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ABSTRACT

This dissertation examines the literary works @f tlvo Southern women writers, Zora Neale
Hurston and Marjorie Kinnan Rawlings, based ondhiéural contexts of the 1930s and the
1940s. It discusses how the two writers’ worksiargialogue with each other, and with the
particular historical period in which the South lgahe through many social, economical, and
cultural changes. Hurston and Rawlings, who bedaigreds with each other beyond their
racial background in the segregated South, shdrgsiqal and social mobility and the interest in
the Southern folk cultures. They wrote fiction abthe region and its folk cultures while
continuously moving back and forth between themtS8ern homes and Northern big cities. |
argue that the two writers’ mobility and their pamal friendship enabled them to present the
South from the Depression through the post-warsyrat necessarily as a site of racial
oppression and segregation but as a type of conbaet where people with different cultural
backgrounds meet and interact. Pairing the reptatee work of Hurston and Rawlings in
each chapter, | examine how each text depict éiffieshades of cultural contact zones found and

created in the contemporary South despite of sagjeegand rigid social boundaries.
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INTRODUCTION

The term “sense of place” has long and pervasivebn used to account for the most
emblematic characteristics of the fiction and tHaagf the US South. Writers and critics of
Southern literature have repeatedly addressedgh#isance of geographical attachment for
Southerners in shaping their collective culturantities. While thinking about self in relation
to place became the staple of Southern literarginaion, the thus imagined South’s tendency
to overemphasize stasis, rootedness, cultural heneity, Southern exceptionalism, and a sense
of unchanging tradition also led to exclusionismwijtical conservatism and uncritical nostalgia,
as in the case of the Agrarian manifédtd@ake My Stand1930). Southern studies scholarship
since the 1990s has thoroughly critiqued the Tw8eatherners’ version of sense of place both
by challenging their romanticized view of Southarstory, and by reexamining the way earlier
Southern literary critics framed the Agrarian thbisgat the basis of the region’s modern literary
history> As a part of such efforts, they provided exteasitudies on the social subjects largely
ignored thus far, such as women, non-whites, antting class. Examining these historical
presences, they claimed, could change our pereepfiSouthern space. In addition to this

revisionist move in Southern studies, discoursezutifiral anthropology, comparative literary,



and cultural studies have provided new ways to éxarmultural identity in terms of mobility,
migration, travel, cultural diaspora, and globalfsmScholars such as James Clifford and Mary
Louise Pratt, to name a few, have provided keycaticoncepts that are applicable in refiguring
the Southern sense of place. In his seminal \Rarkte1997), Clifford notes the common
assumption about culture that dwelling is “the lagraund of collective life” while travel is its
supplement. He then goes on to ask, “What woupghéa . . . if travel were untethered, seen as
a complex and pervasive spectrum of human exper#hc Practices of displacement might
emerge as constitutive of cultural meaning rathantas their simple transfer or extension.”

By resetting our critical focus from peoples’ rotgheir routes, from where they live to how
they get there, Clifford’s discussion on travelgselis reconsider our cultural identity less as
something unchanging, essential, and strictlywet particular geographical spaces than as
something relational, socially and culturally consted, and always on the move. Pratt’s idea
of “contact zones” provides a similar perspectigaaerning our spatial perception. linperial
Eyes: Travel Writing and Transculturati¢h992), Pratt defines “contact zones” as “soqialces
where disparate cultures meet, clash, and grapfeeach other, often in highly asymmetrical
relations of domination and subordination—like co#dism, slavery, or their aftermaths as they
are lived out across the globe today.Pratt emphasizes the role of a geographical spaee

site for social and cultural (sometimes peacetubtier times coercive) interaction and



negotiation, and in so doing unsettles our peroaepbout colonial and postcolonial relations
which have conventionally been binarized into thoistine oppressor and the oppressed.
Pratt's’ idea of “contact” invokes “the spatial ar&poral copresence of subjects” and reveals
how these subjects continuously construct and goact their identities in relation to each
other® Both Clifford and Pratt practice comparative otal studies which incorporate varying
perspectives of multiple historical subjects endeting each other in a particular geographical
space, while carefully avoiding to create a sinipieary between cultural center and margin. In
so doing they also foreground cultural contactshmge who travel through the boundaries
between metropolis and periphery, and their effirt;ediate and interpret different cultures.
Clifford’s and Pratt’'s concepts of space and mopdre very useful in reframing the history
of the US South. Since the days of Spanish exgdptiee South had historically been a contact
zone of multiple cultures and its social spacesweentinuously constructed through the
movement of peoples who traveled through the regimhencountered each other on the road.
From De Soto’s exploration and Native Americanstém move westwards to Africans’
displacement as slaves and the Great Migratiotaakb in the early twentieth century, the
region saw many kinds of travel and movement whltdyped its society, cultures, and languages.
In recent years, scholars have explored the Sauserse of place in this new context of

mobility, pointing to the region’s often overlookedltural heterogeneity and hybridity, and its



historical interaction with the broader world (st much with the North but more with the
South’s South such as the Caribbean) despitedtsisg insularity.

My dissertation on Zora Neale Hurston and Marj#tienan Rawlings is an attempt to add
some insights to this critical move. Both writérst moved to Florida in the 1920s to
(re)discover Southern rural space—Eatonville indttur’s case and Cross Creek in
Rawlings’s—as an inexhaustible source for theardity creation and ethnographic research.
Hurston, who was born in Alabama and grew up imiéfé#g returned to the South as a university
researcher under the guidance of Frantz Boas, faie onost significant anthropologists of her
day. There she did her first field trip on Southklack folk culture, the result of which was
published adMules and Merf1931). Rawlings’s first visit to Florida occudren March 1928,
when she and her husband Charles had a vacapon frmmediately attracted by the state’s
charm, the couple, both fledging writers, migrditeadn Rochester, NY to be a part of booming
citrus industry and find a quiet place to work. tekftheir divorce in 1933, only Rawlings
remained at Cross Creek, writing fictions aboutiBl “crackers” whose distinctive culture she
came to know. Hurston being a Southern-born béemkRawlings a white Yankee migrant, the
two women writers definitely had very different wuhl roots, and of course their north-to-south
move had different cultural meanings and persoraives. And yet, their routes toward,

within, and beyond the South intersect in someifiggmt ways that deserve critical attention.



Both Hurston’s and Rawlings’s lives are marked bgstant mobility: While they showed strong

emotional attachment to the Southern rural commnasjithey kept in touch with the

metropolitan literary and academic culture, anerdéily moved back and forth between their

Southern homes and northern big cities such asYdeky and in Hurston’s case, went even

further down south to the Caribbean. This mobdity a kind of constant out-of-placeness of

the two writers provided them new perspectivestuision the South as a hybrid space which

consists of peoples of different race, class ai@h backgrounds. Hurston’s description of

Florida in the opening dflules and Merexemplifies such a space: “Dr. Boas asked me where

wanted to work and | said, ‘Florida,” and gavenasbig reason, that ‘Florida is a place that

draws people—white people from all over the woaldg Negroes from every Southern state

surely and some from the North and West.” So MWktieat it was possible for me to get a cross

section of the Negro South in the one state” (9 this cultural “cross section,” Hurston and

Rawlings discovered the rich and diverse Southankivg-class cultures created by mobility,

incessant influx of people within and beyond the@t8dhat occurred from the early twentieth

century through the Depression years. By focusmgnobility largely ignored in

mass-marketed Southern fiction (rememBene with the Windor example) and the Agrarian

manifesto, both of which idealize the planter agsacy of the antebellum South, the two writers

provide a new Southern sense of place marked estabis and unchanging collective identity



than by interaction, plurality, and volatility cted by the mobility of rural folk.

Hurston’s and Rawlings’s southward move, and tbleaired devotion to Florida folk, follow
the trajectory of many early twentieth century Aroan ethnographers and modernist writers
who delve into rural and relatively “primitive” fblcultures which were disappearing in the
midst of modernization and industrialization. Tiv® writers’ choice to move and live among
the rural folk, especially in the case of Hurstamowvorked for Boas, invokes the participant
observation method of the day whose special emploaisdwelling in a “field” has been
problematized by Clifford and other scholars otaxdl anthropolog§. “Localizations of the
anthropologist’s objects of study,” Clifford staté®nd to marginalize or erase several blurred
boundary areas, historical realities that slipafithe ethnographic frame. . . . When the field is
dwelling, a home away from home where one speakfatiguage and has a kind of vernacular
competence, the cosmopolitan intermediaries—andg@moften political, negotiations
involved—tend to disappear. We are left with gapant observation, a kind of hermeneutic
freedom to circle inside and outside social sitrai® As Clifford warns, overemphasis on
dwelling could reinforce the boundaries betweernucal margins and the center, and the cultural
dominance of observers over the observed, whikkreggahe process of travel, contact and
subversion. However, what is remarkable about tdnis and Rawlings’s writings is that their

main narrative concern lies less in observed cedttinan in the complex process through which



they immerse themselves in those cultures; by diiam@ the routes they take to get to their
Southern folk cultures, they shed lights on thereld boundaries Clifford notes, the boundaries
where encounter with the Other, opposition, traisiaand negotiation take place.

Both Hurston and Rawlings worked as cultural mexgfacilitating communication and
developing understanding, sometimes also causicigpfr, between different cultural groups.
Both introduce particular folk cultures of theitenest to national audience. Hurston’s
ethnographic workMules and Mer{1935) andrlell My Horse(1938), along with her fiction
incorporating contemporary anthropological ideaslely appealed to academic and
non-academic audiences. Rawlings’s work on “cres;kespeciallyThe Yearling1938) which
was awarded the Pulitzer Prize and adapted intmaghows that the Southern folk culture
presented by her gained nation-wide attention. hBept the curious dual state of insider and
outsider of the community, informant / translatodabserver of the anthropological field. By
employing thus complex perspectives in describiogtigern folk cultures, the two writers put
into question the presupposed objectivity and haeugc transparency of ethnographic writing.
In her study on what she calls “ethnographic fictiof female modernists, Elizabeth Jane
Harrison notes that Hurston’s unique stance amalieresearcher in the male-dominated field of
social science and a literary artist enabled héoth demonstrate and challenge Boasian

participant observation method and create a neite fybrid genre of “ethnographic fiction®



This aspect of Hurston is best exemplifiedinles and Menher first ethnographic work. The
book employs two different narrative perspectives-Huorston the reporter and Zora the
participant. While Hurston’s voice functions aattbf traditional ethnographic observer, Zora
acts more like a fictional character. Incorporgt@bements of fiction in its narration and
frequently shifting the perspectives between these the book reveals possible arbitrariness of
ethnographic observation. It even reiterates dreative mode of “lying” which the author
finds among the Southern black folk, her objeabtadervation, and in doing so blurs the
boundaries between observer and the observed tihtieg at the unreliability of her own
anthropological perspectiVé. And the climatic moment comes at the end of Pavhen Zora,
with her life threatened by the knife-yielding womat a jook where she collected songs and
stories, walks out from her field. By literally miag away from the object of study, Hurston
cunningly shows the limit of anthropological resgear’'s omnipresence and an area outside the
reach of participant observatidh.

Though not a trained ethnographer, Rawlings’s weskecially the half-autobiographical /
half-fictional narrativeCross CreeK1942), presents a similar doubt on the objegtioft
ethnographic observer. The book embodies RawBmustuliar spatial imagination which
denies man’s privileged position within nature angphasizes the mode of self in relation to its

environment. Rawlings begins her narrative by gigie first person plural “we,” immediately



setting herself within the community of Florida &ckers”: “Cross Creek is a bend in a country

road, by land, and the flowing of Lochloosa Lak®i@range Lake, by water. We are four

miles west of the small village of Island Groveyeimiles east of a turpentine still and on the

other sides we do not count distance at all, fertééo lakes and the broad marshes create an

infinite space between us and the horizon”(9). sTdpening passage already betrays a

combination of objective description and emoticc@hmitment which Rawlings reiterates

throughout the book. While the narrator is quigsatiptive about the geography of Cross

Creek, she also hints at a broad space which saeyoof the community members cannot

measure. By already setting up the blind spohefabserver’s perspective, Rawlings’s narrator

gives up her own narrative authority, while carigfalvoiding the dichotomy between | and them,

and the observer and the observed. Moreover, \adieittedly considering Cross Creek as her

“home” and herself as part of the community, Ragdinften dramatizes the tension between the

narrator and other “crackers” that is caused maielyause of her ignorance of the Creek

customs. In one chapter she even confesses: & lisad a factual background for most of my

tales, and of actual people a blend of the truetb@dmagined. | myself cannot quite tell

where the one ends and the other begins” (72). oNlgtadmitting that part of her story is not

necessarily “true” but also acknowledging her onability to separate facts and fiction,

Rawlings’s narrator, like Hurston’s, makes clear p@sition as a fiction writer while suggesting



the possible unreliability of her narrative voiceHer constant efforts to deny the narrator a

privileged perspective is epitomized in the laspter, in which she questions, “Who owns

Cross Creek?” The question is of course rhetarichlere the narrator completely denies her

or any other Creek resident’s ownership of the l&hdeems to me that the earth may be

borrowed but not bought. It may be used, but moted. It gives itself in response to love

and tending, offers its seasonal flowering andifigi But we are tenants and not possessors,

lovers and not masters. Cross Creek belongs twitigbthe rain, to the sun and the seasons, to

the cosmic secrecy of seed, and beyond all, td’'t{8&0). Notably, the narrator here imagines

Cross Creek without herself. The only subjechtis tlosing paragraph is the Creek itself or

more precisely, nature, which would survive Rawdiragnd “cracker” community members while

witnessing the whole coming and going of everyttnea In describing a space which goes

beyond her own narrative viewpoint and even her lFawlings comes to a conclusion that is

similar to that of Hurston iMules and Menthere is no transcendent perspective from whineh s

can represent her Southern community. Her eyg dlivays subsumed in something bigger,

her identity relational rather than detached fromwhole environment.

By inscribing their own non-presence, movement afk@ay their dwelling / anthropological

field in their ethnographic texts, Hurston and Ragsd suggest a new and less disproportionate

relation between ethnographer and folk. Their feobarrative selves move in and out of
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hermeneutic boundaries and create an in-betweae sg@ere communication and negotiation
between observer and the observed could take place.

And it is not just their writings in which one céind these boundary areas: Hurston’s and
Rawlings’s real life paths also intersected withteather and created a site of negotiation. The
beginning of this was a segregated hotel in St.ustige, FL, where the two women met each
other on July 6, 1942. Rawlings invited Hurstortda at her penthouse apartment in the Castle
Warden Hotel owned by her husband Norton BaskinvenEhough this little tea party was her
idea, Rawlings was secretly afraid that Hurston i@how up at the main entrance of the
segregated hotel and shock their white guests. bldok woman writer, as if she already
anticipated the mental turmoil her casual appe&asa guest might cause to the white
proprietress, came in from the kitchen and wentheack stairs to the penthouse without being
noticed™® What does this oft-cited incident tell us? lcofirse reveals racial anxiety on the
part of Rawlings who was supposed to be liberalighdo invite a black writer to her residence.
Right after the incident she confesses in herriétt@er friend Edith Pope that she thought “she
cannot hurt her husband in a business way,” thahghknew “she should accept this woman as a
human being and a friend™ But there is something more to this event. Tdwregated hotel,
once Hurston sneaked in from its back stairs, regeseas a space of negotiation. There,

through the kitchen door, Hurston “passes,” dregs@dmaid’s uniform; yet as she moves

11



upstairs to the penthouse, she changes her idamttityhat of professional writer, going to have

tea with her fellow writer. Since Hurston nevdt Eerecollection about this incident, we cannot

exactly know how she felt. Nevertheless, segregatiback stairs do not necessarily shut

Hurston down; they open up a route through whighrstgotiates her social and cultural identity

in spite of existing racism and official segregatio The Castle Warden Hotel, with its

penthouse and the back door, embodies the complexa contact zone of the 1940s

segregated South where the lives of the two wonréens, one black and the other white, began

to interact. It shows how a place which seemsetmbst rigidly circumscribed could become a

site of contact, through mobility, cunningness, gralwill to communicate of each subject who

occupies the space. What | would like to revedhiga dissertation are such complex cultural

spaces, and how such spaces can be reconstructee-aisioned through our critical practice.

| would like to show how Hurston and Rawlings'®tdry works depict sites of contact between

people belonging to different cultural groups (udthg them), and how their efforts to do so are

closely related to their ways of identity constroiot

And finally, there is another reason why Hurstarisl Rawlings’s work should be read

together. While the two writers’ friendship is wig known and their works share a lot of

historical and cultural context of the early twetii century South, there is still what Annette

Trefzer in her pioneering study on the two writkas called the “critical segregation”: Critics’

12



tendency to separate their work into “race” andjivaal” literature, Trefzer states, “continues to
obscure the significance and the power of these emonriters and perpetuate their neglect, an
ironic fact considering that they tried hard tosdise the tightly drawn boundaries around race
and region.*® In addition to Trefzer’s, there are a few moriéical attempts to discuss the two
writers together, but as Amy Schmidt claims in testiew of one of these studies, integrated and
in-depth examination with “overlapping concernstidess “dividing it up” is still missing®

Why has it been so hard to integrate the critichbsarship on the two writers?  Are the racial
boundaries that used to separate their lives iséigeegated South still intact, creating critical
boundaries? This dissertation focusing on mobditg contact zones in Hurston’s and
Rawlings’s literary imagination is one attempt tedk a critical deadlock and grapple with these
guestions. Each chapter will pair one work frorareariter published around the same time
period in order to examine how these texts aregrotgss of direct influence, in dialogue with
each other. This is not to eliminate the diffeebetween the two writers or to argue the
universality of their literary subjects and coneernRather, | would like to demonstrate a
comparative and inclusive study on Hurston and Reyslby relocating their work in a set of
particular historical moments. The ultimate gdaihis is to show how both Hurston and
Rawlings, in their literary works and their persbinges, try to construct new Southern identities

that are mobile, relational, and not necessaritytéd by race, class and gender; and in their

13



attempts to do so how they also destabilize theleon sense of place long accepted both in

literary studies and popular culture as someth@agrdess and unchanging.

Chapter One comparatively analyzes Hurston’s andiR@gs’ first published novelslonah’s

Gourd Vine(1934) andsouth Moon Undef1933). Through reading the two novels | argw th

Hurston’s and Rawlings’s spatial imagination cagsugouthern rural community not as a

prehistoric, Edenic place as often depicted in rpakgoral tradition, but as an unstable and

volatile space constantly changing through modation, industrialization, and the resulting

movement of people in the early twentieth centurieferring to recent ecocritical studies and

discussions on the Southern pastoral imaginatieraimine how Hurston and Rawlings use the

basic settings of the pastoral and yet make sigifirevisions to the genre from female writers’

perspective. | argue that the two writers, in espnting the contemporary Southern space, use

the concept of a pastoral middle ground createalitiir modernity and mobility. In so doing,

they reconstruct the image of the region as a &fretological contact zone which enables

conflation and dialogue between various opposiegiehts, such as human and nature, and men

and women.

Chapter Two deals with Hurston’s and Rawlings’s texagorksTheir Eyes Were Watching

God(1937) andl'he Yearling1938). | argue thatheir EyesandThe Yearlingespond to the

Depression-era’s national concern in Southern urkilires by representing the black and poor

14



white folk’'s communal survival.  While critics edy consider Hurston and Rawlings to be

political, the two writers’ concerns in both natmand Southern folk cultures propelled them to

tackle the contemporary issue of economic crisla.a way similar to other popular

Depression-era literary workheir EyesandThe Yearlingdescribe how the Southern rural

blacks and poor whites use the folk ritual to rethieir sense of community under harsh

economic condition, while effectively using natudédaster as a metaphor for economic disaster.

| also analyze how the two novels develop thenlunigsroman plot to fit into the mindset of the

Depression-era audience and parallel the processgh which the protagonists come to

maturity and their growing awareness about theeropbrary issues—poverty, racism, and

social inequality.  Ultimately, the two novels dotrurn out to be a simple celebration of

working-class folk communities. | argue that tlowels’ complex representation of Southern

folk cultures could partly be attributable to Harss and Rawlings’s dual commitment to the

Southern folk and American literary culture, théiloraand the region, individualism and

communalism.

Chapter Three, which examines Hurston’s and Rawkngutobiographical workust

Tracks on the Roa(l942),Cross Creek1942), andCross Creek Cooker§l943), is the key

chapter of this dissertation: it contains the nagument on the two authors’ mobility and the

literary imagination. | argue that Hurston and Riags respectively used autobiographical

15



genre to construct their cultural identities astaohzones at the heart of which are mobility,

fluidity, and hybridity. Utilizing the analogy b&een self and place which is conventional in

Southern autobiography, they construct their asigaiphical selves moving beyond boundaries

of race, gender, and class, and in so doing thegure their Southern spaces as contact zones of

people from different cultures. While the basiamtteristics of the two writers’ southward

movement—in Rawlings’s case, relocation and in Hur's, “wandering”—is different, both

autobiographies set mobility as the basis for tbeftural identity, and present modes of self that

are very similar to each other. | also discusssktur's and Rawlings’s peculiar combination of

communalism and individualism, which makes thetohiographies Southern and American at

one time. Hurston and Rawlings present commumalesef self as many Southern

autobiographers do, while also reaffirming thedimdualism, and in so doing, presenting

Southern selves that are fluid and hybrid. | aésmd Rawlings’s cookbodRross Creek

Cookery(1943) as a part of her autobiographical writiragg] discuss how a variety of Southern

and non-Southern dishes Rawlings chose to inclodmdies her hybrid self constructed

through the continuous contact with different ctégs  As a whole, the three autobiographical

writings by Hurston and Rawlings provides us a mey to read Southern autobiographies, in

which the sense of self closely connected withsdrese of place is not necessarily monolithic

but more mobile and heterogeneous.

16



The last chapter further extends the idea of setfomtact zone and analyzes Hurston’s

Seraph on the SuwanéE48) and Rawlings’s unpublished story “Lord Biflthe Suwannee

River.” Seraph Hurston’s last published novel which was dediddteher friend Rawlings, has

been one of her most controversial works partlyabee it deals with poor white “cracker”

culture. | argue that Hurston’s use of Arvay Henase the novel’s heroine is not a simple

appropriation of white culture in order to appeahite audiences, as is usually considered. In

Seraph Hurston provides valid critique on the race tielad in the mid-century segregated South

and further reimagines the region as a contact wnatheless rigid racial boundaries. Such a

space is created by Arvay’s husband Jim Meservesavkgalitarian attitude toward black

workers is in fact very similar to the one of Rawgé’s Lord Bill. However, it is Arvay who

paradoxically most embodies a Southern self magigin contacts of different cultures. | say

paradoxically because the heroine scorns non-whiithsa passion and tries to exclude them as

her “other”; and yet, her cultural identity is urtivigly constructed through the contact with

them. Arvay’s struggle to shake off her abjectmpwbite self and negotiate her social and

cultural identity is based on Hurston’s critiquerane and cultural identity in the South. Itis

often said that Rawlings developed a liberal ram&sciousness after she met Hurston, but |

argue that Hurston too came to contemplate oneswaitkings of interracial relations and

negotiation through her literary friendship withviimgs. | examine how Hurston and
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Rawlings, in their work and in their personal livey to present a heterogeneous picture of the
South, through their poor white and black charactdro, despite their apparent difference, have
historically been in close contact with each othéBy presenting the region as a contact zone, |
conclude, Hurston and Rawlings help us rethink rataions in the South and its role in

constructing Southern cultural identity.
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CHAPTER ONE
Re-Visioning Nature: Jonah’s Gourd Virfgouth Moon Under, and the Modern South as
Ecological Contact Zone

This chapter explores how Hurston’s and Rawlinfies$ published novelsJonah’'s Gourd
Vine (1934) andsouth Moon Undef1933), reflect the two authors’ thoughts on natur
modernity, and gender that are developed througin éxperience of relocation to the Sotith.
In these novels, Hurston and Rawlings both dematgsaind critique the narrative pattern of
pastoral tradition which considered the South, eisflg Florida which is the two writers’
literary home ground, as a kind of “Eden.” By effeely using the association between nature
and femininity, the two writers re-vision the siagical image of the South as a virgin land
trampled down by industrialization; they presemi@e nuanced view of the region as a site of
contact, conflation and reconciliation between gpg elements, i.e., men and women, men and
nature, the urban and the rural, and the moderrtengrimitive.

The biggest human mobility that characterizeseimyy twentieth century US is, of course,

the Great Migration, which is depicted by many &&m American writers, especially the social
realists in the 1930s and the 1940s influencedbystholarly studies of Chicago School of

Sociology? Hurston’s and Rawlings’s southward move (Hursteran anthropological
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researcher, Rawlings as an owner of citrus grogpeaty) or the intraregional movement of
rural Southerners depicted in their work usuallyn@bget enough critical attention because of
the prominence of the Great Migration literatéireYet as recent studies dnnah’s Gourd Vine
by Martyn Bone and Helen Yitah have shown, the writers capture a new migration pattern
within and toward the South and vividly illustraignificant social and cultural changes the
region had undergone as a result of this movethemthen Hurston and Rawlings moved to
central Florida in the late 1920s, the state sawmassive influx of people from varying social
strata against the backdrop of the unprecedenteddaom, the expansion of the Atlantic Coast
Line Railroad, the statewide growth of tourism, @imel development of agriculture, especially
farming around Lake Okeechobee area and citrusstngin central Floridd. The two writers’
relocation had this mobility as its background, #&maly incorporated their own experience of
relocation inJonah’s Gourd VinendSouth Moon Under

The period in which Hurston and Rawlings wrote itiiest novels marks a significant turning
point in their lives. Both writers had just startdeir professional careers and desperately
needed isolation and a less stressful environnoemnwiiting. Hurston had been struggling to
finish her anthropological projediiules and Mehwhich began in 1927 with her first Florida
field work, while facing financial stress and hbglroblems. She ended her formal contract

with her patron Charlotte Osgood Mason in 1931, mogted back to Eatonville the next year,
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which was immediately beneficial. In a letter ta$dn on May 8, 1932, Hurston says, “l am
happy here, happier than | have been for yearse airhis sweet, yes literally sweet. Summer
is in full swing. . . . Godmother | am so gratefulyou for letting me be here in Eatonville. |
am renewed like the eagle. The clang and clamblegf York drops away like a last year’s
dream.® A change of environment had a similar impact ewlhgs. The life in central
Florida quickly provided Rawlings materials for Hietion and a solitude she needed for writing.
Soon she found “Cracker Chidlings” (1931), hertfgisort story on Florida “cracker” culture,
published inScribner'smagazine.

While their professional career began thrivinghbwtiters experienced divorce around this
period. Hurston married her first husband HerBéen on May 1927 in St. Augustine, FL,
but their marriage practically ended four montherahen Sheen “discovered that his bride
resented interruptions in her work and had no tiderof following her husband in his
occupation.”7 Rawlings too terminated her firstrrizae since the relationship between her
and Charles became strained around the successitif Boon Under.8. Her letter to her
editor Maxwell Perkins postmarked the day afterdiverce shows the extent to which Rawlings

was stressed through the marital relationship:

| was granted a divorce from my husband. The sintlply—I hope—of fourteen years of
Hell—of a fourteen-year struggle to adjust myselfand accept, a most interesting but
difficult—impossible—personality. It was a questjdinally, of breaking free from the
feeling of a vicious hand always at my throat, bg@ing down in complete physical and
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mental collapse. . . . | am not riotously happy, Imeing interested in freedom for its own
sake—I could have beerskaveto a man who could be at least a benevolent dedpat |
feel a terrific relief—I can wake up in the morniognscious of the sunshine, and thinking,
“How wonderful! Nobody is going to give me Helldmy!"®

Both Hurston and Rawlings found it hard to work thé balance between their professional and
personal lives and eventually chose the formerciwimust have been a difficult decision but
still was a “relief” for the women writers havingst begun their careers in the early 1930s. It
could therefore be said that their move to Floadd the resulting divorce, though was
devastating at the time, in a long run offered tleesense of liberation and independence as
professional female writers.

