logic of Sense Deleuze endows becoming with the features of a 

paradox, as the points of contact which interact in becoming are a scene where 

contradictory qualities meet and diverge from each other at the same time. Therefore, by 

breaking the rules of causality and positing both the cause and effect simultaneously, 

becoming obliterates any sense of succession in time: 

 

Insofar as it eludes the present, becoming does not tolerate the separation 

or the distinction of before and after, or of past and future. It pertains to 

the essence of becoming to move and to pull in both directions at once.
47

 

 

In this “simultaneity of becoming whose characteristic is to elude the present”
48

 a “zone 

of indiscernibility”
49

 is created which in hand represents an infinite space of 

indefiniteness in shaping an identity of any subject or object: 

 

The paradox of pure becoming, with its capacity to elude the present, is 

the paradox of infinite identity (the infinite identity of both directions or 

senses at the same time -of future and past, of the day before and the day 

after, of more and less, of too much and not enough, of active and passive, 

and of cause and effect).
50

 

 

To sum up, becoming lacks beginning or end; it eludes any structural coordinates both 

in time and space. It can be located only in the middle, in-between the region of the 

definable and it is notable for opening the “zone of indiscernibility” into which a quality 
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of some sort is driven by the movement of deterritorialization or along the line of flight 

and then stripped of its defining features and  recasted into a different one: 

 

A becoming is always in the middle; one can only get it by the middle. A 

becoming is neither one nor two, nor the relation of the two; it is the in-

between, the border or line of flight or descent running perpendicular to 

both. If becoming is a block (a line-block), it is because it constitutes a 

zone of proximity and indiscernibility, a no-man's-land, a nonlocalizable 

relation sweeping up the two distant or contiguous points, carrying one 

into the proximity of the other—and the border-proximity is indifferent to 

both contiguity and to distance.
51

 

 

The “zone of indiscernibility” thus marks a space where difference is imperceptible by 

the sheer closeness of the qualities in becoming. As the “immanent end of becoming,”
52

  

“becoming-imperceptible”
53

 is engaged in the process of elimination and subtraction, 

the result of which can only be change represented by a movement or a line. If we apply 

this framework to the negotiations of identity, we come to an affirmation that the self 

can only be viewed as a succession of lines, movements or qualities in-becoming: “By 

process of elimination, one is no longer anything more than an abstract line, or a piece 

in a puzzle that is itself abstract.”
 54

  

In accordance with the fluidity and changeability of becoming that Deleuze and 

Guattari posit, they utilize a term of loose organizational units, “assemblages,”
55

 which 

represent unstable groupings of machines within which becomings take place.  As 

Deleuze and Guattari clarify assemblages are composed of diverse machines, even those 

of contrasting nature: “human, social, and technical machines, organized molar 

machines; molecular machines with their particles of becoming-inhuman; Oedipal 

apparatuses [...] and counter-Oedipal apparatuses”
56

 which are “variable in aspect and 

functioning.”
57

 However, despite functioning they do not have a designated function per 
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se. Deleuze and Guattari even stress that assemblages cannot be defined as “distinct 

machines” but rather as “types of interpenetrating multiplicities that at any given 

moment form a single machinic assemblage.”
58

 

Precisely by defying temporal designation, opposing causality, residing in-between 

structures and driving an entity into becoming imperceptible, becoming  represents the 

changeable state, which can be perfectly utilized as one of the pivotal instruments of 

analyzing the transformative processes that Shepard's characters undergo. On top of 

that, the assemblage, as the unstable formation of diverse machines, can be applied to 

the study of the characters' fragmented state.  

Furthermore, Deleuze and Guattari's effort of destabilizing other totalized forms of 

organization makes us return to the circuits between machines. Deleuze and Guattari tell 

us that “desiring machines” function on a binary basis. In the coupling of machines one 

always produces the flow and the other one connected to it interrupts it or reroutes it. 

This process continues from one machine to another so that  “desire constantly couples 

continuous flows and partial objects that are by nature fragmentary and fragmented”
59

 

As a result, the “desiring machines,” not the separate organs endow man with 

organization: 

 

Desiring-machines make us an organism; but at the very heart of this 

production, within the very production of this production, the body suffers 

from being organized in this way, from not having some other sort of 

organization, or no organization at all.
60

 

 

In their effort to free the body from this type of organization Deleuze and Guattari 

devise the concept of a body as an “imageless, organless” and “nonproductive”
61

 entity, 

“the body without organs.”
62

 It is a body only in a superficial way, an undifferentiated 

surface to which multiplicities, “molecular” particles are unsystematically attached. 

Defying organization, the “the body without organs” presents a model for resistance to 

the organizing power of the production and recording processes on the body: 
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In order to resist organ-machines, the body without organs presents its 

smooth, slippery, opaque, taut surface as a barrier. In order to resist 

linked, connected, and interrupted flows it sets up a counterflow of 

amorphous, undifferentiated fluid.
63

 

 

Merely standing as the complement of the body parts and not as their synchronising 

principle, “The full body without organs is the unproductive, the sterile, the 

unengendered, the unconsumable.”
64

 Furthermore, not completely repelling but rather 

transforming the “desiring machines,” the “body without organs,” 

 

serves as a surface for the recording of the entire process of production of 

desire, so that desiring-machines seem to emanate from it in the apparent 

objective movement that establishes a relationship between the machines 

and the body without organs.
65

 

 

 

As a scene where attraction in the form of the capitalism's “miraculating machine”
66

 and 

repulsion orchestrated by the “paranoiac machine”
67

 coexist without contradicting each 

other, the “body without organs” succeeds in keeping the flows of desire apart and 

prevents them from forming an organism, retaining the multiplicities by positioning 

itself next to them and therefore, defies being subsumed under the hierarchical unity of 

an organism:  

When it repels the organs, as in the mounting of the paranoiac machine, 

the body without organs marks the external limit of the pure multiplicity 

formed by these organs themselves insofar as they constitute a nonorganic 

and nonorganized multiplicity.
68
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The resulting impact of the splitting forces of attraction and repulsion on 

the subject is the creation of  intensities which revolve in series, sending 

the subject into a state of perpetual flux and preventing it from reaching 

any unilateral or finite designation:  

 

the opposition of the forces of attraction and repulsion produces an open 

series of intensive elements, all of them positive, that are never an 

expression of the final equilibrium of a system, but consist, rather, of an 

unlimited number of stationary, metastable states through which a subject 

passes.
69

 

 

Nevertheless, if a reconciliation is to be reached between the “miraculating machine” 

and the “paranoiac machine,” it requires yet another machine to be involved, which 

Deleuze and Guattari call the “celibate machine,”
70

 and which forms “a new alliance 

between the desiring-machines and the body without organs so as to give birth to a new 

humanity or a glorious organism,” 
71

providing purely “autoerotic” pleasure and causing 

the subject to be continually  born anew: 

 

by means of the paranoiac machine and the miraculating machine, the 

proportions of attraction and repulsion on the body without organs 

produce, starting from zero, a series of states in the celibate machine; and 

the subject is born of each state in the series, is continually reborn of the 

following state that determines him at a given moment, consuming-

consummating all these states that cause him to be born and reborn.
72

 

 

In  A Thousand Plateaus Deleuze and Guattari present the virtual dimension of the 

“body without organs“ as containing an immense amount of stored intensities and 

qualities in transit: “This body without organs is permeated by unformed, unstable 

matters, by flows in all directions, by free intensities or nomadic singularities, by mad 
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or transitory particles.”
73

 Implying that the “body without organs” is “not at all a notion 

of a concept, but an experimental practice, a set of practices”
74

 Deleuze and Guattari 

emphasize the processual and transformatory nature of the “body without organs” and 

foreground that it necessarily entails overcoming limits, experimenting with the 

negotiations of within the body, as well as with assemblages outside the body which, 

however, still traverse it in becoming: 

 

Where psychoanalysis says, 'Stop, find your self again,' we should say 

instead, 'Let's go further still, we haven't found our BwO yet, we haven't 

sufficiently dismantled our self.' Substitute forgetting for anamnesis, 

experimentation for interpretation. Find your body without organs. Find 

out how to make it. It's a question of life and death, youth and old age, 

sadness and joy. It is where everything is played out.
75

 

 

Despite its elusiveness, “the body without organs” may be perceived as an entity which 

sends the self wandering through various transitory states by making it oscillate 

between repulsions and attractions of desire. As such, it draws subjects towards their 

phantasmatic  identifications and  experiences of involution. Despite being an 

unattainable goal,  the “body without organs” still compels the Shepardian characters to 

dream of reaching it, making them construct and embody new identities along the way 

and move from one self to the other, gradually descending into a schizophrenic state. 

Nevertheless, at the same time Deleuze and Guattari argue there is a liberating 

potential deeply rooted in the process of becoming a schizophrenic. Luke Caldwell 

confirms this statement by asserting that  "Deleuze and Guattari celebrate the process of 

schizophrenia as a force that breaks through the rigid codifications of the social field 

and resists being trapped in any singular identity."
76

 Precisely this effort to penetrate 

through the fabric of  social relations and norms defines the territory explored by Sam 

Shepard's characters in his plays from the seventies.  
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In order to assess the degree to which the isolated domains of deterritorialized flows 

of desire schizophrenize the characters, producing “multiple selves in multiple 

bodies,”
77

 assemblage will serve as a useful concept for analyzing impermanent and 

instable formations within the character while deterritorialization will fulfill the role of 

the structure mobilizing the productive exchanges and becomings taking place between 

them. Moreover, as an epitome of this unstable and fleeting nature of the self and its 

manifold realizations in Shepard's plays of the seventies, music, particularly jazz 

represents a genre which is based on fluidity and therefore opens itself to the critical 

assessment and analysis led by becoming. 
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     CHAPTER 3 

Jazz and improvisation as an approach to character in Angel 

City and Suicide in Bb 
 

3.1. The “Jazz Assemblage” 

Jazz and jazz improvisation provide the principal foundation for understanding 

Shepard's approach to character in his plays Angel City and Suicide in Bb. For this 

reason, jazz has to be  explored not only as a musical genre, but also as a specific 

representational technique and a medium utilizing diverse modes of communication. 

Jazz is a musical genre which has experimentation firmly embedded in its roots. 

Favouring creativity, artistic freedom and self-expression instead of studiedness, formal 

self-enclosedness and orderedness, jazz, together with blues, brought to light new 

musical standards in America which were completely alien to those recognized by 

European music. John Gennari emphasizes the innovation of jazz by describing it as an 

unceasingly transforming medium which constantly produces new and new outcomes 

and creates new possibilities: 

 

One of the hallmarks of jazz-some would argue its defining feature-has 

been its role as a progenitor of new forms, an inventor of new languages, a 

creator of new ways to express meaning. The blue notes, microtones, 

polyrhythms, and extended harmonies of jazz constitute a musical 

vocabulary and grammar that cannot be accurately represented by the 

standard notational systems of Western music.
1
 

 

With its emphasis on immediate and spontaneous expression alongside the emphasis on 

discovering and developing new musical techniques and means of expression, jazz in 

Gennarri’s conception represents a medium of exploration and creation.  In a different 

account of the principal features of jazz, musicologist Ernest Borneman links jazz back 

to the African tradition and attempts to establish a connection between the two based on 

the Africans’ propensity for obliqueness: 
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While the whole European tradition strives for regularity –of pitch, of 

time, of timbre and of vibrato –the African tradition strives precisely for 

the negation of these elements. In language, the African tradition aims at 

circumlocution rather than at exact definition. The direct statement is 

considered crude and unimaginative; the veiling of all contents in ever-

changing parpaphrases is considered the criterion of intelligence and 

personality.
2
  

 

Despite being rather univocal and generalizing in this statement, Borneman provides 

some persuasive examples that attest to jazz’s propensity for indirectness. Moving on to 

music, Borneman attends to the ways through which the tendency for obliqueness and 

incompleteness manifests itself in the playing style of the jazz musician: 

 

In music, the same tendency towards obliquity and ellipsis is noticeable: 

no note is attacked straight; the voice or instrument always approaches it 

from above or below, plays around the implied pitch without ever 

remaining any length of time, and departs from it without ever having 

committed itself to a single meaning.
3
 

 

Importantly, by pronouncing that the peculiarity of jazz consists in embracing the 

techniques of indirectness and difference, eventually “denying or withholding of all 

signposts”
4
 Borneman implies that the jazz musician is driven by the motivation to 

distance himself from the presumed centre of a composition (usually represented by the 

thematic melody) in the solo part. In it the soloist is destined to choose a direction, as 

oblique as he pleases, yet he still heavily relies on making references to the various 

moments in the jazz tradition.  

Taking this idea further and looking for antecedents of this practice in African 

culture, Henry Louis Gates delves into the oral tradition and explores the West African 

trickster myths in his book The Signifying Monkey. Contrasting the primary status of 

spoken language in African tradition to the European literary tradition, Gates establishes 
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a term peculiar to the oral tradition: “Signifyin(g).”
5
 In “Signifyin(g)” the semantic 

relation between the signifier and the signified as articulated by Saussure, which is 

“fixed, not free with respect to the linguistic community that uses it,”
6
 is exchanged for 

a rhetorical relation, welcoming connotations and expanding rather than curbing the 

range of meanings that a signifier can possess: 

 

Whereas signification depends for order and coherence on the exclusion 

of unconscious associations which any given word yields at any given 

time, Signification luxuriates in the inclusion of the free play of these 

associative rhetorical and semantic relations.
7
 

 

Making the leap to music, Gates enumerates the vernacular musical forms which rely 

heavily on “Signifyin(g)” in their utilization of a mode of intertextuality, which is based 

on difference and repetition: 

 

It is this principle of repetition and difference, this practice of 

intertextuality, which has been so crucial to the black vernacular forms of 

Signifyin(g), jazz –and even its antecedents, the blues, the spirituals, and 

ragtime.
8
 

 

Gates can therefore assert that improvisation is “‘nothing more’ than repetition and 

revision,”
9
 as any fixed musical technique, property or approach in the jazz discourse 

can either be utilized, referred to or completely revised by the musician depending on 

his artistic preference and ability. Precisely for this reason, it would be a mistake to 

affirm that improvisation is a totally free and unconstrained process. Improvisation is 

always limited by a set of rules that musicians have to impose on themselves in order to 

be able to play together within a given idiom. Referring to one of the most famous 
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exponents of free-jazz, Ornette Coleman, Marshall Soules indicates that even such an 

open genre as free-jazz improvisation “is not typified by unrestrained freedom”
10

 

A similar view is held by Paul Berliner, who affirms that the central role in 

fashioning the rules of jazz as a musical genre and constructing the limits of 

improvisation is held by the set of activities which maintain the tradition and are always 

re-enacted in the musician’s relation to the tradition: 

 

Despite stylistic changes over time, jazz retains the continuity of certain 

underlying practices and values associated with improvisation, learning, 

and transmission. These factors of continuity, moreover, rest at the very 

core of the tradition, contributing to its integrity as a music system.
11

 

 

The three aforementioned accounts will be pivotal for the study of jazz in Shepard's 

plays. Gennarri's view, identifying the inherent tendency of jazz in its exploratory zeal 

of to engender new forms, Borneman’s conception of obliqueness as a fundamental 

aspect of jazz expression and Gates’ utilization of jazz as a collectively developed art 

form which evolves through repetition and difference. The combination all these 

accounts will yield the conception of jazz as an assemblage of diverse creative 

practices, which are infused by novelty, indeterminacy and fluidity. 