Hurston’s and Rawlings’s move to Florida was alsina of pastoral retreat, for it offered
them closeness to nature and a chance to reselivksiin a stress-free environment. In this
sense the two writers follow the pattern of manitexs traveling to or settling in Florida before
them and creating an image of the state as Edenherlstudy on the idea of Florida in
American literature, Anne E. Rowe claims that ttages since the days of William Bertram’s
Travels(1791), “has been for the American imaginationmetely a geographical region but an
image, a garden, Eden-like, where the striving seeking, the rigorous pioneering and getting
ahead that characterize the Land of Opportunitybleas tempered and diverted by the languors
of a tropical climate washed by the Gulf Stream tedbalm of an always warm sutf.”

Moving to Florida, Hurston and Rawlings might hdek the same tranquility described by
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Rowe, and its flora and fauna provided them witagliterary inspiration. Rawlings’s
biographer Gordon Bigelow presents a similar vibat & less stressful, more sensual and
optimistic atmosphere of the state created bydatsmatural environment nurtured her literary
imagination. Bigelow positions Rawlings in a lioeromantics such as David Thoreau:
“Closeness to nature was as essential to hertag great romantics and like them she had a
feeling for the life in plants or rocks, in hills m a river, which resembled the animism of
primitive folk. With Thoreau she could easily habadieved that a pine tree when cut down
might go to a higher heaven than hers&lf.”Hurston presents a similar pastoral sensitivity i
depicting Florida nature, often using native plarid animals as the central symbols of her
work.

It should be noted, however, that Hurston and IRga& were aware of a problematic aspect
of pastoral imagination, its tendency to lapse woittering nature. The two writers perhaps
drew analogy from the metropolis / field relationethnography—just as ethnographic
researchers, albeit unwittingly, marginalize naties their cultural other, writers of pastoral
narratives often otherize nature as something kegloem and thus unfathomable. But it could
have been also that because they were female syriferston and Rawlings became conscious
of how in pastoral nature is made other oftensragsociation with women. Scholars of

ecofeminist perspective examine how the Southemevowriters review the male pastoral
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tradition prevalent in Southern fiction since amtélm romancé? Elizabeth Jane Harrison
discusses that women writers across racial linestgan the male pastoral mode which
represents the South itself as a Garden of Eddwetyme and identifies the Southern women
with the land. According to Harrison, Southerndscape in these women writers’ fiction
functions not necessarily as a metaphor for subomsand passivity of women/nature but rather
as “an enabling force” for their female charactérs.t ultimately envisions a cooperative
community in which the relationship between menaonden can be renewed into a more
egalitarian one. Christopher Rieger similarly sisesbond between women and nature
potentially empowering. He points out that Hursémal Rawlings “represent wilderness as
more than merely a passive field for the exercfsaasculine power, and they identify their
female characters with a vital, active nature nathan with virginal or despoiled Southern
gardens* Hurston and Rawlings are well aware of the varidichotomies such as
nature/culture, women/men, rural/urban, and wildssfimodernization that are abundant in
Southern narratives. Rather than simply accepliage conventional paradigms, however, the
two writers seek to revise or disrupt them throdghah’s Gourd Vin@endSouth Moon Under
which are their version of pastoral. While the Bas generally known for rigid gender norms,
Hurston and Rawlings paradoxically find a libergtaspect in Southern pastoral settings and

investigate the association between women andenathich is far from debilitating and rather
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empowering for women.

Moreover, through their version of pastoral nawedi Hurston and Rawlings critically
reexamine a contact zone between human and naitiia) is similar to what Leo Marx has
called a pastoral “middle ground” in American ldey imagination> Marx discusses that the
American pastoral narratives do not simply deny emotation and industrialization as they are
often considered to; they have in fact facilitatieel acceptance of industrialization by
incorporating the new technology into the naturalimnment based on the ideal of “middle
landscape.” Writing in the period when the Sowdd hindergone various degree of
modernization, Hurston and Rawlings were awardigfgroblem. The question of
modernization is arguably one of the most signifidapics for Southern intellectuals and artists
of the 1920s and the 1930s, and like many otheth®ow writers Hurston and Rawlings utilize
the pastoral mode to represent the Southern lapdsadfected by modernization.  Unlike the
Agrarians, however, Hurston and Rawlings did netlie antebellum Southern community as
an organic unit that would inevitably lead to ntgta exclusionism and political conservatism.
Rather, the two writers sought for a pastoral nedgtbund where nature and culture could come
into contact with each other. And more importaraky female writers they explore this
guestion of pastoral middle ground in associatidh yender. They link the process of

modernization to that of male domination over thiméle, and inquire if human and nature (and
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men and women) can create a harmonious, non-higcatcelationship with each other without
lapsing into binary thinking. Jonah’s Gourd VinandSouth Moon Undewith their marked
emphasis on gender and nature, epitomize the twersirexploration of these issues.
Hurston’sJonah’s Gourd Vinégraces how mobility and modernity brought numerch&nges
to the lives of Southern black folk. The novel®gagonist John Pearson epitomizes the
upward social mobility of post-slavery Southerndiasuccessfully adapting themselves to the
modernized world® The opening of the novel is clearly pastoralétiing, depicting John’s
family of sharecroppers living in rural Alabama.oha lives with his mother Amy, his stepfather
Ned Crittenden, and his younger brothers. Duei¢tidn with Ned, John soon makes his
departure from “over the creek” for more developedasulga where he would get a job and
education, and meet his future wife Lucy Potts. s #fst encounter with Lucy is a classic
example for rural/urban, nature/culture comparistien seen in the pastoral narrative mode:
“He felt ashamed of his bare feet for the firstaim his life. How was he to know that there
were colored folks that went around with their feietmped up like white folks. He looked
down at the feet of the black-eyed girl. Tinyiéitblack shoes” (14). Lucy’s black shoes, in
contrast with his own bare feet, brings John ih®recognition that there is a world beyond
“over the creek” where race, class, and gendeinénieately interconnected in complex social

stratification. The new world represented by Lgchoes is much more complex than in his
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rural home where the sharecropping system basicaiptains the uneven race relations since
slavery and determines the level of success ofiddals. From there, he travels through more
urban and developed Southern spaces, from “overrdek” to Notasulga and to Florida, namely,
to Sanford and then to Eatonville, the all-blackridn the then developing area where he would
become a minister. John’s whole journey attestss@daptability to modernized life style:
highly mobile and invested with entrepreneurial dsiet, he successfully adjusts himself to each
new environment in which “colored folks . . . wembund with their feet cramped up like white
folks.” As John appropriately says to his sharppiog stepfather, “Dis ain’t no slavery time
and Ah got two good footses hung onto me” (8).

As Bone and Yitah point out, John’s southward mosenirom Alabama through central
Florida traces a rather unstudied migration pattér@outhern blacks during the years of the
Great Migration. Hazel Carby’s claim that Hursthsplaces the urban migration of Southern
blacks by creating an ahistorical picture of South#ack folk has been influential, yet as
Bone’s recent argument clarifies, Hurston’s repméstéon of intraregional movement of black
population is no less significant when one consigeobility and modernity in the South.
Hurston does not necessarily give a negative pbdnathe impact of modernization on the
Southern rural communities. Her interest is ratheshowing the mobility of Southern black

folk and what that mobility implies—the folk’s culal flexibility and adaptability to
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modernity'® In order to present such a new picture of thettSainere rural black population is
on the move, Hurston creates a middle ground ofitbéern and the pastoral, an in-between
space representing the transitional state of trad folk. It should also be noted, however, that
while Hurston describes how Southern blacks mesinfthe decline of the sharecropping system
and the new mobility, she also touches on the gootist’s inner conflict brought by alienation
from nature through the process of modernizatioks the embodiment of this conflict, Hurston
uses complex symbolism and provides a subtle agtmp modernity. Train is arguably the
most significant symbol in the novel which repraselohn’s ambivalence as a modern subject.
With complex and conflated imageries of the tradnyston depicts both beneficial and
potentially negative affects of modernization te 8outhern rural communities. John’s first
encounter with a train which occurred when he ctoidotasulga epitomizes his ambivalent

feelings toward modernization:

... that great eye beneath the cloud-breathiraksrstack glared and threatened. The
engine’s very sides seemed to expand and conikad ffiery-lunged monster. The engineer
leaning out of his window saw the fright in Johfdse and blew a sharp blast on his whistle
and John started violently in spite of himself. eTdnowd roared.

“Hey, dere, big-un,” a Negro about the stationexalio John, “you ain’'t never seed nothin’
dangerous lookin’ lak dat befo’, is yuh?”

“Naw suh and hit sho look frightenin’,” John anseer His candor took the ridicule out of
the faces of the crowd. “But hits uh pretty thing. Whar it gwine?” (16)

This sudden appearance of the machine in the gasdeanlassic example of the pastoral “middle

landscape.” Through John’s contradictory responsieraitaneous fear and
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admiration—Hurston compellingly illustrates the reod man’s ambivalence toward

industrialization. It is both “frightenin’ and fetty,” and it builds up expectation for travel
and mobility (“Whar it gwine?”).  Also important ieer use of anthropomorphism. Trying to
understand or at least make familiar the uncanagence before him, John attributes human
(though monstrous) characteristics to the trainuchSorocess of familiarization taking place
within John’s mind precisely shows how the moderrapidly acknowledged by the rural
Southerners and assimilated into their daily laagsc

Significantly, the train also symbolizes John’seénsexual desire which is considered natural
and uncontrollable. As Anthony Wilson points dbg train “plays a double role in the novel’s
symbology: it signifies both sexuality and phapiewer and the encroachment of technological
and its attendant threats to community and Sélf. The association is evident in a scene in
which John converts in his mind the train’'s mecbahsound into the rhythmical repetition of
words: “Wolf coming! Wolf coming! Wolf coming! elika-black-and-dirty,
Opelika-black-and-dirty!” (41). The train’s enoraspower is here related to the predatory
animal (“Wolf coming!”), and the repetitive callirgf the place name Opelika anticipates John’s
sexual prowess: Opelika is a place where a wom#nwhom he would have an extramarital

affair lives. Sexual imagery associated with tr@ppears again when John works at a Florida

railroad camp. Workers at the camp sing about themen while spiking on rails, and John
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absorbs himself in the rhythm of the song:

He liked spiking. He liked to swing the big snutssed hammer above his head and drive
the spike home at a blow. And then the men hawhg that called his wife’s name and he
liked that.

“Oh Lulu!”

“Hanh!” A spike gone home under John’s sledge.
“Oh, oh, gal'”

“Hanh!”

“Want to see you!”

“Hanh!”

“So bad!”

“Hanh!” (106)

The mechanical movement of hitting spikes with emhreer has an obvious sexual implication,
and once again it hints at the close connectiowdxt the cultivation of nature and the
penetration of female body. The question her@isy does Hurston conflate the machine
imageries with sexuality? It is probably to elwatielthe problems modernity brings about, such
as, men’s disorientation from nature, structurenabculinist domination seen in the destruction
of nature. In order to emphasize these problerasstbn links industrialization and
masculinity to John’s sexuality and his domineeattgude and aggression toward women. In
other words, John’s deeply problematic masculimtihe novel represents the question of
modernity in the South and how it affects the livéSouthern black folk°

Compared tdonah’s Gourd VineRawlings'sSouth Moon Undeprovides a more traditional

narrative pattern of American pastoral. The n@yebnicles the lives of a “cracker” family
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living in a vast scrub area in central Florida. eTamily’s struggle for maintaining the
nature-oriented way of life reflects the authodmtemplation on the encroachment of
modernization to Southern rural communities. Tdralsis, in Rawlings’s view, the closest
point to wilderness which “has defeated civilizatio It is one of the few areas where
settlements have disappeared and the scanty pipuisiconstantly thinning? In this
near-wilderness space, people humbly live thegdiln harmony with nature. Like good
shepherds in pastoral narratives, they use landdxeér exploit, and protect and nurture animals
and environments. Even in these areas, howevataciowith the world beyond gradually
becomes inevitable. The scrub people now hunjustto feed themselves—they also sell
meat and furs to make their living. When they qauofit, they look through Sears catalog and
order clothes. They also cannot avoid interventibfederal and local governments when they
engage in so-called “illegal” activities, mainly oreshining and hunting during closed season or
in the preserve. The scrub in which they livehisstno longer nature itself anymore—it is
rather a volatile contact zone between human ahdeyavhere occasional conflicts are
inevitable.

As a way of depicting such conflicts between humad nature, Rawlings introduces the
conflicting concepts of natural and man-made lasvitha center of the novel’s plot. The

protagonist’s family, the Jacklins, and other sanitabitants are obedient to natural laws which
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equally influence plants and wild animals, as vaslthemselves. In wilderness where nature
still overwhelms human civilization, those are tmy laws they understand and respect. The
novel’s title South Moon Undeitself denotes one of such natural laws; it isghsition of the
moon by which the scrub people know the creatyraéern of behavior. The protagonist Lant

Jacklin explains how the moon influences the wiealgsystem of the scrub:

He could understand that the creatures, the fidhlaowls, should feed and frolic at
moon-rise, at moon-down and at south-moon-overthiese were all plain marks to go by,
and visible. He marveled, padding on bare feet ghasslat-fence of the clearing, that the
moon was so strong that when it lay the other sfdbe earth, the creatures felt it and stirred
by the hour it struck. The moon was far away, ensand it had power to move them. (110)

Here and elsewhere Rawlings depicts how Lant, Bacthbrought up in the middle of the scrub,
is capable of living in tune with the natural lawdde understands scrub animals’ patterns of
behavior based on natural cycles such as circadieh and change of season. Sometimes he
even feels a stronger connection to animals thdwiteans. Just before the above passage he
tries to hunt the deer and stops, because “[t]hegwtrangely dear to him. They were a part of
him, closer than his mother or his dogs or his {&@89). The idea that human can form a
spiritual tie with nature is closely related wittha Rawlings calls “cosmic consciousness.”
Gordon Bigelow explains it as an “intuitive, halfstatic awareness that birth, growth, and death
are one and good, and that the life which movesthies was the same life which breathed

through the forest and beat in her own heart. f8héhat the best way to know this life was to
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live as close as possible to nature, or at leasbree plot of earth where one could sense its great
simple rhythms#* The natural laws described$outh Moon Undearguably reflect such

model of human/nature relationship, and Rawlinggatterizes Lant as its embodiment. As a
part of the natural environment, Lant follows thes$ and uses his knowledge about the scrub’s
biological rhythm for hunting and farming.

By contrast, the novel depicts the man-made lavestageat to the cosmic view on nature.
Both federal and local officials impose and reioctonew laws and restrictions on hunting,
farming, fencing, and moonshining, which, to theubanhabitants, are potentially harmful
interventions against the community. Thereforeytland other scrub men firmly resist these
laws. Opposition to federal intervention itselthe Southern tradition since Reconstruction,
but looking closely at how Rawlings describes titwasion of Florida scrub helps one
understand what it meant for the scrub inhabitemitruggle against government revenuers.
Through her own experience at the scrub, Rawlings well aware of the conditions of Florida
moonshiners that were somewhat different from thiogee mountain states. Restriction on
moonshining had been relatively slack in backwdéldsida since the federal agents focused
more on large-scale rum-running related to orgahaame in the Southern part of the state.
Thus Lant’s grandfather Lantry who used to engageaonshining in the highlands area says,

“Floridy is a fine state that-a-way. Folkses hisrthe best in the world to mind their own
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business and not go interferin’ in nobody else”) (38 However, circumstances surrounding the
backwoods Florida were changed first by the taxafioo distillers since Reconstruction and then
by the enforcement of Prohibition laws in the 192@sich Rawlings quite accurately describes
in the novef® Her descriptions generally accord with the prekéstorical studies’ consensus
that moonshining in the rural South was practiceghiy by the people “who ranked near the
bottom of economic systemi® According to John J. Guthrie, The prohibition@uement

“fell disproportionately upon person who rankedméa bottom of Florida society” While

the large-scale smuggling controlled by organizéti& was the more serious issue, federal
agents “preyed mainly on easy targets such as-smalmoonshiners and destitute dealers who
possessed little knowledge of the legal systemvemuke stills contributed a mere trickle to the
river of liquor production in the staté® In Rawlings’s novel one of the characters aptly
explains such condition of the backwoods moonskirf&dow they’ve got the new law since the
war,” he said, ‘and nobody don’t belong to makeskhy at all, no-way, no time, tax or no tax.
And boy, don’t you think them new kind o’ revenosain’t comin’ into the state. And the
county, too. But now, hit’'s one thing for themastgers to find a still in open blackjack. Or by
a branch in the piney-woods. This here river $ g@other matter™” (222-23). The scrub
moonshiners usually do not confront the agentsratinr try either to hide their stills or to clean

them up before they are discovered, but on rarasiens their hostility toward the federal
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government results in the murder of the agentkaasry confesses to his daughter Piety in the
novel (45). Moonshiners’ resistance to the prdtohienforcement is, as William F. Holmes
notes, an attempt to “preserve a way of life thas Wweing threatened by the centralizing forces
then shaping American socie§.” The scrub moonshiners whom Rawlings lived amany a
modeled after irBouth Moon Undedemonstrate such attempt through their life style.

But there is more to such “outlaw” and anti-interirenist attitude of the characters than the
“cracker” declaration of independence. The opjpasiof the two laws (natural vs. man-made)
also exemplifies the difference of attitude towprdservation of nature between scrub
inhabitants and governments. Government offidtalsk that nature should be kept and
managed by men, while the scrub people considendblres as part of nature, not owning or
managing it. Interestingly, moonshining in the elo¢ depicted as something more than an
economic activity: It is a symbolic act of the dzqpeople’s harmony with nature. As | provide
an extensive discussion in the latter part of thigpter, moonshining represent human'’s efforts
to work in and for nature; it is a cerebration afrian labor, the value of hard work with the aid
of nature.

In addition to the law enforcement, interventiondugsiders is also depicted as a great threat
that would lead to the destruction of the scrubd®le ecosystem. The dispute over

cattle-fencing best describes tfifs. The Streeters, newcomers in the scrub, buildenpds to
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protect their cattle, ignoring the scrub’s freeganradition which had kept the harmony within

the community as well as with the surrounding emwinent. Lant, his uncle Abner, and other

scrub inhabitants threaten the Streeters in oadegrhove the fence and eventually get arrested.

Even though it costs the violation of man-made latwy try to follow the natural laws on

which the system of the scrub community is basednaaintained. Abner’s statement clarifies

this: “The law’s the law, and the law’s always chanbut they’s things beyond the law is right

and wrong, accordin’ to how many folks they he’phiarms” (257). To raise a fence in the

free-range scrub is to circumscribe the naturalrenment which originally had no border, and

thus unnatural. Through the scrub inhabitantsiggle against outsiders’ intervention,

Rawlings questions the artificial boundaries sehininature that are essentially at odds with her

cosmic model of human/nature relationship.

Hurston and Rawlings consciously use the pastesd@ation between nature and women in

order to critique modernity. Botlonah’s Gourd VinendSouth Moon Undenot only link

modernization with male domination but also showv tibe female characters uses that very link

to empower themselves in the face of oppression.soldoing, the two writers present an

alternative relationship between human and nature.

John inJonah’s Gourd Vingrovides a classic example for a modern man ketiveen nature

and civilization, struggling to find a balanced uiligl state. While he embodies the
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modernization of the South and the socially upwaability of Southern blacks during the early
twentieth century, he fails to control his “natlire.g., his sexual desire and moral weakness
which he calls “de beast within me” (88). All tlhugh the novel John attempts to resist and
control this “beast within,” but his guilt for bajra “natchel man” (122) in fact induces him to
act more oppressively towards women, which furthersens his situation. He dies in a
train-automobile accident immediately after gettintgp yet another extramarital affair, which is
highly symbolic of his futile attempts.  As Nath@mnant notes, John, “when guilty of abuses
against black women—which is to say as well thaytare also guilty of abuses against
nature—[is] met with powerful and consuming respsn® their transgressions.” In the
novel, voodoo represents the force of nature whiekes such “powerful and consuming
responses” against oppression. Hurston associates Voodoo practices with the fema
characters and emphasizes its empowering aspdtigior. Voodoo itself has been one of the
key concepts in Hurston scholarship. A numbetudiss have exhaustively discussed
Hurston’s illustration of Haitian Vodou ifell My Horse(1938) and its influence on her novel
Their Eyes Were Watching G(t937)*! Rachel Stein, one of the influential scholarthis

line, discusses how Vodou provides “an alternagpieitual model that reframes the binary
hierarchies operating within the denigration ofcklavomen as nature incarnafé.” While such

aspects can also be foundlonah’s Gourd Vingfew studies focus on the gender issue of the
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novel in relation to Hurston’s exploration of Voarm the American South that is well
documented both iMules and Merand its earlier and more academic-oriented ver$imodoo
in America” (1931)*

The Voodoo section iMules and Memand “Hoodoo in America” provides a significant
background to Hurston’s representation of natuckleer characterization of women in the novel.
In these anthropological works, Hurston reveals NMoadoo as a religion and conjuring
practices is closely tied with nature, and howistubts the hierarchical gender relationship.
Voodoo initiation rituals and magic acts are oftbaracterized by the use of animal symbols
such as snake skin, sacrifices and herbs. For@raktules and Mertells how Marie Laveau
(spelled “Leveau” in the book), the most famous deo queen in New Orleans, became a
practitioner when she was called upon by a ratiéke and how the snake always stayed with
her until her last momenMules and Men183-85). Luke Turner, the self-professed nepbew
Laveau, takes over the snake hide as a sacred sgmibavears it whenever he performs the
rituals (185). In Voodoo, association of natuespecially the snake) and women does not
have a negative connotation as it does in the @misontext. It rather symbolizes the power
which the Voodoo practitioners obtain through tloeintact with nature. The “two-headed
doctors” of Voodoo use a variety of animal saceficuch as chickens, sheep, and black cats at

the rituals and conjure practices. They also nfalkemedicines and conjure potions from

40



herbs, roots, and natural cooking ingredients. ifkluch heavy dependence on nature lies the
idea of Voodoo as a mode of transformation; iizgg nature and transforms it into spiritual (and
sometimes destructive) power. Whether a Voodootigeis performed to retrieve a lover or
cause a death, it works on nature to change thesstao.

Voodoo practitioners and worshippers do not hagiel gender roles and hierarchies.
“Hoodoo in America” introduces four female Voodo@agtitioners including Laveau, and shows
that both men and women can become the “two-heddeirs” with no visible hierarchy
between theni* Those who consult the practitioners are often @mmoo. An episode in
Mules and Merin which Zora works as a Voodoo practitioner unither guidance of Father Joe
Watson shows how Voodoo serves the plight of womérhe woman tells Zora how a man shot
her husband and nevertheless is likely to get selkavithout punishment: “But, honey,” she all
but wept, ‘they say ain't a thing going to be devith him. They say he got good white folks
back of him and he’s going to be let loose soothasase is tried. | want him punished.
Picking a fuss with my husband just to get chancghbot him. We needs help. Somebody
that can hit a straight lick with a crooked stick?05). The woman’s story notably shows how
the black women are positioned at the bottom okthmal power structure in the South in which
the whites rule the blacks and black men reitetsgaineven power relationship within the

community over women, while the voices of black vesnare kept unheafd. Such is the
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contemporary condition of black women which Hurstaould so aptly articulate as “the mule of
the world” inTheir Eyes Were Watching Gaahd these women, who are negatively identified
with nature and thus put in the margin of socidggperately need vengeance. That is exactly
when a Voodoo practitioner, in this context therai@r Zora, uses that very nature on behalf of
them and “hit a straight lick with a crooked stick By repeatedly depicting the black women in
cruel predicaments and how each practice workthfanm, Hurston presents the destructive yet
empowering aspect of female vengeance enabled &god

Voodoo also causes transformation within Zora /str.  While “Hoodoo in America”
provides detailed description and objective obg@maon Voodoo as a complex faith
system/conjure practicellules and Memputs Hurston herself at the center of the nareatwnd
shows how she participates in the Voodoo rituatk@mjure practices. As Menke points out,
“Hurston speaks not as a reporter, but as an egtigl black self* Her transformation is
shown in the rather abrupt ending of the book imctvitHurston cuts off the Voodoo story and
inserts a short animal lore about “Sis Cat.” la lbre, Sis Cat catches a rat and tries to eat him.
The rat tells her to wash her face and use her erdrefore she eats. While she is doing it, he
escapes. Sis Cat catches another rat which saygathe thing to her, trying to outsmart her.
This time Sis Cat replies, “Ah eats mah dinner waghes mah face and uses mah manners

afterwards,” and eats the rat (228). Hurston mesrthis story in the third-person, then
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suddenly shifts to the first-person at the lastesgee: “I'm sitting here like Sis Cat, washing my

face and usin’ my manners” (lbid.). Hurston’s o$¢he first-person narrative and her

identification with Sis Cat suggest that she ackedges the association between nature and

women, but as a black woman writer she can usesérgtassociation and turn it into the

transformative power. Because of its self-transfaiive aspect, Wall considdviules and Men

as Hurston’s proto-mother text in relationTioeir Eyes Were Watching Gdalt the influence of

Voodoo on her critique on nature and gender camlasound inJonah’s Gourd Vingespecially

in the relationship between John and the femaleackers depicted in the novel.

It is John’s second wife Hattie Tyson who most cedibly represents the complex association

between women and Voodoo. It is certain that Hurskescribes Hattie's use of conjure on

John based on her knowledge of Voodoo obtainedigiréner anthropological research. The

name of a conjure doctor An’ Dangie Dewoe whom idajbes to see clearly echoes an obeah

(the Bahamian version of voodoo) practitioner ADanhgie Deveaux / Andangie appearing in

“Hoodoo in America” (125, “Hoodoo” 321, 404-405)An’ Dangie tells Hattie to stand over the

gate of John’s place and eat some beans, andsayglsuse a black cat bone “so’s you kin

walk out de sight uh men” (126). The black catédalso appears Mules and Men Zora

herself joins a sacrificial ritual to get the bawethat she can perform conjure secretly:

“Sometimes you have to be able to walk invisibl&ome things must be done in deep secret, so
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you have to walk out of the sight of man” (207).

After An’ Dangie’s conjure, Lucy gets terribly siekd dies. John gets married to Hattie

soon after Lucy’s death, but after a while he camemember why he is married to her. John

says to her, “Hattie, whut am Ah doin’ married ftdu? ... Look lak Ah been sleep. Ah ain't

never meant tuh marry yuh. Ain’t got no recollentuh even tryin’ to marry yuh, but here us is

married, Hattie, how come dat?” (142-43). The whmlocess of turning away from Lucy and

marrying Hattie is now “uh hidden mystery” (144)Xohn, and it is suggested that he has been

under the influence of An’ Dangie’s conjure withégmowing. Nevertheless, John realizes

something is going wrong and becomes abusive, whikes Hattie to report the situation to

one of the church officers, Harris. Harris suggéisat she use the power of conjure, saying,

“Some folks kin hit uh straight lick wid uh crookstick. They’s sich uh thing ez two-headed

men” (147), which echoes the accusation of the wom&lules and Men mentioned earlier

(205). John eventually finds out he has been cedjby Hattie and beats her, but this marriage

and the subsequent divorce court already set himfoed course to decline.

Hattie is arguably the least likable charactehmmnovel. Yet Hurston also associates her

with the destructive power of conjure and contrastissubversive nature with the passiveness

and mothering personality of other female characteGenevieve West correctly points out that

“her stubborn refusal of cultural definition of appriate or respectable womanhood is unique in
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the novel. Hattie tries to make her own way. WIndaders may not respect the choices she
makes, her persistence in making choices for Hers#l for her husband, sets her apart from
other women in the novef” Unlike Lucy, Hattie has no intention of endurifghn’s change of
heart or his abusive attitude. When John blamefohenaking him marrying her, Hattie
replies: “Naw, Ah ain’'t no Miss Lucy, ‘cause Ah digoin’ tuh cloak yo’ dirt fuh yuh. Ah ain’t
goin’ tuh take offa yuh whut she took so you kihge and be uh big nigger over mah bones”
(145). And unlike John’s third wife Sally, she eedisplays a forgiving yet gullible
personality in her relationship with John. Whilattie basically represents the negative
stereotype of womanhood, she is also describeldeageingeful female self empowered by
Voodoo which is otherwise helpless in the face ehism social and physical power. In this
sense Hattie embodies Hurston’s twofold view onddamthat it is dark and horrifying yet at the
same time empowerir.