Nick Nesbitt advocates this view in his application of Deleuze and Guattarri’s term 

"assemblage" to jazz improvisation. Opposing the common perception that jazz 

improvisation is an unrestrained activity in which the improvising subject has the 

absolute freedom to do what he pleases and becomes an “intentional creator”
12

 of every 

note that is emitted from his instrument, Nesbitt argues that: 

 

musical creation and expression—whether improvised or not—should 

instead be conceived as the immanent assemblage of asubjective sounding 
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machines that can unleash literally immeasurable potentials for 

expressivity
13

 

 

According to Deleuze and Guattari, an assemblage relates not only to expression, but 

also to its complement, content. With regard to content, assemblage is “a machinic 

assemblage of bodies, of actions and passions, an intermingling of bodies reacting to 

one another” while in relation to expression “it is a collective assemblage of 

enunciation, of acts and statements, of incorporeal transformations attributed to 

bodies.”
14

 This double nature of assemblage makes it an amalgam of events and 

occurrences taking place between the bodies as well as serving as a setting for their 

interactions.  

Informed by the Deleuzian concept of the assemblage, Nesbitt argues that 

improvisation heavily relies on the involvement of unconscious, asubjective and purely 

contingent elements: “Instead of a protean, subject based spontaneity, one discovers 

instead from this Deleuzian perspective, say, an instrument-club-musician-head-solo-

influences-practice-time-mood assemblage.”
15

 By introducing all the above items as a 

multiplicity of distinct parts,  Nesbitt presents a notion of separate machines which can 

fuel, divert or obstruct each others’ flow, each having an incontestable share on the final 

content and expression of the improvised music. Therefore, it may be argued that in 

improvisation music flows through the body of the musician, rather than being 

consciously produced by his will and intentions. John  Corbett argues along similar 

lines as Nesbitt, positing the formation of a "machinic assemblage" in the course of 

improvisation: “Improvising musicians create a genuine Deleuzian assemblage, a 

musical machine of desire- not binary, nor unitary, but multiple.”
16

  

However, this set of multiplicities comprising the jazz assemblage is by no means 

finite.  Deleuze and Guattari assert that assemblage is a malleable set of practices and 

can be rearranged in “becoming”; its particles extracted and turned into different 

assemblages, yet it can also witness a consolidation of its units which reconfirms its 

original constellation: “the assemblage has both territorial sides, or reterritorialized 
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sides, which stabilize it, and cutting edges of deterritorialization, which carry it 

away.”
17

  

The history of jazz, for instance, is such a spectacle of “deterritorializations” and 

“reterritorializations” which characterize the genre’s transformations but also its 

regression into the Oedipalized territories. The move of the jazz scene from sporting 

houses and bars to dancehalls in the twenties, its simultaneous transformation from a 

lewd and lowly genre into a an assemblage conveying smoothness and delicate 

manners, and the development of small dixieland bands and funeral bands into large 

swing orchestras, mark a deterritorialization of the jazz assemblages through manifold 

becomings and a subsequent reterritorialization in the commercial structures of 

capitalism. Bebop then effectuates deterritorialization from swing by decreasing the 

number of musicians in the group, complicating and accelerating the rhythm, 

elaborating harmony and providing grounds for developing new improvisatory styles, 

witnessing the change of stage from dancehalls and concert halls to small clubs and 

playhouses and the change of audience to intellectuals, artists and art enthusiasts, thus 

forming new assemblages and deterritorializing the reterritorialized flows of the swing 

assemblage.  

 

3.1.1 The “Becomings” of Jazz 

 

Having disclaimed the primary role of the musician in the process of creating music in 

improvisation and posited the asubjectivity of this process, it may be productive to 

focus now on the changes and becomings that are so peculiar to the jazz idiom and to 

explore the rearrangements that take place within the jazz assemblage and 

deterritorializations which transpose some of its elements into different realms.  

Jazz as a genre with an immense transformative potential relies on becomings and 

“deterritorializations”, which expand the musical material and sprout new creative 

approaches, rearranging assemblages and proliferating new forms. The vicissitude of 

jazz and its highly syncretic nature, at the same time, make prevent jazz from being 

captured in a form that would represent it in its entirety.  

In his utilization of blues in the study of African-American literature, Houston A. 

Baker defines blues as an amalgam of various entities which are continually involved in 
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interactions and becomings, or as “a point of ceaseless input and output, a web of 

intersecting, crisscrossing impulses” which is “always in productive transit.”
18

 Despite 

alluding to blues, the same may be applied to jazz due to the common roots and 

interrelated nature of both genres. In fact, jazz can be perceived as a 

“deterritorialization” of blues, as it heavily utilizes the twelve bar blues and its chord 

progressions, while indulging in more oblique musical techniques and experimentation. 

In his framing of the idiosyncratic nature of  blues, Baker repeatedly alludes to 

crossroads and places of contact where different tendencies merge, resembling in their 

transitive potential and fleeting nature Deleuze and Guattari’s becoming: 

 

At the junctures, the intersections of experience where roads cross and 

diverge, the blues singer and his performance serve as codifiers, absorbing 

and transforming discontinuous experience into formal expressive 

instances that bear only the trace of origins, refusing to be pinned down to 

any final, dualistic significance. Even as they speak of paralyzing absence 

and ineradicable desire, their instrumental rhythms suggest change, 

movement, action, continuance, unlimited and unending possibility. Like 

signification itself, blues are always nomadically wandering. Like the 

freight-hopping hobo, they are ever on the move, ceaselessly summing 

novel experience.
19

  

 

By “bearing only the trace of origins” and defying any attempt to be defined by 

“dualistic significance” blues (and jazz) appear to share with the becoming its two 

fundamental qualities, its lack of beginnings or endings and its disposition to create “a 

zone of proximity and indiscernibility”
20

 bringing its components or contiguous lines 

into a “nonlocalizable relation”
21

 in which they approximate to each other to such extent 

that they cannot be distinguished anymore.  

A writer and a renowned jazz critic LeRoi Jones draws a poignant example of this 

occurrence by referring to John Coltrane’s improvisatory style which is remarkable for 
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slipping harmonical thinking in the melodic line, merging the horizontal plane of music 

with the vertical by breaking up chords and bringing the separate tones into a relation by 

making them oscillate around a single tone and then breaking them up further: 

 

The harmonic insistence that was stressed on Coltrane Jazz is suddenly 

integrated into that amazing line, and not only does one seem to hear each 

note and sub-tone of a chord being played, but also each one of those 

notes shattered into half and quarter tones and flying every which way.
22

 

 

Elsewhere, Jones speaks about bebop’s frequently utilized transposition of the rhythmic 

pattern into melody, which also manifests the productive interaction  between originally 

distinct and separate lines of an assemblage.  

 

The very jaggedness and abruptness of the melodic fabric itself suggest 

the bopper’s seemingly endless need for deliberate and agitated 

rhythmical contrast, most of the melodies being almost extensions of the 

dominating rhythmical pattern.
23

 

 

As for the becoming’s erosion of causality, loss of temporality and the resulting 

impossibility of tracing its beginnings and ends the jazz soloist is similarly perched in 

the middle, be it in the middle of two contradictory styles or approaches, which he 

attempts to merge or in the middle of two tones from different scales which he attempts 

to join together in a musical phrase while playing the solo. 

Lester Young, whose style Shepard urges the saxophone player in Angel City to 

draw on, stood in the middle of swing and bebop styles, with one hand in swing and the 

other in bebop. Moreover, in the “Note on the music” Shepard compels the saxophonist 

to expand Lester Young style’s “lyrical loneliness” by “exploding into Charlie Parker 

and Ornette Coleman”
24

 type of expressivity. Therefore, the saxophonist’s performance 

should utilize becoming in the productive negotiations of several distinct playing styles. 

If we apply this state of being “inbetween” to the question of identity, we might 

easily find  examples of characters in Shepard’s plays who find themselves “in 
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productive transit,” or in becoming.  The musician Duke in Melodrama Play finds 

himself  “stuck somewhere in the middle between”
25

 Bob Dylan and Robert Goulet as 

far as his musical persona is concerned. 

Based on the above assessment of the various ways in which jazz serves as a 

medium of fluidity, change and instability it is only fitting to claim that jazz in Angel 

City and Suicide in Bb does not play the role of a mere mood enhancer or stand as 

means of evoking a particular atmosphere. Jazz does serve these purposes as well, 

yet on top of that, provides a comment on the action happening on the stage, 

inducing a dialogue between the speech and music. However, most importantly the 

fleeting nature of jazz improvisation offers an analogy to the characters’ 

impermanent state and in a rather subtle way represents the flows of desire that 

permeate the characters’ bodies and urge them towards becoming-other and initiate 

their transformations.  

 

3.2. Character Constructed in Improvisation  

 

In the introductory notes to Angel City, Shepard urges actors to contest their 

understanding of character and commit themselves to a novel approach to it: 

 

Instead of the idea of a “whole character” with logical motives behind his 

behavior which the actor submerges himself into, he should consider 

instead a fractured whole with bits and pieces flying off the central theme. 

In other words more in terms of collage construction or jazz 

improvisation.
26

 

 

In his effort to forego misunderstanding of how this acting technique should work, 

Shepard emphasizes the actor’s intuition, urging him or her to determine character’s 

qualities and intentions instinctively rather than by some process of logical continuity: 

This is not the same thing as one actor playing many different roles, each 

one distinct from the other (or “doubling up” as they call it), but more that 
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he’s mixing many different underlying elements and connecting them 

through his intuition and senses to make a kind of music or painting in 

space without having to feel the need to completely answer intellectually 

for the character’s behaviour.
27

 

 

Despite the groundbreaking nature of this reformulation of the actor’s approach to the 

character, it was, surprisingly, spared much critical reception. Nevertheless, it caught 

the attention of David J. DeRose, who wrote perhaps the most influential and seminal 

essay for this thesis, “Sam Shepard as musical experimenter.” While attending to each 

of the different uses to which Shepard put music in his plays, DeRose pays special 

attention to Shepard’s experiments with acting and music, contemplates the relation 

between jazz improvisation and the representation of the self and examines to what 

purpose Shepard employs jazz in his plays.  

According to DeRose, Shepard’s attempts at bringing music and theatre 

performance into a more dialogical relation started in 1974 in improvisatory sessions, 

which finally resulted in a play called Inacoma. During these sessions, jazz musicians 

and actors from the Magic theatre collaborated and practised methods through which 

actors and musicians could communicate emotions freely from one medium to the other. 

One of these methods was an adaptation of Joseph Chaikin’s technique called “sound 

and movement,”
28

 which compelled actors to develop a dramatic response to a musical 

expressions and vice versa: 

 

An actor would step out and a musician would step out. And the musician 

would make the music and the actor would make the movement and the 

sound. And then the actor would go over and hand it off to another actor, 

and the musician would go over and hand it off to another musician.
29

  

 

Another such technique was called “music puppet,”
30

 in which an actor would try to 

submit himself completely to the sound and let himself be manipulated by the music 

produced by the musician, who stood behind him. This acting practice would endow the 
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character’s actions with anonymity as the character would become rather a medium 

through which music flows. Nevertheless, this exercise was also practised in reverse 

when the musician would let himself be directed by the actor’s movements and speech. 

These improvised interactions eventually gave shape to Inacoma, whose entire content, 

apart from the lyrics, sprung from these improvisations. Nevertheless, the play did not 

allow for much change of direction during its performance as it relied on the given text 

and structure, albeit resulting from improvisation, and as DeRose points out it proved to 

be “uncontrollable”
31

 due to having altogether 16 actors and musicians on stage. 

Eventually, DeRose affirms that utilizing musical improvisatory techniques on stage 

could be brought to more effective ends in plays which featured only two actors such as 

Savage/Love and Tongues.  

Significantly, these methods of positing a dialogical interaction between musicians 

and actors played on the loss of controlled and prearranged behaviour, emphasized the 

actors’ impulses, and implied the notion of a fluid self unconstrained by any need to 

develop a character with a coherent personality. In this relation, DeRose refers to 

Shepard’s note to actors and suggests the serious ontological implications that such a 

reformulation of character entails: 

 

This reconsideration of character implies a radical reinterpretation of the 

human psyche, arising out of the concept of improvising oneself and 

implying that there is no central self, no core, only a fragmented collage 

of selves.
32

  

 

In his effort to trace the influences that contributed to this shift in the conception of 

character, DeRose also considers the novel tendencies in jazz which were practised in 

the sixties and seventies and left a noticeable imprint on the way Shepard wanted his 

characters to be represented by actors. In this context, DeRose refers to “playing out,”
33

  

a radical approach to improvisation borne out of the same era which was practised by 

such musicians as Charles Mingus, John Coltrane and Ornette Coleman, all of whom 

“played improvisational music that was well outside of – that shattered – the 
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conventional structural and formal boundaries of musical composition, even earlier jazz 

composition.”
34

  

Claiming that this improvisatory style was much more than just a musical technique, 

DeRose points out that “playing out” implied cherishing certain attitudes in terms of 

one’s lifestyle and “was a way of being in the world, of interacting with the world, and 

of perceiving the world.”
35

 Essentially, DeRose perceives “playing out” as a worldview 

based on unfixedness and fluidity that relied on improvising one’s relations to the 

world. Calling attention to the contrasting impacts of this life perspective on the psyche, 

DeRose writes that this worldview procured "a whole new experience of reality as an 

existential landscape, a place both free from the impositions of ordered existence and at 

the same time potentially terrifying in its lack of order.”
36

 

Jazz, or rather jazz improvisation, as such a worldview is represented in Shepard’s 

plays by characters such as Rabbit and Tympani in Angel City and Laureen, Niles and 

Petrone in Suicide in Bb, who are in stark contrast to the self-organized characters. 

However, it would be a gross misinterpretation to state that these characters do not 

undergo changes; precisely the opposite manifests itself in these plays. It is in the 

confrontation with Shepard’s fluid and unstable characters that the originally settled  

characters start to question their identities, lose their fixity and see their self gradually 

disintegrate. 

 

3.2.1  Angel City 

 

A play in which Shepard utilizes the confrontations between two different groups of 

characters, Angel City stages clashes between artistic aspiration and the desire for profit 

in order to illustrate the mind-splitting tendencies of the filmmaking industry. Rabbit 

Brown, the mysterious artist who is called upon to save a film venture from ending in a 

disaster, is remotely based on Shepard and his experience employed by Michelangelo 

Antonioni to write the screenplay for Zabriskie Point. Argued by David J. DeRose to be 

a “comic self-portrait”
37

 of Shepard, Rabbit is stuck between his artistic aspirations and 

the demands of the film’s producers, who want him to create “Something altogether 

unheard of before” and “transcend the very idea of ‘character’ as [they] know it 
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today.”
38

  This last utterance functions as a metatheatrical joke in the play, as Lanx, its 

speaker, is to be subjected to Shepard’s novel treatment of character later in the play.  