In contrast to Hattie, Lucy is described as a smiadt devoted woman who gives her husband
every possible support for his social successisygtievously betrayed by him through their
marriage. The first clear example for her victiatian is when her brother comes to their
house and takes away their wedding bed from prednary while John is away with some other
woman. Indignant at the brother, John beats hirangpthen is forced to escape for Florida.

After Lucy and the children accompany him in Eaibexand John succeeds as a minister, He
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again goes back to illicit relationships. Lucy ahd community members soon finds this out

but even then she helps John out of trouble byestggy that he should preach a sermon about

himself and show his honest repentance. Lucythfidness, however, is never rewarded. As

she gets sick, John gets more abusive to her. pit@ af her intelligence and the fact that John

owes her a lot for his success, Lucy seems paasge&/ulnerable in their marital relationship.

The nature of their relationship is indicated earin the novel, when John kills a water

moccasin that has been scaring Lucy for a long.timiéhough Lucy first appears as a brilliant

and spunky little girl with the gift of speech,tims scene she looks helpless and petrified by fear

By contrast, John effectively displays his masatyito Lucy by saving her from the danger of

getting bitten. The snake here is obviously th@ical symbol of evil and by killing the snake

and carrying Lucy across the creek, John succégsfuhquers the evil nature and obtains

Lucy’s love at one time.

While the idea of submissive womanhood seems ttydpp.ucy, her deathbed scene

presents much more complexity than is usually amred. Significantly, as death approaches

Lucy shows an unusual attempt to fight back agalokh’s abuse. She says to John, “Youse

livin’ dirty and Ahm goin’ tuh tell you ’bout it. Me and mah chillun got some rights. Big talk

ain’t changin’ whut you doin’.  You can’t clean gelf wid yo’ tongue lak uh cat” (128-29).

Though John slaps her after this remark, she dokegat upset and makes a final comment
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suggestive of his decline: “De hidden wedge wilineotuh light some day, John. Mark mah

words. Youse in de majority now, but God sho d@we ugly” (129). Also noteworthy is her

mysterious instruction about the deathbed. Shehel youngest daughter Isis who is modeled

after Hurston; “when Ahm dyin’ don’t you let 'emkiade pillow from under mah head, and be

covering up de clock and de lookin’ glass andiah €z dat” (130). Isis tries to perform her

mother’s instruction, but John and the neighbothayang at the deathbed stop her, quickly

removing the pillow and covering the mirror. Tleason Lucy asked Isis to see to these things

is never made clear, but according to the glossangton added to the novel, “[t]he pillow is

removed from beneath the head of the dying bedaisssaid to prolong the death struggle if left

in place. All mirrors, and often all glass surfaege covered because it is believed the

departing spirit will pause to look in them andt idloes they will be forever clouded afterwards”

(206). Elsewhere Hurston reports that “among tegribles of North American continent the

power of the dead to help or harm is common teweh @mong those who have discarded

hoodoo” (“Hoodoo” 319). She further explains wisatommonly done to a person’s deathbed:

“[t]he spirit newly released from the body is likgb be destructive. This is why a cloth is

thrown over the face of a clock in the death chamabe the looking glass is covered over”

(Mules and Mer214, “Hoodoo” 398). Being a devout Christian, zi€ dismissive about the

folk belief. Yet her demand for keeping the pillawd the mirror at their place could be her
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attempt to use that belief to prolong her own agiogi death and leave an eternal trace of her
departing spirit to the world of the living. Itwldl be her revenge on John for she knows that is
the last thing he desires. John has already hé@ariag from guilt because of Lucy’s long
sickness, and he in fact feels “glad” when she saysm, “Jus’ have patience, John, uh few mo’
days” (130). After Lucy’'s death, he is perpetuatiymented by the haunting memory of her
and the snake, which now embodies both the bibdéiciland the destructive power of Voodoo,
recurrently coming back to his mind though he thadthe dead snake was behind him” (185).
He eventually gets killed by a train which is a $ghfor modernity yet also horrifyingly evokes
the shape of snake.

On Lucy’s mysterious requests at her deathbed, ébslder argues that “[ijn providing
limited explanation for these requests, Hurstonamrtrol the significance seen in them by
readers unfamiliar with the rituals and thus smeaggl act of female retaliation into her novel
under cover of what might have appeared mere qaajerstition.®*® Hurston indeed uses the
seemingly superstitious Voodoo-based folk beliebrider to interpolate a narrative of female
vengeance. And by choosing Isis who is the ficlaiter ego of herself to carry out Lucy’s
dying wish, she also emphasizes the bond betweewdimen who are not only a mother and a
daughter but also the mutually trusted accomplicekis revenge aéf  Hurston secretly

encloses the story of female bond created in théegd of Voodoo, in order to critique the
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masculine desire for modernization which dismigkegype of spiritualism marked by the
conflation of women, nature, and the power of thadi

John’s journey is a process of “leaving behind” speitual tie with feminized nature in the
course of modernization, yet the fact that the \dmionagery associated with women repeatedly
haunts him attests to his ambivalent urge to netrtbat very tie with the natural (and as its
extension, the feminine). That becomes even al&anee considers his position as the
minister of an all-black town. Barbara Spiecemaggests that John is “a minister who has . . .
embraced the concepts and basic symbols of VoottooEven though John seems dismissive
about Voodoo on the conscious level, he lives aedghes in a Southern black community
where the spiritualism based on African traditiemains intact and has become blended into
Christianity. Advising Hattie to use conjure, Harsays: “Why hit’s in de Bible, Sister! Look
at Moses. He's de greatest hoodoo man dat Godeage. . . . Da Bible is de best conjure
book in de world” (147). And at John’s funeral ghreacher “preached a barbaric requiem
poem” and the hearers play the African drum whiséli is a symbol of voodoo: “They beat
upon the O-go-doe, the ancient drum. O-go-doep@ag, O-go-doe! Their hearts turned to
fire and their shinbones leaped unknowing to therdr Not Kata-Kumba, the drum of triumph,
that speaks of great ancestors and glorious walst the little drum of kidskin, for that is to

dance with joy and to call to mind birth and creatibut O-go-doe, the voice of Death—that
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promises nothing, that speaks with tears only,aritle past” (201-2). Critical rereading of the
Old Testament, which Hurston would further explor&oses, Man of the Mounta{i939), is a
vital part of the religious system of the Caribbea the Southern blacks who went through
enslavement. As a Southern black minister whaeiaimwittingly, has always been familiar
with the world of Voodoo through lore and supeistis, John embodies such cultural
hybridization. Ultimately, John’s Voodoo/Christignambivalence revolves around
nature/culture opposition against whose backdrepathole novel is structured. His final
sermon which, according to Hemenway, Hurston tdotoat word by word from the one by the
Reverend C.C. Lovelace of Eau Gallie, FL, on Mag®9, is a case in poifft. In the last part
of the sermon John incorporates into the traditi@faistian context the image of the train, a

machine in the garden which as | discussed eandrodies the pastoral middle ground:

| heard de whistle of de damnation train

Dat pulled out from Garden of Eden loaded wid caggm’ to hell
Ran at break-neck speed all de way thru de law

All de way thru de prophetic age

All de way thru de reign of kings and judges—

Plowed her way thru de Jurdan

And on her way to Calvary, when she blew for detcwi

Jesus stood out on her track like a rough-backeashiam

And she threw her cow-catcher in His side and tbisdb ditched de train
He died for our sins.

Wounded in the house of His friends.

That's where | got off de damnation train

And dat’s where you must get off, ha! (180-81)
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Hemenway points out that the imageries used inpgassage “were familiar to most black
congregation in the South, and many of them cdlrbstiheard in black churches. The train
motif is well known.*®  Yet these familiar imageries also integrate thire/culture

symbolism Hurston works on throughout the novelhe Tentral motif of “damnation train”
clearly symbolizes the encroachment of moderninatiot it also evokes the shape of the snake
which especially in the context of Voodoo represehe power of nature. The train invested
with dual images thus tells about the conditiomaidern men having gradually lost touch with
their tradition that had been closely tied withumat and yet still possessed by its uncontrollable
power. Being such a modern man himself, John b&lsuudience to get off the train to
interrogate if one could find a balanced state betwnature and culture. Through John’s
struggle, Hurston vividly depicts the consciousr@fssontemporary Southern blacks
experiencing a change in their relationship wittur&in the course of modernization.

Like Hurston, Rawlings ilsouth Moon Undetoo engenders nature/culture dichotomy.
What is significant about the fencing episode dised above is that Rawlings, as Rieger
correctly points out, “associates these man-madedbries with the social restrictions placed
on women at the time, challenging their naturalrmesktheir legitimacy” (201-2). She
guestions the rapid modernization which arbitracilcumscribes natural space and negatively

affects its cosmic balance. Through her repretientaf subversive female characters,
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Rawlings explores the possibility for humans tcateealternative space where they can
harmoniously coexist with nature. The charactachsas Piety, Kezzy, and Annie Wilson, who
often deviate from the gender role of their peod disrupt the notion of what is natural for
women, play a significant part in Rawlings’s versf Southern pastoral. For they represent a
possibility for constructing a more egalitarianatednship with both the men and the land.
Rawlings’s representation of strong and indepenfienale characters is firmly based on her
own experience in the scrub. In summer 1931, Reyslmoved from Cross Creek to the scrub
to live with Piety and Leonard Fiddia, after whohe losely modeled Piety and LantSouth
Moon Under She stayed there for two and a half months see and record backwoods life
style, customs and peculiar idioms which, thankii&ir isolation, the community had preserved
in an even purer way than the Creek people did.wliRgs’s strategy in collecting materials was
apparently to immerse into the scrub life andits@unding environment, but as Bigelow
reports, she was never secretive about the obgeofiner trip and quite openly asked questions
and took notes while she was with the scrub inbakif* She was accepted by the community
without a major trouble probably because she shaweksitation in witnessing and engaging
in activities inside the community that were oftéegal from the outside perspective.

Rawlings herself reported this to Maxwell Perkins:

Possibly you wonder how | gain the confidence ekthpeople without being a cold-blooded
spy who intends to “use” them. It is so easy fertalive their life with them, that | am in

52



some danger of losing all sophistication and pextspe | feel hurried sometimes, as though
| must get “written out” in this country within theext few years, because so much is no
longer strange or unusual to me. The life in ttrals is peculiarly right.  While | was there,
| did all the illegal things too; stalked deer wéhight at night, out of season, kept the family
in squirrels, paddled the boat while my friend dyited mullet, shot limpkin on the river
edge and had to wade waist deep in cypress swaggt tom?**

As Rawlings got deeply involved in the routine aitiés of the scrub community, she found the
boundary between insider and outsider as well asand women become blurred in the life in
the wilderness. Though the backwoods culture twhvbhe came to feel attached presumably
had the most rigid gender codes, the result wasfg) she withessed and/or engaged in
traditionally male-dominating activities from humgi and fishing to helping moonshining, partly
because gender roles in the backwoods community mech more flexible than they were
commonly considered to be. It could thus be daadl Rawlings’s view on gender and nature
was nurtured through her observation and partidpah the scrub life which taught her the
paradoxically delimiting aspect of nature.

In the novel, Rawlings shows how the wildernessrggenables the less rigid conception of
gender. Annie, Piety, and Kezzy respectively emgltsaeth flexibility in the gender roles of
backwoods community. At the fence-raising scerthénfirst chapter, Annie works and jokes
around among men while other women stay insidetiogat Her bold attitude and
unconventional behavior often shock other womed,ditit a bitter remark from Piety’s mother,

Mrs. Lantry: “Tain’t mannerly no-ways to go scapedcrost to the men-folks that-a-way” (18).
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Nevertheless, Piety in her girlhood is stronglyaatted by Annie. After the fence-raising, the
Lantry family has a huge feast with dancing. Pgags Annie dances furiously with Lantry,
while Mrs. Lantry refuses to dance with him. Thefm sweet steam” that “came from
[Annie’s] flesh” fascinates Piety (27). Here Rawgs stresses on Annie’s physical and sensual
appeal and positively associates it with healthiandr contentment.

In contrast to Mrs. Lantry, Annie and Piety shdmeirt willingness to enjoy life in the nature.
When Mrs. Lantry dies, Piety recounts how her motbeused on the pain and hardship of

making a living while she loves a simple yet strptgasure offered by the life in the scrub:

Breakfast was good, and dinner and supper, arttleashuff afterwards. The tug of the plow
at the arms was good, and the sight of new cane@mmdsprouting green above the earth.
Deer, big-eyed and curious, and their spotted fataxssquirrels upside down on a pine tree,
black-backed and glossy, flicking their tails; také small creatures that crossed her path were
good to watch. She had never understood her nistipermblings. (42)

Like Annie, Piety is characterized by her love @limple life style, her reluctance to accept the
gender role traditionally assigned for women, aeddelebration of labor in nature. She
prefers working in the field with her father Lantoystaying inside doing housework with her
mother and her sister Martha. She also learnstb@hioot a gun and hunt small animals,
which her mother and her sister would never do.etyRand Lantry develop a closer relationship
with each other than with anyone else in their fgnwhich sometimes makes the other female

members of the family feel envious or hostile. Tmether even condemns Piety for doing field
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work “jest to git away from the housework.” Thehfar Lantry, however, passionately defends

the daughter: “Don’t none of you know what you'agkin’ about. She perfeckly enjoys it.

She’s got a knack for it, hit comes to her natu(@B). By making Lantry insist that a woman

could be “naturally” good at the work that is traially considered to be men’s, Rawlings

indicates that the gender conception in the naduested environment of the scrub could be

more flexible than it is usually expected to be A man like Lantry would not even care if his

daughter does not remain in the “women’s spherélbwever, the meaning of the word

“natural” fluctuates as Piety reaches marriageabke Becoming aware of his declining health,

Lantry starts worrying about Piety’s future andsaedes her into marrying Willy Jacklin who

had courted her for a while in a rather awkward mean Seeing the daughter’s apparent

disinterestedness, he tells her: “A man o’ your ewratural. Seems like ever’thing go along

better when you do what's natural” (52). This tithe word “natural” is used to stress the

necessity for Piety to submit to the traditionahder norms embodied in marriage. Even

though she does not exactly understand its sigmtie, she accepts her father’s advice and

marries Willy.

Despite her father’s encouragement, however, Rmiyd never consider this marriage as

“natural.”  All through her married life she remaiamotionally distanced from Willy: “She felt

a detached affection for her husband, but whendseomt of her sight she seldom thought of
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him” (54). One night, looking at him sleeping @dlup like a dog, she thinks: “it might just as

well be a dog curled up in the bed, for all théedt#nce it made to her, one way or the other. A

good dog, that fetched and carried as she told fliond.). Thus even when Willy dies of an

accident at a timber camp, Piety does not makecamyments on his death and focuses more on

Lantry who has a terrible fit and dies from exaagien with his son-in-low who is, in his

opinion, “the fool to make a pore widder-woman g‘tee before her time” (75). Piety’s rather

thin affection for Willy is partly attributable tine emphasis Rawlings places on the

father-daughter relationship. Only Piety and Lyimrthe family share the love for the scrub

and make great efforts to stay there, and Piety tetiches that love to her son Lant, who would

likewise choose backwoods life. Since she is tilg person in the family who knows that

Lantry killed a federal agent in the highland alevfto the scrub, she understands his loneliness

and his affection toward wilderness. Through deswy how the father and the daughter

respectively develop a harmonious relationship withenvironment beyond their gender roles,

Rawlings tries to present a human/nature relatipnsithout using the literary convention

which associates both women and nature with pagsiad submissiveness.

Kezzy, the step-daughter of Zeke and a niece oféAWilson is another female character

who calls existing gender norms into question. [bive story between Kezzy and Lant forms a

significant subplot of the novel, but it is les®aba romantic relationship in the idyllic settiag
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in the existing pastoral tradition: It is more abaun ideally equal relationship between man and

woman which is made possible by the wildernessnggett In stressing this, Rawlings contrasts

Kezzy with his first girlfriend Ardis. Lant’s refimnship with Ardis seems to be a classic

example of romantic love, with the girl represegtiraditional womanhood. Ardis who is from

a more populated and developed area makes a stootigist to Kezzy growing up in the scrub.

While Kezzy is strong-minded and sturdily builtdis is extremely shy and her body looks light

and fragile. Ardis’s frail and helpless look atiaLant as a sign of feminine sophistication, but

that very feature irritates Kezzy and Piety. Kegays, “she ain’'t got too much sense. She’s

pretty and soft-like. | reckon that’s all a mannig” and Piety replies, “Well, ‘taint all a man

needs. Pertickler a man fixed like Lant. Shedsfine-haired. That’s what she is” (268).

This comparison is apparently based on the coutyyivilderness/civilization binaries often

found in pastoral narratives, but through her dsbese opposing values, Rawlings makes clear

that the conformity to gender norms is not necdygssomething “natural” but rather culturally

constructed. That Ardis seems much closer tottoardil womanhood than Kezzy and Piety

suggests that gender roles in the wilderness aeelpgically quite blurred.

Like Piety, Kezzy is less interested in marriagés Zeke aptly states, “You kin gentle a wild

hog and a raccoon and a 'possum and a wild horseven knowed a feller had a rattlesnake in

a barrel. He claimed hit knowed him and wouldirike. But don’t git nary idee you kin
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gentle a woman has got no mind to be gentled” (19Here Rawlings uses the association

between women and nature as well as the one betwarstage and domestication of animals,

only to emphasize Kezzy’s untamable character anghower to be able to make her own

decisions. She eventually marries Lant’s cousev€but remains self-determined mainly

through her willingness for labor. In pastoraliten, it is usually a faithful husbandman who

represents the value of labor in living close ttura  Rawlings revises this tradition by giving

the husbandman’s role to her female characteranilé8ito Annie and Piety, Kezzy does not

hesitate to do men’s work, and her hard-workingireaimarks a sharp contrast to Cleve who

never works constantly.

Toward the end of the novel, Rawlings redefinesntieaning of the word “natural,” and in so

doing indicates the possibility of more equal meswbmen / human-to-nature relationship.

When Cleve betrays the scrub community by informimgrevenuers of the location of the

moonshining stills, Kezzy faces the dilemma of ding either her husband or the communal

values of the scrub. Ultimately she decides tpéziple know Cleve’s betrayal, saying, “Hit

ain’t natural for a woman to go agin her husbangatever he do. But 'taint natural for Cleve

to do what he’s a-doing” (308). Here Rawlings gitlee word “natural” two conflicting

meanings: The first half of the sentence cleariynisao the gendered conception of what a

woman is supposed to do in marital relationshipjedine second half implies a larger, more
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ethical value which encompasses human and theiroemuent.  In choosing to protect the

whole scrub community, Kezzy chooses a largericglahip between men and nature which

goes beyond the existing gendered human relatipnshi

Cleve’s betrayal marks a climatic moment in theelov It is described not only as the

betrayal against his own people but also as thatem of natural law which is the significant

theme of the novel. By contacting the federal égeDleve breaks the “natural” balance

between the people and the surrounding environthabhad been sustained through

moonshining. Throughout the novel Rawlings suggt®t moonshining is not simply a means

to make a living; it provides harmony between husnaind nature. Rawlings describes Lant

working in his still in complete accord with thetaee of the scrub:

He liked the smell of the sour mash and the hettetopper. When he ran a charge at
night, he liked the blue flame of the burning aslhie black of the night, and the orange glow
on the sweet-gum leaves. Here he liked the intymath the hammock. Its life washed
over him and he became a part of it. The scruldgosent its furred and feathered
inhabitants past him to eat and drink, and he bhadtrub were one. (224)

Here Rawlings presents her version of pastoral laigecbund, a contact zone of human and

nature where Lant and his moonshining still pelyelglend in with the surrounding environment.

The dense vegetation of the hammock hides theasiillprotects it from outsiders, and there

Lant sits working quietly, with the tentativenessaavild animal, to the extent that he becomes a

part of the entire ecosystem of the scrub. Thaperfect example for a man laboring in nature,
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the idea of which Rawlings tries to present thraughhe novel. While the act of moonshining

is “illegal” from human perspective, it is actuathye federal agents who dare to intrude into

nature and destroy it. Under Cleve’s instructibiey find Lant’s still and burn it down, which

leads to the destruction of the hammock surrounidirf@he trees in the swamp had burned for

forty feet around, and the flames had licked famip the hammock. Sweet gum and magnolia

and hickory and palm stood sick and charred” (314)ant, “trembling like a rabbit,” laments,

“Hit'll be a year 'fore the hammock’s green aginbifl.). Significantly, here Lant is concerned

more about the environmental disaster than abeudiéistruction of his still itself. He can build

a still again when the agents are gone, but thieayesl nature is not easily retrievable.

Though it might sound paradoxical, Lant’s concennthe nature of the scrub hints that

moonshining has created a non-exploitive relatignbbtween human and nature. Through

moonshining, Lant demonstrates how humans canpsighie assumption that they are

fundamentally different from all the plants andattees, develop cooperative relationship with

nature beyond the form of domination and be a Sagmit part of the cosmic environment.

At the ending of the novel, Lant and Kezzy finddgcome united as a couple, and Kezzy

proposes that they get married and work togethamaw still: “You and me git married, and me

to he’p you at the outfit?” (332). Kezzy reimagnearriage as a cooperative work of a couple,

and moonshining here represents a collaborativé& somen and women in nature which was
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lacking in her marital relationship with Cleve. W¢hRawlings has described moonshining

mainly as a male activity up to this point, sheasggests that it could be done by both sexes,

and could be a means to develop a harmoniousaesdtip with each other, and with the scrub.

As Kezzy’s final statement shows, the wildernessrggopens up a possibility for a more equal

and less hierarchical relationship between menwarden, and between human and nature:

“‘Man, the scrub’s a fine place to be,’ she saidf things ever gits too thick, you and me jest

grab us each a young un and a handful o’ shellgl@duns and light out acrost it. I'd dare ary

man to mess up with me, yonder in the scrub™ (333)

In Jonah’s Gourd VinandSouth Moon UndemHHurston and Rawlings reexamine the

relationship between human and nature with empluasits correlation with gender. Through

that process, both writers characterize their gasts as a kind of hybrid subjects, who work

as mediators in the contact zones of nature aridreul The two authors also examine the

contemporary South undergoing modernization anctate them as the space where various

opposing elements encounter and seek ways to néeovith each other. Hurston seems to see

less harm in the modernization of the Southernkotaenmunities and rather seeks for a way to

incorporate their tradition into modern life. Thatwhy Hurston does not bring a scathing

indictment against John. While she is apparentlyesnsympathetic to Lucy, she at the same

time finds in John the embodiment of Southern mdtuiture contact zone. Whereas Hurston
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tries to look into the possibility of a balanceddaiie ground between nature and culture,

Rawlings is drawn more by wilderness itself. Conepgao Hurston, Rawlings tends to fall into

the mystification of nature as seen in the maleqguaktradition, which, as Rieger points out,

might lead to othering of nature she aims to anighrough the novel. Rawlings’s tendency to

idealize the untouched wilderness sometimes lead®hreaffirming the more traditional

pastoral narrative mode which romanticizes and eras nature as “virgin land.”  To

Rawlings, the nature of backwoods Florida was aleshew discovery. To a fledgling writer

who just found a perfect material, nature was sbimgt‘out there” that needed to be made

familiar through her writing at least at the tinteesvas working on her first novel. In later

works such a3he Yearling1938) andCross CreeK1942), Rawlings would reach to a more

nuanced view concerning whether humans can buikhaal relationship with nature beyond

romanticization or subordination (which are bothrie of othering), yet isouth Moon Under

which was her first novel to deal with Southerndsiiness landscape, she was yet to resolve her

own pastoral impulse.

We should avoid simply attributing the differenaveen Hurston’s and Rawlings’s attitudes

toward nature to their racial difference, espegiaficause that is exactly what perpetuates the

“critical segregation” of the two writers. Yetthis point it could at least be said that Hurston,

as a writer of the Harlem Renaissance, more ofientdack womanhood strongly associated
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with nature in the contemporary literary discours8y and large the writers of the Harlem
Renaissance used this association to meet theititekary purposes. Jean ToomeCane
(1923), which fully uses the nature-woman assamiaith an imagistic way, is one good example.
As a black female writer, Hurston was aware ofdaeger that such an association could be used
negatively against women and thus it was thus mmggnt for her to turn that negative
association into something empowering in a waywaild be convincing to her heterogeneous
audience. Meisenhelder suggests that the pastettalg of Hurston’s fiction could potentially
be a device to tell about the “models of black mésity and of female resistance to male
oppression” to black audience while masking it vgjttaint images and languages popularized
for white audience (36). Ironically, however, cemiporary critics of her work, especially male
black writers such as Richard Wright and Sterlimgvi, generally failed to understand
Hurston’s motives and criticized the seemingly eyaagted quaintness of the settings and the
language of her Southern narrati¥@s. For that very reason it is important to rereaddthn’s
fiction from the pastoral context in order to fulxamine how she, as a Southern female black
writer, created interventionist narratives throungh re-vision of pastoral tradition and her

exploration of Southern mobility and modernity.
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CHAPTER TWO
MasterworksTheir Eyes Were Watching Gdiche Yearling
and the 1930s Literary Culture

Their Eyes Were Watching G¢tP37) andlhe Yearling1938), Hurston’s and Rawlings’s
masterworks dealing with Florida folk cultures, e/@ublished in two successive years in the
late 1930s during which the South and the natiorewgll struggling their way out of the
Depressiort. The nation-wide crisis caused by the Depressias mot only economic and
ideological but also cultural. As Richard H. Pellserves, it “confirmed [intellectuals’] belief
that American ideals were dangerously distortedwamdal, that competition and acquisitiveness
were eroding the country’s social foundations, thatquality of human life under capitalism
offered men no sense of community or common expeei€ Intellectuals of the 1930s were
sensitive to the demoralizing effect of capitaliemthe previous decade and were consequently
“attracted to societies that seemed outside the gfatapitalist civilization®* Thus many
writers and literary critics from Sherwood AndersBdmund Wilson to James Agee traveled to
the more rural regions including the South and @qal their folk cultures and rural
communities.

It was also the period in which the South gainedrtational attention for its economic plight
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and the subsequent New Deal, which is epitomizethéyresident Franklin Roosevelt’s famous
statement in a 1938 speech that “The South presghtsnow the Nation’s No.1 economic
problem—the Nation’s problem, nor merely the Sauth’ The FDR speech was tied together
with the National Emergency CounciReport on the Economic Condition of the Sputhich
addressed the problems such as the failure otivadl agricultural economy, its general
inefficiency caused by sharecropping system andbitieof mechanization, low wages,
unemployment, and child labor, elicited a hugersitbe to the region’s economic plight within
and beyond the South. The idea that the South’s economic disaster csefibusly affect the
nation had a considerable impact on the contempatdtural discourse. Leigh Ann Duck

argues that

discussion of Southern culture from the early oldte 1930s demonstrates two somewhat
conflicting shifts—a sharpening perception of agmous Southern difference and an
increased desire for greater interregional undedstg. Accordingly, where many liberal
regionalists sought to reform the nation by expagdhe role of regions in understandings of
national culture, liberals and leftists focusedio& South sought chiefly to reform the region
by increasing its cultural, economic, and legaégnation with the larger United Stafes.

Not only the 1938 NEC report mentioned above bat abntemporary cultural discourses
(novels, essays, documentaries, and so on) problenthae striking cultural difference of the
South from the nation which often implies the reggdbackwardness. Such a discourse about
the Southern backwardness incited mixed responses3outhern intellectuals. Among them,

the most conservative one came from the VandeXiiarians who idealize antebellum
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Southern community as the final bulwark againstitideistrialization and capitalist invasion of

the North, but there were also different shadespaiions expressed by the contemporary

Southern intellectuals and writers including Hursémd Rawlings. Because of their experience

of moving back and forth between the northern Iltigcand the rural South, between the

national and regional cultures, Hurston and Rawlidgveloped a relativistic view on the

relationship between the nation and the region. eyTditimately rejected the view that the rural

South was economically and culturally holding b#ek nation while avoiding the

romanticization of Southern past. Their shared@gnaphic concern in the Southern folk

culture is also at the basis of their cultural tielam; they neither saw the Southern rural folk

culture as underdeveloped nor allowed themselvesritimentally identify with the folk.

Hurston’s famous metaphor of “tight chemise” at bleginning oMules and Meriully explains

how her mobility and the consequent acquisitioagdemic research method enabled her to see

her Southern home from a different perspectiveotiern black folklore] was fitting me like a

tight chemise. | couldn’t see it for wearing itlt was only when | was off in college, away

from my native surroundings, that | could see nfyl#ad somebody else and stand off and look

at my garment. Then | had to have the spy-glagsdiropology to look through at that” (9).

Rawlings’s experience of southward move also madebntemplate the position of the South

and herself in a broader literary context. In @40 essay titled “Regional Literature of the
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South,” she claims that “the New Yorker’s accep&othis subways and his taxis and his cliff
dwelling seems as outlandish and worthy of notare8labama poor white’s acceptance of
mules, drought, and the boll weevil” (382) and dssas regional writings which merely trace
the superficial elements of regional (often rurad guaint) cultures. She separates such
writings from more serious literary works that afeiniversal and permanent value and insists
that the latter should provide “the inner revelatad mankind, thinking, and moving against the
backdrop of life itself with as much of dramaticpminted effect as the artistry of the writer can
command” (385). Gordon Bigelow states that Ravdimgoncern about this issue could be
linked to the fact that “she had worked on botfesidf the fence which divides local color from
literature.” As a “Yankee” writer who migrated from New Yose started her literary career
with picturesque and reportage-like “Cracker Cimg$” (1930), but later developed her idea of
the poor white Florida and its folk culture throughrks such aSouth Moon UndeandThe
Yearlingthat are less local-color and have more univexgpeal. The fact thdthe Yearling
won the Pulitzer Prize in 1939 and was adaptedarftion in 1946 shows how this change of
direction enabled her to obtain a broader and lasting readership.

Both published in the late 1930&heir EyesandThe Yearlingorovide an interesting example
of how Hurston and Rawlings, based on their expegeof traveling between the South and the

nation, responded to the economic and cultural ehycegof the Depression era. However,
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surprisingly few scholars have considered the taxefs in the context of the 1930s cultural
discoursé It is partly attributable to the two writers’ ament distancing from cultural
radicalism and protest literature. In her 193feletio Maxwell Perkins in which she describes
the Fiddia family she modeled after Lant and Piretgouth Moon UndemRawlings is amazed
by “the utter lack of bleakness or desgafitalics original) in their lives in spite of tireabject
poverty. She goes on to note that “[w]hatever glgestory turns out to be, it will not be a

gloomy, morose ‘novel of the soil,” which appargroints to the contemporary proletarian
literature focusing on the predicament of rurak$s! Throughout the 1930s Rawlings
persistently distanced herself from the “novelhs so0il” and the era’s demand for artists’ social
commitment. In another letter in which she talkewt Steinbeck’Ihe Grapes of Wrath

(1939), even though she basically praises the slwkadmits that “[tjhe experience of reading

it is a nuisance for an escapist, for all the damasciousness, and conscience, that you've been
ducking for years* Her reluctance to write politically-oriented fim is closely tied with her
irritation with popularized regional writings, atidegional Literature of the South” in fact

makes a scathing criticism on that type of writibgdinking them to the New Deal and its
federal cultural programs: “Regional literature’the best of my knowledge, is an expression

only a few years older than New Deal phraseolodyis as glib as W.P.A., C.C.C., and

N.R.A. ... | believe that the phrase ‘regiont@rature’ is not only false and unsound but
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dangerous to a sharp appreciation of values, ®litking of the two words has brought in the
connotation that if a piece of writing is regionls also literature” (381). Rawlings goes on to
argue that a work of regional literature shouldibarersal while firmly based on concrete
cultural traits which gives it the aura of realéyd many of the regional writings of the period,
which obviously reflect the cultural discourse loé Depression and New Deal, do not satisfy
these conditions. Her apparent determinationgsatiiate herself from the decade’s sensibility
thus precluded her work from being examined inti@heto the contemporary economic and
cultural circumstances.

Similarly, critical history ofTheir Eyeseveals how Hurston scholarship came to avoid
reading her works in relation to the 1930s cultdiatoursé? In his well-known review of the
novel Richard Wright censured Hurston for not gmigviding for white readers’ preference but
also carrying “no theme, no message, no thoughi’would make a commitment to the
contemporary ideological sphefe. Hurston counterattacked Wright in her reviewoicle
Tom’s Children(1938), insisting that he provides a typical “piet of the South that the
communist have been passing around of late. Aaligmopeless section ruled by brutish hatred
and nothing else’®* The controversy between them was somewhat renbwéte scholars of
the 1970s black feminism whose attempt to reconsideston as a pioneer of female writers in

the male-dominating (and often Communist-orientddgk literary society of the 1930s

73



consequently extended the critical divide betweasauline and politically charged Wright and
female-empowering but less political Hurston. Mwareently, Hazel Carby reframed this
argument by adding the modern/pre-modern, urbaai/divide to the Wright/Hurston conflict
and discussed that Hurston turns away from theecoporary social crises blacks in urban areas
are experiencing by making a nostalgic attemptrésgrve the Southern rural black folk
culture

This series of critiques arguably have created tdnis image as a writer with less social
concern (or of more conservative vein), but asigfil Maxwell points out, what is often
overlooked in this debate is that both Wright anadtbn present “versions of African-American
cultural belonging pivoting on the rural folk angithrough intercultural contact in America’s
echtmodern cities. Contact that guaranteed somecselciousness about the reciprocal
nature of southern and northern, rural and urb@lk,@nd mass identifications> Against the
premise that Wright represents a new urbanizekldalture of Northern cities while Hurston
speaks for the Southern rural folk culture, the twiers in fact have a very similar experience
of South-to-North migration and construct theirdd@bout the folk through that experience. In
other words, they base their literary revisionha folk culture not on their birthplace but on
their mobility and urban diasporic experience bealytreir Southern home. A similar argument

can be made about Rawlings whose Northern/urbakgbaend paradoxically motivated her to
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migrate to the rural South and explore its folkard. Her exploration of Florida “cracker”
culture is not merely a nostalgic pastoral retteat quaint place; it is interlocked with an
increasing national concern in folk culture an@mpts to critically examine urbanization and
capitalist society from the perspective of regionfs Bigelow illustrates, “[e]Jconomic
catastrophe and social unrest produced a widespeeagval of interest in the regions, so that
life in the village began to receive new scrutisyaasource of those virtues which could heal the
ills brought on by too much city and too much bigsiness,” and Rawlings’s migration
coincided with this increasing interest in linkitige urban and the rural as a means of social
critique®

Hurston’s and Rawlings’s mobility between the Nerthbig cities and the rural South, and
between the national and the regional led thene¢gamine the values of Southern folk cultures
often neglected or simply considered underdevelop&wbth writers sought to find what
Southern sociologist/regionalist Howard Odum cali¢dew equilibrium or balance . . . between
man and nature, between geography and culturegleetwrban civilization and rural culturg.”
Sharing the contemporary intellectuals’ renewedrast in rural life and regional culture,
Hurston and Rawlings critique modern urban caitalociety through their investigation of
Southern black and poor white folk communities. erSmg conservativeness of their political

stance (or lack thereof) thus does not necesgamigiude their works form being considered in
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the 1930s contexf Rereading heir Eyes Were Watching GaddThe Yearlingogether, in

fact, reveals how Hurston and Rawlings, acknowlelgirespond to the Depression-era cultural
discourse. While the two novels do not expresgipetsent the contemporary socio-economic
crisis or radical ideologies, they deal with popugsues of Depression narratives such as the
impact of poverty, racial and class inequality, anchmunal survival under critical economic
condition. In this sense they share the contermpovéters’ strategy to expose social problems
and the reality of poverty and to sympatheticaliytmait the poor and the marginalized. Both
Their EyesandThe Yearlingout a considerable emphasis on the cultural iittegnd
self-sufficiency of the Southern rural folk commiies in the face of harsh economic and social
conditions. Rawlings refuses to victimize the Karbackwoods people and instead finds in
their culture an affirmation of life which she tkiis often lacking in the contemporary fiction.
To her, recording the beauty and the vitality @& tblk culture was necessary in representing the
Florida poor white community, which is perfectly leodied in calm, thoughtful and

nature-loving personality of Penny BaxterTine Yearling Hurston too tried to depict the
empowering aspect of communal life while acknowiedgconomic and racial problems in the
segregated South. Through reaffirming communati§®outhern rural folk as a means of
survival under harsh social and economic condititimes two writers present a critique on

capitalism in a way very typical to the 1930s crdtuiscourse. As | discuss later, however, the
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novels also reflect the authors’ individualistiadencies, which irreconcilably complicates their

version of Depression narratives.

Also worth noting is how Hurston and Rawlings irmanate Depression narrative into the

two novels’ bildungsroman plot. Through the claggiming-of-age stories of Janie Crawford

and Jody Baxter, both authors reveal the processich their protagonists face the reality of

the world surrounding them as they come to maturig§oth writers effectively use natural

disaster (hurricane and storm respectively) agmifgant turning point of the story, through

which the protagonists become aware of larger spoidblems their communities incur.

Moreover, Huston and Rawlings parallel the protagishacquisition of mobility as a metaphor

with their psychological development. Through éanand Jody’s travel within and beyond the

Southern rural communities, the two authors preaanbde of self that is in constant contact

with the broader world.

In Their EyesJanie’s southward movement represents her imarensio black folk culture

through class descent, which eventually preparegrogth to maturity. Janie is brought up by

her grandmother Nanny who believes that “[d]e niggeman is de mule uh de world” and thus

wants her granddaughter to marry a rich man and hawasy life “sitting on high” (14, 16).

She first marries Logan Killicks who owns “sixtyras” and “the onliest organ in town, amongst

colored folks” (23), and then Joe Starks who be@astore-owner/mayor of newly built

77



all-black town Eatonville. Like John PearsonJonah’s Gourd Vingthese two men—one is a
land owner, the other, a successful entreprenalittenfounder of an all-black town—exemplify
the upward social mobility of Southern blacks. Tifewith them ensures Janie financial
security, but deep down she remains dissatisfie@thwhen she learns she has “an inside and
an outside” and “how not to mix them” (72). Hurstaresents a subtle critique on capitalism
through Janie’s alienation despite the fact thainh&terial needs are satisfied. It is not untéd sh
meets Tea Cake that she feels inner satisfactidradinm sense of being herself, with her
“inside” and “outside” finally put together. Theaiew life lacks economic stability, and yet, as
Tea Cake takes her further down south to the migvarkers’ community in Everglades, Janie
obtains something that money cannot buy—an egalitamommunity and a new pleasure in
labor.

Hurston presents the muck as a site for commutiapfactices:

Day by day now, the hordes of workers poured inom& came limping with their shoes and
sore feet from walking. It's hard trying to folloyour shoe instead of your shoe following
you. They came in wagons from way up in Georgihtaey came in truck loads from east,
west, north and south. Permanent transients withattachments and tired looking men with
their families and dogs in flivvers. All night| @ay, hurrying in to pick beans. Skillets,
beds, patched up spare inner tubes all hanginglangling from the ancient cars on the
outside and hopeful humanity, herded and hoverett@mside, chugging on to the muck.
People ugly from ignorance and broken from beingrpo

All night now the jooks clanged and clamored. Bmliving three lifetimes in one. Blues
made and used right on the spot. Dancing, fighsngging, crying, laughing, winning and
losing love every hour. Work all day for monewfi all night for love. The rich black
earth clinging to bodies and biting the skin likesa (131)
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By juxtaposing the mass arrival of migrant workerth the night-time bustle of the jook,
Hurston reveals the plight of workers while presenthe jook entertainment (“[d]ancing,
fighting, singing, crying, laughing, winning andslog love every hour”) through which they can
ease themselves. The jook provides a kind of nmaday folk ritual that unites and gives a
sense of community to the workers who are “[p]eremrtransients with no attachments,” and
“ugly from ignorance and broken from being poorDavid G. Nicholls’s study oMules and
Menreveals how folklore is used in the book as migvaorkers’ “everyday forms of resistance
in the Jim Crow South®® Hurston uses the same strategy in the abovegmsshich is
inspired by her 1935 folksong-collecting trip tollBeGlade with Alan Lomax and Mary
Elizabeth Barniclé® While often criticized for romanticizing the Stetn rural black folk
culture, Hurston in fact reinterprets the folk lre tcontemporary context; she presents the
cultural ritual of migrant workers not as the digagring tradition of the past but as a means to
survive the poverty and the severe working conditbthe present. As she states in
“Characteristics of Negro Expression,” “Negro falk¢ is not a thing of the past. Itis still in
the making.**

The migrant workers’ camp is depicted as a horaloctmmunity where the workers work
together and enjoy their leisure time in the rglafbsence of racial oppression and hierarchy.

Tea Cake’s house in the quarters functions asutiaeithorized center” of such an extended
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community: “The way he would sit in the doorway goidy his guitar made people stop and

listen and maybe disappoint the jook for that nightle was always laughing and full of fun too.

He kept everybody laughing in the bean field” (132)anie soon becomes a part of this

community. She likes watching the men entertaitimgmselves with music and gambling, and

soon starts working with them on the field. Shelddreedom in participating in the things that

she had never done until she came to the mu€keir Eyeshas often been read as a story about

how Janie obtains her voice, but scholars do n@hasize enough the correlation between the

novel’s feminist theme and class issue. Janiaigetrdown south signals her acquisition of

voice and independence, but it is at the same tieneleparture from a middle-class life and

entering into a more working-class-oriented societiyn Eatonville, Janie is discouraged from

“lying sessions” at Joe Stark’s store porch, wkdoh an indispensable part of the town'’s

communal folk practices: “Janie likes to hear miéimg and passing around stories and

sometimes comes up with good ones to tell, bufaiéds her to join the session because he

does not want her “talking after such trashy peofié). It is not until Janie comes to the

muck and mingles with the migrant workers that fataly becomes able to join the lying

session among men: “What if Eatonville could seentmsv in her blue denim overalls and heavy

shoes? The crowd of people around her and a dice @n her floor! She was sorry for her

friends back there and scornful of the others. hiea held big arguments here like they used
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to do on the store porch. Only here, she coutdriand laugh and even talk some herself if she

wanted to” (134). Through Janie’s perspective,sttur makes clear that contrary to one’s

expectation that a working-class community requar@sore rigid conformity to gender norms,

the workers’ camp on the muck does not necessaxdiude women from participating in

usually male-assigned cultural practices.

What is equally important is that the muck is alepicted as a contact zone—not only of

different races but also of different black culture Relative freedom given on the muck gathers

workers with diverse backgrounds, and most prontioéall is the black Caribbean migrant.

Through Janie’s eyes, Hurston exposes the oftasrégihpresence of Bahamian migrant workers

on the muck: “during the summer when she heardgubée but compelling rhythms of the

Bahaman drummers, she’d walk over and watch theedan She did not laugh the ‘Saws’ to

scorn as she had heard the people doing in therseaShe got to like it a lot and she and Tea

Cake were on hand every night till the others tédlsem about it” (139). That the black

American workers scornfully call them “Saws” suggedbe existence of class difference and

discrimination among workers, but Tea Cake’s amieJaexchange with them through music

got the Bahamians “gradually drawn into the Amariceowd” (154). Through the inclusion of

people from different geographical and culturagors into the workers’ community, Hurston

presents the muck as, to borrow Scott Hicks’s esgiom, a site of “a globally-conscious
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response to local oppressions and dominatiéhs.”

Sense of community is also a key concepiihe Yearling Like in Their Eyesit enables the
rural folk’s survival under the harsh economic dtind. The novel depicts the life of the boy
protagonist Jody Baxter in the Florida scrub whechcantily populated by humans.
Surrounded by the rich and the idyllic natural eowiment of the scrub, Jody enjoys his
prolonged childhood with his pet deer Flag, whidarhing to take a communal responsibility
through taking care of him. While they are verppdhe Baxter family exemplifies a
self-sufficient communal life in harmony with nagur And it is Jody’s father Penny who
represents such a community by protecting the faamt the livestock from predatory animals
and supplying food for everybody: To Jody, “[h]édHer was the core of safety. His father
swam the swift creek to fetch back his wounded dothe clearing was safe, and his father
fought for it, and for his own. A sense of snugnesme over him and he dropped asleep” (44).
There is always a threat of hunger lingering arailnedclearing. The Baxters have to hunt in
order to survive, and in turn, predatory animateminvade the human territory, preying on the
family’s livestock. Yet because of Penny’s consefforts to keep the environment in order by
hunting only what is necessary and protecting tinestock, Baxter’s Island remains “an island
of plenty in a hungry sea” (142).

Like in Their Eyesstorytelling plays a significant role Fhe Yearling® A variety of stories
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from the Forresters’ hunting tales to the sailav@lHutto’s travel tales and Jody'’s best friend
Fodderwing'’s tall tales stimulates Jody’s imagioafibut the stories told by Penny best represent
the scrub folk tradition. Penny’s stories are benkertaining and containing the practical
knowledge about the behavior of scrub creaturesm®l changes of the flora and fauna, and
geographical and historical formation of the saslénd, and so on. Since he is a good hunter,
many of his tales are related to hunting.  Penhyigting stories are described as “a spell of
mystery and magic” that could keep listeners “eagper breathless” (60); in fact, because of his
skill for telling tales, he succeeds in talking trarresters into trading their good gun with his
not-so-good hunting dog.

As John Lowe points out, many of the tales toléiurston’s and Rawlings’s novels are
“crayon enlargements of life,’ the creations ofmmeho think big, talk big, and dream bitf.”
In theYearling Penny'’s tale is always “better than when it hay@ol to Jody (322). And
Oliver, “bursting with his tales,” says that a saitomes home “[t]o see his Ma and his gal and
to tell lies” (123). As inTheir Eyesparticipation in storytelling is a key to sharifodk
tradition inThe Yearlingand again as in Hurston’s Eatonville, it is mpsthnsidered a male act.
The “good male talk” (322) given by male charactensich attracts Jody with its dramatic

tension and romanticism, presupposes the abseriemafe characters. As Carol Anita Tarr

points out, the fact that the male characters winatfon as Jody’s role models are all good at
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storytelling “adds up to their positivene<s.” By contrast, female characters are often
associated with silence or failure in storytellingOra’s story about a dog disappoints the boy
with its lack of suspense and unfinished qualitywas like all his mother’s tales. They were
like hunts where nothing happened” (231). And wBdirer, having just got back from his
voyage, leaves to see his girlfriend Twink Weatkexiih his travel tales unfinished, Jody feels
frustrated and interrupted: “Something would hapjeekeep him from hearing Oliver’s tales.
He could feel it. He would have liked to sit o ttiver bank all morning while Oliver yarned.
He had never had enough” (127).

Rawlings’s novel does not focus on women’s voiaes gives the female characters minor
roles. While the male characters develop a seihsenemunity through their storytelling, the
female characters are spotted between the malaatkes and are not given a chance to keep
company with each other. And even when they dadpiene together, they are usually hostile
to each other (like Jody’s mother Ora and Grandmd)Y and never cultivate friendship. As
scholars such as Anna Lillios and Rhonda Morrisshargued, negative presentation of the
female characters and their general isolationeémibvel could be attributed to Rawlings’s
ambivalent attitude toward women and her own refuce to play a role of traditional wom#h.
But that does not necessarily mean that she skag xom dealing with gender issues in her

work. InThe YearlingRawlings deliberately puts the mother Ora “owgdite good male
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understanding” (199), while focusing more on tHatrenship between the father and the son.
In doing so, Rawlings tries to present a new tyfp@asculinity through Penny’s and Jody’s
charactef”  Significantly, both of them are characterizedHuir feminine quality which marks
a sharp contrast with the more rough and mascahaeacters such as the Forresters. In
addition to initiating Jody into male activitiesckuas hunting and storytelling, Penny often
displays a nurturing personality that is lackingdra. The father understands and sympathizes
the way Jody cherishes his boyhood that would asitlbng, and tries to “act on any such
occasion . . . as a bulwark for the boy againstibther’s sharpness” (21). As Lynne Vallone
observes, Jody practices the act of mothering wikclearned from his father in his relationship
with Flag?® Just as Penny nurtures and cares about him tdkely care of the fawn and in so
doing embodies a nurturing kind of masculinity gasdown from his father. Through Penny’s
and Jody’s alternative masculinity, Rawlings ddsesiaffirmative experiences that would define
the scrub folk community.

Producing and sharing food is the last examplevefyalay folk practices in Hurston’s and
Rawlings’s folk communities. In his discussionwhat he calls “poverty writing,” Gavin
Jones states that the fiction of the 1930s putsnairthnt focus on “the power of poverty to
damage the poor not only physically—through huneepjoitative labor, or environmental

decay—but also emotionally, intellectually, cultilysand even morally, as material need seemed
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to rip apart conventional human relationships andegrade behavioral nornis.” Jones
discusses FaulknerAs | Lay Dying(1931) and Caldwell'3obacco Road1932) as the

examples for the 1930s literary work which dramegithe physically and psychologically
degrading effects of poverty, hunger, and ignorande contrast to these examples, Hurston and
Rawlings endow the Florida poor white and blackdokith dignity and vitality. The
life-affirming aspect of Hurston’s and Rawlings®fda folk cultures is epitomized in the two
writers’ food representation. Eating and sharmgdf symbolizes sustenance under the severe
economic conditions; it provides the basis of comatsurvival.

In Their EyesHurston uses food imagery to indicate the intiynaetween the characters.
Sharing of food helps characters build relationshipAs Judy Hood points out in her argument
on the role of food in Hurston’s works, “[the] pegption of food, the offering of food is seen
and understood to be a declaration of attractiffection; a sign of seduction, satisfaction; a
gesture of friendship, companionship. In Janiesley it mirrors all the appetites of lov&””
Significantly, it is the food exchange between Risoand Janie that opens up Janie’s narrative of
her life. At the beginning of the novel, Phoebfers Janie mulatto rice as a token of her
unchanged friendship. In return, Janie startgteBtory which satisfies her best friend’s
“hungry listening” (10). Conversely, abandonedwned food suggests the end of a

relationship; when Janie runs away from her fitsghband Logan Killicks, she leaves breakfast
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halfway done to meet Joe Starks: “The sow-bellthenpan needed turning. She flipped it over
and shoved it back. A little cold water in thefeefpot to settle it. Turned the hoecake with a
plate and then made a little laugh. What was ssi@d) so much time for? Afeeling of
sudden newness and change came over her. Janedhuut of the front gate and turned
south” (32). Later when “the spirit of the marrego Joe] left the bedroom and took to living
in the parlor,” Joe slaps her over the food sheedmw fails to cook well (71-72).

By contrast, Tea Cake and Janie get closer to @hen through food. His nickname “Tea
Cake” itself is suggestive of sweetness and pledsercan offer. Elbert Mackey notes that a
teacake is “an important part of the African-Amariccooking and social heritage. Their
delicious taste evokes fond memorie¥.” The sweet sound of his nickname arouses a good
memory within Janie and indicates their future ratitarelationship: “Tea Cake! So you sweet
as all dat?” (97). A series of food exchanges betwlea Cake and Janie from Coca-Cola,
pound cake, and lemonade to hot fish and corn naufecomes their ritual to develop their
relationship. The sensual pleasure evoked bydbeé they exchange is also directly linked to
the famous pear tree imagery which pervades thelnos she comes to like Tea Cake, Janie
wonders if “[h]e could be a bee to a blossom—a preg blossom in the spring” (106). In
order to see if he is the right one, Janie kedpadalea Cake’s offerings. And when she at last

decides to accept him, Janie uses the languagesokdhat is inseparable from her appetite:
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“Tea Cake, Ah don’t know ‘bout you, but Ah’'m hongopme on let’s eat some supper” (107).
Later in the muck scene, Hurston presents a |lagese of community created by food crops.
The muck and its fertile soil that grows “all daine and string-beans and tomatuhs” (128)

provides Janie with a sense of place completefgrdint from anywhere she has been:

To Janie’s strange eyes, everything in the Eveagladhs big and new. Big Lake
Okechobee, big beans, big cane, big weeds, biyttmeg. Weeds that did well to grow
waist high up the state were eight and often tentédl down there. Ground so rich that
everything went wild. Volunteer cane just takihg place. Dirt roads so rich and black
that a half mile of it would have fertilized a Kaisswheat field. Wild cane on either side of
the road hiding the rest of the world. People wald. (129)

Discussing this passage, Hicks points out that fitte Everglades soil signifies in terms of
human sustenance. Beans, sugar cane, tomatoeshaatl Indeed, Hurston’s depiction of
the muck, despite its acquiescence to agribusinesgtheless presents a prototypical vision of
Eden that includes, not excludes, persons of ¢dfor.Hicks goes on to note that the food crops
of the muck symbolize a new relationship betweericAh Americans and the land which
emerged as a result of mobility and migration. olgh depicting the migrant workers, Hurston
presents a form of labor which, compared to LogdicKs’s land ownership or Joe Starks’s
entrepreneurship, seems less stable and yet nberating in that it would not bind workers to
land or work ethic and allows them more mobilityt creates a new type of labor community
where “[flolks don’t do nothin’ . . . but make mgnand fun and foolishness” (128).

Similarly, The Yearlinguses food imagery as a symbol of sustenance. abimedance of
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food on the Baxters’ dinner table Rawlings illugtsain the first chapter exemplifies this:

Jody heard nothing; saw nothing but his plate. hbi@never been so hungry in his life, and
after a lean winter and slow spring, with food match more plentiful for the Baxters than for
their stock, his mother had cooked a supper goodgnfor the preacher. There were
poke-greens with bits of white bacon buried in theand-buggers made of potato and onion
and the cooter he had found crawling yesterday;, s@nge biscuits and at his mother’s
elbow the sweet potato pone. He was torn betweeddsire for more biscuits and another
sand-bugger and the knowledge, born of painful e&pee, that if he ate them, he would
suddenly have no room for pone. The Choice was.pla

“Ma,” he said, “kin | have my pone right now?”(12)

The various foods on the table, which are compo$édinted animals and vegetables grown in
their fields, vividly illustrate the daily eatinghits of the backwoods community. The food
represents Rawlings’s celebration of simple ydtsadfficient backwoods life. Throughout the
novel Rawlings repeatedly describes Jody’s hungerita satisfaction by the abundant food in
order to emphasize a sense of happiness and wed-be gets through eating. Food is also
closely tied to Jody’s sense of security. In hagination, safety is translated into the amount
of food sufficient for every family member, theurting dogs, livestock, and even wild animals

surrounding the clearing:

There was a squabble for food even in the safetigeotlearing. But it seemed to him there
was always enough here for every one. There wabsdod shelter for father and mother and
son: for old Caesar; for Trixie and her spotted;dalf Rip and Julia; for the chickens,

clucking and crowing and scratching; for the h@ganting in at evening for a cob of corn;

for the song-birds in the trees, and the quailingstnder the arbor; for all of these, there was
enough at the clearing. (142)
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As in South Moon UndeiRawlings presents the scrub as an ideal mid@leespetween nature

and culture where men and animals keep environmhegtélibrium. Satisfaction and the sense

of security created by the abundance of food hecoeine a basis of the scrub community that is

not just the Baxter family but encompasses the @/hatural environment.