Ultimately, Rabbit is not summoned simply to write a screenplay. As a witchdoctor, 

a “kind of magician” who can “dream things up,”
39

 he is compelled to use his magical 

powers to ensure that the film turns out to be successful. Rabbit’s quest therefore makes 

him compromise his talents to conjure the most captivating and alluring images from his 

repertoire of passions and dreams, necessarily forcing him to overstep the boundaries of 

his self.  

In a spectacle of arranging his bundles into a special magical circle, posing as a form 

of self-introduction, Rabbit presents an account of various disjointed influences and a 

vast array of bizarre experiences which frame him as a rather fragmented character. In a 

special way, the bundles symbolize the fragmentary parts comprising his self and 

resemble “bits” and “pieces” that were gathered here and there and forcefully arranged 

into a unity: 

 

I’m basically geared in the old forms. Pre-bop, Lester Young, Roscoe 

Holcombe. I could run a list of hip references to make your tail swim. I’ve 

connived in the deepest cracks of the underground. Rubbed nuckles with 

the nastiest poets. Done the “Rocky Mountain Back Step” in places where 

they’ve outlawed bubble gum. But that’s neither here nor there.
40

 

 

Stuck in the past and at the same time coming from “nowhere,” Rabbit’s self is swayed 

by paradoxes. Determined by his past while unable to trace his origins, Rabbit’s features 

converge in what Deleuze and Guatarri might call a “nonlocalizable relation”
41

 in which 

they can no longer be distinguished from each other. Therefore, his self is a scene of 

unceasing becomings or an oscillation between various influences typical for jazz 

improvisation. Moreover, the similarity of this emotional outburst to an improvised solo 

is compounded by Shepard’s stylistic choices, particularly by the percussive rhythm-

inducing phrases and distinctive drifter-like diction.  

                                                           

38
 Shepard, Angel City 67. 

39
 Shepard, Angel City 67. 

40
 Shepard, Angel City 68. 

41
 Deleuze, Guattari, A Thousand Plateaus 293. 



 
 

47 

Despite containing a multiplicity of identities inside his body including an artist, 

doctor, bum, stunt man, magician and other, Rabbit’s ability to perform any of these 

roles is contested by the apparent one-dimensionality of the film industry 

representatives, Lanx and Wheeler. These two characters appear to be fully consumed 

by the will for power and manipulation, which is conveyed in Wheeler’s statement that 

“The city is eating [them] alive”
42

 and manifested by his putrefying skin.  

Nevertheless, not even Rabbit is immune to the calls of power and fame responsible 

for the split in his mind. Addressing the audience, he admits: “I’m ravenous for power 

but I have to conceal it.”
43

 Eventually, Lanx reveals the true intentions underlying 

Rabbit’s behaviour,  resolutely urges him to cut “the ‘Artist’ crap,”
44

 and proclaims that 

“[he’s] no better than any of [them].”
45

  

Tympani, another artist involved in the venture, finds himself  “Frozen in the Act of 

Creation,”
46

 striving to discover a rhythm pattern that is “guaranteed to produce certain 

trance states in masses of people.”
47

 When experimenting with regular rhythm pattern 

he is suddenly engulfed by an out-of-body experience: “I was playing a standard four-

four cross pattern. I’d been into it for maybe half an hour when I began to feel 

something taking over my left wrist.”
48

 Despite not being a result of improvisation, this 

experience is accompanied by the loss of self and the detachment of one’s faculties 

from the creative process, so typical to jazz improvisation: 

 

It was like I could hear a whole other shape and sound to the basic 

structure. Something behind what I was playing. Then I looked straight 

down at my hands and I saw somebody else playing the pattern. It wasn’t 

me. It was a different body.
49

  

 

Analogically, Shepard himself alludes to an experience of losing sense of one’s self in 

the process of writing: “I begin to get the haunting sense that something in me writes 
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but it’s not necessarily me. At least not the “me” that takes credit for it.”
50

 In their quest 

to come up with “Something awesome and totally new,” Rabbit, Tympani and Miss 

Scoons join hands, forming a sort of selfless multiplicity devoid of inner organization, 

whose aim is to break free of the notion of character and substitute it with a 

“phenomenon.”
51

 Moreover, pointing out that “this ‘thing’ is more a kind of force than 

anything resembling a character”
52

 Tympani echoes the Deleuzean and Guattarian 

“flows and schizzes”
53

 that run through the bodies and compel them to action. 

Towards the end of the first act the dialogue gets steadily more and more 

fragmented, shooting off in different directions so that eventually the first act ends with 

four characters delivering their own speeches, each of which envelops but remains 

distinct from the others, as if imitating the diverging drives that motivate each of the 

characters. Shepard indicates in the scenic note that “from this point on everyone is in 

their own world” stressing the isolation and derangement that the scene is meant to 

evoke. 

The second act starts by presenting the characters in severely altered roles. While 

still drumming Tympani is relegated to the position of a cook, Miss Scoons is turned 

into a cleaning woman and Wheeler’s green skin, fangs and long fingernails insinuate 

that he is undergoing a transformation to some kind of predatory animal species. 

Wheeler’s fearsome appearance, nevertheless, is only a symptom of what is happening 

inside him. His self is gradually being engulfed by the cinema as a phenomenon which 

is repeatedly conveyed in his claims of being literally devoured by it. This experience of 

self-withering is peculiar to the experience of a schizophrenic, who “often seems to be 

caught in an insoluble dilemma-driven to search for the self yet liable to destroy the self 

in the act of searching.”
54

 

The omnipresent threat of disaster hanging over the play also relates to a delusion 

experienced by some schizophrenics, termed “World Catastrophe” by psychoanalysts, 

in which “the very being of the universe seems to be undermined or even destroyed.”
55

 

As Louis A. Sass claims, this delusion is a result of the schizophrenic’s self-searching 
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desire, which paradoxically makes the self inaccessible by sidetracking reason and 

regressing to a state of chaos in which the world and self can no longer be 

distinguished: 

 

Psychoanalytic theorists have seen this World Catastrophe as a 

manifestation of an extreme primitivization, of profound regression to a 

stage that precedes any consciousness of distinction, and thus of any 

feeling of the existence either of the self or of the external world. In such a 

“primitive” state, awareness of self as a constituting subjectivity would, 

presumably, be absent or severely attenuated
56

 

 

In Angel City, the world disaster envisioned by Wheeler manifests itself as a 

materialization of the chaos seizing his body. Wheeler’s exclamations of an 

approaching doom depict a world being increasingly exposed to the artificial reality of 

films and shaped according to it. Driven by unconstrained imagination and the vast 

potential that film as an art form possesses, Wheeler proclaims: 

 

Things are twisted! Monsters are being hatched by the dozens and turned 

into saints! We can do anything here! Anything is possible here! We can 

recreate the world and make you swallow it whole! We can make a 

nightmare out of a molehill! We can tear you to shreds and make you like 

it!
57

 

 

In the final confrontation between Wheeler and Rabbit, Rabbit is forced to accept 

Wheeler’s role upon Wheeler’s insistent interrogations into Rabbit’s deepest fears 

eventually revealing that they are both driven by the same ends, permeated by the same 

desires and fears: 

Rabbit: You don’t know what I fear. 

Wheeler: There you go again, dreaming you’re different. Setting yourself 

apart. 

Rabbit: You can’t be inside of me! 
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Wheeler: WE’RE THE SAME! 

Rabbit: WHAT WE FEAR IS THE SAME! THAT MAKES US 

EQUAL!
58

 

 

By confronting Rabbit with the claim of their similarity, essentially conveying that both 

of them are driven by the same “desiring machines” and that they are both similarly 

subjected to the “deterritorialized flows of desire,” Wheeler prods Rabbit towards 

becoming him, Wheeler. As a result, Rabbit enters a “zone of indiscernibility” in which 

he can no longer distinguish his self from Wheeler’s. Indeed, towards the end of the 

play we can observe that Rabbit’s skin also turns “slimy green”
59

 and that he grows 

fangs, which indicates that he has turned into yet another Wheeler. Nevertheless, 

overwhelmed by uncertainty Wheeler is then pushed into Rabbit’s role, as Rabbit gets 

the upper hand from his newly acquired self-assurance and proceeds to expose 

Wheeler's ontological insecurity. In a desperate attempt to deflect Rabbit’s self entering 

his body, Wheeler exclaims: “WAIT A MINUTE! I’M NOT YOU, GODDAMNIT! 

I’M ME!”
60

 

As observed, Angel City is filled with character transformations, exchanges of 

character features and the gradual disintegration of the characters’ grasp of the world. 

As highly unstable entities, the characters represent bodies through which desire flows, 

rather than separate identities that function as a multiplicity of emotional states. The 

only character immune to the operations of the "film machine" is the faceless 

saxophonist, who for most of the play occupies a neutral territory, standing in between 

the neon rectangle and the scrim and therefore beyond the reach of the film industry.  

 

3.2.2 Suicide in Bb 

 

As already mentioned, Suicide in Bb also features abundant transformations of 

characters and severe shifts in their formations. As a play which prefigures the alliance 

of crime and music in its title, Suicide in Bb revolves around the confrontation between 

two detectives, Pablo and Louis, summoned to investigate the presumed death a musical 

composer, Niles, as well as musicians who appear on the stage, perform music and 
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provide various insights into Niles’s life. This confrontation is essentially that of two 

worlds clashing, the first of certainty, truth and stability represented by the detectives 

and the second of uncertainty, improvisation and fluidity which is advocated by the 

musicians. 

David DeRose frames the discrepancy between the two groups of characters by 

stating that “the detectives represent a world of certainties…and verifiable facts” 

whereas the musicians “represent a world of ambiguity and ‘freeform stuff’”
61

 Both of 

these worlds are supported by allusions to historical figures and popular culture. At one 

point, Louis, in an effort to brace his identity, professes: “I’m a Republican by nature! 

That’s what I am. I’m not ashamed of that. Eisenhower was my main man.”
62

 Similarly, 

allusions to music become a way of supporting one’s worldview, and Louis does not 

need to go far to find an analogue to the conservative sentiment in music: “I’m entitled 

to a little dance music! A nice waltz now and then. Three-quarter time!”
63

 

Nevertheless, all these coordinates of identity prove to be useless once the detectives 

are exposed to the “freeform stuff” which makes them “slid[e] into someone else’s head 

or something.”
64

 Once Petrone, the saxophonist and Niles’s friend, appears onstage, 

Pablo and Louis are no longer capable of logical reasoning and totally submit to 

intuition and emotions in their mythical conjectures of Niles’ motives and the 

circumstances surrounding his death. 

In their lengthy monologues, which resemble musical solos through Shepard’s use 

of uncommon vocabulary, short chopped sentences and zigzagging negotiations of 

meaning, the detectives seem to be out of control of their faculties and sink into out-of-

body experiences or trance states. Their bodies are mere instruments through which 

some unconcsious forces speak. After delivering their monologues, both of the 

detectives are seized by fear and reflect on this experience of self-loss with dramatic 

exclamations. After experiencing a delusion, Louis proclaims: “I’m wasting away. At 

least half of me is wasting away.”
65
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 Attempting to counter the worldview of the musicians and blame improvisation for 

the decline of values, interruption of cultural continuity and instatement of subsequent 

chaos, Pablo pronounces: 

 

How does it relate to breaking with tradition! To breaking off with the 

past! To throwing the diligent efforts of our forefathers and their 

forefathers before them to the winds! To turning the classics to garbage 

before our very eyes! To distorting the very foundations of our cherished 

values!
66

 

 

This crumbling of foundations, emphasis on the present and establishment of 

discontinuity clearly shakes the grounds which provide Pablo and Louis with 

coordinates for identification, threatening them with seizures of madness. Laureen, 

speaking while bowing the double bass, responds by emphasizing the purposelessness 

of the music they perform and posits that it does not possess any correlates to social 

order and hierarchy and that it does not require any agency, audience nor authority to 

exist: 

 

This music has no room for politics. It answers to nobody. It plays by 

itself even when we’re not playing it. Even when we’re not there to listen. 

It has no boss. Even when the boss is dead it keeps playing.
67

  

 

This posited essence of music, devoid of any inner organization and identifiable 

meaning clearly stretches beyond the capacities of human understanding. Yet, only as 

such –asubjective, inconceptualizable and ungraspable – can it convey anything about 

Niles’s persona. Niles, almost like the saxophonist in Angel City, represents a character 

who remains aloof for most of the play, despite the fact that the play revolves around 

him. Niles, who is said to have embraced the musical techniques of indeterminacy by 

suppressing his own authority and uniting noise with music, seems to fittingly represent 
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Shepard’s notion of character as a centreless entity with “bits and pieces flying off the 

central theme.”
68

 

Speaking about all the different identities occupying his body, Niles announces: 

“All these ones have to go because they’re crowding me up. They’ve gotten out of 

control. They’ve taken me over and there’s no room left for me. “
69

 According to 

DeRose, Niles “must kill off his various artistic identities in order to write truly original 

music.”
70

 Suggesting that Niles needs to do away with all his influences and past 

experiences to reach a state of unrestrained creativity, or “get rid of these ones so [he] 

can start over,”
71

 DeRose implies that one has to shake off all the vestiges of subjective 

thinking and become a selfless entity to find the cleanest musical expression. However, 

by virtue of this stripping of the layers of identity one comes to realize that there is 

indeed no central self to which these identities are bound. Hence, only by giving up the 

need for identification, or mimesis in this case, can music reach the state of absolute 

contingency and fluidity and become a clear expression uncompromised by human 

agency.   

In this sense the suicide is only a figurative act, an act of self-purification. However, 

it is eventually performed as a murder on stage when Paulette coerces Niles to dress in 

different costumes and then shoots him with a bow or gun. The only unsuspected 

outcome of the shootings is that instead of Niles, Louis and Pablo are hit by the shots. 

Sharing the same space on the stage, while remaining invisible to the detectives, Niles 

and Paulette represent, not unlike improvisatory music, “AN UNSEEN ENEMY”
72

 to 

Louis and Pablo. 

Niles, nevertheless, does not come to a unity with his “music” even after killing off 

his various identities, because he is still haunted by the dead body that reminds him of 

his physical presence. As witnessed by the faceless body, Niles managed to eliminate 

the means of identification with the world yet did not succeed in disconnecting himself 

from the traces of his past actions.  