While emphasizing the sense of community amond-tbeda folk at the core of the

Depression narratives, both Hurston and Rawlingsnasural disasters as the climactic events

that inevitably force the protagonists to facelihesh reality of their lives. Literary work

published during the Depression years, especiejionalist fiction set in rural farming

communities, often depicts natural disaster. \W&itd this era often depict farmers who, partly

because of insufficient agricultural knowledgeyggle with droughts, storms, and harmful

insects (the Joads’ unrewarded battle with droughifie Grapes of Wratprovides a good

example). With its unpredictability and uncontadillity, natural disaster functions as a

metaphor of the Depression in the 1930s narrativé$ie use of natural disaster also points to

the shared conception that what is happening cahk part of a large, nation-wide devastation.

As is clear in Edmund Wilson’s renaming of the Bession as “the American earthquake,” the

Depression narratives constantly evoke the extewhich the economic crash affected the

whole nation. Their Eyes Were Watching GaddThe Yearlingeflect the frame of mind of the

Depression era that refers both to man’s uncoatvdity of external condition and to the sense
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of widespread disaster. What is in common withttihe@ novels is the way natural disaster, in
their cases hurricanes and storms, exposes thawgpcondition of the seemingly
self-contained folk communities, and forces theguyonists to become aware of a larger and
harsher world beyond them. The hurricanes depregplectively in the two novels thus can be
reconsidered as a metaphor for the contemporamnoaaic disaster that brought these narratives
of the rural South into the national arena.

The description of the hurricaneTieir Eyess partly based on the 1928 hurricane that
swept through the West Indies over Florida at WWedin Beach and caused a flood in Lake
Okeechobee. The death toll was approximately 2000according to William W. Rogers,
“[e]ven that figure may have been low because eerargburials in mass graves proved
necessary to avoid the possibility of epidemics.osMof the casualties were black seasonal
workers, some of them from the Baham#s.”The novel's description of the hurricane is often
considered symbolical, but as Anna Lillios points, dt is also “grounded in realistic detaif"”

In the novel, the hurricane uncovers the problemacifal oppression pervasive in the 1930s.
Though segregation and racial violence were ongpioglems in the South from the
pre-Depression years, “[v]ictimized by an omnipoterctial caste system and saddled with the
lowest paying jobs, blacks suffered disproportiehatrom the ravages of the economy’s

collapse.®® In Hurston’s novel, the hurricane and its afteimraveal the rigid social and class
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structure defined by white power. As is mentioeadier, the community of black migrant
workers on the muck maintains relative equality #redabsence of hierarchy, which is even
reflected in the description of hurricane victirfi3ea Cake and Janie] passed a dead man in a
sitting position on a hummaock, entirely surrountdgdvild animals and snakes. Common
danger made common friends. Nothing sought a cestquver the other” (164). Yet as
Patricia Yaeger’s brief yet seminal reading of legel shows, the world in which “white people
seize the only locus of safety” begins to surfdterahe hurricand®  When Lake Okeechobee
bursts, the muck workers (most of them blacks) @alal nothing but keep walking toward
higher places. As two of these helpless refugess Cake and Janie get to a bridge that looks
high and safe enough, only to find out that “[wghiteople had preempted that point of elevation
and there was no more room”(164). Later in WesinHzeach, two white men with rifles force
Tea Cake to help segregate the hurricane victimbudoal. There he sees corpses, coming in
trucks incessantly from the muck and other plap#sd up in a heap regardless of race: “Some
bodies fully dressed, some naked and some in gikés of dishevelment. Some bodies with
calm faces and satisfied hands. Some dead whhiriigjfaces and eyes flung wide open in
wonder. Death had found them watching, tryingel® Beyond seeing” (170). Yet the
“headquarters” order Tea Cake and others workintherburial to put white bodies in the coffins

while putting black bodies in a huge hall withoay#hing to cover them. “They’s mighty
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particular how dese dead folks goes tuh judgem@&efg’Cake sarcastically comments, “Look

lak dey think God don’t know nothin’ ‘bout de Jinmd@v law” (171).

What is ironical about the hurricane scene, howeaséhat it reveals not only the presence of

the oppressive power structure under segregativalbo the extent to which Tea Cake himself

is involved in such a structure. The arrival ofrffizane exposes the African American workers’

sense of hierarchy imposed on the Seminole Indiadghe Bahamian workers. When the

northward move of the Seminoles alarms the migramkers, a Bahamian boy Lias comes to

Tea Cake and Janie to give a warning. Tea Cakeigies his idea based on the fact that whites

on the muck have not evacuated yet: “You ain’t s#ebossman go up, is yuh? Well all right

now. Man, de money’s too good on the muck. ndidns don’t know much uh nothin’, tuh tell

de truth. Else dey’d own dis country still. Deitelfolks ain't gone nowhere. Dey oughta

know if it's dangerous” (156). Ironically enoudiere Tea Cake inadvertently justifies the

white oppression which would be imposed upon hifmgkén the time for burial comes.

Rather than promoting solidarity with the Bahamiand Seminoles, Tea Cake reinforces the

hierarchy among non-white residents on the muctlibgrediting their warning and makes a

decision to stay on the muck until the lake floadd it gets too late “for asking the white folks

what to look for” (159).

Tea Cake and Janie survive the storm, yet theyueriena “massive built dog” with
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“stiff-standing hackles, stiff muscles, teeth uned as he lashed up his fury for the charge”
(165-66). Seeing the dog trying to attack Janéa, Take fights him with his switchblade and
gets bitten. The dog’s eyes filled with hatreditias Janie: “He wuzn't nothin’ all over but
pure hate. Wonder where he come from?”(167). dfodww Adam Gussow’s expression, the
“mad dog” emerges as “the symbolic embodiment dfevtacism” that would prove fatal.

Tea Cake eventually gets infected with rabies,vahnen its latent virus reaches his brain, he is
transformed into a paranoid and resorts to violeagaenst his beloved wife. He develops the
delusion that Janie will leave him and turns a garer. Seeing that Tea Cake is helplessly
possessed by racial and class hatred and becom&getid” who “must Kill,” Janie shoots him
(184). It should be noted, however, that Tea Gakkagedy started well before his fatal
encounter with the rabid dog. Earlier in the no¥ela Cake has shown strong hostility against
Mrs. Turner, an eating-house owner on the muck béfdends Janie because of her light skin
and long straight hair. Being fairly light-skinnbdrself, she tells Janie, “Ah can’t stand black
niggers. . . . Us oughta class off” (141). Wh#mi& explains race relations in terms of
economic inequality—"Ah don’t figger [de white fakeven gointuh want us for comp’ny.
We’se too poor'—Mrs. Turner understands it thougbeatial racial difference—"Tain’t de
poorness, it’'s de color and de features”™—and togsersuade Janie into meeting her brother

with “dead straight hair” (141-42). Overhearingithrconversation, Tea Cake frowns at Mrs.
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Turner’s discriminating attitude, but in fact h@ s quite conscious about Janie’s difference

from other community members: “Mah Janie is uh higte woman and useter things. Ah

didn't git her outa de middle uh de road. Ah get buta uh big fine house. Right now she

got money enough in de bank tuh buy up dese ziggaaod give ‘em away” (148). Tea Cake

is strongly attracted by Janie’s difference, buhatsame time, he is anxious about possessing a

“high time woman” who, according to people like Mfsirner he does not deserve to possess.

Therefore his jealous-ridden violence against Jarinés desperate attempt to cast this anxiety

aside and reassert his ownership, showing botte &and Mrs. Turner “who is boss” (148). Yet,

his use of the word “boss” paradoxically hints istihability to articulate his relationship with

Janie without a slave-master metaphor, which funtéeeals the extent to which he is trapped in

a racist class system. The more he tries to libérinself from this system, the more

possessive and violent he becomes toward Janiet anly gets worse when he literally gets

possessed by rabies. In short, Tea Cake’s irrabl@dvinner contradiction explodes in a form of

pure hatred with the horrible symptoms of rabied,ibhas latently existed and been nurtured in

the segregated Southern space in which he hasbethand practiced oppression and violence.

As Gussow observes, this is the cultural conditibS8outhern blacks created at least partially

through racial bitterness, and its predicamentifigie fact that “it cannot help but reflect, and

become entangled in a larger economy of white ram$ence that the jook tries to provide a
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relative safe haveagainst”*® While emphasizing the migrant workers’ effort tmmmunity
building through the jook folk practice (“[d]ancinfighting, singing, crying, laughing, winning
and losing love every hour”) and food exchange stur reveals the extent to which the folk
community is still enmeshed in the structure ofabappression. The life and death of Tea
Cake tragically embody such an innate ambivalehatlies in the Southern black folk culture.
The natural disaster depictedTihe Yearlings based on the 1871 storm which caused severe
damage to the Florida scrub. Rawlings describesJaly’s sense of security is destroyed by
the storm and the subsequent flood. Before thedame hits the scrub, Jody innocently
expresses his excitement about the storm: “He Igt@an. It swept in magnificently and shut
the family inside in a great coziness. Work wapassible and they sat about together and the
rain drummed on the hand-hewn shingles. His matlaasrgood-natured and made him syrup
candy, and penny told tales” (223). Seeing thermiyunderstanding the truly menacing aspect
of hurricane, Penny sharply warns him. After ttoera, the family faces the various damages
done by it: the heavy rain ruins the crops on Balgland, and the wild creatures suffer from a
severe plague which Penny calls “the black tongpessible caused by “the flood water full
o’'dead things, has got pizenous” (268). As theltex plague, prey becomes scarce and a
group of wild wolves attack the Baxters’ livestock-or the first time in his life, nature and its

disastrous power appear to Jody as somethingshaetciontrollable and can do harm: “He
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decided that that the world was a very peculiacgla live in.  Things happened that had no
reason and made no sense and did harm, like time &ed panthers, but without their excuse of
hunger. He did not approve” (269).

Around the time the storm hits the scrub, Ora begrplay a significant role in the novel on
behalf of Penny, whose health is gradually decfjrbecause of long-time hard work and the
aftereffects of snakebite. When Penny expresseehictance to poison the starved wolves as
the Forresters planned, Ora rebuts him: “Ezra BaXtgour heart was to be cut out, hit'd not be
meat. Hit'd be purely butter, You're a plague-takenny, that's what you be. Leave them
wild things kill our stock cold-blooded, and usrstato death. But no, you're too tender to
give ‘em a belly-ache” (287). This is the momeiiew “[i]t seemed to Jody that for once his
father was wrong.” Even though Penny tries to yele them, saying, “Pizen jest someway
ain’t natural. Tain’t fair fightin’,” Jody, partlypecause he wants to protect his pet deer from the
predators, and partly because of his mother’s waluscality, begins to realize that perhaps
humans sometimes have to go against what is sugppose natural when their own survival is
at stake.

As Lillios points out, Ora “is the symbol of therkh reality that the safety of home is an

139

illusion. Time and again she reminds Jody the possibleetariggering in the scrub which

are often personified in the novel as “ol’ Deathidol’ Starvation.” She knows death is
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something really close to their lives through hewezience of recurrent child loss:

The babies were frail, and almost as fast as thawe¢they sickened and died. Penny had
buried them one by one in a cleared place amonpgl#uok-jack oaks, where the poor loose
soil made the digging easier. The plot grew i siatil he was compelled to fence it in
against the vandalism of hogs and pole-cats. Idecheved little wooden tombstones for all.
He could picture them now, standing white and ghtain the moonlight. Some of them had
names: Ezra Jr.; Little Ora; William T. The otlere only such legends as Baby Baxter,
aged 3 mos. 6 days. On one, Penny had scratdbeddasly with his pocket-knife, “She
never saw the light of day” (20).

Curiously enough, these events are mostly narfabed Penny’s perspective. Though later on

the same page Rawlings relates Ora’s emotionathketent from Jody to these child-loss

experiences, the impact of the repeated loss tmtiteer remains basically unknown because

she keeps her silence on the matter. Unlike Pamoyhas a talent for storytelling, Ora does

not articulate her life experiences and weave thenstories that would entertain others, but her

silence itself is a reminder of the unbearableityealhich is usually eclipsed by the male act of

storytelling.

After the storm, Flag, having grown up to be a lyegr starts troubling the family; he knocks

over the dish of peas on the table and tramplab@field, eating what little corn the family is

left with and destroying the seed-beds. When fdagps over the fence Jody built to keep him

out, Penny tells the boy to kill Flag because “[w§én’t all go hungry,” which echoes Ora’s

constant warning about the scarcity of food (402)ody wanders with Flag, just unable to shoot

him. When he finally comes back home with the deersneaks into the smokehouse looking
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for something to eat as if he were a wild animehbhg human food, and suddenly realizes

hunger does exist in the scrub: “He felt like astrer and a thief. This was the way the wolves

felt, he thought, and the wild-cats and the pamstlad all the varmints, looking in at the clearing

with big eyes and empty bellies” (408). Next degeing the boy bringing Flag back, Ora

shoots the deer but fails to kill him instantly. ur€ing her and Penny, Jody follows the dying

deer and kills him.

After killing the deer, Jody does not go home arahgeers off, which is his first movement

away from home. Even though he cannot forgivenmather, Jody gradually realizes that she

did what she needed to do. He sees how the watkide the Baxter island is full of danger,

next to “ol’ Death” and “ol’ Starvation.” Driftinground the scrub and then the river for days

trying to get to Boston where Oliver lives, the tsuffers from the acute pangs of hunger.

While paddling up north with a small boat, he halutinations about the varieties of food on

the Baxter table. This is the moment he finallgefgthe “ol’ Starvation” about which his

mother has been warning him constantly: “This, tlveas hunger. This was what his mother

had said, ‘We’ll all go hungry.” He had laughedr;, he had thought he had known hunger, and

it was faintly pleasant. He knew now that it haet only appetite. This was another thing.

The thing was terrifying. It had a great maw teedap him and claws that raked across his

vitals” (418).  While Penny embodies dignity ahé theroic individuality that Rawlings had
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found in the Florida folk culture, Ora complemeiiyareminds readers of hunger that can cause
actual damage to one’s body and psyche, and eegpo§sible death brought by it. The
increasing emphasis on Ora’s role at the end ohtivel could be attributed to Rawlings’s
shifting conception regarding her representatiowaien. In her introduction to the novel,
she confesses that she had originally planneddoritbe Ora as the least likable character,
condensed into “a picture of all nagging wives amathers.*® The published version of the
novel treats Ora in a much kinder manner, whichdslexplains as an “accurate reflection of
Rawlings’s respect and admiration for women, whioemfaced with adversity, struggle to be

strong.™

Whereas Rawlings’s portrait of Ora is definitidgs sympathetic compared to that of
Penny, she did not simply diminish her presendierplot as is often said, and in fact gave her
an important role at the climax of the novel, tisashooting Flag.

Significantly, in bothTheir EyesandThe Yearlingwomen shoot their objects of love.
While the male characters’ wishes get crushed utideunnbearable weight of reality and their
“dreams mocked to death,” these women, Ora an@ Js@em to know how not to alienate “the
dream” from “the truth,” and how to “act and dortgys accordingly” Their Eyesl). By firing
their guns, Ora and Janie let the harsh realitacé, class, and poverty rise to the surface of the

folk communities. Janie’s shooting of Tea Cake @r@dsubsequent court scene reveal the

racial bitterness existing within the seeminglyalkdeorking-class community on the muck.
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While Janie has no choice but to explain what hapgédo the white juries, she feels the hostility
of blacks hearing the trial: “They were there wikir tongues cocked and loaded, the only real
weapon left to weak folks. The only killing todlety are allowed to use in the presence of
white folks” (186). And after she was given thediet of not guilty, she again hears the men
saying, “Well, you know whut dey say ‘un white mamd uh nigger woman is de freest thing on
earth.” Dey do as dey please” (189). Likewisea’®shooting of Flag makes Jody aware of
Penny’s declining health (he cannot stand up akel eaer when she misses the shot), which also
signals he is not “inviolable” (392) anymore likeetboy used to imagine him to be. While
Penny and Tea Cake present an affirmative aspe&uthern rural communities through their
participation in cultural rituals, Janie and Orpeses their actualities. In this sense, the female
characters of heir EyesandThe Yearlingadd a complex self-critique to the novels’
representations of the Southern rural folk cultures

In the final chapter of he Yearlingn which Jody finally comes home and becomes tedni
with Penny, Rawlings ultimately brings the narratfecus of the novddack to the father-son
relationship. Ora, who is supposed to have gonlead-orresters to trade, is completely absent
from this scene of reconciliation. The materiabfyhunger Ora has indicated throughout the
novel is ultimately displaced by Penny’s moral tagswhich stresses not a struggle against “ol’

Death” and “ol’ Starvation” but rather personalmiig and endurance in the face of poverty and
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general hardship of life:  “Life knocks a man doamd he gits up and it knocks him down

agin. . . . What's he to do then? What’s he tavtien he gits knocked down? Why, take it for

his share and go on” (426). A Similar displacemsgiseen in the concluding passage$iudir

Eyesin which Janie is alone in her room weaving tleeysabout her descent to the muck folk

culture. As shown in the muck workers’ apparerstitity toward her in the white-dominated

court scene, Tea Cake’s death leads the muck éat®sommunal significance for Janie. The

only possible way for her to endure this unbeardbBkgh is literally and figuratively “fixing Tea

Cake up” (185), and going back up to a more bousgaad individualistic Eatonville she had

left behind. There the threatening materialitfed Cake’s death—*“the gun, and the bloody

body and the courthouse”—is displaced by the in@dem “prancing around her . . . with the

sun for a shawl” (192-93). Janie thus decontektaalTea Cake’s death from the contemporary

racist climate, in which he lived and died, andiests him and the folk culture represented by

him solely in her individual consciousness. Agsuit, the novel ultimately remains rather

elusive about the problem of racism in the 1930 wthe hurricane scene exposed earlier. As

Duck points out, “in celebrating Janie’s abilitypoeserve a folkloric selfhood, the conclusion of

the novel evades a problem that the narrative, thefess, does not deny: however much the

citizens of Eatonville and the workers on the moky regret the decreasing prevalence of

folkloric practice in their own communities, theyffer much more directly from the abuses that
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they encounter through their labor in neighborirgtevcommunities” (143).

The absence and the displacement of Ora and Teadlake end of the two novels could
also be attributed to the bourgeois / individualisature of the bildungsroman as a literary genre.
Barbara Foley discusses that the bildungsromaba$ed upon a largely a priori conception of
individual identity. . . . Even when the bildungsran focuses on society as well as subjectivity,
it presupposes a ‘character’ possessing intrinsiergialities who enters an ‘environment’ that
either fulfills or restricts his/her individuality?> Both Their EyesandThe Yearlingpresent the
protagonists’ initiation to a larger social uniatipromotes their psychological development.
More specifically, the muck and the world outsidexir Island in which “ol’ Death” and “ol’
Starvation” (and Tea Cake and Ora as the mediat@sch world) exist increase Janie’s and
Jody’s social awareness. And yet, while stresiegunction of community in constructing
selfhood, the two novels end with the protagonigtsirn to an individual space. Tineir Eyes
Janie returns to Eatonville to tell her life stboyPhoebe, which is often read as an act of female
bonding through storytelling. It should be notedyever, that Janie’s ultimate conclusion to
the story rather encourages individual solutiormu‘got tuhgo there tuhknowthere. Yo’ papa
and yo’ mama and nobody else can't tell yuh andwsjach.  Two things everybody’s got tuh do
fuh theyselves. They got tuh go tuh God, and ti@ytuh find out about livin’ fuh theyselves”

(192). InThe YearlingJody’s adventure in the river at first seemsrappre his incorporation
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into a larger social unit. As Rieger argues, “Med hunger connects his home to the world at
large, disabusing him of his childhood conceptiwat tBaxter Island was an island of plenty in a

hungry sea.”™®

Yet at the same time, he comes to the conclukiai‘[t|here was no reality but
the clearing” (421), which ultimately leads to hesurn home. Rawlings makes clear that
Jody’s entry into the adult world depends on hiseatance of loneliness, rather than on a shared
sense of community. His relationship with Flagttis “betwixt and between” (380), has
prolonged his individuation. Recognizing that §hjiould be lonely all his life. But a man
took it for his share and went on” (428), which @clg his father’s statement, he decides to live
and farm in the clearing. The ending of the twaeis that similarly emphasizes the
protagonist’s isolation and introspection thus @adies the difficulty Hurston and Rawlings had
in reconciling conventional narrative form of biltgsroman with the contemporary context of
economic crisis. Richard H. Pells observes thag“period dominated by the issues of
economics and ideology, the fiction of the 193@msed strongest when it dealt not with the
outer world but with inner emotions and states ofdn But given the difficulties which radical
intellectuals and activists encountered in tramafog America’s cultural and political life, it was
not surprising that their call for social significze in art should lead instead to a literature of

private sensibility** The introspective mode at the endindbir EyesandThe Yearling

provides an example for this “literature of privaensibility,” which, reflecting the 1930s
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writers’ commitment to and the consequent frustratvith radicalism and communalism, marks
their gesture toward a more traditional form ofiundualism.

In presenting the Southern rural folk, both Hurshoxd Rawlings definitely shared the
Depression-era America’s growing concern for wogkatass cultures in the margin of a modern
nation; yet their crucial focus was less on simigsenting the group identity of Florida folk
communities. As Deborah G. Plant has argued, Barsbnsidered “the individual, not the
group, as the basic social and political unit drelfoint of origin for sociopolitical chang&>”
Rawlings too kept something similar in mind whee glescribed her Cross Creek community as
a group of “individualists” with “mental nonconforty” (Cross Creek?2). While both
writers expressed their concern for the plight ofithern rural folk, because of their
individualistic tendency, they did not go so fat@apresent a collective political solution for
such a community. As writers constantly travelmgl repositioning themselves between the
national literary culture and the Southern folkioteé, they were more interested in how they, as
individuals, could incorporate the folk cultureglwwhich they had become acquainted into their
novels and narrate these folk cultures’ stories way that would be accessible to broader (or
one could say more middle-class) readership.

Through Janie Crawford’s and Jody Baxter’s narestiof individuation, Hurston and

Rawlings tell about the shifting condition of Soerth folk cultures that attracted national
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attention during the 1930s, as well as explore thairating selves which are on the constant

move in and out of these cultures. The two writdtgnate stress on individual solutions at the

end of the novels is led less by their lack of foicdl concern as usually considered than by their

complex process of self-positioning as writers wiese well aware of the national concern on

folk culture yet tried to capture it through thgianal. Their EyesandThe YearlingHurston’s

and Rawlings’s Depression narratives, reveal thedhcs between the national and the

Southern in the literary culture which drew the tawghors and other contemporary writers to the

South during the 1930s.
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CHAPTER THREE
Self as Contact Zone: Autobiographical Writings

It is an interesting coincidence that Hurston aaevihgs published their autobiographical
works,Dust Tracks on a RoaahdCross Creekespectively, in 1942. The two autobiographies
have a similar significance in Hurston’s and Rag4is literary career in that they were written
following the publication of their masterpiec@seir Eyes Were Watching GaddThe Yearling
Both writers were in need of a fresh restart asdArana Lillios points out, “were trying to
redefine their self-identities” when they wroteitteutobiographies.

Dust TracksandCross Creelare marked by their pervasive sense of place. diRg&ross
Creekin 1943, Hurston sent an enthusiastic letter taliR@s in which she calls her “my sister”
and tells her how similar the way they “look atraand animals and peopleis.Having just
published her autobiograpliye year before, Hurston must have been impresgéuekextent to
which the two autobiographies resemble each ofispecially in the way they associate the
place they live with their identity. The identiditon of self and community itself is a
representative trait of Southern autobiographyany Southern autobiographers, male and
female, explore their inner selves through thdatrenship with particular geographical spaces,

e.g., their hometown, home state, or the SoutH.its&/hile American autobiographical
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convention since Benjamin Franklinfsitobiographyhas created an extremely individualistic
narratives about self, the South, or “Southernh@ssPeggy Whitman Prenshaw precisely sums
up, “disposes both male and female autobiograpgbergperience and express a relational rather
than an individualistic sense of seff.” Hurston and Rawlings are no exception to thiseaay

in their premise that the Southern communities lactvthey belong have shaped their identities.
Both of them open their autobiographies by tellbgut the mythic Southern communities with
which they deeply identify. In the opening passafjeross CreekRawlings describes the
location and the people of her community: “CrosedRris a bend in a country road, by land, and
the flowing of Lochloosa Lake into Orange Lake vigter. We are four miles west of the small
village of Island Grove, nine miles east of a tunjopee still and on the other sides we do not
count distance at all, for the two lakes and tlmabmmarshes create an infinite space between us
and the horizon. We are five white families; ‘@dss’ Brice, the Glissons, the Mackays and
the Bernie Basses; and two colored families, H8Wopdward and the Mickenses” (9). As s
often mentioned, Rawlings’s repetitive use of thenpun “we” here indicates how significantly
her identification with the Creek influences hetadmiographical self. Rather than describing
herself as a writer/outsider observing Cross CrBalkylings chooses to present herself as a part
of the community.

The role of group identification in self-construxtiis equally evident in Hurston’s
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autobiography. Hurston’s career as a literarysaaind anthropologist started with her

rediscovery of her hometown Eatonville, Floridgpsosedly one of the first all-black towns in

the country. Thus it is no wonder that Hurstonngdgust Tracksby stating, “you will have to

know something about the time and place where lectrom, in order that you may interpret the

incidents and directions of my life” (1). Recajdtiing the emphasis on the communal identity

in the African-American autobiographical traditisimce the time of slave narrative, Hurston

describes the history of Eatonville: “I was borraifNegro town. | do not mean by that the

black back-side of an average town. Eatonvilleriih, is, and was at the time of my birth, a

pure Negro town—charter, mayor, council, town maksimd all. It was not the first Negro

community in America, but it was the first to beanporated, the first attempt at organized

self-government on the part of Negroes in Amerighitd). The idiosyncratic history of

Eatonville considerably influences Hurston’s selhge. The strong, independent female self

which she attempts to create throughout her augodpihy has a firm basis on the “pure Negro

town,” where blacks were politically and economig@adependent and contemporary racism

was a far cry.

It should be noted, however, that Hurston’s and IR&s’'s autobiographical selves often

seem not just Southern but also American, in tsteong affirmation of individualism. The

individualistic tendency obust TracksandCross Creelcould be attributable to the two authors’
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continuous contact with national culture which disged in the last chapter, as well as their
exceptionally successful career as female writethé early 19403. In a sense, the two
autobiographies reflect the authors’ own preferdocéendependent way of life and their
readiness to accept solitude if needed. Thedirapter of Rawlings’s autobiography is a case
in point.  While Rawlings emphasizes the commusgkat of the life in Cross Creek, she also
mentions the Creek residents’ strong predilect@rndolation and how they in turn avoid

violating the privacy of others, while willing teetp each other in time of crisis:

We know one another. Our knowledge is a strange, kotally without intimacy, for we go
our separate ways and meet only when new fencestrarey, or some one’s stock intrudes on
another, or when one of us is ill or in troublewdren woods fires come too close, or when a
shooting occurs and we must agree who is rightvdmamust go to jail, or when the weather
IS SO preposterous, either as to heat or coldgiorar drought, that we seek out excuses to be
together, to talk together about the common menacé/Ne do injustice among ourselves,
and another of us, not directly involved, usuallgmages to put in a judicious word on the
side of right. The one who is wrong usually engsdmitting it, and all is well again, and |
have done my share of the eating of humble pie.d when the great enemies of Old
Starvation and Old Death come skulking down onugsput up a united front and fight them
side by side, as we fight the woods fires. (12)

Rawlings describes Cross Creek as a small selfrgmgebody in which community members
share policing, judicial, and mutual-aid resporigibs. Yet at the same time she stresses how
there is a strange lack of intimacy between theleegs and how they allow themselves and
others in the community to “go [their] separate sty The Creek people’s preference for “a

certain remoteness from urban confusion” (11) adstanatched Rawlings’s own. As |
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discussed in Chapter One, in her early years is<8reek, Rawlings had been struggling to

achieve economic and psychological independenedeamale writer and secure herself an

isolated and quiet environment for writing. Theainsommunity of the Creek and its

atmosphere not only gave her materials for hemlitework but also met her demand for

independence perfectly, which was probably whyddwded to stay after her divorce with her

husband. In a highly paradoxical way, Rawlingsiibin the Southern rural community

something that fits her modern urban individualema her tendency to go against accepted

social standards. Or more precisely, Rawlingsegmmeted the Creek people’s

non-conformism through her urbanite-individualigigrspective and reinvented Cross Creek as

a place that offers a refuge for a single, femaiéewlike her.