 Petrone also tries to let Niles’s music pervade his body, expressing his wish that 

“[Niles’s] music would start playing from his skin and jump back to [Petrone’s] skin, 
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transforming [him], changing [him], filling [him] up.”
73

 Nevertheless, by 

misinterpreting Niles’s music and understanding it as a “chance” of [for?] fulfillment, of 

elevating him from his fragmented state and a means of “making [him] whole again,”
74

 

Petrone earns only disdain from Niles, who is disgusted by the expectations and hopes 

that Petrone, or more generally any admirer of an artist, invests in him: “you think that 

just by coming in contact with me that your asslicking life will be saved from 

hopelessness.”
75

 

After he is escorted by Petrone to the scene of the crime, Niles delivers a speech to 

the musical accompaniment of the whole ensemble, in which he meanders between the 

contagious effects of his music on the detectives and the sense of oneness induced by 

the music, as if a unity of thought was reached by the exposure to the music: 

 

Are you martyring yourselves with your own criminal instincts? Are you 

inside me or outside me? Am I inside you? Am I inside you right now? 

Am I buzzing you away at your membranes? Your brain waves? Driving 

you berserk? Creating explosions? Destroying your ancient patterns? Or 

am I just like you? Just exactly like you? So exactly like you so that we’re 

exactly the same. So exactly that we’re not even apart. Not even separate. 

Not even two things but just one. Only one. Indivisible.
76

 

 

In the moment he pronounces the last word of this soliloquy, Niles is symbolically 

interlocked with Pablo and Louis by handcuffs. Nevertheless, in spite of the final 

connection between the three there is little indication of final unity being reached 

between the two clashing worlds. The arrest, rather, signifies Niles’s submission to the 

world of verifiable facts, clear definitions and organization.  

The “collage of selves”
77

 technique that Shepard strives for his characters to embody 

is perhaps best represented in Suicide in Bb by Niles. Nevertheless, the sense that each 

character  is a vehicle for the expression of several selves is strongly induced by the 

dialogue, which is pervaded by diversions, disconnected utterances and sudden 
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exchanges. An instance of such haphazard dialogue appears when Petrone’s 

presentation of Niles’s life story is interrupted by a silent conversation between Niles 

and Paulette:  

 

Niles: (half whisper) You sure it’s not too soon, Paulette? 

Paulette: No, it’s perfect. If you waited any longer you’d give them time 

to figure it out. 

Niles: Don’t the streets smell funny? 

Paulette: They smell wet. 

Petrone: (to Louis and Pablo) His hands were so huge they could stretch 

two octaves in a single stroke. Not even Art Tatum could boast such 

hands. Not even Joe “Fingers” Carr.
78

 

 

Monologues also contribute to the impression of a collage constructed of various 

voices. As previously mentioned, the monologues resemble improvised solos in which 

the soloist is backed up by the musicians and is given space to improvise on a given 

theme. Nevertheless, by blending various registers, the monologues are also fragmented 

and give the impression of several subjects speaking simultaneously. 

In comparison with Angel City, Suicide in Bb rests more heavily on the dynamic and 

transformative potential of the dialogues, monologues and hints the affinity between 

characters’ speeches to improvised music in the representation of characters' volatility. 

Whereas Shepard’s writing is more direct in Angel City and delves into many modes of 

changing and becoming, in Suicide in Bb the playwright resolves to stay ungraspable as 

Niles’s music, on the verge of being indiscernible from sound. In this sense, 

improvisatory music becomes not only a means of liberation but also contains the threat 

of self-loss and madness. 
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CHAPTER 4 

The Allure of Hollywood and Rock-and-Roll Hall of Fame 

 

4.1. The Culture Industry and the “Capitalist Machine” of Hollywood in  

Angel City  

 

The dream of success and the unquenchable desire for fame and their effects on the 

psyche are issues which repeatedly occur in Shepard’s plays of the 70s. Thanks to a 

great deal of introspection on Shepard’s behalf and his critical assessment of the art 

production in the USA Angel City, Melodrama Play, The Tooth of Crime and other 

plays provide insight into the predatory nature of film-making and music production 

and trace their impacts on the individuals’ mental states. Holding the capitalist 

economy’s insistence on profit accountable for compromising the artist’s creative 

potential, the persona of the rock-and-roll artist in Cowboy Mouth and The Tooth of 

Crime is nevertheless still envisioned by Shepard to be a depository of immense energy 

and liberating, transformative potential. 

In one of the most astute post-war treatises on American culture "The Culture 

Industry: Enlightenment as Mass Deception" Theodor Adorno and Max Horkheimer 

proclaim that twentieth century art forms, mainly film and popular music are no longer 

capable of challenging people’s perceptions due to their power to simulate reality and 

curb people’s  imagination and contrarily succeed in conforming people to mass modes 

of perception. Hand in hand with the commodification processes, Adorno and 

Horkheimer warn that in a capitalist state art becomes a matter of consumption and an 

effective instrument of ideology. 

By framing culture as an industry in a capitalist state, Adorno and Horkheimer are 

able to relate art to the mass production of ideas which can be neatly packaged and sold 

to the consumers. Adorno and Horkheimer argue that by producing unchallenging and 

pre-fabricated artworks with easily digestible messages the culture industry sidetracks 

the perceivers’ cognitive abilities and suspends their thinking, rendering them mere 

passive receivers: “industry robs the individual of his function. Its prime service to the 

customer is to do his schematising for him.”
1
 When all the potential space for 
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transgressing the relentless logic of production and consumption is filled up with easily 

conveyable pre-digested meanings “There is nothing left for the consumer to classify. 

Producers have done it for him.”
2
 

Regarding the sensory apparatus and its dependence on the predetermined means of 

perception fashioned by the media and culture, Adorno and Horkheimer claim that the 

viewer is constricted to the culturally validated perception methods which prefigure the 

viewer’s responses beforehand: 

 

The senses are determined by the conceptual apparatus in advance of 

perception; the citizen sees the world as made a priori of the stuff from 

which he himself constructs it. Kant intuitively anticipated what 

Hollywood has consciously put into practice; images are precensored 

during production by the same standard of understanding which will later 

determine their reception by viewers.
3
  

 

Alluding to the special case of film industry and particularly to Hollywood film 

production, Adorno and Horkheimer assert that by predetermining people’s emotional 

responses to the occurences on the screen, the film industry succeeds in manipulating 

the public opinion, abolishing difference and casting all viewers into an alienated state 

which is maintained through the pre-fabricated social relations procuring a different 

sense of reality. As a result of this derailment of subjective cognitive faculties and their 

substitution by mass modes of perception a culture of “sameness”
4
 is created while still 

maintaining the illusion that every act performed by the individual is a result of his will 

and an expression of his incontestable freedom. 

In his self-revealing speech upon his arrival to Angel City, Rabbit discloses this 

conception of film as a phenomenon capable of altering people’s perception and 

cognition, appropriating other art forms, eventually revealing that film is a dominant 

instrument of ideology:  
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The vision of celluloid tape with a series of moving images telling a story 

to millions. Millions anywhere. Millions seen and unseen. Millions seeing 

the same story without ever knowing each other. Without even having to 

be together. Effecting their dreams and actions. Replacing their books. 

Replacing their families. Replacing religion, politics, art, conversation. 

Replacing their minds. How can I keep my distance from a machine like 

that?
5
 

 

As a play about the desubjectivizing tendencies of the film industry, Angel City 

questions the role of the artist in such a business environment as film-making, while 

focusing on the power of the film form to manipulate the audience’s emotions and 

substitute the viewer’s experience for mythical representations of reality and mass-

appealing fantasies. 

Indeed, manipulation is announced by Lanx to be the major power of the producers 

and simultaneously their life-affirming purpose: “My power lies in manipulation. If no 

one is manipulated, then I’m sunk. I have no purpose!”
6
 Absorbed by the power of 

manipulation, Lanx identifies with the aims of the film industry to such extent that he 

appears to be a mere component of the Hollywood machinery.  Lanx’s nostalgic 

recollections of the great bygone times of Hollywood also idealize the power of 

manipulation and on top of that, they resemble an effort to accept the idealized past of 

Hollywood as a part of one’s own private past: “Once there was an industry! A 

magnificent industry! The studios dominated the scenery. The villages sprang up around 

them like serfs spawning at the feet of their master.”
7
  

Based on the diction of subjugation and enslavement that Shepard utilizes in the 

above utterance, Hollywood may appear from the Deleuzean and Guattarian perspective 

of social organization as an instance of a “despotic machine.”
8
 As a regime of 

“overcoding”
9
 the rigid ways in which desire was invested in the social field by the 

previous social organization, the “savage territorial machine,”
10

 the despotic machine 
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distributes power hierarchically “in subordination to a transcendental signified,”
11

 

usually the ruler and God in one person under whose name “patriarchal domination is 

replicated at every level of social organization.”
12

  Indeed the potential of film to 

manipulate people’s opinions and predetermine their social relations within the 

“socius”
13

 can be related to the overcoding process of the despotic machine as it 

similarly constructs the conduits through which desire is meant to flow.   

This process of overcoding, however, by no means exterminates the organizational 

units of the savage territorial machine. The “despotic State” merely integrates them as 

parts of the new machine and gives them new function within it. As Deleuze and 

Guattari state in Anti-Oedipus: “on the one hand it replaces the territorial machine, it 

forms a new deterritorialized full body; on the other hand it maintains the old 

territorialities, integrates them as parts or organs of production in the new machine.”
14

 

A similar impression of various agents, human and nonhuman, incorporated into the 

structure of the industry as its functions is also evoked by Lanx. Interestingly melding 

images of isolation and decay with grandiosity and self-sufficiency, Lanx depicts the 

appearance of Hollywood as if through its own lens of film production, as a setting  of 

many dramatic events, yet, more importantly in terms of a social arrangement, as a 

highly organized, effectively functioning system: 

 

From the blackest black to the lightest light. The amazing thing to me is 

that despite its desolate appearance, the city teems with living things. 

Things crawl across upholstered seats. Deals are made in remote glove 

compartments. And we exist, here, walled in. A booming industry. Self-

sufficient. Grossing fifty million in just two weeks. Our own private 

police. Our own private food. Lawyers, doctors, technical staff, a 

laboratory of the highest caliber.
15

 

 

Lanx represents a character completely engulfed by the aims of the Hollywood 

enterprise. His past, present and future are all determined by the fate of the film 
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industry. He never speaks of himself, be it not in relation to the film industry. Therefore, 

his self is thoroughly interwoven by the film industry, causing his desire to be 

channelled in the most effective ways to procure profit. However, at this point the 

despotic machine is no longer a viable model of Hollywood in Angel City. In order to 

reach the most profit, it necessarily relies on multiplying the ways in which desire can 

be invested in the social field and escaping the codes which channel it in a single flow 

under the reign of the transcendental signified. Hollywood appears as a despotic 

machine only in Lanx’s imagination. Nevertheless, as a character, Lanx is both the 

master and the slave of the film industry, therefore an orchestrator of one’s own 

repression and a harbinger of the multiple flows of the Hollywood's “capitalist 

machine.”
16

 

In Anti Oedipus Deleuze and Guattarri assert rather broadly that the main task of the 

capitalist machine is to decode and deterritorialize the flows of desire which were in 

previous social organizations constricted by rigid coding and were directly inscribed by 

the socius: "The decoding of flows and the deterritorialization of the socius thus 

constitutes the most characteristic and the most important tendency of capitalism.”
17

 

By decoding the originally fixed codes of desire tied to the body of the despot and 

freeing desiring production from social coding, the capitalist machine succeeds in 

proliferating desire into all spheres of human activity: “Flows of property that is sold, 

flows of money that circulates, flows of production and means of production making 

ready in the shadows, flows of workers becoming deterritorialized,”
18

 these are only the 

most obvious instances of deterritorialized desire set in motion by the capitalist machine 

which form conjunctions and react with each other.  

The socius, or the "social machine" whose role is “to codify the flows of desire, to 

inscribe them, to record them, to see to it that no flow exists that is not properly 

dammed up, channeled, regulated”
19

 is therefore gradually being sidetracked by 

deterritorializations and the ongoing decoding processes of capitalism.  The power 

originally centred in the figure of the despot is thus dissolved into the separate flows 

which in their conjunctions easily sustain and expand the capitalist machine, rendering 
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the economic aspects of production and consumption the chief foci of power and 

enactors of social relations: 

 

Hence capital differentiates itself from any other socius or full body, 

inasmuch as capital itself figures as a directly economic instance, and falls 

back on production without interposing extraeconomic factors that would 

be inscribed in the form of a code.
20

 

 

Instead of code, capitalism organizes the flows by way of the “axiomatic” whose 

advantage over codes is that it does not restrict the flows to particular uses and can be 

applied in different contexts to reach the most effective results. Moreover, as Deleuze 

and Guattari emphasize, the set of axioms is never finite and can be always expanded, 

endowing capitalism with a tremendous power of adaptability: “The strength of 

capitalism indeed resides in the fact that its axiomatic is never saturated, that it is 

always capable of adding a new axiom to the previous ones.”
21

 

Despite proclaiming initially that capitalism is virtually limitless, Deleuze and 

Guattari propose that it actually possesses both relative interior and exterior limits. Its 

interior limit consists in the dependence on production and circulation processes of 

capital itself, yet “it functions only by reproducing and widening these limits on an 

always vaster scale.”
22

 

Nevertheless, the main focus will be aimed at the exterior limit of capitalism, which 

Deleuze and Guattari assert to be “schizophrenia, that is, the absolute decoding of 

flows.”
23

 Despite the fact that capitalism “functions only by pushing back and 

exorcising this limit”
24

 by the gradual process of decoding all flows it is simultaneously 

drawing the individual towards schizophrenia. The schizophrenic therefore uses up all 

the potential of capitalism, decoding all the flows he approaches and is therefore closest 

to the production of the real: 
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The schizophrenic deliberately seeks out the very limit of capitalism: he is 

its inherent tendency brought to fulfilment, its surplus product, its 

proletariat, and its exterminating angel. He scrambles all the codes and is 

the transmitter of the decoded flows of desire. The real continues to 

flow.
25

  

 

The impression of being an offspring of capitalism, a flow that has "leaked out" from 

the machine through the deterritorialization of the socius is evoked by Wheeler in his 

confrontation with Rabbit. Moreover, by likening creation to a spreading "disease", 

Wheeler alludes to the ongoing decoding of flows: 

 

Wheeler: I was created without my knowing. Same as you. Creation’s a 

disease.  

Rabbit: What are you talking about? 

Wheeler: We’re dying here. Right now. In front of each other. 

Rabbit: Just stay away from me, Wheeler! 

Wheeler: I was turned into this beyond my knowing. I was spawned 

somehow by a city. I was leaked out. An Angel in disguise.
26

 

 

The gradual disintegration of Wheeler’s self is effectuated by two contradictory 

processes, by approaching the external limit of capitalism while striving to maintain ties 

with the codes which still contain some residua of power. The first of these is the 

process of becoming a schizophrenic, observable in Wheeler’s insistent desire to 

become multiple, an assemblage of molecular particles in continuous becoming, a mere 

flow arrested in a moment of change. Wheeler announces the commencement of this 

process by penetrating the surface, or breaking up the codes, and descending into an 

indefinable void: “We’re cracking the surface, Brown. We’re going into a deep black 

bear. We’re taking the plunge. We’re penetrating the flesh and bone.”
27

  

Schizophrenia is perhaps most effectively represented by the disease overwhelming 

Wheeler’s and Rabbit’s body, changing them from inside and manifesting itself by their 
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skin turning green. The green slime that leaks out on the stage from Rabbit’s bundle in 

the very end of the play is the confirmation of this spreading disease. In his insistent 

endeavour to decode all the codes and thus become a schizophrenic, Wheeler is 

constructing his body without organs. Precisely by utilizing the absolute potential of the 

deterritorialized flows and averting any kind of organization Wheeler is drawing 

towards the body without organs as “the body without organs is the ultimate residuum 

of a deterritorialized socius”
28

: 

 

Capitalism tends toward a threshold of decoding that will destroy the 

socius in order to make it a body without organs and unleash the flows of 

desire on this body as a deterritorialized field. 
29

 

 

The most revealing indication of Wheeler’s repudiation of organs from his body and his 

transformation into the molecular formations of the desiring-vessels, represented by the 

films, flowing inside his blood, devoid of “form” or “reason” occurs in a frenzied 

outburst closely resembling a schizophrenic seizure by evoking “intense feeling of 

transition, states of pure, naked intensity stripped of all shape and form”
30

: 

 

I HAVE A MILLION MOVIES! AND DO YOU KNOW WHERE THEY 

ARE! THEY’RE IN MY BLOOD! THEY’RE CHURNING AROUND 

IN MY BLOOD! THEY’RE INSIDE THERE WITHOUT ANY FORM 

OR REASON AND THEY CAN’T GET OUT! EVERY ONE OF THEM 

IS TEARING ME APART! CHEWING AT THE WALLS! TRYING TO 

ESCAPE! TRYING TO BECOME SOMETHING! TRYING TO OOZE 

OUT AND TAKE ON A SHAPE THAT WE ALL CAN SEE! AND 

EVERY ONE OF THEM IS EATING ME! CHEWING APART FROM 

THE INSIDE OUT! A MILLION DEVILS! MOVIES TO MAKE YOUR 

HEAD SWIM! DON’T TALK TO ME ABOUT MOVIES!
31
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Simultaneously, this speech outlines the peculiar power of film to subvert the boundary 

between the interior and the exterior of the perceiving subject. Penetrating under one’s 

skin by transposing what is happening on the screen into one’s brain as if it was a 

private projection unit, film unleashes its power to contest one’s memory and past 

experience. One’s brain can react only by averting reason and provoking an immediate 

emotional response. As observed, Wheeler simultaneously becomes the active and 

passive agent of film’s manipulative potential, connecting attraction and repulsion 

machines in the same way as the “body without organs” does. 

Here we come across the second process pulling Wheeler in the opposite direction, 

illustrated by his desire for control and in his utilization of all means at hand in order to 

reterritorialize and brace his self by relying on the existing power structures and 

institutions. Manipulation of thought is for him, as for Lanx, an invigorating force: 

 

I’M ESTABLISHED! I’M FIRMLY ESTABLISHED! I’m in the 

business. I’m in pictures. I plant pictures in people’s heads. I plant them 

and they grow. They grow more pictures. And the pictures grow like 

wildfire. People see them in front of their eyes. While they’re shopping. 

While they’re driving. While they’re making love. Wherever they go I go 

with them. I spread their disease. I’m that powerful.
32

  

 

In this context, the film’s ability to alter people’s perception as well as cognition is 

brought up again. By drawing on Deleuze and Guattari’s understanding of human and 

nonhuman bodies and their parts as machines a relation between man’s and film’s 

powers of perception and projection clearly offers itself. In this regard, Anna Powell 

explores the changes in cognitive and perceptive faculties of man caused by the 

unavoidable impacts of film: 

 

Like the human body, film techniques engage dynamic technological 

forces mobilised by projection and perception. The eyes are an extension 

of our brain. They are a working component of the imagination’s 

operations; the camera’s machinery and the social ‘machinic assemblage’ 
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of cinema as cine-literacy becomes ever more culturally central as a mode 

of perception.
33

 

 

Overflowing with potentiality and virtuality, Wheeler’s claims of his body being 

directed by the unlimited potential of film to produce affects and channel desire, 

resonates with Anna Powell’s account of the man’s connection with film by forming a 

machinic assemblage with the film’s projecting techniques: “The connection of the 

viewer with cinematic techniques is further extended in the machinic assemblage of 

projection and viewing to generate autoproductive desiring machines.”
34

 By dispersing 

his self into the manipulative potential of the film image, Wheeler in Angel City 

succeeds in forming a “machinic assemblage” with film as a technical machine. 

Moreover, Wheeler is interconnected with film as a visual medium to such extent that 

his self is accessible to him only if people are observing him. Posed with the threat of 

his self dissolving Wheeler exlaims in desperation: 

 

I won’t disintegrate! I’M IMMORTAL! I’LL ALWAYS BE 

REMEMBERED! Right now, there’s people watching! Right this very 

minute! There’s people all around me! Watching and remembering! As 

long as they’re watching I’ll be remembered!
35

  

It is owing to characters such as Miss Scoons, the secretary who dreams of being a 

movie star, that Wheeler is kept in one piece. As a victim of the dream of success, her 

cognitive faculties are contaminated by the pervading force of film and as a result she 

realizes her actions are directed by some strange unidentifiable force inside her. In her 

introspective journey which she delivers in a form of a movie script, she represents the 

main character: 

 

Here was the hard-core cement. The concrete reality of the dreaming-

machine. The terrifying destruction which faced her head-on was now met 

by her own indivisible courage which she felt welling up from some deep 

primeval source which she knew not of.
36
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From the Deleuzean perspective, the only objects which could produce this courage are 

the “desiring-machines” which are, nevertheless, multiple and operate “amid hiatuses 

and ruptures, breakdowns and failures, stalling and short circuits, distances and 

fragmentations,” and can therefore never form a unified whole. Her dream of reaching a 

solid, undivided identity is therefore an illusion. Confronted by the world of movies she 

is drawn out of her body and compelled to subject her identity to a critical assessment 

and observe the disparate flows of desire that stretch her identity in many directions: 

 

I look at the screen and I am the screen. I’m not me. I don’t know who I 

am. I look at the movie and I am the movie. I am the star. I am the star in 

the movie. For days, I am the star and I’m not me. I’m me being the star. I 

look at my life when I come down. I look and I hate my life when I come 

down. I hate my life not being a movie. I hate my life not being a star. I 

hate being myself in my life which isn’t a movie and never will be.
37

 

 

Revealing her fragmented state caused by the splitting routes of desire and its 

disjunctions, Miss Scoons descends into a suspended state of thought and for the rest of 

the first act turns into a prophet announcing the approaching doom. In the second act, 

she plays the role of a mere servant, yet she abandons it several times, in the power 

battle scene which is an enactment of Wheeler’s film and towards the end of the play to 

embody a teenage girl watching a film in a cinema.  

In an environment which renders all slaves to the desire for success, the “dream 

factory” of Hollywood actually turns into a machine of submission and imprisonment. 

The relation with the outside is procured only through the neon rectangle, which is 

referred to as a “window”
38

 yet also serves as a projection or TV screen in several 

scenes. The view that offers itself through the screen, nevertheless, is of a grossly 

distorted reality; an extreme, maddening, apocalyptic world fabricated by the movies.  
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4.2  The Crisis of the Rock-and-Roll Musician 

 

The theme of imprisonment or entrapment occurs repeatedly in Shepard’s plays of the 

seventies. Moreover, in Geography of a Horse Dreamer or Melodrama Play, an 

abduction of a character or his being held captive is often related to being stuck in a 

creative impasse. In these plays, it is rather the creativity than the human being which 

becomes a hostage of the culture industry in its attempt to produce art for masses and 

generate profit. 

Melodrama Play features a musician and songwriter, Duke Durgens, who scored but 

one hit with a song, which, as it turns out, he did not even write and who is now held in 

a studio by his manager Floyd and forced to write more songs. As he himself admits, 

Duke finds himself “stuck somewhere in the middle between”
39

 Bob Dylan and Robert 

Goulet, lacking any creative potential whatsoever and conforming to the bland public 

taste. Even though the threats of violence are omnipresent, the imprisonment is partially 

voluntary, Duke is apathetic to everything happening around him and completely 

resigned to the money-making aims of the music industry. At the same time he is self-

obsessed and more interested in his appearance than in his girlfriend and assistant, 

Dana. When she is shot dead in cold blood by a guard Peter as a warning to the idling 

musicians, Duke responds only by asking: “Did she get my suit?”
40

 Eventually, the only 

change that Duke in his vanity undergoes is getting a haircut. The only intriguing 

character in the play is Peter, who threatens all the others with his violent outburts and 

afterwards questions the motivations for his actions. 

Cowboy Mouth, written in 1971, surpasses Melodrama Play by far in the 

transformative potential of characters by staging a connection between the rock artist 

myth and America's spiritual sensibility. Lifting into a divine realm the creative 

capacities of a rock musician whose stereotypical image is that of a young male heavily 

indulging in earthly delights appears rather preposterous initially. Nevertheless, 

Shepard’s perception of the rock musician as the chosen one, the true messenger of 

American culture certainly represents a noteworthy device for exploring the American 

cultural milieu. 
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Drawing on notes from Rolling Thunder Logbook, Shepard’s diary from an 

eponymous tour of Bob Dylan and many other musicians and artists of the seventies, 

Robert Coe explores what this idiom of rock might signify in his plays and concludes 

that “rock offers a countering style of self-assertion, self-command”
41

 in the cultural 

environment producing predetermined identities with limited potential for self-

invention: 

 

America’s "temporary culture" had defined and limited the terms of all 

performance, forcing the Self to act out the fortunes of limited identity in 

an atmosphere made feverish by the elusiveness of a more substantive 

freedom.
42

 

 

Coe continues by stating that the rocker, who is capable of breaking the ties with the 

past and producing music that “liberates innocence and imagination for performer and 

audience alike”
43

 is endowed with immense energy, capable of bringing hope and 

courage to the people and filling them with replenishing life force as Shepard slightly 

idealistically indicates in the Rolling Thunder Logbook.  

In Cowboy Mouth, Slim is kidnapped by Cavale, who becomes his lover, in her 

effort of turning him into a “a rock-’n’-roll Jesus with a cowboy mouth.”
44

 What Cavale 

hopes to achieve by her quest is to transform Slim into a speaker for all humanity and 

make him absorb all that is causing people to sin and then directly confront them with 

it: 

  

You gotta reach out and grab all the little broken, busted-up pieces of 

people’s frustration. That stuff in them that’s lookin’ for a way out or a 

way in. You know what I mean? The stuff in them that makes them 

wanna’ see God’s face. And then you gotta take all that into yourself and 

pour it back out. Give it back to them bigger than life. You gotta be 

unselfish, Slim. Like God was unselfish. He kept himself hid. He wasn’t a 
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performer. You’re a performer, man. You gotta be like a rock-and-roll 

Jesus with a cowboy mouth.
45

 

 

As illusory and dreamlike as such effort appears, it represents a peculiar instance of 

character transformation. By urging Slim to become a mere medium through which 

expression would flow, the turning into such state signals that in order to achieve it he is 

obliged to shake off all the culturally pre-established notions of personality and 

individuality and forfeit his self. In order to gather all “the little broken, busted-up 

pieces of people’s frustration” and unite them in a cogent expression and communicate 

it back to the people, Coe affirms that the rock musician has to possess great 

transformative potential and be able to continually invent himself: 

 

In Shepard’s theatre, characters who aren’t clinging, paranoid or nostalgic, 

to some remnant of a real or imagined past attempt vivid projects of self-

invention: immediate, exhibitionistic self-projections, an opening of the 

self to varying styles of risk, violence and escape.
46

 

 

Lacking this potential, Slim is rather reluctant to make any progress in his quest and 

seems to be stuck in his past, mourning over the loss of his former identity, which 

provided him a casual life in a family: “What am I doing here? I don’t know who I am 

anymore. My wife’s left me. She’s gone to Brooklyn with the kid and left me. And here 

I am stuck with you.”
47

 Incapable of severing himself from the comfortable life he had 

and lacking what it takes to become the “Rock Messiah,”
48

 Slim backs up in the end.  

Finally, Lobster Man, the innocent room service hop dressed as a lobster, who is 

called in the hotel room by Slim and Cavale, assumes the role of the saviour. This 

relation between the symbol of a lobster and a divine being is not, however, completely 

random. Alluding to the lobster’s two claws each of which extends to two pincers, 

Deleuze and Guattari assert in Thousand Plateaus that “God is a Lobster, or a double 
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pincer, a double bind”
49

 exposing the double articulation of strata, or the coupling of 

molecular as well as molar formations and their relations within them.  

Referring to the large-scale migrations of lobsters and the unclear motivation of 

these marches, which Deleuze and Guattari explore as a case of  “absolute 

deterritorialization”
50

 and deem to be connected to cosmic forces, Gary Genosko 

explores the particular connection between the “cosmic lobster”
51

 and the Lobster Man 

in Cowboy Mouth. Like the “cosmic lobster” who lacks subjectivity and individual 

considerations and is purely driven by the cosmic forces, or the “pulsations of the 

earth”
52

 in his move “The Lobster Man does not found, he does not create; instead he 

captures and assembles frustrations.”
53

 

Therefore, Genosko argues that “The Lobster Man is the cosmic artisan capable of 

harnessing prehistoric forces”
54

 and is the one who can capture “the little broken, 

busted-up pieces of people’s frustration.” As an example of absolute deterritorialization, 

the migrations that the lobsters undertake is fraught with immense danger by making the 

whole populations easy targets for fisherman and susceptible to other threats. 

Eventually making himself vulnerable by cracking his shell in a gesture of rebirth, the 

Lobster Man points the gun at his head in an act of sacrifice. The final act of 

annihilating the accumulated frustrations through self-destruction in Cowboy Mouth 

already anticipates the ending of The Tooth of Crime.  

 

4.2.1 The Tooth of Crime 

 

The Tooth of Crime exposes the mechanisms of the “capitalist machine,” albeit in the 

field of music production and explores the sudden changes and twists in the characters’ 

states of mind caused by the yearning for success in such a deadly competitive 

environment. In an ironically self-inflected portrayal of a rock-and-roll artist Hoss and 

his downfall, The Tooth of Crime foreshadows the characters’ aspirations for power in 

Angel City, nevertheless, the struggle for power between the two main characters is 
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conveyed in a stylized fashion, with rough slang and numerous references to 

contemporary music and popular culture. 