Hurston too dramatizes her autobiographical setfreesthat is inevitably in conflict with

communal interests; she describes her distancetfiernommunity, her individualistic sense of

value at odds with the collective one, the losdispersion of family, and so on. Her

embracement of individualism also refers to a $igamt shift in the meaning of community

among contemporary Southern blacks that had talkeee @t the time the autobiography was

written.  As mentioned before, Hurston opénsst Trackswith the history of Eatonville as an

all-black community which is the basis of her ctdiudentity. According to the author, the

earliest stage of the town’s development begarbséttlement of black migrants around
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Maitland area where they found “profitable employtidoy white employers. Hurston
describes how black migrants surged in, lookingafoew economic opportunity and less
oppressive atmosphere: “No more back-bending axes of cotton; no more fear of the fury of
the Reconstruction. Good pay, sympathetic Whillesfand cheap land, soft to the touch of a
plow. Relatives and friends were sent for” (5).s tAe black population in Maitland increased,
they began to participate in politics and as altealblack man Tony Taylor was elected as
Maitland’s first mayor. Blacks thus gained a cerextent of power in municipal government,
which convinced Joe Clarke, the mythic founder atidgville, that they should independently
build an all-black town. With the aid of Maitlamchites, Eatonville was successfully
incorporated on August 18, 1886 (6).

Lillios’ study on the autobiography, however, refgemvery different version of the town

history. The Eatonville town booklet publishedl®87 she quotes states:

This all-Black community was an outgrowth of theit@hmunicipality of Maitland which had
been incorporated three years earlier in 1884apgears that the all-white community of
Maitland found the Blacks and the area they inleabib be somewhat ‘unsightly’ and wanted
them to move to another area. It was at this timaé one Josiah Eaton, who had helped
established Maitland, offered to sell the Blackather large parcel of land one mile to the
west of Maitland’

As seen here, Hurston apparently revised someritistdacts in her illustration of the town’s
mythic origin.  The first mayor of Maitland was rtbe black Tony Taylor as she described but

Josiah Eaton. The town’s founding date is wrorg'to Hurston also seems to overemphasize
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the sympathetic attitude of whites toward the bleesdidents of Eatonville: “White Maitland and
Negro Eatonville, have lived side by side for fiftye years without a single instance of enmity”
(6). A statement like this seems to give justiiima to the doctrine of “separate but equal” than
showing the cordial relations between whites aadhd as she intended to. Hurston’s
distortion of town history and her evasiveness abate question have negatively influenced the
critical evaluation of the autobiograpRy. Yet Hurston’s problematic revision of historidatts
about Southern black life shows the extent to wisioh attempted to create an autobiographical
self liberated from the burden of the Southern.pabtellie McKay points out thdbust Tracks

is a “transitional text, in which Hurston makesadical break with rhetorical patterns in the
slave narrative and opens the way for even boldeeriments with form and contertt.” Dust
Tracksdoes follows the basic settings of the slave tigean that it describes the
autobiographer’s south-to-north movement, yet vidnéruly radical about the autobiography is
that it neither describes the South as a placdribéés only the memory of oppression.

Hurston tries to picture an alternative life forgedf and other Southern blacks that is not
necessarily defined by economic dependence, riagqulality, and the fear of violence. Just as
she did earlier idonah’s Gourd VinendTheir Eyes Were Watching Gahe presents iDust
Tracksa modern, individual black self which is sometimésdds with its community, yet

whose isolation and mobility paradoxically leadhe liberation from the history of oppression.
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Significantly, Hurston opens the autobiography égapitulating the history of Florida as a

“bloody country since the mid-seventeen hundred&panish, French, English, Indian, and

American blood had been bountifully shed” (2). @éwing to Hurston, runaway Negro slaves

became a center of “contact” in the war betweerteyplanters and Native Americans. They

joined the ranks of Native Americans and eventuadlgame unable to “be settled satisfactorily

to either side. Who was an Indian and who wasgr®® The whites contended all who had

negro blood. The Indians contended all who spbke tanguage belonged to the tribe. Since

it was an easy matter to teach a slave to speakgbnaf the language to pass in a short time, the

guestion could never be settled. So the wars we&hflbid). Hurston describes how easily

the slaves cross racial boundaries and changeideeitity through acquiring a language other

than their own, which might embody the model onitly politics she intends to embrace in her

autobiography. Through representing the slaveshghng roles and identities in the midst of

cultural confrontation and negotiation, she britgight a heterogynous picture of Southern

space that disproves the conventional image oEtheh completely divided, segregated, and

rigidly circumscribed.

No more back-bending over rows of cotton. Hurstbows how the perspective of

individualistic and mobile black self changes tloaitBern landscape. This individual l/eye is

also the perspective of a traveler defined by the movement in and out of the South.
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Hurston’s and Rawlings’s experience of travelinghwi and beyond Southern communities

enabled them to capture the South, through whieh tepresent themselves, not as a space

defined solely by oppression and rigid social gtcattion but as a contact zone where people

with disparate cultural backgrounds meet and ictesgth each other. The Southern black self

represented by Hurston is marked by its mobility anbjectivity. Dust Tracksdescribes the

contemporary Southern space in which a black suffjeaston herself) is no longer an obscure

background of white world. Being both “the waiffeétonville” and a university-educated

anthropologist, she actively works as a contaavéen the South and the world beyond and

comes to terms with people with differing ethnigss, and cultural backgrounds. Rawlings

too sheds light on a relatively uncharted territoryhe South; the rural Creek community where

poor whites and blacks lived adjacently and thooghalways in an amicable manner, interacted

and negotiated with each other. As the title @heautobiography-Bust Tracks on a Roaahd

Cross Creek-clearly suggests, Hurston and Rawlings focusedifferent aspects of traveling

in their autobiographies, that is, wandering aridaagion respectively. Nevertheless, they

similarly depict the unexpectedly heterogeneousipécof the South and in doing so reconstruct

a fluid Southern identity that is closely tied keir sense of place.

In Dust TracksHurston describes herself as a little girl whe ha “inside urge to go places”

(22), which one time even causes her to go andtfeeend of the world” (27). The rhetoric of
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traveling—comparing life to travel and self to aveler—is of course not rare at all in
autobiographical writing in general, yet it shoblkel noted that Hurston frequently uses that
rhetoric for pointing to the shifting cultural robé Southern blacks in the early twentieth century.
Throughout her autobiography, Hurston presentslfaas a black traveler moving within and
beyond Southern spaces, an embodiment of a maddmidual self moving independently not
only beyond geographical boundaries but also begoethl and cultural ones. The famous

gate post scene in the chapter titled “Inside $8asca germane example:

| used to take a seat on top of the gate post atchwhe world go by. One way to Orlando
ran past my house, so the carriages and cars wasklbefore me. The movement made me
glad to see it. Often the white travelers would e, but more often | hailed them, and
asked, “Don’t you want me to go a piece of the waty you?” (33-34)

The situation itself seems quite similar to the Brenz Fanon described Black Skin, White
Masks marked by “the white gaze” objectifying and othgra black subjecf What is

striking about this passage, however, is the wanstdn rewrites this classic (post)colonial
encounter between white travelers and “nativestiml south from a perspective of a Southern
black subject which is herself. Young Zora, whantihave been a classic picturesque
“pickaninny,” a passive object of gaze who smiled waves at the passing cars here in fact
gazes back and opens up a conversation, as if ah@hayfully suggesting that she could also be
a traveler: “Don’t you want me to go a piece of ey with you?” Zora’s boldness upsets her

grandmother who remembers slavery and makes h&iex¢Git down offa dat gate post!
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You Ii'l sow, you! Git down! Setting up dere loalg dem white folks right in de face! . . .

And don’t stand in dat doorway gazing out at ‘erithrex.  Youse too brazen to live long”
(34) Nevertheless, the girl “kept right on gazingter, and ‘going a little piece of way’
wherever [she] could make it” because “[t]he vidagpemed dull to me most of the time. If the
village was singing a chorus, | must have misseduhe” (Ibid.). What this short anecdote
reveals is that by the time Hurston wrote her aiography the form and the meaning of
traveling had changed and been diversified so nthethwhites were no longer the only people
that could afford its privilege. In other wordsrdugh young Zora’s perspective she reverses
the colonial gaze of white travelers and redefinageling for Southern black subjects in the
early twentieth century as something other thaogdrelocation.

It is significant that the beginning of Zora’s tedwvg is prompted by her mother’s death.
Hurston mentions this in the chapter titled “Warigt in which she retells Lucy’s death in
Jonah’s Gourd Vinas a factual account: “That hour began my wangsrin Not so much in
geography, but in time. Then not so much in timéespirit. Mama died at sundown and
changed a world. That is, the world which had bagtt out of her body and her heart. Even
the physical aspects fell apart with a suddenrtegsaas startling” (67). Fraroise Lionett
discusses that “the death of the mother and subseédlispersion of the siblings echo the

collective memory of her people’s separation frofmoa-as-mother and their ineluctable
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diaspora” (112}?> According to Lionett, the folk custom of veilitige mirror originated from

the patriarchal tradition that severs the mothergti¢er tie, and Hurston’s recount of the event is
her “painstaking effort” to retrieve that tie artg ‘be the voice of [the] occluded past, to fill the
void of collective memory” (118). Lionett’s readjimas been significant in reconsidering
Hurston as a writer/anthropologist who, from a fegerspective, records, rewrites and speaks
for the collective past of Southern black commaeasiton the verge of oblivion. It should be
also noted, however, that Dust Tracks Hurston also revisits the problem of fatherhaoterms
of individualism. As discussed in Chapter OneJonah’s Gourd VingHurston critiques John,
modeled after her father, as a modern man whosetargavel and upward social mobility result
in the alienation from nature often linked with fi@mity. In Dust TracksHurston again puts a
great emphasis on how the presence (and the as#rmr mother influenced her life, yet

significantly, she also mentions how she inheritedfather’s “inside urge to go places”:

[My mother] used to say that she believed a womha was an enemy of hers had sprinkled
‘travel dust’ around the doorstep the day | wasborThat was the only explanation she
could find. I don’t know why it never occurredher to connect my tendency with my
father, who didn’t have a thing on his mind busttawn and the next one. That should have
given her a sort of hint. Some children are jusirid to take after their fathers in spite of
women’s prayers (23).

That Hurston set her father’s tendency to wandersdicial mobility, and individualistic

predisposition at the basis of her self-constructioggests that she finally achieved an
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emotional reconciliation with the father who faile children after his wife’s death and broke
up the family.

The emphasis on mobility and individualism coulsiabe linked with a shift in Hurston’s
political and philosophical standpoint at the tisie was writing her autobiography.
Throughout the originally unpublished chapter “®&gdhe World as It Is,” Hurston praises the
“the richer gift of individualism” which she rece instead of “the solace of easy
generalization”: “When | have been made to suffavben | have been made happy by others, |
have known that individuals were responsible fait,tand not races” (248). She fiercely
attacks the idea of “Race Pride” and “Race Soligétierms in popular use since Marcus
Garvey’s black separatist movement in the 19203 aaserts that “[w]hat the world is crying
and dying for at this moment is less race consciess’ (250). To her, race “is a loose
classification of physical characteristics” andl4aothing about the insides of people” (249).
And it is not only race that she denounces. Sée @lesents nation as a totalizing concept that
could be misused against individual values: “I kribat goodness, ability, vice, and dumbness
know nothing about race lives or geography. | dowish to close the frontiers of life upon my
own self. | do not wish to deny myself the expansif seeking into individual capabilities and
depths by living in a space whose boundaries ae aad nation” (253).

Hurston’s emphasis on individualism and her subsetyejection of collectivism based on
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race and nation have often puzzled the scholarstwto situate her work on an African
American maternal literary ancestry. As AnnettefZer points out, they should be understood
against the backdrop of the national and internatipolitical circumstances of early 1940s
which exposed the flagrant contradiction of thetedhiStates, that is, “the lack of democratic
equality on the national scene at a time when tBevds fighting a war for democracy in the
international arena**  As if anticipating the extermination campaigriNazis Germany,
Hurston warned against overpraising race sinceuldcbe “the root of misunderstanding and
hence misery and injustice” (250). She was alsarawow the US professed itself to be
“Arsenal of Democracy” while allowing the most umagecratic domestic policy of segregation.
As such, she detected the same hypocrisy when@eake offended by the Nazi invasion of
neighboring countries while overlooking Europe’srolistory of colonization in Asia and Africa
(258-262). Whereas many Hurston scholars sincedreray have criticize®ust Trackgor
being evasive on race issue§aturday Reviewrticle which announces the autobiography as
the winner of the 1943 John Anisfield Awards in RaRelations in fact shows the author’s

vocality about race in the national and internalarontext:

The awards have an especial timeliness this yeRacial relations intertwined with
nationalism might almost be said to be the thenthiefwar and one of the major problems of
the peace. . . . Nothing has more sharply emphddimedemocratic problem which we
inherited from slavery than the pressures of oas@nt crisis and the obvious need of putting
our own house in order before we talk too much wfeicanism as a cultural and political
successs
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Unlike other black intellectuals who aligned thehase with the Communist party, Hurston

remained independent in her political struggles€é many good points in, let us say, the

Communist Party. Anyone would be a liar and a fodatlaim that there was no good in it.

But | am so put together that | do not have much bérd instinct” (262). As shown in Chapter

Two, her reluctance to associate herself with Comism should not simply be interpreted as a

sign of political conservatism. The point is rattieat she considered individualism as a last

stronghold against the contemporary crisis deapplicated with racism, fascism, and

colonialism.

And it was though her experience of continuous mwm that she developed her peculiar

individualism. Let me again cite the key passagmf‘Seeing the World as It Is”: “I know that

goodness, ability, vice, and dumbness know notabaut race lives or geography. | do not

wish to close the frontiers of life upon my ownfsell do not wish to deny myself the expansion

of seeking into individual capabilities and depllydiving in a space whose boundaries are race

and nation.” What is worth noting here is Hurssorgpetitive use of the words related to travel

and movement: transcending and opening up “geogyafitontiers,” “space,” and
“boundaries.” Exploration of inner spaces is coregao traveling and literal crossing of

boundaries. As an alternative to the essentidist of race and nation, Hurston presents a

philosophy of traveling, that is, to keep movinglam so doing expanding the boundaries of self.
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Dust Tracksllustrates how such a boundary-crossing autolajpigical self is constructed
through traveling. She closely observes contenmrp@authern landscapes which are,
considering the period in which the book was piiglds naturally those of segregation. The
beginning of her travel is marked by her figuratexéle from the all-black hometown and the
recognition of self as a black child in the segtedé&outh: “Jacksonville made me know that |
was a little colored girl” (70). With the mothedgath as a starting point, Hurston describes
young Zora’s movement and her psychological devekg through her travel from Eatonville
to Jacksonville, Memphis, Boston, Baltimore, Waghom D.C., New York, and finally back to
the South again, where she does her anthropolagiselrch and gets reunited with her family.
The “School Again” chapter, which is the last clemutf loosely chronological autobiographical
narrative, ends with the scene of reunion, in wiioha's experience of Southern diaspora is

finally, and spiritually, redeemed:

| felt the warm embrace of kin and kind from thestfitime since the night after my mother’s
funeral, when we had huddled about the organ diieon and bewildered, with the walls of
our home suddenly blown down. On Septembé figat house had been a hovering home.
September 19 it had turned into a bleak place of desolatiothwinknown dangers creeping
upon us from unseen quarters that made of us apdning huddle, though then we could not
see why. But now, that was all over. We coulctbbeach other in the spirit if not in the
flesh. (142)

In her reading of this passage, Lionett pointstbat “[i]t is thanks to [Hurston’s] research and

professional travels that she becomes . . . tiketliat reunites, reconnects the dispersed siblings,
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who can now ‘touch each other in the spirit if mothe flesh.” The imagery that describes the
disintegration of the family unit is a clear remémaf the conditions of the Middle Passade.”
However, such redemption of diasporic experiengetpmot only to the past but also to the
future. The last passage of the originally puldskersion of the book which symbolically
represents the hope for the future echoes thisemégpiritual reunion: “Maybe all of us who do
not have the good fortune to meet or meet agaithisnworld, will meet at a barbecue” (232).
Through the image of integrated dinner table, Hurdinks the past, the present and the future of
the Southern black social lives.

As previously mentioned, Hurston scholarship hasgs problematized the evasiveness of
Dust Trackson the contemporary race issues (partly becauseafuthor’s positivist strategy),
especially about segregation, racial inequalitg @olence.  Hemenway states that Hurston
“refuses to write about the race problem,” whilécAlWalker is frustrated about the book’s
“unctuousness,” and Maya Angelou points out thae“does not mention even one unpleasant
racial incident” in her autobiography even thoufgk $most certainly lived through the race riots
and other atrocities of her timé&’” Considering the period in which the book was fsitield and
the fact that it was awarded the literary prizertare relationsDust Tracksloes spend
considerably small number of pages describing seded public spaces and none on lynching

incidents (or the threatening possibility of'ff). Hurston depicts train a few times either as a
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part of her fond childhood memory (83) or a symtiioh significant turning point of her life (99),
but not as the epitome of segregated Southern swaoeh led John C. Inscoe to criticize the
book for lacking racial element and compassiorfétow blacks'® Quoting Hurston’s
description on a Jim Crow coach in the originaltyidged chapter “My People, My People,” he

claims that Hurston ridicules unrefined blacks lomtrain. Here is the passage in question:

Certain of My people have come to dread such samioes than they do the dirty upholstery
and other inconveniences of a Jim Crow coach. THedgst the forced grouping. The

railroad company feels “you are all colored argot? So why not all together?”. . . So
when sensitive souls are forced to travel that thiay sit there numb and when some free soul
takes off his shoes and socks, they mutter “My adenot My taste.” When someone eats
fried fish, bananas and a mess of peanuts and shatithe leavings on the floor, they gasp,
“My skinfolks but not my kinfolks.” (237)

Insisting that “Hurston’s eliticism is never moreavidence than in this passage,” Inscoe
concludes that she “seemed to think [herself] kedtiby class and accomplishment to better
treatment than other blacks and resented havisbgdre the indignities imposed on all members
of their race by sheer commonality of col6f.” What is overlooked in Inscoe’s argument,
however, is that in this passage and throughostdapter Hurston actually mocks the anxiety
of the middle-class blacks about being identifigthweemingly unsophisticated working-class
blacks. In so doing, she displays the differemdratind diversification of the social lives of
contemporary blacks which made it difficult for theéo simply identify with each other.

The opening episode of the same chapter is alssain point. Hurston illustrates a volatile
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situation including different social class and éthgroups, this time not in a classic Jim Crow

setting, but in an urban desegregated one. Shetsleg‘well-dressed, well-mannered, and

good to look at” black couple, supposedly Barnard dale students, get on the subway only to

feel embarrassed by other black passengers, “gpabby looking Negroes” who “woof, bookoo,

broadcast and otherwise distriminase] from one end of the coach to the other” (236).

Fearing that white passengers would think all ehttto be the same kind, “Barnard and Yale

shake their heads and moan, ‘My People, My Pedpldhiscoe mistakenly considers this

episode as autobiographical and claims that thrdhighparable Hurston is making “efforts to

distance herself from others of her rage.” Yet there is no indication of whether “Barnard” i

the passage is the author herself, and here agaiagally satirizes each group involved in the

event. Significantly, Hurston the narrator usesgtang “distriminate” in describing the

working-class pair. As she explains later in thme chapter, “distriminate” is not a typo but a

coined word which meanstander (240, italics original). In the subway episodtyrston

uses her own perspective as an autobiographehéwetry narrative consciousness is somehow

mixed with that of the “distriminating” pair. Exgatifying Hurstonian free indirect speech, this

passage arguably shows that the narrator undesstarttishares the pair’'s vocabulary, rather

than dismissing their non-standard word choice. HA@sston aptly states, “[w]hen you find a

man chewing up the dictionary and spitting out laage, that's My People” (240). Perhaps the
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narrator’s position is closest to that of “anotbeuple” in the train who also witness the event
and exclaim, “My People, My People!”, but from a&ady different context; they say that in both
amusement and sympathy, “in the same tone of \batea proud father uses when he boasts to
other about that bad little boy of his at home™{R3

Through these episodes, Hurston suggests that biquevience has become so diversified
that it might not be incorporated into the traditab South-to-North / oppression-to-freedom
pattern of migration narratives. She attemptsitalidate the dichotomy between North /
South and integration / segregation and describsphaces she travels through as multiple
contact zones in which often uncomfortable encasrtetween varying social groups take place.
In the autobiography, Hurston initially becomes eevaf such spaces when she is sent home

from a Jacksonville school by a stear@#ly of Jacksonville

White-clad waiters dashed about with trays forfttet class upstairs. There was an almost
ceaseless rattle of dishes. Red carpet underfdig, shiny lights overhead. White men
in greasy overalls popping up from down below nowt then to lean on the deck rail for a
breath of air. A mulatto waiter with a patch oeee eye who kept bringing me slabs of pie
and cake and chicken and steak sandwiches, andhsemétern to eat them. . . . A group of
turpentine hands with queer haircuts, in blue disevdath read handkerchiefs around their
necks, who huddled around a tall, black man wigluigar round his neck. They ate out of
shoe boxes and sang between drinks out of a conaitle. A stocking-foot woman was
with them with a dirk in her garter. Her new shoese in a basket beside her. She dipped
snuff and kept missing the spittoon. The glitteb@ass and red carpet made her nervous.
The captain kept passing through and pulling my ¢antly and asking me to spell
something, and kept being surprised when | did) (82
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Through the perspective of herself as a teenagestéh here vividly describes a tapestry of
people on board coming from different racial arebslbackgrounds. While there are visible
boundaries between classes (“first class upstgenple in “greasy overalls popping up from
down below”), Hurston’s closeness to the waiter n&dcaptain suggests that she, because of her
youth and her literacy, is tolerated crossing tHemendaries to observe both sides of people.
Especially important here is her first encountehwiurpentine hands” whose culture she would
revisit years later as an anthropologist. Peojille fgueer haircuts,” a blues guitarist, and a
woman “with a dirk in her garter” evoke both une&sis and admiration within Hurston. As
Adam Gussow in his study on Hurston and blues mihotes, “[tjhese are not common people,
butuncommorpeople—as is Hurston herself, a self-consciougian to the rules people have
made for her—and what separates them from her & driaws her to them. Hurston’s
investigation into blues culture was her attemptiszover this ‘somewhere else,’ this
frontier-within-a frontier that had called to her ateenager® Since she was born in a rural
all-black town, blues culture is not something ygpuwora was familiar with.  And yet, through
her experience of “wandering,” she comes to shaertobility of blues people and their desire
to be mobile, which, according to R. A. Lawsonas ‘essential feature of the Southern black
experience and cultural expression” in the eramaGMigration®>

The theme of boundary-crossing becomes even cleduem Zora moves to Memphis, which
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was known as an interchange for black migrantdyding many blues musicians) moving north.
According to Pam Bordelon, Memphis at that time Svadtracting droves of rural black
Southerners looking for economic opportunity” andHurston, it “was a providential first stop
on the way north®  Frustrated with living with her brother’s familyhile not being able to go
to school, she finds a job as a lady’s maid faaadling theater actress, who would take her to

northern cities and introduce her to a new kindahmunity:

| saw thirty-odd people made up of all classesraweds living a communal life. There were
little touches of professional jealousy and a cattck now and then, but let sickness or
trouble touch any member and the whole cast rairednd to help out. It was a marvelous
thing to see. There were a few there from goodlif@smand well-to-do homes who slept in
shabby hotels and made meals on sandwiches wighowtrmur. From what they said and
did, you would think they were as poor as the rd<i8)

Here Hurston illustrates an ideal community in vihéwvery member helps each other and, more
significantly, speak and act similarly in spitetloéir dissimilar cultural backgrounds. Their
sense of community based on mobility and plurakfyresents the cross-cultural
autobiographical self Hurston sought to creatBuist Tracks

It is suggested that the troupe which is made madtNortherners is free of rigid social
structure inherent in the South, although theyrttefly use “a lot of racial gags” on each other
(118). While noting that she never felt uncomfblgabecause of her race, Hurston admits that
her blackness attracts people’s curiosity: “I wasanly Negro around. But that did not worry

me in the least. | had no chance to be lonesostause the company welcomed me like, or as,
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a new play-pretty” (104). Right after commentingteer blackness, however, Hurston goes on
to state that she could adapt herself to the netivarment paradoxically because of her

Southern background:

In the first place, | was a Southerner, and hadvibp of Dixie on my tongue. They were all
northerners except the orchestra leader, who ceonePensacola. It was not that my
grammar was bad, it was the idioms. They did mowk of the way an average Southern
child, white and black, is raised on simile andeictwe. They know how to call names. . ..
They can tell you in simile exactly how you walkdesmell. They can furnish a picture
gallery of your ancestors, and a notion of whatryahldren will be like. What ought to
happen to you is full of images and flavor. Sititat stratum of the Southern population is
not given to book-reading, they take comparisohtraut of the barn yard and the woods.
When they get through with you, you and your wHalaily look like an acre of totem-poles.
(104-5)

It seems that Hurston is trying to distract readattention from race to region while
overemphasizing the crudeness of her culture. h¥etery overemphasis on Southernness here
shows the degree to which she is aware of culexjéctation her presence arouses in the troupe.
What Hurston demonstrates through acting the roéeSoutherner with “the map of Dixie on

[her] tongue” is that she made her way into thisngopolitan traveling troupe not by

highlighting her essential cultural difference byt“simile and invective,” that is, linguistic
performance and exaggeration—or in Hurstonian padacrayon enlargement of life. As
Trefzer posits, “neither race nor region alonerkgiHurston’s identity precisely because she is

a product of cross-cultural influences that slipegarical definitions®  Through the act of

acting, Hurston foregrounds her self as a siteégotiating multiple cultural identities.
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While Dust Trackss structured around Hurston’s autobiographicataeaing, Rawlings, in
Cross Creekfocuses on the process of relocation and redisgafdhome, which is part of her
strategy to differentiate her work from typicalMehwriting. In her discussion on travel writing,
Mary Louise Pratt states that the metropolitanureltdisplays an “obsessive need to present and
re-present its peripheries and its others contipgalitself” and how “[t]jravel writing . . . is
heavily organized in the service of that imperatiffe Rawlings was acutely aware of such
“othering” tendency prevailing in the contempor&tgrida travel writing.  Tourist discourse
about the state emphasizes the attention-grabbiiages of tropical paradise while either
marginalizing the backwoods “crackers” by spitefidbnsidering them as some type of human
subspecies or completely obliterating their preséhc To avoid such marginalization,
Rawlings stresses the process through which stentecpart of the community and in so doing
tries to create the counter-narrative against ibeodrse of tourism. The opening of the first

chapter titled “For This Is an Enchanted Land” egéfies her attempt:

Any grove or any wood is a fine thing to see. B# magic here, strangely, is not apparent
from the road. It is necessary to leave the ingpeakhighway, to step inside the rusty gate
and close it behind. By this an act of faith isneoitted, through which one accepts blindly
the communion cup of beauty. One is now insidegtioge, out of one world and in the
mysterious heart of another. Enchantment liesffarént things for each of us. For me, it
IS in this: to step out of the bright sunlight ink@ shade of orange trees; to walk under the
arched canopy of their jadelike leaves; to seédhg aisles of lichened trunks stretch ahead
in a geometric rhythm to feel the mystery of a gsidn that yet has shafts of light striking
through it. This is the essence of an ancientsmaget magic. It goes back, perhaps, to the
fairy tales of childhood, to Hansel and GretelBtabes in the Wood, to Alice in Wonderland,
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to all half-luminous places that pleased the imatyom as a child. It may go back still
farther, to racial Druid memories, to an atavisease of safety and delight in an open forest.
And after long years of spiritual homelessnessiastalgia, here is that mystic loveliness of
childhood again. Here is home. An old threadgltangled, comes straight again. (15-16)

Here Rawlings tries to attract readers’ attentshiades and the geometrical pattern of tree
trunks, not sunlight and oranges. The passagecisedly that of a pastoral narrative which
emphasizes quietness and seclusion in contraghttwiirist activities. It is worth noting that
Rawlings repeatedly uses the word “inside” to enspt®athe initiation process through which
she leaves “the impersonal highway” behind and imesoa Creek resident.  This process
continues well over to the subsequent chaptersgsitually gets used to strange Creek customs
(“Taking up the Slack,” “The Pound Party”) and goesa trip throughout the area helping her
friend Zelma Cason taking the census data, whioresevell “for learning a new territory and
people as quickly as possible” (“The Census,” 56}lIso striking about the passage above is the
fact that she relates the Creek to her childhoochones and defines the place as “home,” which
sets the book apart from the prevailing discours€lorida of that period that defines the state
as a temporary tourist destination.