Not unlike Rabbit in Angel City, Hoss is an assemblage of diverse identities, most of 

which are firmly established in the world of crime, as David DeRose points out: “Hoss, 

is the ultimate American outlaw: dressed in black leather, he is a combination rock star, 

gangster, drug addict, and gunfighter.”
55

 Furthermore, his surroundings are filled by all 

kinds of outlandish professions and pop culture paraphernalia. His support team 

resembles a machine for attaining diverse goals and fulfilling desire: “hit men, 

astrologers, disc jockeys, souped-up cars, and rock-and-roll music.”
56

  

The Characters surrounding Hoss are usually endowed with a double identity, the 

first of which seems to be taken over from classical American cultural forms such as 

western and the second which appears to be pop culture’s twisted appropriation of such 

stereotypical images: 

 

Becky, his beautiful girlfriend, is part gangland moll, part backstage 

groupie. His private physician and personal adviser, Doc, is derived from 

TV westerns, except that Shepard’s Doc supplies Hoss with illicit drugs, 

not just sound cowboy advice. Cheyenne, likewise combines the attributes 

of a TV western sidekick with the expertise of a race car mechanic: he is 

both loyal companion and resourceful technician. 
57

 

 

As witnessed, Hoss has a firm support in his crowd of advisers, sidekicks and assistants. 

Moreover, he is proud of his roots and his identity heavily draws from genuine 

American art forms and therefore maintains a strong connection with the past. As 

DeRose reveals, Hoss is “the gifted artist of the old school of heartfelt rock-and- roll, 

whose vision arises out of a connectedness to heartland America and a sense of his roots 

there.”
58

 Hoss resembles an aging rock-and-roll king, who is becoming more and more 

incapable of catching up with the way "the game," or the struggle for primacy in the 

music world is “played” now: 
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There’s no sense of tradition in the game no more. There’s no game. It’s 

just back to how it was. Rolling night clubs, strip joints. Bustin’ up poker 

games. Zip guns in the junk yard. Rock fights, dirt clods, bustin’ 

windows. Vandals, juvies, West Side Story. Can’t they see where they’re 

goin’! Without a code it’s just crime. No art involved. No technique, 

finesse. No sense of mastery. The touch is gone.
59

 

 

Essentially conveying that the musicianship has turned into a mere display of violence 

and rebelliousness devoid of any higher ends, he alludes to the competitive nature of 

capitalism, in which all comes down to defeating one’s opponent on the market. Guns, 

muscle cars, drugs and other rock-and-roll paraphernalia lose their original functions 

and serve merely as labels of male superficiality and objects of display. Simultaneously, 

it appears that the products rather than the music itself shape rock-and-roll as a lifestyle, 

revealing its commodified state.  

Hoss cannot break the codes of the past because they give him a sense of place and 

time. In this sense he retains the ties to the despotic machine in which codes, albeit in a 

slightly different meaning, were still administered by the socius and were directly 

related to the transcendental authority. The code or codes provide the access to the 

tradition and therefore become a source of power for Hoss. Nevertheless, he realizes 

that breaking the codes or their decoding can lead to a discovery of much greater power: 

 

I’m too old fashioned. That’s it. Gotta kick out the scruples. Go against 

the code. That’s what they used to do. The big ones. Dylan, Jagger, 

Townsend. All them cats broke codes. Time can’t change that.
60

  

 

On the other hand, Hoss’s contestant, Crow is defined by his disrespect for the past and 

is motivated solely by the desire to win. DeRose describes him as a “cold, self-created 

stylist”
61

 who is capable of assuming any posture and taking on any mask, inventing his 

self on the run as he sings in one of his songs “The man I made up is me.”
62

 Being a 

gypsy, Crow is constantly drifting, switching identities and lacking any firm footing in 
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his life and therefore represents a fitting case of an unstable character. As DeRose 

points out, Crow’s strength resides in his ability to perform: “Crow does not exist; 

rather than 'be' himself, he 'performs' himself.”
63

 

This performing oneself is nevertheless manifested by freely appropriating external 

elements and letting them shape himself, by assuming different masks, impersonating 

others and last but not least, by imitating Hoss. This constant drifting from one identity 

to another does not constrict Crow and therefore renders him immune to Hoss’s attacks 

in the final duel. As such Crow’s power of adaptability and abstraction resembles in its 

decoding potential and the utilization of axiomatic the capitalist machine. On behalf of 

the capitalist machine’s disarticulation of the socius, Deleuze and Guattari assert: 

By substituting money for the very notion of a code, it has created an 

axiomatic of abstract quantities that keeps moving further and further in 

the direction of the deterritorialization of the socius.
64

 

 

Despite the fact that physical strength is repeatedly on display, guns occur on the stage 

and violence is constantly lurking in the air during the first act, the weapon Hoss and 

Crow choose for their duel is eventually language. Why language? Because it turns out 

to be the medium in which all of the contestants’ attributes can be confronted. In her 

comparison of both contestants’ speeches Jeanette R. Malkin points out that “Crow’s 

language is so private that, in comparison, Hoss sounds tame and old-fashioned.”
65

  

Realizing that the best form of throwing Hoss off balance is confronting him with 

his own identity, Crow takes up his style and starts imitating his speech patterns, 

opinions and even the way he moves. At the same time he critically evaluates the 

separate musical influences and patterns that comprise Hoss’s identity and dismisses 

them as things of the past: 

Too heavy on the toe. Maybe work the shoulders down. Here’s a mode. 

Three-four cut time copped from Keith Moon. Early Very early. Now. 

Where’s that pattern. Gotta be in the "Happy Jack" album. Right around 

there. Triplets. Six-eight. Here it comes. Battery. Double bass talk. Fresh 
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Cream influence. Where’s that? Which track. Yeah. The old Skip James 

tunes. Question there. Right there.
66

 

 

Alluding to Leonard Wilcox and his analysis of Crow’s imitating speech of Hoss, 

Malkin proclaims that “Crow accomplishes Hoss’s degradation by rewriting his identity 

in terms of a discourse foreign to Hoss’s experience.”
67

 Setting in opposition the free-

floating signification and shifting agency of post-modernism and modernist 

centeredness on consciousness as the original territory of meaning, Wilcox asserts that 

“Crow’s ferocious assault on Hoss appropriates the discursive and textual territory of 

the fifties -Hoss’s territory- and turns it against him in a ritual of degradation.”
68

 

Describing this use of language as “a schizoid language of ungrounded desire”
69

 Malkin 

alludes to Deleuze’s perception of one aspect of post-modern language. 

Eventually losing the game, Hoss decides to trade his “turf”
70

, meaning all the 

territories in which he dominated the charts, for Crow’s coaching on how to become a 

gypsy. In his coaching effort, Crow compels Hoss to shake off the past which formed 

him, disassociate himself from his influences and “break [his] pattern,” therefore urging 

him to decode the flows of desire which formed his drives and procured him his place in 

the music business: 

We gotta break your pattern down, Leathers. Too many bad habits. Re-

program the tapes. Now just relax. Start breathin’ deep and slow. Empty 

your head. Shift your attention to immediate sounds. The floor. The space 

around you. The sound of your heart. Keep away from fantasy. Shake off 

the image. No pictures just plain focus.
71

 

 

Essentially making Hoss change his perception and making it focus on intensity and 

immediacy instead of content, Crow is lifting Hoss from his historical foundation and 
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setting him in the timeless void typical for schizophrenia. However, in his last self-

uplifting effort, Hoss envisions a clear image of his resuscitated self: 

Mean and tough and cool. Untouchable. A true killer. Don’t take no shit 

from nobody. True to his heart. True to his voice. Everything’s whole and 

unshakeable. His eyes cut through the jive. He knows his own fate. 

Beyond doubt. 
72

 

 

Reinvented and reinvigorated, Hoss finds himself in possession of great power, however 

he immediately realizes that he has become a mere copy of Crow and desperately 

exclaims three times “IT AIN’T ME!”
73

 Eventually realizing that the only way of 

triumphing over the imitative and selfless Crow is to get rid of his own persona, Hoss 

draws his gun and shoots himself dead, a deed, which he announces to be “a true 

gesture that won’t never cheat on itself ‘cause it’s the last of its kind.” and “can’t be 

taught or copied or stolen or sold.”
74

 

Essentially framing The Tooth of Crime as a juxtaposition of “the old with the new, 

the authentic with the synthesized, the emotional and spiritual with the technological 

and mass-produced, the cowboy with the city hipster, and the past with the future”
75

 

David DeRose aligns the plays’ opposing tendencies in the form of a duel, yet he 

disregards the character dynamics that Shepard sets in play. Crow, as the embodiment 

post-modern  capitalism can assume any identity he wishes and easily steps into Hoss’s 

shoes, whereas when Hoss attempts to turn into Crow, he utterly fails. Therefore it is the 

new, which is capable of reshaping the old, appropriating all its images and modalities, 

decoding them and rendering them into mere simulacra, flows of released power which 

set in motion new flows attracting more and more desire. 
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CHAPTER 5 

Voices leaving the Self 

 
5.1. Tongues and the Wondering Voices 

 

Perhaps the most radical diversion from the character as a compact entity and a core of 

action is represented in Shepard’s oeuvre by two plays written in collaboration with 

Joseph Chaikin: Tongues and Savage/Love. As a pioneer of various indirect techniques 

of representing character on stage and an advocate of experimentation and 

improvisation in theatre, Chaikin provided an invaluable component to Shepard's 

theatrical imagination. As a result of this collaboration, Tongues and Savage/Love 

strongly deviate from realist theatre by featuring fragments of speeches and different 

voices delivered by a single actor, who encompasses a multitude of speakers or 

characters.  

As a play written only for one actor and one percussionist Tongues was written 

jointly by Shepard and Chaikin mostly in letters and was also performed by the authors 

themselves for the first time. While the first actor would present all the speeches, the 

second would express himself only non-verbally, by playing various percussion 

instruments and assuming certain postures. As the most radical effectuation of the 

characters’ transitory technique Tongues implies the very loss of the notion of character 

as a corporeal entity by subsuming all distinguishable character traits tied to a certain 

persona in the body of a single actor. 

In the introductory note to Tongues, Shepard alludes to the genesis of the play and 

indicates in a poetical way that the desired aim of both authors was to create a play 

which would be based on voices charged with different expression: “Voices travelling. 

Voices becoming other voices. Voices from the dead and living. Hypnotized voices. 

Sober voices. Working voices. Voices in anguish, etc.”
1
  

Despite featuring multiple voices of different modalities, Tongues does not resemble 

a mere accumulation of monologues. As Shepard points out, the voices should be 

approached as dynamic parts which permeate each other and should rather resemble 

views or perceptions, which convey a plurality of agents and never merge into a 

coherent expression: 
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The various voices are not so much intended to be caricatures as they are 

attitudes or impulses, constantly shifting and sliding into each other, 

sometimes abruptly, sometimes slowly, seemingly out of nowhere.
2
 

 

Indeed, the speeches in Tongues find themselves wedged among other speeches or in 

succession as implied in the first utterance of the play which conveys the creation of an 

unknown subject in the midst of others: “He was born in the middle of a story which he 

had nothing to do with./In the middle of a people/In the middle of a people he stays.”
3
 

Marc Robinson focuses on this state of being “in the middle” and asserts that “the 

‘in between’ has long been favoured territory for Chaikin and Shepard.”
4
 Referring to 

Chaikin’s ideas on acting in his book The Presence of the Actor, Robinson asserts that 

Chaikin most valued an actor who could be “between a place he knew and moving to 

where he doesn’t know.”
5
 Precisely this encounter with something new and 

unpredictable, as in improvisation, makes the actor enter an unknown territory and 

discover something he did not attribute to his self before.  

In correspondence with Deleuze and Guattari’s perception of “becoming,” Shepard 

and Chaikin make the speaker descend into various minor forms of speech, snippets of 

conversations and dialogues and emotionally intensive situations. In this way they split 

open the mind of the subject and extract different parts from it which then interact in 

specific moods and life situations, bridging the subject’s conscious processes: 

 

Starting from the forms one has, the subject one is, the organs one has, or 

the functions one fulfils, becoming is to extract particles between which 

one establishes the relations of movement and rest, speed and slowness 

that are closest to what one is becoming, and through which one 

becomes.
6
 

 

Right from the beginning, Tongues presents a multiplicity of emotional states and 

dispositions through which man relates and responds to the world and between which 
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relations of different intensity, different speed or movement is established, mainly by 

the rate of speech and the tempo and accents established by the percussion instrument: 

All his fights.     Percussion accent within 4/4 

All his suffering.    accent 

All his hope.     accent 

Are with the people.   no accent, continues 4/4 

All his joy    accent 

All his hate    accent 

All his labors    accent 

Are with the people.   no accent, continues 4/4 
7
 

 

Despite returning back to the “people,” the missing accents on the line with the word 

“people” already implies that these emotional states are about to leave the territory of 

the person experiencing them and enter into their own sovereign domain as voices of 

different modalities. Nevertheless, Deleuze and Guattari point out that becoming by no 

means operates through analogy or identification. The particles caught in the process of 

becoming have to enter the “zone of proximity”
8
 so that to certain extent they become 

indiscernible and escape along a similar “line of flight:” 

This principle of proximity or approximation is entirely particular and 

reintroduces no analogy whatsoever. It indicates as rigorously as possible 

a zone of proximity or copresence of a particle, the movement into which 

any particle that enters the zone is drawn.
9
 

 

Becoming therefore finds itself always in the middle, lodged between two entities of 

differently organized particles whose organizations it attempts to overcome. In a speech 

invoking an encounter with death, the speaker relates to the induced transitory state 

followed by a temporary secession from reality. This state is evoked by attempting to 

capture the moments between successive phases of breathing, moving and other human 

actions and perceptions and confronts the speaker with non-living or incorporeal beings: 
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Between the breath I’m breathing/and the one that’s coming/Something 

tells me now/Between the space I’m leaving/and the space I’m 

joining/The dead one tells me now
10

 

 

Essentially, attempting to represent the flux of the world and the parallel flux of 

perception and cognition in the mind of a perceiving subject, Shepard and Chaikin 

avoid relating to any stable state or entity and find the most appropriate vehicle for 

representing flux in the voice. In Tongues the voice is momentary and lacks any fixity, 

it is never an “inner voice” of a single character. It, nevertheless, takes over the agency 

of the characters and it “speaks” for itself: “A voice./A voice comes./A voice speaks. A 

voice he’s never heard.”
11

 

The impression of the voice abandoning the character as a corporeal being and 

assuming its own existence is induced by the voice announcing the arrival of death. In 

the final utterance of the opening passage, the voice is freed from the body by 

“leav[ing] his whole body behind”
12

 and is sent on a path to embody various beings. 

The voice, therefore becomes a multiplicity of voices which might be assigned to any 

number of potential speakers which would find themselves in a given situation.  

Moreover, the voice does not confine itself to a single gender. It traverses through 

many male and even female speakers. Assuming the role of a delivering woman is one 

of the most captivating transformations of the voice as it directly alludes to Deleuze and 

Guattari’s concept of “becoming-woman” by capturing the experience of a woman in 

child-birth: 

 

They told me what kind of pain I’d have. How the spasms would come. 

How to deal with the pain. How to push. Nothing they told me was like 

this. I don’t know whose skin this is. I touch the skin. Soft head. Is my 

hand the same skin. My fingers. I touch the head. Soft head. Just washed. 

Nothing they told me. This blood. This blood from me. Just washed. 