Ironically, however, Rawlings’s narrative unwittiggepeats the othering tendency of travel
writing she pursues to avoid. While she resiststtbpical otherness emphasized in the
discourse of tourism, she creates a different ottes which made Florida a primitive,

pre-modern, nature-oriented space with “crackesghgthic self-reliant farmers. According to
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history scholar David J. Nelson, these images gi@dby Rawlings’s work do not necessarily
contradict “the one that chambers of commerce geibits, advertisers, and state parks offered
visitors.”?®

If Rawlings’ representation of the Creek poor whitgadvertently involves a kind of
romanticization, her treatment of black charactersld be considered as a more obvious

example of cultural othering. In the chapter @hliBlack Shadows” which describes a line of

blacks working for her she writes:

| am not of the race of Southerners who claim tdeustand the Negro. There are a few
platitudes dear to the hearts of these that seasonably accurate. The Negro is just a
child. The Negro is carefree and gay. The Negmligious in an amusing way. The
Negro is a congenital liar. There is no dependénde put in the best of them.

Back of these superficial truths lies the mystdrthe primitive African nature, subjected
precipitously first to slavery and then to so-adltevilization” (189).

Although she refuses the classic Southern stereatfplacks by announcing that she would not
claim to understand the mindsets of blacks, Rawlstdl slips into yet another stereotype:
Blacks have retained their primitive culture in tieart of civilization and therefore their
presence remains enigmatic. Later in the sametehsipe says, “[t]he long line of Negroes has
come and gone like a string of exploding firecraskeach one arriving on the smoking heels of
another and departing as violently. Most have gorniesanity, mad love affairs, delirious
drunkenness and shootings. Their shadows lie dodgolack against the pattern of the Creek”

(191). Here again Rawlings is trapped by her cawaéncy to highlight the difference of her
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cultural “other,” casually relating black charastevith insanity, lovesickness, alcoholism, and
violence. Although Rawlings makes clear that tekavioral pattern of Southern blacks was
constructed through the history of slavery anddck of economic independence, her attitude
towards blacks often resembles “the race of Son#rst who she tries to critique. She begins
the “Catching One Young” chapter with the followipgssage: “I bought Georgia of her father
for five dollars. The surest way to keep a maithatCreek, my new friends told me, was to
take over a very young Negro girl and train hemyways” (85). While Rawlings stress
throughout the text that “crackers” never accejd paork for the fellow whites, here she quite
casually says she “bought” the black girl, whiclygests that uneven racial relations since
slavery has not drastically changed in the Creel,as well as that Rawlings seems to have
fully adopted the race consciousness of the Crdetesto assume that blacks should be guided
and refined by the hands of whites, to becomeizedl.

Probably because of this problematic tendencyloériig on the part of Rawling€ross
Creek while it is a counter-narrative to tourist wrg has its own counter-counter-narratives
written by other Creek residents such as Idell&kétaand J.T. Glissoff.  Parker, who
Rawlings mentioned briefly i€ross Creelas her “perfect maid,” reveals complicated race
relations in the Creek community which Rawling®k fails to grapple witf® For example,

she indicates that racial violence, though it relsamentioned irCross Creekwould have been
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a daily occurrence in the areas surrounding thelCr#&d been hearing stories about how
sometimes colored folks mysteriously disappearddland Grove ever since | was a child, and
those scary tales came rushing into my mind. ¢sl@rove was a white man’s town, a place
where colored people were not welconie.” She also recalls when Hurston came over to Cross
Creek to visit Rawlings. While the two women hagr@at deal of fun together during day time,
when it was decided that Hurston would spend tgathRawlings sent her to the tenant house to
share the bed with Park&r. Parker does mention how liberal Rawlings was caneqb the
contemporary Southern standard and how often steeeg the Jim Craw law by accompanying
her in public. And yet, her memoir as a wholestelf “the barrier of color” that ultimately
prevented Rawlings from treating blacks equallyhé®ecame the rich, white lady author, and |
became quiet, reserved, and slipped back intoheatay, ‘the perfect maid 32

J.T.Glisson, the son of Rawlings’s neighbor Toms&In whose name appear<imss Creek
wrote a similar type of counter-memoir titl@tie Creek Glisson recalls that Rawlings “had
little contact with most of the Crackers, havingserself apart from by displaying an air of
intellectual and social superiority. Whether ot tiis was deliberate, she was perceived as

wanting to keep herself distant from the local initents.*

He also suggests that some
descriptions of the “crackers” in Rawlings’s boditow her lack of understanding of their culture.

For example, in the chapter “Pound Party,” Rawlirajeer comically describes how a proud

137



“cracker” family invited her to a pot-luck partystead of directly begging for food, but
according to Glisson, Rawlings’s speculation isnathng: “[W]ell-meaning families attempted
to draw her into their community of friends, ontyltave her misinterpret their overtures as
attempts to obtain charity. She would later woitéhose sincere offers of friendship from the
bias of her own misunderstanding.”

What should be noted here, however, is less thdiat Rawlings’s real life betrays her
descriptions in the book and more the reasonsedhsd attached to Cross Creek despite
frequent miscommunication with the locals and ratzé it as a community of proud and
independent “crackers.” Parker’s and Glisson’s wiesrare quite informative about an
eccentric side of Rawlings’s personality, her qoess to quarrel with others, her mood swing,
and drinking problem that were never tolddross Creek Glisson reports Rawlings’s
unconventional behavior that would shock other womwiethe Creek community: “She smoked
in public at a time when most women smoked in $exrd publicized her taste for good liquor
when most of the country buried their empty bottlekler fast driving, reckless accusations, and
occasional profanity all created an image not asxamired but never ignoretf” Given that
Rawlings fiercely went against the contemporarydgemorms as a divorced female writer,
Cross Creek might have been like a kind of havdmetpand perhaps that was why she projected

her own ideal of independence and individualisnodfiorida “crackers.” The Creek people
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ultimately accepted the eccentric Yankee womarésgmce which was sometimes puzzling and
controversial in the small rural community. As<$Sbn explains, her preference for
independence and privacy after all “fit[s] mostbedy at the Creek®

Significantly, Rawlings herself expresses a semsdfinity she felt to the Cross Creek

community members with the words “queer,” “crazgid “madness”:

People in Island Grove consider us just a littgglety and more than a little queer. Black
Kate and | between us once misplaced some househgdt, quite unreasonably.

| said, “Kate, am | crazy, or are you?”

She gave me her quick sideways glance that was eetieely impudent.

“Likely most two of us. Don’t you reckon it takersebody a little bit crazy to live out here
at the Creek?”

At one time or another most of us at the Creek leen suspected of a degree of madness.
Madness is only a variety of mental nonconformitg &e are all individualists here. (9-10)

Concerning Rawlings’s frequent use of the word ‘&ieTrefzer contends that “Rawlings
explored the strategy of queering communal andop@iddentities as one way to cross sexual
and racial boundarie$® Though “queer” here does not exactly have a daxdertone in the
context of the book, it is interesting to suppdsd Rawlings was, as an independent woman
who often defied expected gender roles of theategcted by the word’s connotation of
something outside social norms and boundaries. uSéethe word a few more times in the
book to further highlight the eccentricity of thee€k people including her, and even célisss
Creekitself “aqueerbook” (italics original) whose “effect on readeveuld be to take them into

a totally strange world, and that they should geeértain delight and enchantment in the
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strangeness®® Rawlings certainly gives the word “queer,” alamih “crazy” and “madness,”
a positive implication for the boundary-breakingljty and describes how that quality actually
ties the Cross Creek people together, just as tltaahrecognition of craziness ties her to the
black maid Kate beyond racial and class differencEaus the descriptions of queerness and
madness of the Creek residents provide a fine ebeaaipnow Rawlings, in spite of her othering
tendency, ultimately recognizes a striking similabetween herself and her “other,” and sets
such a moment of recognition as the basis of conairidentity.

In this sense, it is important to rethink why Rangk puts significance on the role of Martha
Mickens in the book. Rawlings describes Marthéaadusky Fate, spinning away at the
threads of our Creek existence” (25). Martha eduss a central character who holds together
the otherwise highly episodic chapters, and intceduo Rawlings the history and the nature of
Cross Creek from old legends and fairy tales as agethe practical knowledge about its flora
and fauna, animals and “vermints.” Rawlings tharmstimes identifies Martha with nature in
the same way she relates other black charactensmyisterious primitiveness. As problematic
as this might be, Martha’s closeness to natureldhmireconsidered in relation to the shift of
Rawlings’s model of identity from an individualistbone to a communal one. While Rawlings
emphasizes the Creek people’s self-sufficient addvzidualistic way of life at the beginning of

Cross Creekin the latter part of the book she reveals a matare-centered world view, on
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which she and other Creek residents base thes.livAnd it is Martha who plays a significant
role in introducing such a perspective. In theptlatitled “Fall,” which is one of the four
chapters dealing with each season, Rawlings deschbw she came to “put stock in Martha’s
voodoo.”® In the Creek area, the first stormy rain sigtiaésbeginning of fall, which is the
time for planting crops. One year when the staaneslate and a long drought postpones the
planting, Rawlings starts to listen to Martha’siwas age-old methods for inducing rain and
avoiding bad luck. Like Hurston in the second péiules and MenRawlings becomes an
apprentice of voodoo; she listens to Martha ares i variety of practices from avoiding
cleaning the fireplace every Friday to hanging w@ead chicken snake on a tree. And like in
Hurston’s work, voodoo here symbolizes the irrdslistpower of nature. Through her voodoo
methods and folk legends, Martha teaches Rawliogsth live in harmony with nature by
reading its signs very carefully, and how one sti@dcept its power in awe. Though half in
doubt, Rawlings obeys Martha’s commands and eviytihe long-awaited storm comes to the
Creek.

The same narrative pattern is repeated in the peraié chapter, “Hyacinth Drift.” After the
divorce from Charles, Rawlings confesses that sh& g1 deep depression and “lost touch with
the Creek. . . . | loved the Creek, | loved thevgtd loved the shabby farmhouse. Suddenly

there were nothing” (354). Desperately tryingitalfthe way out, she goes on a boat trip on St.
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Johns River with her friend Dessie Smith. Rawlirgg® charge of map and compass, but since

half the channels charted disappeared after thedosught, she is unable to follow the chart and

eventually gets lost in the middle of maze-like evat After camping for a night, they realize

that the water hyacinths are drifting in the dir@ctof the right channel:

From that instant we were never very long lost. reFer after, where the river sprawled in
confusion, we might shut off the motor and studg/flbating hyacinths until we caught, in
one direction, a swifter pulsing, as though wequthands close and closer to the river's
heart. It was very simple. Like all simple fagtayas necessary to discover it for oneself.
(359)

The ironic lesson Rawlings learns here is thatisisaved not by using man-made tools, but by

making nature itself her guide. In order to commwith nature, she has to first cut her ties

with civilization by literally turning off the moto Then for the first time she can immerse

herself into nature and let it guide her, whickhis only way she can find her the right channel.

Also significant is the personality of Dessie, Riangt’s traveling partner. Rawlings describes

her as a woman with a deep knowledge of naturehanting who casually ignores the gender

roles imposed by society:

She was born and raised in rural Florida and gadscampfires and fishing-rods and
creeks are corpuscular in her blood. She livesphisticate’s life among worldly people.
At the slightest excuse she steps out of civil@atnaked and relieved, as | should step out
of a soiled chemise. She is ten years my juniatrshe calls me, with much tenderness,
pitying my incapabilities, “Young un.” ‘Young unshe called, ‘it's mighty fine to be
traveling.’ (357)

Through her travel with Dessie, Rawlings too “stepsof a soiled chemise,” immersing herself
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into nature and feeling liberated from depressiuoth @bligation as a divorced woman. After
successfully finishing their adventurous trip, Riangs rediscovers the loveliness of the land
again: “Because | had known intimately a river, ¢lagth pulsed under me. The Creek was
home. . . . | knew, for a moment, that the onlyhirigare is the masochistic human mind” (370).
As Christopher Rieger suggests, this chapter “se&rs a mini pastoral retreat in itself: a
withdrawal into nature that permits a clearer visipon return® The pastoral structure of the
episode parallels that of the whole book, whicltords Rawlings’s relocating to Cross Creek and
the subsequent rediscovery of home. Rawlingssatiges of traveling from metropolis

through a nature-oriented rural community leadstbieritique her own individualistic way of

life and ultimately address an important questiothe last chapter “Who Owns Cross Creek?”:

Who owns Cross Creek? The red-birds, | think, ntloaa |, for they will have their nests
even in the face of delinquent mortgages. And &fén dead, who am childless, the human
ownership of grove and field and hammock is hypiotee But a long line of red-birds and
whippoorwills and blue-jays and ground doves wdtsdend from the present owners of nests
in the orange trees, and their claim will be ladgect to dispute than that of any human heirs.
Houses are individual and can be owned, like nasis fought for.  But what of the land?

It seems to me that the earth may be borroweddtubought. It may be used, but not
owned. It gives itself in response to love andlieg, offers its seasonal flowering and
fruiting. But we are tenants and not possessovers and not masters. Cross Creek
belongs to the wind and the rain, to the sun aad#asons, to the cosmic secrecy of seed, and
beyond all, to time. (380)

Here Rawlings imagines the nature of Cross Creakvtlould well survive her, and reconsiders

the role of human in the natural world: Humans es@ natural recourses but cannot own them,
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he or she can tend nature but should not ruleBly foregrounding nature as the owner of Cross

Creek and the central subject of the book, Rawlergasions a communal self constructed

through an intricate connection with the lives tifess.

Significantly, one year after the publication@ioss CreekRawlings wrote one more book

about the Creek, this time with a special emphasifbod and cooking. It is title@ross Creek

Cookery(1943, hereafter abbreviated@sokery, which, when read along with the

autobiography, provides a significant insight owlags’s autobiographical self. The book

tells us how food and foodways are closely assediaith cultural identity. It is thus

important to reread it as an autobiography writtetihe form of cookbook. Just like @ross

Creek in CookeryRawlings contemplates on Southern space, yetithésthrough rethinking

Southern foodways. The dishes introduced by thigoaueflect diverse cultures she immerses

herself in; on the whole, they foreground an awtgtaphical self in cultural contact zone, a

multi-dimensional self constructed through memagnmesv experiences, and encounters.

Cookeryis originally developed from @ross Creelkchapter titled “Our Daily Bread,” which

deals with the Southern dishes Rawlings discovafedl moving to the Creek. The types of

dishes and their recipes introduced in these twd feritings are threefold: Traditional Southern

and Florida local dishes; dishes associated wittnapelitan culture and sophistication; and

dishes based on Rawlings’s childhood memories. y @he presented sometimes with
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illustrations and anecdotes related to the padicidod and dishes. The three varieties of
dishes sometimes appear independently, at othestimcombination, and altogether represent
the multiple cultures with which Rawlings identdie One good example is what Rawlings calls
“Okra A La Cross Creek,” which combines a conspiskp Southern ingredient (okra) and
metropolitan flavor with hollandaise sauce typigaérved in fancy hotels and restaurants such
as Ritz Carlton and Waldorf (225-26pokery51-52). Many of the recipes recorded in
Cookerycould be classified as “Southern,” however onvthele they show the diversity of
Southernness. As John Egerton, auth@aithern Foodptly argues, Southern food is
“integrated food—nblack and white, soul and counisgole and Cajun, mountain and coastal,
plain and fancy** Rawlings’s recipes similarly integrate influendesm different Southern
cultures. They are roughly divided into traditibSauthern food such as corn bread, collard
greens and pecan pie; local / backwoods disheg gsime, seafood, exotic fruits and
vegetables; and dishes reflecting Florida’s histdrgnigration and cultural diversity (Cuban,
Greek, Minorcan, and so on). Even one Southeimabsld have multiple versions. For
example, the chapter “Hot Breads” introduces midtrpcipes for biscuits and cornbread, which
explain the diverse foodways among Southernersesihthem. For biscuits, Rawlings
introduces two different recipes: one is “backwddtiat is “thick, substantial, and very good for

the extremely hungry,” while the other is “madetbg best of Negro cooks,” more specifically
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by Idella Cookery19-22)** It is suggested the latter biscuits are servedrather formal

dinner table. The ingredients for the two recigesvery similar—flour, baking powder, salt,
shortening and milk—although the ratio of each @uyent is made slightly different to change
the texture. To make a contrast with these twipes; Rawlings also records her mother’s
version of biscuit which is Crisco-less and thusnse more delicate: they are “fluffy, tender,
falling apart in layers”Cookery21). Cornbread has even more variations, or rathe
“gradations,” as Rawlings states. She introducas Elake which is from “slavery and Civil
War times, when the Negroes baked it on hoes beforpen flame and the soldiers baked it on
their bayonets before the bivouac fires,” Corn Rdine dressier version of Hoe Cake, regular
oven-baked Cornbread, Cornmeal Muffins, and SpaatCookery 23-27). The spectrum
goes from simple and bland to rather lavish, depgnon the amount of milk and the number of
eggs added to cornmeal.

Rawlings was keenly aware of how foodways coula Inearker of racial and class difference.
Different ways of making biscuits and cornbreadaate the different needs, customs,
preferences and economic conditions of people vah¢them. The process by which Rawlings
learned these various recipes parallels the prooegkich she learned about the diversity of
Southern culture and gradually adjusted hersetf toln oneCross Creelepisode, Rawlings

tells about her first Christmas dinner at the Creel®/hen she is busily cooking her fancy dinner
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of turkey, squash, potatoes and plum pudding festg) a “cracker” man Moe with his friend

visits to offer his holiday greetings. Expectihgm to leave soon, Rawlings asks them,

“Dinner is ready. Won't you men join in?” To h&urprise, Moe accepts her offer and comes

in, because, as she learned later, “in rural Forid refuse an invitation to a meal, if one ig¢he

at the time it is ready or nearly so, is to insuspitality so grievously that the damage can

seldom be repaired” (117). After watching the matt worn clothes and rough speech

manner dutifully plow through her best dinner, akks again, “You men have just eaten a

typical Yankee Christmas dinner. Now tell me, wisahe usual Cracker Christmas dinner?”

Moe curtly replies, “Whatever we can git, Ma’am,atéver we can git” (118). The episode

comically shows Rawlings’s initial ignorance abthe “cracker” culture, and how her vanity

about fancy food and her cooking skill fail her wtthese backwoods men do not even care.

Later she would learn what it means to have “whatexe can git” for Christmas, and

understand how food becomes an indicator of cdlamd economic difference, and how people

of different social strata still appreciate foodadinner table, no matter what kind of food tlsat i

in the exact same manner.

Writing a cookbook itself is Rawlings’s attemptttanscend such difference. The letters

exchanged between Rawlings and Maxwell Perkinhertbokbook show how she revised “the

Gourmand and Gourmet” tendency of the introductiased on Perkins’s advice and decided to
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simplify, or in her words “emphasize Cross Creekifangle” of the book mofé. Through the
process of reserving “Gourmet” expertise and faugisnore on local food, Rawlings avoids
making herself look too uptight, and successfutigwss the audience that she understands and
fully enjoys Southern food. One good example igpisode on collard greens, one of the most
basic Southern vegetable dishes. Introducing Bootherners’ custom to dip cornbread in the
pot liquor (Southern jargon for the broth madehia process of cooking) of collard greens,
Rawlings tells how that combination which is “a kaf the plain people” cost her her “only
elegant servant” she ever h@bokery57). Rawlings once had a male servant named &gndfr
an elegant and intelligent black man who had afl@xpectations for the high life of
professional writer. He gets very upset when Raggimakes him serve collard greens and
cornbread for lunch, because they seem so différamt what he thinks she should be eating.
Disappointed by the fact that she does not regukaVe “the buffet supper of jellied fruit cup,
ham baked in sherry, roast wild duck, sweet pdiaskets and so forth,” he leaves Cross Creek
(Cookery59). What this story tells with irony is that @&od preference is not essentially
determined by race, class, and cultural group,ghaucould be predicted to some degree.
Whatever the cultural stereotype expected of aawWainkee woman writer, she might not feel
like having a fabulous luncheon every day and cndtkad be perfectly content with the

plainest dish imaginable in the same manner tihddek servant might hate such an idea.
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Rawlings shows that each recipedookeryhas an equal cultural value and is enjoyable nhyt o

to her but to most anyone.

Another interesting series of recipes comes fromviRgs’s mother. These are mostly the

luncheon dishes which Rawlings’s mother cookecharEmbroidery Club meeting and the

sweets she frequently made for her children. Ekengh they are not Southern dishes, the

mother’s recipes play a major role in the cookbdokthey constitute a significant part of

Rawlings’s cultural identity. Rawlings introducee recipes with her memories about her

mother: how she and other Victorian ladies usent mbroidery Club meetings for chatting

over nice luncheon dishes such as egg croquetteelied chicken; how she made special

cakes for her daughter’s birthdays and Thanksgivirigawlings kept her childhood cookbook,

in which her mother sometimes wrote down her rexipat some of the recipes were completely

lost over the years. I@ookery the daughter tries to recreate these recipesnsuning up her

memories and imagination. For “Mother’s Almond €glshe presents all the ingredients for

the cake, almond paste filling and boiled frosiimgxact measurement. Even though she is

aware that the original recipe is not completetyiegable, she still does her best to get close to

it. The condition of the “Watermelon Cake” recipeeven worse that Rawlings has never

actually tried to duplicate. The cake in the ddagh memory “was a deep loaf cake. Its base

was white, it was thickly streaked with watermefmink, and chocolate blobs were scattered
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through it to represent seeds. It was iced wisitgghio frosting in a delicate green” (154).
Part of the recipe on her childhood cookbook issimig because “Florida cockroaches have

eaten away both edges” (155):

White Part

1 cup sugar

1/3 cup butter

1/3 cup milk

Whites of 3 eggs
ups flour
easoons baking-p

Red Part

1/2 cup sugar

1/4 cup butter

1/4 cup mi

1cupfl

1/2 teaspoon

Whitesof 3e  (154)

By visualizing the fragmented recipe on the texwiRngs shows the extent of fragmentation of
her memory about the cake. And since she wasnadi 0 actually observe the way her
mother made the cake, a lot of details about tbeqature is also missing: “it does not tell how
much vegetable coloring is used for the ‘red p&dyv to blend both parts so that they do not run
together, and of what the chocolate seeds cor(@S8). Nevertheless, she tries to fill in the

missing part by guessing and restores the losfragthented past memory:

one and one-half cups flour and two and one-halpgeons of baking powder for the white
part, and one-half teaspoon of baking-powder (@dmot be soda, with sweet milk) and the
whites, of course, of three eggs for the red pafthe white and red parts must have been
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spread alternately in the deep loaf pan, and asjioy of the chocolate batter dropped here
and there between layers. (155)

Here again Rawlings shows a considerable persstmpresenting the exact measurement for
the recipe. Because by doing so she can give @etenform to her fragmented memories and
thus revive them. In “Our Daily Bread,” she corsies how turn-of-the-century culinary expert
Fannie Farmer and hBoston Cook Bogkvhich is said to have standardized the measuremen
system in the US cooking, greatly improved herrarly skill: “Lo and behold, my memories of
my mother’s dishes suddenly fitted in with the rexactness and | could duplicate her secret
recipes. . . . Science, art and instinct joineddsan a happy ring-around-the rosy. | had solid
rock under me” (217> Just as writing an autobiography gives a writehance to redefine his
or her self, writing the recipes helped Rawlingst@ the depths of her cultural memory and find
a new meaning, which would become a major compooiemér identity. Therefore, the recipes
of her mother that she rediscovered, though theyarely personal, play a central role in the
whole book.

Finally, through the cookbook, Rawlings also présenvision of a dinner table which begins
at a personal level but ultimately acquires uniakappeal. The introduction of the cookbook
titled “To Our Bodies’ Good” reveals the signifi¢cazontext on which it was based. Rawlings
confesses that she has received many letters frerd$ soldiers overseas praising the dishes

she mentioned in the “Our Daily Bread” chapteCioss Creek
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Men in the service have written me from Hawaii, Belippines, Australia, Ireland and
Egypt. Always there was a wistful comment on il td foods; often a mention of a
boyhood kitchen memory. Eight out of ten lettdvewt Cross Creelask for a recipe, or pass
on a recipe, or speak of suffering over my chatmfss Creek dishes.

“Bless us,” | thought, “the world must be hungr{2)

Country dishes introduced in “Our Daily Bread” stil@tes the hunger of soldiers away from
home, but as Rawlings goes on to explain, it ig by the squab-sized chickens stuffed with
pecans, the crab Newburg and Dora’s ice cream fiichwthe soldiers] longed, but the convivial
gathering together of folk of good will. Countiyoids, such as those of Cross Creek, have in
them not only Dora’s cream and butter and a dastoaking sherry, but the peace and plenty for
which we are all homesick” (Ibid.). Thus the reaspnCookerywere written not only for
satisfying physical hunger but also for providihg tvarmness of the family dinner table and
sense of abundance for which the wartime Americeastarving. Even though many of the
dishes introduced by Rawlings are considered Sauthieey have a wider cultural appeal to
those who are away from home and missing it.

Interestingly, Charles Scribner’s Sons publish&bathern cookbook in the same year
Cookerycame out: The Duchess of Windsd8sme Favorite Southern Recigé842), whose
royalties were donated to British Wartime Reliefn a quite unexpected way for a cookbook
related to royalty, the Duchess’s book presentiitiogal Southern recipes from fried chicken to

the colonial Williamsburg style pork cake as quéstntial American food that is simple and
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nutritious. According to the Baltimore-raised Dash, Southern dishes are “the simple dishes
of my homeland which are most popular . . . andchvlaire the ones most frequently served at
my table.*® In her introduction to the book, Eleanor Roosewirifies that the simplicity and
scientific preparation of American dishes like igchess’s meet wartime necessity, and they
“have been applied in planning and preparing thiema for our armed forces, which are best fed

in the world.*’

Rawlings briefly mentions the Duchess’s cookbwo&ookery while no direct
influence can be seen except for the fact thatst@mmends her “Maryland Beaten Biscuit”
recipe in the “Hot Breads” chapteZ@dokeryl9). Nevertheless, Rawlings’s cookbook shares
the spirit ofSome Favorite Southern Recipeshat both books advocate simple dishes and use
the South as the symbol of “home,” for the valuevbfch the Americans were supposed to be
fighting the war.

Cookery however, is drastically different from typical siene cookbooks. Jessamyn
Neuhaus’s study on cookbooks and the Second Waaldpdints out that “cookbooks published
during the war years depicted food preparatiométtome as a woman’s most important
wartime job—indeed, a job critical to the defenféhe nation and to victory’® American
cookbooks from this period had increasingly desckiiichen as the home front and emphasize

the significance of practicing home cooking as @igkc effort. Specifically, they include

detailed instructions for saving, rationing, sulosiing, and general praise for thriftiness. As
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Neuhaus shows, “cookery instruction” in wartimel{fesl reinforce traditional gender norms by
presenting cooking as the most important wartimpleyment of women?®®  This is
exemplified in the “Wartime Cookery” section dhe Victory Binding of the American Woman’s
Cookbook Wartime Editigrwhich along with other cookbooks specializingvartime home

cooking was produced by the Culinary Arts Institute

Food shortages in this as in all wars will be dutatk of man power for production, lack of
transportation facilities for distribution and resion of shippable foods for the armed
forces. This war is only complicated by multiptioa . . . the number of places from which
food cannot be shipped must be wide scatterindaafes to which our food supplies must be
distributed to feed our own and allied militarydes. Many of the imports are in the
condiment class and we will learn to do withoutnthier the duration. Some are valuable
foods—sugar, bananas, chocolate—and for these iveegid to substitute. Among
beverages, mate can easily replace Oriental tea.