Nothing they told me was like this. Just born. My arm is his bed. 
13
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In A Thousand Plateaus Deleuze and Guattari convey that “becoming-woman” is far 

from  “imitating this entity or even transforming oneself into it”
14

 and resembles rather 

a productive practice in which one creates a minor self within one’s self which has its 

own distinct desires and affects, and can be reached by realigning or, “emitting particles 

that enter the relation of movement and rest, or the zone of proximity, of a 

microfemininity, in other words, that produce in us a molecular woman, create the 

molecular woman”
15

 within us. 

Just as the male voice becomes a woman voice, so does a voice of a woman become 

a child voice in the aforementioned passage by making her perceptions correspond to 

that of the newborn baby, emphasizing the tactile sensations and forming an assemblage 

with the child by using her arm as its bed. In contrast to the birth sequence, the 

resumption of the death sequence enacts the complete loss of the self in a single 

moment: 

There was this moment. This moment where I vanished. This moment, 

where the whole of me vanished. The whole of my thoughts. Vanished. 

The whole of my feelings. Vanished. The whole of what I call my self. 

Vanished. The whole of my body was left.
16

  

 

Eventually, the voice announces that the moment passed “taking [him] with it”
17

 

implying the remorselessness of time as an agent of aging, the “vanishing” of the self 

and its cognitive and perceptive abilities, yet at the same time leaving the body suggests 

a movement towards becoming incorporeal, imperceptible. 

By aiming in multiple directions and searching for the line of flight, becoming 

cannot be pinned down to a hierarchical organization of a tree, or an “arborescent”
18

 

structure. Instead of forming a tree in a linear, gradual and filial development, Deleuze 

and Guattari proclaim that “Becoming is a rhizome.”
19

 

In their effort to overcome the arborescent structure of knowledge and present a 

non-hierarchical method of thinking, Deleuze and Guattarri devise the rhizome, an 
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organizational principle, which is not based on dichotomies and dualities and which 

creates points at the  intersections of lines, forming multiplicities instead of monolithic 

truths. By asserting that “any point of a rhizome can be connected to anything other, and 

must be”
20

 Deleuze and Guattari construct a dynamic mode of thinking which can never 

reach a totality as it proceeds by making connections and abandoning them at the same 

time: 

Every rhizome contains lines of segmentarity according to which it is 

stratified, territorialized, organized, signified, attributed, etc., as well as 

lines of deterritorialization down which it constantly flees.
21

 

 

The main themes of Tongues such as desire, pain, death, are presented as knots of 

fragments located at intersections of multiple lines and tendencies which penetrate each 

other. In their connections as well as diversions from each other they indeed resemble 

rhizomes. They form a unity, albeit composed of multiple particles aiming in various 

directions. As Martin-Jones and David Sutton point out: “Instead of one, one as many. 

Not one and its multiple Others, but a singular multiplicity.”
22

 By using the burrow as 

one of the many example of a rhizome, Deleuze and Guattarri assert that it does not 

fulfill merely the role of the shelter, but also that of “supply, movement, evasion, and 

breakout.”
23

 Therefore, Deleuze and Guattari refer to rhizomes as composed rather of 

dimensions than units: 

It is composed not of units but of dimensions, or rather directions in 

motion. It has neither beginning nor end, but always a middle (milieu) 

from which it grows and which it overspills.
24

 

 

Rejecting the one-dimensional organizational principle of the plot, as well as the 

dominating structure of a dialogue in drama, which typically produces a single thread of 

thought that cannot be evaded, Tongues utilizes rhizomatic thinking in many ways. The 

speech of a woman who just gave birth, the speech describing the surrounding objects 
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and colours to the blind person, a voice of a person on the phone, all represent lines 

escaping the speaker which are carried over in the process of forming a rhizome with 

some other particle.  

What Tongues also make clear is that language extends into so many dimensions 

that it can never be subsumed under a single structure. In order to evaluate the language 

of the separate speeches, one has to consider the content, register, style, potential 

addressee and many other circumstances that convey meaning in their special way.  

Deleuze and Guattari assert in this respect that rhizome is the most appropriate structure 

which is capable of encompassing all the dimensions of language: 

 

A rhizome ceaselessly establishes connections between semiotic chains, 

organizations of power, and circumstances relative to the arts, sciences, 

and social struggles. A semiotic chain is like a tuber agglomerating very 

diverse acts, not only linguistic, but also perceptive, mimetic, gestural, 

and cognitive: there is no language in itself, nor are there any linguistic 

universals, only a throng of dialects, patois, slangs, and specialized 

languages.
25

 

 

With the most intensive deterritorializing potential, desire in its disposition to 

encompass all domains of human action functions on the principle of the rhizome. 

Deleuze and Guattari proclaim that “it is always by rhizome that desire moves and 

produces.”
26

 

Desire is most accurately represented in Tongues by the hunger in the “Hunger 

Dialogue” featuring two voices which discuss the possibility of having something to 

eat. Here, hunger is presented not simply as a feeling arising from the bodily needs to 

replenish its energy but an issue of social agreement between people. Only after the first 

speaker finally admits he is “famished”
27

 and proclaims that he “could eat a house!”
28

 

the second agrees to have something to eat, whereupon the first announces that no meal 

“could satisfy this hunger.”
29

 Like desire, this hunger “knows no bounds”
30

 and 
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moreover, assumes its own agency by being “so hungry that it is eating [him] alive.”
31

 

Constrained by no limits while being unquenchable and unyielding, the affinity between 

this hunger and desire manifests itself in full light in the following passage: 

 

Nothing we find will satisfy it. Absolutely nothing. Whatever we find 

won’t be enough. It will only subside. For a little while. It won’t 

disappear. It will come back. It will be stronger when it comes back. It 

will devour everything in sight when it comes back.
32

 

 

Affirming this power of hunger to tear the subject apart and consume it from within, it 

enacts the splitting, deterritorializing nature of desire and tilts the subject towards 

schizophrenia to which this delirious fantasy also attests in its vividness and intensified 

perception. Nevertheless, the end of Tongues suggests a hope of reconciliation. 

Commenting on the last words of the play “Today the tree bloomed without a word. / 

Tonight I’m learning its language”
33

 Christopher Bigsby proclaims rather idealistically: 

“Connection is still possible, and not only between two separate selves but between the 

self and the world.”
34

 It appears that Shepard and Chaikin decide to let the voice find its 

way back to the self or to “reterritorialize”, after it entered a multitude of emotional 

territories and traversed many  mental states.   

 

5.2. Reaching out for the Other in Savage/Love 

Desire for another being and the pitfalls of romantic relationship are the main topics of 

another theatre piece written jointly by Shepard and Chaikin called Savage/Love. The 

play revolves mainly around simultaneous attractions and repulsions that accompany 

the feelings of love.  As Christopher Bigsby remarks in his assessment of the play, 
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“both aspects of the title have force”
35

 and indeed represent two forces of different 

nature, which are, nevertheless,  inseparable from each other.  

Chaikin emphasizes in the introductory note to the play that instead of resorting to 

an “esoteric” and figurative use of language the intention of the two authors was to 

make the speeches “readily identifiable”
36

 by people in given situations and therefore 

infuse them with an air of authenticity. Like Tongues, Savage/Love proceeds by 

conjuring moments, fragmentary reflections on the feelings of communion as well as 

discord and incomprehension between lovers. Moreover, the boundaries between these 

emotional states are by no means clear-cut, they spill into each other.  

Regarding this interconnectedness of opposing emotions Eileen Blumenthal cites 

Shepard who states “that one emotion is absolutely connected to its opposite, and the 

two sides are actually simultaneously happening.”
37

 While conveying that the 

simultaneousness cannot be shown, he affirms that one can show how these are revealed 

as two sides of the coin: “they don’t really evolve, they just flip.”
38

 This technique is 

very well demonstrated in the “BEGGAR” speech in which the initial longing for 

company and begging for the merest attention turns into an expression of aggressive 

self-assertion and eventual  rejection of the other person, stating: “Where do you get off 

thinking you have anything to give me anyway?”
39

 

Blumenthal asserts that one of the main themes of the play is the “lover’s 

paralyzing, tormenting self-consciousness”
40

 which urges one to step out of one’s self, 

“wondering what the desired one sees and how to shape a self that will be most 

lovable.”
41

 Engaged in a play of imitation and simulation, self is enacted as a temporary 

and fleeting projection of the presumed desire of the other. For instance, referring to the 

mass displays of love and affection fabricated by cinema, advertising and celebrity 

cults, Shepard and Chaikin comically picture film and music stars as idealized lovers 

capable of substituting one of the lovers in a certain posture or an intimate act: “When 

we’re tangled up in sleep/Is it my leg you feel your leg against/Or is it Paul Newman’s 
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leg./.../When I stand with my body facing in one direction/And my head in the other/Do 

you think of Mick Jagger.”
42

 

Similarly, in a part called “TERMS OF ENDEARMENT” various terms of 

addressing the loved one are ellicited, such as “Honey”, “Sweetie Pie”, “Sweetheart”, 

Precious One”
43

 which act as the many substitutions of the loved person that the other 

lover undertakes in his effort to assign a name to the  partner and provide him or her 

with a sense of familiarity. Expressing endearment, nevertheless also exposes the 

semantic emptiness of such terms and foregrounds their perlocutionary qualities. 

In reflection of the chameleon-like disposition of the lover, a feeling of absolute 

devotion and docility is combined with a bitterness from being  insufficient or imperfect 

in the other person’s eyes: “If you could give me a few clues/I could invent the one 

you’d have me be.”
44

 This issue of changing oneself to conform to the other’s view 

sometimes reaches preposterous and comical proportions as in the “THE HUNT” 

monologue in which the speaker admits that she “lost 15 pounds/...died [his/her] hair 

brown/...designed a special smile,”
45

 all as a sacrifice she undertook for the person who 

she has not even met yet.  

This issue of conforming to the presumed way the other lover perceives oneself 

essentially entails reaching out of one’s self and assuming the perceptive apparatus of 

the other, setting oneself in a confrontational position to one’s self. It is fittingly 

summed up in the final lines of the “HOW I LOOK TO YOU” part: “Which 

presentation of myself/Would make you want to touch/What would make you cross the 

border.”
46

  

Savage/Love, then, is the most extreme rejection of character as a stable and 

identifiable entity and an instrument of diminishing character’s importance as the 

initiator of action in theatre. The character is subsumed under expression, intensity and 

agency of language and therefore can no longer be distinguished as a distinct 

accumulation of character traits and motivations. As Deleuze and Guattari convey, the 

motivation of all becoming is “becoming imperceptible”
47

, proceeding only by 
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“differential speeds and slownesses”
48

 and that seems to be what Shepard and Chaikin 

strive to accomplish in their dismantling of character and subjectivity. 

Tongues and Savage/Love are plays which most strongly attest to the musical 

approach to language and writing, with which Shepard has been repeatedly credited. As 

Blumenthal notes, in both of these plays Shepard and Chaikin “used principles drawn 

more from musical composition than traditional dramaturgy.”
49

 The fragmented 

structure, development through opposition, emphasis on the directness of speech and the 

rhythmical properties of language, all indicate that Shepard and Chaikin “worked with 

statement, development, and counterpoint” instead of “looking for a story line, 

consistent characters, or an Aristotelian beginning, middle, and end.”
50

 

In fact, by rejecting the studiedness and indirectness of plot both of the plays 

resemble jazz and jazz improvisation in their non-linear progression and their insistence 

on the authenticity and intensity of a moment. The main advantage of this approach is 

that it, very much like music, succeeds in evoking emotions immediately: “there’s a 

response immediately –you don’t have to wait to build up to it through seven scenes.”
51

  

As Shepard himself conveyed, both of these plays are motivated by “an attempt to find 

an equal expression between music and the actor.”
52

 Despite the fact that Savage/Love 

does not contain any music apart from a short excerpt of a song; its frequently utilized 

repetitions, percussive accents and the changing tempos of the speeches fully 

compensate for the absence of a musical part and render it a perfect piece to be 

accompanied by music, especially by a rhythmical instrument.  

Tongues presents a different case by containing instructions for a percussionist, who 

assumes a full-fledged role in the play despite doing without verbal expression, still 

raising the music to the status of a character by entering into a dialogical relation with 

the speaker. As the accomplished jazz drummer Max Roach, who composed music to 

several Shepard’s plays in the 80s pointed out: “The music [becomes] another character 

in the play. It speaks almost as much as the actors do.”
53
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CHAPTER 6 

Conclusion 

 
The purpose of this thesis was to undertake an in-depth analysis of Sam Sheppard’s 

treatment of character in several of his more engaging experimental plays written in the 

1970s and outline a progression of this approach in Sheppard's oeuvre. Utilizing a 

contextual instead of contrastive approach in the study of character as a model for 

human psyche disclosed Sheppard's idiosyncratic treatment of character as a fluid, 

impermanent and multi-directional unit in drama. Moreover, focusing on the characters’ 

varying aspirations, attitudes and different emotional states presented in the selected 

plays and analyzing them from the perspective of the egoless entity supported mainly by 

the concepts presented in the works of Gilles Deleuze and Félix Guattari made it 

possible to reach beyond the limited definitions of character offered by the concept of 

identity.  

Perceiving character as a literary representation of the human psyche is fraught with 

many dangers, as the character in drama is partially resistant to definitions and 

determinations. Due to this fact some of the theoretical concepts employed within the 

thesis could not be completely aligned with the motivations of Shepard’s characters and 

applied to the actions they perform. They can, nevertheless, offer a new perspective on 

the ways Shepard approaches and negotiates character and comments upon the overall 

treatment of character in drama. Instead of linking character back to the identity and the 

self, the thesis focuses on the cracks between these concepts; that not even these 

concepts can express character in its entirety. 

Therefore, by replacing identity as the essential instrument of approaching the 

character with flows, “schizzes,” “becomings” and other forms of movement and 

change, the characters’ dynamics, one of the most distinct qualities of Sheppard's 

theatre, takes center stage. In other words, while character analysis steeped in the notion 

of identity would relegate Shepard’s characters to one-dimensionality, exploring the 

character dynamics provides a much fuller picture of Shepard's treatment of characters. 

Schizophrenia is not as much the topic of this thesis as an experiential model for the 

characters’ instability. It is not explored as a mental condition with identifiable 

symptoms from which Shepard’s characters suffer. Rather, schizophrenia is perceived 

as a state to which the characters aspire by absolutely submitting to desire, deviating 

from reason and descending into deliria. Moreover, the explored domains of 20th 
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century culture, particularly jazz and film, are approached as symbolical modes of 

human interaction and means of questioning subjectivity, sending the characters’ selves 

wandering and drawing them towards the schizophrenic edge.  

Jazz and jazz improvisation, as this thesis argues, offer myriad possibilities of 

representing change, fluidity and fleetingness. While the link between jazz and 

Shepard’s approach to character was established by Shepard himself, it has been given 

little attention by critics and spared any significant scholarly engagement, with the 

exception of David DeRose’s captivating analysis of the unanchored jazz musician as a 

model for interpreting character in Angel City and Suicide in Bb. 

The examination of jazz by critics and theorists introduces the conception of jazz as 

a medium of “becomings,” changes and progressions, either as a metaphor of crossroads 

between varying impulses and tendencies, as argued by Houston A. Baker, or as an 

infinite field of variation through repetition and difference, as supported by Henry L. 

Gates’s term “Signifyin(g).”
1
 

Moreover, aided by Deleuzian and Guattarian concepts, mainly those of 

“becoming”
2
 and “assemblage”

3
, jazz improvisation assumes even more relevance and 

urgency in positing the asubjectivity and contingency of the improvised musical act. 

Thus, improvisation manifests itself as a non-linear, multivocal creative approach 

resting on a multiplicity of factors which prefigure musician’s engagement with musical 

techniques. 

Establishing a link between the jazz musician and the character is rather complicated 

as it relies heavily on the utilization of acting techniques which could be examined only 

externally in this thesis through Shepard’s engagement with Joseph Chaikin and the 

Magic theatre. Essentially attempting to transfer emotions between actors and musicians 

more directly, improvisation rendered representing character on stage into a much more 

fluid and unconstrained process. Morevoer, by making his characters experience 

intensive moments of self-reflection, Shepard lets the relation between improvisation 

and character enter the domain of the plays’ text and as a result, the sheer textual 

analysis yields results. 

As the analysis of Angel City shows, the confrontation between two main characters, 

Rabbit and Wheeler, eventually draws them out of their selves, and in a reciprocal 
                                                           

1
 Gates 48. 

2
 Deleuze, Guattari, A Thousand Plateaus 10. 

3
  Deleuze, Guattari, A Thousand Plateaus 111. 
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confrontation with each other’s self they eventually turn into each other. Eventually, 

their personalities flip, as they exchange the desiring machines flowing through their 

bodies and submit completely to the deterritorialized flows of desire, of which desire for 

success is perhaps the most intensive drive for their actions. This desiring mode is fully 

explored in the fourth chapter, with emphasis laid on the film as a medium of 

tremendous power of manipulation and a scene of enormous investment of desire. 

Providing evidence for the elucidation of the different functional principles of the 

“despotic territorial machine”
4
 and the “capitalist machine,”

5
 the film industry proves to 

represent a complex “capitalist machine” of decoding and deterritorializing potential 

and a force that gradually disintegrates the characters” selves and drives them towards 

their molecular states. Wheeler, the producer caught amidst the self-disintegrating 

processes and his unquenchable desire for power, proves to be the closest one to the 

schizophrenic state. 

Suicide in Bb utilizes the theme of jazz and improvisatory music as a mode of 

existence and develops it by staging a confrontation between two groups of characters. 

It presents jazz as the scene of the characters’ gradual self-disintegration, with the 

detectives Pablo and Louis descending into a state of madness by engaging with the 

musicians and the world of uncertainties and “freeform stuff”
6
 they represent. In the 

play’s ample instances of self-reflection, the characters expose their ontological 

insecurity and lack of stability and face the danger of madness. Imbued by diversions 

and sudden exclamations, the dialogue only reinforces this notion, establishing each 

character as a collage of various selves rather than as a uniform entity with distinct 

motivations. 

As the analysis of the rock plays, particularly Cowboy Mouth and The Tooth of 

Crime, has shown, the rock-and-roll artist’s desire for fame also makes him abandon his 

self’s territory. Being stuck amidst the production power and his personal creative 

aspirations, the rock artist’s identity is split along as many lines as possible. In the Tooth 

of Crime the main difference lies, nevertheless, in the opposing tendencies of the main 

characters. Hoss, who clings to his idealized past, will always be limited by the burden 

of his identity, whereas Crow, who does not subscribe to any self, embraces fluidity and 

assumes a new identity just as he leaves another, is virtually harmless.  As a 
                                                           

4
 Deleuze, Guattari, Anti-Oedipus 192. 

5
 Deleuze, Guattari, Anti-Oedipus 224. 

6
 DeRose, “Sam Shepard as musical experimenter” 239. 
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confrontation of the new with the old, or the “despotic territorial machine” with the 

“capitalist machine,” the Tooth of Crime exposes the tremendous decoding and 

appropriating potential of the “capitalist machine,” relegating the ego to the past. 

Finally, the fifth chapter completes the destruction of the traditional character in 

realist drama as a coherent entity with distinct motivations, goals and qualities. By 

completely separating the voice of the actor from the corporeal entity, Shepard and 

Chaikin transfer the weight of agency to the voice, which itself traverses various 

moments in life and enters different emotional territories. The voice in Tongues is 

charged with different forms of expression and moves through different bodies in 

various transitory states, such as birth and death, while the only unity it can confirm is 

that of multiple flows of desire permeating multiple bodies. In Savage/Love, the authors 

attempt to convey contradicting emotions which accompany the feeling of love by 

staging excerpts and fragments from various situations in which attraction and rejection 

of the loved person makes the lover abandon his or her self.  What Shepard and Chaikin 

essentially strive to convey in Tongues and Savage/Love is that it is not a particular set 

of assumptions, believes and opinions united in the body of a character that act in a 

given situation, but rather an assemblage of various flows in the process of being linked 

with each other or blocked off from each other, disclosing the asubjectivity of such 

procedure. 

Perhaps the most daring point of this thesis is that it refuses to analyze Shepard’s 

characters by virtue of fragmented identity, split self or the other evidence of the 

damaged psyche based on the sovereignty of the ego haunting the post-modern identity. 

It does not completely manage to illustrate its aims without these concepts, however it 

strives to reach beyond them and look for other forces which might be identified as the 

proper causes for the mental instability that Sam Shepard so vehemently strives to 

represent in his plays. Complexity is not the aim, but a passage one has to undertake in 

order to penetrate through the surface of these concepts.  

To conclude, the plays of Sam Shepard offer myriad possibilities for examining the 

character from the psychological perspective. Precisely because Shepard is so critical of 

efforts to conceptualize the human psyche and relegate human experience to totalized 

formulas and self-enclosed definitions, the works of Giles Deleuze and Félix Guattari 

are suitable instruments for liberating the character from the constricted Oedipal 

territory and overcoming the supremacy of the ego in its disposition. 

 



 
 

91 

BIBLIOGRAPHY 

 

 

Adorno, Theodor, Horkheimer, Max. Dialectic of Enlightenment." Edited by Gunzelin 

 Schmid Norr. Translated by Edmund Jephcott. Stanford: Stanford University 

 Press,  2002. 

 

---. The Culture Industry: Enlightenment as Mass Deception. Transcribed Andy 

 Blunden, 1998, 11
th

 July 2011. 

 <http://marxists.org/reference/archive/adorno/1944/culture- industry.htm>. 

  

Baker, Houston A. Jr. Blues, Ideology and Afro-American Literature. Chicago: 

 University of  Chicago Press, 1987. 

Berliner, Paul. Thinking in Jazz: The Infinite Art of Improvisation. Chicago: University 

 of Chicago Press, 1994. 

 

Bigsby, Christopher. "Born Injured: the theatre of Sam Shepard" The Cambridge 

 Companion to Sam Shepard, Edited by Matthew Roudané. Cambridge: 

 Cambridge University Press, 2002. 7-33. 

Blumenthal, Eileen. "Sam Shepard and Joseph Chaikin: Speaking in Tongues." 

 American Dreams: The Imagination of Sam Shepard. Edited by Bonnie 

 Marranca. New York: PAJ Publications, 1981. 

Bogard, William. "Sense and Segmentarity: Some Markers of a Deleuzian-Guattarian 

 Sociology," Sociological Theory. American Sociological Association, Mar 

 1998. 52-74. 

Borneman, Ernest “The Roots of Jazz.” Jazz. Edited by Nat Hentoff and Albert J. 

 McCarthy. New York: Rinehard, 1959. 

Caldwell, Luke “Schizophrenizing Lacan: Deleuze, [Guattari], and Anti-Oedipus,” 

 Intersections 10, no.3, 2009. 21-30. 

Chaikin, Joseph. The Presence of the Actor. New York: Theatre Communications 

 Group, 1991. 

Chubb, Kenneth et al., “Metaphors, Mad Dogs, and Old Time Cowboys.” Edited by 

 Bonnie Marranca, American Dreams: The Imagination of Sam Shepard. New 

 York:  Performing Arts Journal Publications, 1981. 187-209. 

 

Cleaveland, Carol L.“Shepard Sets’ Music ‘Another Character.’” Syracuse Post 

 Standard. 12th January 1985. 

Coe, Robert."Image Shots are Blown: The Rock Plays." American Dreams: The 

 Imagination of Sam Shepard. Edited by Bonnie Marranca. New York: PAJ 

 Publications, 1981. 

http://marxists.org/reference/archive/adorno/1944/culture-industry.htm


 
 

92 

Corbett, John Extended Play: Sounding Off from John Cage to Dr. Funkenstein. Duke 

 University Press, 1994. 

Deleuze, Gilles. Proust and Signs, London: Continuum International Publishing, 2008, 

 1st Mar. 2013 <http://site.ebrary.com/lib/cuni/Doc?id=10495175&ppg=63>. 

---. The Logic of Sense. Translated by Mark Lester, Edited by Constantin V. Boundas. 

 London: The Athlone Press, 1990. 

Deleuze, Gilles; Guattari, Felix. Anti-Oedipus: Capitalism and Schizophrenia. 

 Translated by  Robert Hurley, Mark Seem, and Helen R. Lane. Minneapolis: 

 University of Minnesota Press, 2000.  

 

---. A Thousand Plateaus. Translated by Brian Massumi. London: University of 

 Minnesota Press, 1987.  

 

DeRose, David J. Sam Shepard. New York: Twayne Publishers, 1992.  

 

---. “Sam Shepard as musical experimenter.” The Cambridge Companion to Sam 

 Shepard. Edited by Matthew Roudané. Cambridge: Cambridge University Press, 

 2002. 227-246 

 

Foucault, Michel. "A Preface to Transgression." Language, Counter-Memory, Practice: 

 Selected Essays and Interviews. Edited and translated by F. Bouchard. New 

 York: Cornell University Press, 1977. 29-52. 

---. Introduction. Anti-Oedipus: Capitalism and Schizophrenia. Translated by Robert 

 Hurley, Mark Seem, and Helen R. Lane. Minneapolis: University of Minnesota 

 Press, 2000.  

 

Gates Henry Louis Jr. The Signifying Monkey. New York: Oxford University Press, 

 1989. 

Gennarri, John. "Jazz Criticism: Its Development and Ideologies." Black American 

 Literature Forum Vol. 25, No. 3. Literature of Jazz Issue, Autumn,1991. 449-

 523. 

 

Genosko, Gary. "A Bestiary of Territoriality and Expression." Deleuze and Guattari. 

 Volume 2: Guattari. Edited by Gary Genosko. London: Routledge, 2001. 529-

 542. 

Gilman, Richard. Introduction. Seven Plays. New York: Bantam Books, 1981. 

Jameson, Frederic. Postmodernism, or, The Cultural Logic of Late Capitalism. Durham: 

 Duke University Press, 1991. 

Jones, LeRoi. Black Music. New York: Akashic Books, 2010.  

 

Kerby, Anthony Paul. Narrative and the Self. Bloomington: Indiana UP, 1991. 



 
 

93 

Malkin, Jeanette R. Verbal Violence in Contemporary Drama: From Handke to 

 Shepard. Cambridge: Cambridge University Press, 1992. 

Marranca, Bonnie. Editor. "Alphabetical Shepard: The Play of Words" American 

 Dreams: The Imagination of Sam Shepard. New York: PAJ Publications, 1981. 

Martin-Jones, David; Sutton, Damian. Contemporary Thinkers Reframed: Deleuze 

 Reframed: Interpreting Key Thinkers for the Arts. London: I.B. Tauris, 2008. 

Nesbitt Nick. "Critique and Clinique: From Sounding Bodies to the Musical Event" 

 Sounding the Virtual: Gilles Deleuze and the Theory and Philosophy of Music. 

 Edited by Brian Hulse, Nick Nesbitt. Farnham: Ashgate, 2010. 159-179. 

Powell,  Anna.  Deleuze, Altered States and Film. Edinburgh: Edinburgh University 

 Press, 2007. 

Procházka, Martin. Transversals. Prague:Litteraria Pragensia, 2007. 

Program Note,” Savage/Love and Tongues. Eureka Theatre, San Francisco, 1979. 

Robinson, Marc. "Sam Shepard and Joseph Chaikin in Collaboration." The Cambridge 

 Companion to Sam Shepard. Edited by Matthew Roudané. Cambridge: 

 Cambridge University Press, 2002. 83-110 

Sass, Louis A. "Introspection, Schizophrenia, and the Fragmentation of Self." 

 Representations. University of California Press, No. 19, 1987.  

Saussure, Ferdinand. Course in General Linguistics. New York: McGraw-Hill, 1959. 

 

Séchehaye, Marguerite. Autobiography of a Schizophrenic Girl. Translated by G. 

 Rubin- Rabson. New York: Plume, 1968.  

---.  A New Psychotherapy in Schizophrenia: Relief of Frustrations by Symbolic 

 Realization. New York: Grune and Stratton, 1956. 

Smith, Brett; Sparkes, Andrew C. "Narrative Inquiry in Psychology: Exploring the 

 Tensions Within." Exeter: Qualitative Research in Psychology, 2006: 3. 169-

 192. 

Soules, Marshall. Improvising Character:  Jazz, the Actor, and Protocols of 

 Improvisation <http://marshallsoules.ca/character.htm>. 

 

Shepard, Sam. Angel City in Fool For Love and Other Plays. New York: Bantam 

 Books, 1984. 

---. Cowboy Mouth in Fool for Love and Other Plays. New York: Bantam Books, 1984. 

---. “Language, Visualization, and the Inner Library” American Dreams: The 

 Imagination of Sam Shepard. New York: Performing Arts Journal Publications, 

 1981.  



 
 

94 

---. Melodrama Play in Fool For Love and Other Plays. New York: Bantam Books, 

 1984. 

---. Savage/Love  in Seven Plays. New York: Bantam Books, 1981.  

---. Suicide in Bb in Fool for Love and Other Plays. New York: Bantam Books, 1984. 

---. The Tooth of Crime in Seven Plays. New York: Bantam Books, 1981.  

---. Tongues in Seven Plays. New York: Bantam Books, 1981.  

---. "Shepard on Shepard: An Interview." Editor. The Cambridge Companion to Sam 

 Shepard, Cambridge: Cambridge University Press. 2002.  

Turner, Victor. Revelation and Divination in Ndembu Ritual. London: Cornell 

 University Press, 1975. 

---. The Anthropology of Performance. New York: PAJ Publications, 1986. 

---. The Forest of Symbols: Aspects of Ndembu Ritual. London: Cornell University 

 Press, 1967. 

---. The Ritual Process: Structure and Anti-Structure. New York: Aldin de Gruyter, 

 1969. 

Wilcox, Leonard. "Modernism vs. Postmodernism: Shepard's The Tooth of Crime and 

 the Discourses of Popular Culture." Modern Drama, 30. Toronto: University of 

 Toronto Press, 1987. 560-573 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 