Besides these fundamental difficulties always aased with wartime, the modern woman in
America has become accustomed to foods preparsiieuhe home to be purchased by her
in tin cans. Metal shortages are threatening teepplies and if they become acute, may cut
them off altogether.

Since fats and oils are the basis both for soagganpowder as well as for foods, the
household will probably be called upon to curtaéit use.

On the bright side is the eagerness of the modemam to pit her intelligence against a
knotty problem. She will need to learn not onlytepare all the food needed in her
household, but to raise her own garden and poaitdyto save every last bit, as has not been
done in several generatiortfs.

Here one could see considerable encouragementlistititing and curtailing particular
products that could be made into weapons. Espeaidbressive is that the book strongly
recommends for women to prepare food at home lpdiaging the use of tin cans, which was

convenient for working women. This type of patgat, which also emphasizes women’s
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domestic role, is completely lacking@ookery. In fact, even in the war years Rawlings
herself was quite reluctant to write anything tbatld be considered to be propaganda: in a 1942
letter to Perkins, she confesses that “the forcedrcanism is both disgusting and

unnecessary . . . and | can do no more than wsitewvays do** And she never considers

her cooking as domestic chore. She cooks becaesengoys feeding company, not because
she considers it to be a patriotic duty of Amerisaomen. Reflecting her standpoi@pokery

did not turn out to be a wartime cookbook per sé/ith “Mother's Eggless Cake” as the only
exception, she did not include any recipe that waliectly refer to wartime scarcity, or

rationing which had been going on at the time thekbwas written.

Ultimately, Rawlings differentiateSookeryfrom other wartime cookbooks by emphasizing
its role of creating communal pleasure at dinnkleta The book includes rather elaborated
recipes featuring abundant local produce for thegdeationing was going on. In the
afterword of the book, Rawlings explains that “aiy of richness or expense of many of these
recipes must be laid to the fact that they are jgany dishes'Cookery217). According to her,
not only food but also guests—friends, family, strars, whoever they are—are essential
elements for successful gatherings: “At the monedidining, the assembled group stands for a
little while as a safe unit, under a safe roof,iagfathe perils and enmities of the world. The

group will break up and scatter, later.  For tierstime, let them eat, drink, and be merry”
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(Ibid). For this reason, hosts and hostesses dlawmdid a sense of obligation or “duty

function” in preparation: instead, they should ceytthe hearty pleasure of host and hostess in

having company share their far&€€okeryl7-18). This sense of pleasure is what Rawlings

learned from the Creek and backwoods people, whwmotlbave much to serve because of their

economic hardship and yet are always ready to shiaagever they have with others. They

would say, “Tain't much, but it’s the best we gahd you're sure welcomeCpokery218).

By adopting as its basis such humble hospitaliéy th seen everyday in rural Southern

community, Rawlings’s cookbook demonstrates howtlsama food, and Southernness in general,

could go beyond the South to contact and commumatider audience in the early 1940s.

Through the two autobiographies and one cookboaokstidn and Rawlings show their

autobiographical selves as contact zones of diftereltures constructed through their mobility.

Though the type of their movement (“wandering” aeldcation, respectively) is innately

different, the two writers share the idea thatrthelationship with Southern space is at the core

of their cultural identity, and they, as autobiqgrars, work as a cultural “contact” that cross the

boundaries of different cultures practice negatiati Identification of self and place is

characteristic to Southern autobiography in genérglHurston’s and Rawlings’s

autobiographical selves could not be reduced irdgaatithic Southernness: they embrace the

diversity of Southern black and poor white culttivey came to identify with, and ultimately
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points to a wider communal, American self. Duast Trackssuch a view appears in the

community of traveling troupe, while @ookeryit is represented in an image of a pleasant

dinner table with company in the face of world wafheir experience of writing

autobiographies, through which they rediscoveredollarality of Southern culture at the heart of

their identities, further propelled them to grapwiéh the contemporary social problem the

South faces, namely, race relations during segigat | will discuss this issue in greater detall

in the next chapter which deals with Hurston’s tastel Seraph on the Suwannge48) and

how her actual contact and friendship with Rawlipgssibly influenced it.
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CHAPTER FOUR
Seraph on the Suwanéeprd Bill of the Suwannee River,” and the Shiftibynamics of
Race in the Segregated South

Since the 1990s, scholars in humanities have adedlged whiteness as a racial and cultural
category and explored how its conception, cultimages, and stereotypes are construtted.
Amidst the increase of academic interest in whgsrsetudies and accumulation of research
specifically on Southern poor white culture, Hurétdast published nov&eraph on the
Suwaneg1948) reemerged as one of the significant texasdeal with “cracker” culture.

Seraphis arguably Hurston’s most controversial work |ydbecause it deals with poor white
culture. Instead of focusing on Southern black fallture as Hurston’s most works do, the
novel chronicles the continuous failed attemptdrvty Henson, a poor white “cracker” woman,
to make her marriage work and her tedious journeggain self-confidence and constructing
identity. The author’s characterization of thetpgmnist highly disturbed the critics of early
Hurston studies. The earliest critique came fromsitbn’s biographer Hemenway in 1977:
Hemenway bitterly comments that “Hurston largelyned her back on the source of her
creativity. She escaped the stereotype of theupmsque’ black by giving up the celebration of

black folklife, replacing the storytellers on Joka®e’s porch with a family of upwardly mobile
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Florida crackers® His frustration was shared by Mary Helen Washingind Alice Walker,
both pioneers of feminist rereading of Hurston'skvo For these critics, the dismaying fact is
thatSeraphis about a poor white heroine who, unlike Jani€heir Eyes Were Watching God
could in no way be called a “feminist.” One should consider these earlier critics’
disappointment on the novel in relation to theiogfto rediscover and canonize Hurston’s work.
The novel about a poor white woman was puzzlingighdor these commentators who tried to
historicize Hurston’s work as representative moddrican-American literature. Later on,
John Lowe and Janet St. Clair presented the maiéiymoview that the novel is in fact
pro-feminist because Arvay, albeit within a limitgghere of domesticity, finally obtains
self-fulfillment in her life with her husband Jiméderve. In recent years, more and more
scholars consider that BeraphHurston presents a legitimate critique of Southpror white
culture by focusing on the complex dynamics of ratass, and gender in the modern Séuth.

This chapter will likewise examine the Southerrtanal dynamics Hurston witnessed and
incorporated into her work, with special attentiorher personal and literary friendship with
Rawlings, to whom Hurston dedicated the novel. cS&iteir first meeting in St. Augustine
sometime in the spring of 1942, the two writersadeped their friendship in the years prior to
the publication oBeraph Both being well acquainted with Southern folkiere, they must

have found a kindred spirit in each other, althotighsocial geography of race in the segregated
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South inevitably affected their relationship. Renber their encounter 1942 mentioned in the
introduction of this study, at Rawlings’s hotel neanto which Hurston got by sneaking through
the back door of the building. Or their next megtat Rawlings’s residence in Cross Creek
which occurred shortly after that. Rawlings’s senvidella Parker records how Rawlings
treated Hurston in a very nice and equal manngil,that night when she sent her to the tenant

house to share the bed with the maid, Parker tiersel

Imagine this now! Here was a black author who ¢t@ue to visit Mrs. Rawlings and had
been treated like an equal all day long, talkiagghing, and drinking together on the porch
for all the world to see. But when it came to spreg the night, Zora would be sent out to
sleep with the servants. This was not for lackedrooms, mind you. Mrs. Rawlings had
two empty bedrooms in the house, and no one ayénstin either oné.

These two incidents are repeatedly mentioned bygtities as a proof of Rawlings’s racism, but
given the time frame during which the two writeesre to know each other, it would be unfair

to expect Rawlings to be completely exceptionalmaffected by the racial norms of the 1940s
South. Furthermore, Annette Trefzer notes thagdlepisodes on Hurston’s visits rather show
that “Hurston knew how to play by the rules of sggition.® Being a born Southerner,

Hurston knew how to act accordingly in segregatedti$ern spaces without making a scene
which is unnecessary either for her hostess dndoself. Just as when she came in through the
back door and went up to the hotel penthouse te teavwith Rawlings, Hurston knew how to

make the most of her situation and cunningly changegregated space into a contact zone.
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There were always segregated Southern spaces Inetineevo women writers, but that did not
hinder Hurston from developing the long-term frishigh with Rawlings. Rawlings, in turn,
cultivated her liberalism and her understandingualbbace relations through her friendship with
Hurston, which later made her the strongest opposfesegregation and racial inequalty.
Hurston’s attitude toward Rawlings seems sometweeg casual, intimate, and honest, while
at other times condescending and ingratiating. onia letter written in 1943 she even offered to

work for Rawlings instead of Parker who left thb ps Rawlings’s maid:

How | wish that | were not doing a book too at tiise! | would be so glad to come and
take everything off your hands until you are throwgth yours. | know just what you need.
You are certainly a genius and need a buffer woleare in labor. Idella is much less
intelligent than | took her to be. What a privileghe had! Well, it is inevitable that people
like you will waste a lot of jewelry by chunkingiitto hog pens. Even though | am busy, if
it gets too awful, give a whoop and holler and ll do what | can for you. | really mean
that. | am already looking around for somebody wioalld really do for you permanently. .

. . Really, now, Miss Rawlings, if you find yourskdsing your stride, let me help you out. |
know so tragically what it means to be trying tmcentrate and being nagged by the necessity
of living. Of course yours is not financial as mwvas at one time, but still with the scarcity
of help in these war days, it might call for alttsoof annoyance to just get fed and bedted.

Passages like these might seem to be one of the examples of Hurston trying to benefit from
a relationship with a well-connected and finangialiccessful white person. Yet a more
careful reading will reveal that she is not simpffering to be Rawlings’s maid here: As Anna
Lillios suggests, Hurston here might be using tassic “doublespealk’” She expresses her

understanding as a fellow writer that Rawlings rseiedfocus on writing while having other
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people take care of her, and also preemptivelyogpods that she would not be able to come
because she is too occupied with her own work. tétusiust have known that she was making
a very generous, maybe too generous, an offer haetat the same time she is cunningly
avoiding the visit from actually taking place. Shas accomplishes two things at one time
with this letter—impressing Rawlings with her gevsty and personal care but also keeping
their friendship equal and professional. Meanwtiawlings engages in her own
“doublespeak” in response to Huston’s letter. Stadeeply moved (and also certainly
confused) by her offer, but in her private letterfier husband Norton Baskin, she confesses, ‘I
shed tears over the woman'’s offer. She is antamtiser own right, and if ever the ‘nigger’ was
going to come out, it would presumably be in on®Wwhd gone as high professionally as she
has. . . . Her offer settles in my mind all douttsive had about throwing myself into the fight
for an honest chance for the Neg!d.” What is ironic here is that Rawlings is not eaerare,

at least at this point, of her casual use of thr@ezaporarily disparaging term “nigger” to
describe her fellow writer.  And although she deditb become a defender of Negro rights as a
result of this incident, about four months latee sfould get upset again when Hurston showed
up at Cross Creek, this time without notice, andrigd her to death about the bedroom situation
and the possible harm the whole event could d@tdihvasion of privacy” lawsuit*

Hurston’s motivation behind this sudden second which occurred in December 1943 is
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unclear, other than that they exchanged Christraadsaight before and Rawlings’s message,
according to her own explanation, sounded “deptkasd blue** Before Rawlings even had
time to think about it, Hurston already arrangedat $the would go to spend the night at Martha’s
tenant house, and left her bags there. Embarragdether stay in the tenant house already
full with the Mickens family, Rawlings finally anmaced that Zora should sleep in a main house
guestroont® Here again Hurston played her role well and caisefwhich in the end made
Rawlings acknowledge her equality.

Perhaps it was Hurston’s subtle method of negotidtiat kept the two writers close over the
years with no major friction. Though in a rathposadic manner, Hurston and Rawlings kept
in touch with each other until the latter’'s deatib53. Rawlings arguably had a great
influence on Hurston in choosing to write a novebat Florida poor white “crackers.” It was a
challenging task for Hurston not only because pdute culture is a completely new literary
subject but also because she was aiming at sorgetione than simply publishing a novel that
sells well; the possibility for later film adaptati was in her mind when she was working on
Seraph As is often mentioned, in the days prior to ingtthe novel, Hurston had sought her
way into film industry, doing a contract work foafmount for a short time. In November
1942, she writes to Carl Van Vechten that she hay wedge in Hollywood™  While it is

generally assumed that the film industry of the@®&nd the 1940s did not afford so many
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opportunities to African Americans, Elizabeth Biefjgoints out that the major film studios
actually reviewed a lot of literary works by blagkiters, including Hurston’s major novels and
the autobiography, for adaptatibh. Hurston’s experience in Hollywood, albeit a sHiwd
one, must have convinced her that she would hayaace if only she picked the right plot and
material. The success of the film version of RagdisThe Yearling1946), along with the
contemporary film audience’s tendency for what Bjelgcalls “Crackerphilia,” further
propelled her to step into Rawlings’s literary itemy.'°

Hurston’s attempt to write a poor white novel aisfdects her passion to write beyond her
racial background. In the letter to Van Vechtdediabove, she says, “I have hopes of breaking
that old silly rule about Negroes not writing abutite people*” Quite suggestively, in a
letter to Rawlings she also praises her representadf black characters {Dross Creek*You
have written the best thing on Negroes of any wiviiéer who has ever lived. Maybe you
have bettered me, but | hope not, for my own samat® Is she just ingratiating here? Or is
she, almost prophetically, implying that she cadibdthe same about white characters because
the race of a writer, after all, does not matteFfazel Carby notes that Hurston was not the only
black writer who challenged to use white charadtetheir work. During the 1940s and the
1950s, many writers from Ann Petry and Willard Mgtko Frank Yerby and Richard Wright

wrote fiction about whites aiming at wider audiencés Carby points out, their challenge was
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largely welcomed by white literary critics who sesito consider fiction about the white world
as more universal and thus requires greater Iteslals, which further sent those black writers
to ponder on the contradiction of being a Negro amémericart? Behind Hurston’s passion
for writing a novel about poor whites was this emtrin black literary culture, and as one of
these writers attempting to explore poor whiteuralt she shared other black writers’ motivation
to capture an American experience that is fullaftcadictions. Moreover, Hurston, thanks to
Rawlings’s introduction, got to work with MaxwelkEins at Scribner’s for the publication of
Seraph Although they did not actually have time to wookether because of Perkins’s sudden
death in June 1947, Hurston was excited to haveataeted editor who worked with a host of
famous writers including Scott F. Fitzgerald, Ettdemingway, Thomas Wolfe, and Rawlings.
Rawlings must have told Hurston about how Perkiedisorial skill totally improved her work
when she started writing about “cracker” cultumeg ghere is little wonder if Hurston strongly
expected him to guide her through her new litedargction.

In addition to these factors, Hurston’s 1943 es3&e ‘Pet Negro’ system” should be taken
into consideration in examining her explorationaxde relations in the segregated South and the
contemporary Southern poor white cultée. In the essay, Hurston introduces the idea of pet
Negro system which is at the basis of race relatiorihe modern South. According to Hurston,

whites in the South tend to take in a certain biskheir pet Negro and give him or her special
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treatment, while being largely indifferent or consgive concerning the basic social rights of

African Americans on the whole. The pet Negro aystshe states, “symbolizes the web of

feelings and mutual dependencies spun by genesagioth generations of living together and

natural adjustment. It isn’t half as pretty asitteal adjustment of theorizers, but it's a lot mor

real and durable, and a lot of black folk, I'm &fr&ind it mighty cosy” Folklore, Memoirs and

Other Writings915). What is most provocative about the essagligsocus on the mutuality of

the system that complicates the black/white retatioHurston notes, “the Negroes have their pet

whites, so to speak. It works both ways. Classcmusness of Negroes is an angle to be

reckoned with in the SouthF6lklore, Memoirs and Other Writing&l7). Her argument that

people with different racial identities interactdan some cases even develop friendship under

the pet Negro system was and still is quite radicélvo different levels. First, her idea of

racial interaction would have made both white aladlbaudience in the 1940s uncomfortable:

the former would not like to believe they are soowlpsychologically dependent on blacks,

while the latter find it impossible to admit thaey are benefiting from what oppresses their race

on daily basis. Second, today’s audience miglut bésdisturbed by the fact that Hurston, not

only in this essay but elsewhere too, seems toaisertain justification to the Jim Crow system.

Yet as Delia Caparoso Konzett suggests, critighgrgconception of racial identity that way

“fails to appreciate the partial progress towaatsal justice and equality achieved in this
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particular period with its unique context and lieditrepertoire of solutions® Through the

idea of pet Negro system, Hurston tried to show rhee relations under the Jim Crow laws were
much more complex than people usually consideraanidst this complexity, blacks sought to
interact with influential whites and negotiate th@ay to gaining a certain social power,
however limited that would have been. Moreovenauld not be too far-fetched to presume
that Hurston’s complicated friendship with Rawlingd her to further contemplating on
interracial relations in the South. The “Pet Négrssay was published American Mercury

in May 1943, around the time Hurston wrote a pass® letter to Rawlings praising her book
Cross Creek In that letter she calls Rawlings her “sistertiile a few months later she would
offer to replace her housemdfd. Through the process in which she developed fekipdwith
Rawlings, Hurston must have learned how to negotiat way to the personal and literary
connection she needed, and in so doing exploresubite workings of interracial relations
through her own experience. Today’s reader wanld it puzzling that Hurston could so
casually accept and even encourage the constdinbsher roles in her relationship with
Rawlings, but this very changeability, which higjfilis her social mobility, enables her to create
a space of negotiation where racial identity, thoilggeems so essential in Southern social
relations, does not necessarily indicate who hagptwer.

Taking these historical and personal contextséottsideration, | examingeraphas
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Hurston’s exploration of race relations and thdtsig concept of race itself under the pet Negro
system in a form of fiction. As Konzett succincsiyms up, the novel “articulates what
[Hurston] sees as the unspoken golden rule of thethSand thus lays bare a messy system in
which traditional oppositions of perpetrator andtivh, master and slave, white and black,
overlap and are at times indistinguishable from amether.** Such a complicated form of
racial interaction can especially be seen betwagays husband Jim Meserve and his
non-white employees. By emphasizing the mutualitylacks and whites in benefiting from
the pet Negro system, Hurston reveals a Southexrresgs the site for interaction and negotiation,
a contact zone in which power relations are lemslst racial and class identities negotiable.

In the opening of the novel, Hurston makes clearsiclass difference from the poor whites

of Sawley:

The man was Jim Meserve, whose ancestors had lagithppons upon the Alabama River
before the War. In that respect, Jim Meserve gitfdrom the rest of the inhabitants of
Sawley, who had always been of the poor whites dwscratched out some kind of an
existence in the scrub oaks and pines, far rembtroetdthe ease of the big estates.

Not that Jim Meserve had come among the peoplawfey with anything. He had brought
little more than the suit he had on, the high ldoedts, and the broad-brimmed felt hat, which
he wore so rakishly on his curly head. The fortuokthe War had wiped Jim’s grand-father
clean. His own father had had no chance to evegriin Jim had come to town three
months ago with only a small bundle, containingdianging clothes. But Jim had a flavor
about him. He was like a hamstring. He was natraay longer, but he smelled of what
he had once been associated with. (7)
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As his last name “Meserve” suggests, Jim has begiré of independent, self-made man
(serve-myself) and an aristocratic air (serve-mdhough he has scarcely any material
possessions at the point he comes to Sawley, ésepce is dignified because of his
plantation-owning ancestors. His social and ecaoaunnccess, however, depends on his lack of
persistence in his aristocratic heritage and hikngness for class descent. When Arvay asks
why he “broke off [from his family], took to knoakg around, worked in teppentime, and
married somebody like [her],” Jim replies, “Whileyrald man was sitting around reading and
taking notes trying to trace up who did what in @ieil War, and my two brothers were poising
around waiting for the good old times that they hadrd went on before the War to come back
again, | shucked out to get in touch with the Newat8” (203). With no emotional

involvement in the Lost Cause, he immerses himsealfnew social setting which provides more
jobs and opportunities for success.

Rawlings similarly creates a typical modern Southartrepreneur in her unpublished short
story “Lord Bill of the Suwanee Rivef* The character of Bill Boyle, also known as “Lord
Bill,” is based on a legendary railroad foremanlafih E. Bell, about whom Rawlings learned
through her research in western and central Floridgill is “about the size of Two Teddy
Roosevelts” and weighs “three hundred pounds nfdsteatime.” His voice is “deep as

thunder and as rich as flat-woods honegfi@rt Stories by Marjorie Kinnan Rawlingsereatfter
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abbreviated aSS 109). Building railroads and towns, he brougtusperity to one whole area

in the Suwannee River country. People rememberdnidhpass on a variety of stories about

him, all of which are magnified and with slightliffdrent details. He is described as a man

who “loved money and power and men and railroadsfaod and drink and jesting. Life

spread all these things before him on the broade w@fithe Florida frontier and he bolted them

raw” (SS115), which is reminiscent of the larger-than-tifearacter of Jim iseraphwho

likewise enjoys huge entrepreneurial success itiphelindustries in the state.  Although no

evidence has been found concerning whether Hursth“Lord Bill” before working on her

novel, there are clear resemblances between thevorls. It is possible that Hurston read it

sometime in 1943 during her two visits at Crossekyer at least learned about it from Rawlings.

Both Jim and Bill have a bold and magnanimous pextsy and large-scale enterprise. They

represent a new generation of Southern whites sgeknew capitalist frontier, working and

developing rich lands of Florida while making uget® abundant natural resources. To borrow

Bill's words, they like to “see the wilderness undaltivation” (SS110).

Hurston and Rawlings characterize their protageragtinst the backdrop of the change in

economy in the South during the 1930s and the 1940isn’s and Bill’'s entrepreneurship, in

short, represents the advent of Southern capitaften the Great Depression. Sharecropping

and tenancy, which had been the basis for the @dtWar agricultural economy of the South,

173



significantly declined during and after the Depress/ears when the rural poverty literally hit
the bottom. Federal relief from the New Deal adstiation, mechanization of farming, and
the decrease in labor force during the Second Wddbecause of the draft accelerated the
already collapsed system of tenancy, while graghehistrialization and the movement of rural
population into urban area built a basis for nepitedism?°

What characterizes Jim and Bill as entrepreneutseis mobility, i.e., the lack of attachment
to land. Both Hurston and Rawlings emphasize Jan& Bill's physical mobility as a
metaphor for their economic success. While most pdiite characters iBeraphare stuck in
the small turpentine town with no prospect for ioying their economic condition, Jim
consistently climbs up the social ladder by movinogn one place to another and seeking a new
business opportunity. Being highly mobile, he vgohiks way up from Sawley’s turpentine
camp to the booming citrus industry in Citrabeltel dinally to the fishing business on the
Atlantic Coast. Similarly, Rawlings’s Bill moversoin central to coastal Florida in his
houseboat known as the “floatin’ palace,” seekingaen bigger economic succeS$108).
Building a town here and railroads there, he canbtanoves “up and down the Suwannee
River” (Ibid.). Mobility, especially mobility on water, functions not only as a symbol of
prosperity but also a metaphorical site for raarad class fluidity and connection. $eraph,

shrimp boats are described as sites of the Medgjlle contact zone where multiracial crews
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work together and casually curse the owners:

Alfredo was captain of thangeling and a husky Negro around twenty-five was in comuna
of theKenny M  Arvay was surprised at that, but soon learnatlittwas a common thing.
There were as many if not more colored captaing wiate. It was who could go out there
and come back with the shrimp. And nobody thowagything about it. White and Negro
captains were friendly together and compared not€&ame boats had mixed crews. They
all talked about the same things, and they allenisut the owners. Everything that went
wrong on a boat was named after the owner. Didublepump on the engine go bad? It
was a Toomer, Meserve or whatever the owner’s reovend-so of a bastard! It was that
way about everything. Arvay found that Jim knehaslout it, as did the other owners and
laughed it off. (323)

The idea of integrated boats echoes Hurston’sigesikperience in her houseb&sanago
(wanna go) which she owned during the 1940s. #818he writes to Rawlings: “All the other
boat-owners are very nice to me. Not a word abmee.™®  Here the boat is illustrated as an
exception from segregated Southern spaces ane sigalitarian racial relationship. The
nameWanagoaitself neatly suggests Hurston’s orientation fatie and fluid identity.
Interestingly, Hurston once invited Rawlings onaatatrip on the Indian river and St. John’s
river. Though the plan never realized, it is teimgpto speculate that Hurston imagined her
houseboat to be a perfect space for develop teeaaial friendship with Rawlings.

In bothSeraphand “Lord Bill,” the key to the protagonists’ satand economic success is
their creation of an egalitarian workspace basedewn capitalism. Both Jim and Bill find the
black labor force indispensable for their enteasd develop a certain intimacy with them, for

they know the need for cheap labor and efficienopasses racial pride. 8eraph Jim works
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with whoever is competent enough regardless obihiger race, class, ethnicity or nationality, as

long as it helps him maximize profit. He can gasibss the racial and class boundaries set by

Jim Crow for his own benefits, though not nece$séoir social justice. His basic strategy is to

develop intimacy with those who work for him andide necessary information from them.

When he tries to research about citrus businesefaently has “taken up around the jooks and

gathering places in Colored Town, and swappedestpand stood treats, and eased in

guestions,” expecting that “since the colored mienatl the manual work, they were the ones

who actually knew how things were done” (74). Blalways good with his work men, and

never forgets to supply them with a little bit extf something—moonshine, grocery items, just

anything—to keep them close. In short, he makesrbst of pet Negro system for the

capitalist cause. He knows how the pet system sy@iikd he uses it to enhance his

entrepreneurial accomplishments. And it is Joesyelim’s “right-hand man,” who most

benefits from this system. Jim and Joe develagaiionship that is very close to friendship.

They treat each other very casually, and help ettedr because they both know that that will

benefit themselves. Despite their race differettoar friendship is mutual—or at least Jim

considers so; as he says, “He had made a friendfal¢ Negro, or the Negro had made a friend

out of him, one or the other” (43).

“Lord Bill” likewise depicts the blurred racial les. Just like Jim, Bill “takes good care” of
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his black workers, while he strictly controls theff-time activities by imposing rules and

regulations on drinking, gambling, and buying pitagés. According to one black man Tobe

who used to work for him, workers in the Quartdested calling him “Lord Bill”: “We tole him,

‘You Lawd to us.”” §S119). It was both fear and a sense of awe thai kisek workers held

to Bill's camp:

The Negroes feared Bill's strength. They worshipedperson and his power. They loved
him because he took care of them. Money never tmeach to a nigger, but he likes to be
taken care of. And nothing on earth will love amtlae way a black can, unless it's a pointer
dog. He would send fifty miles for a doctor anérsg a hundred dollars to save the life of
the most worthless blacks$119)

One should focus less on Rawlings’s racist overtbaa on the striking similarity of the race

relations depicted here to the oneSeraph Bill knows the degree of his power and influence

on blacks and uses them for his capitalist entegpiwhile blacks likewise use his protection for

their own survival and economic stability. Hurstomd Rawlings acknowledge this type of race

relation peculiar to the contemporary South andaiépese in-between spaces where black and

white workers work together and negotiate for tlogin benefits. One scene in “Lord Bill” in

which Bill has a weekend-night wrestling matchhe tight of a huge bonfire is one good

example for such spaces. Bill is known to let argyarestle for money, but it is usually his

favorite black “dwarf” who wins, with his deceivirgize and surprising strength: “He liked to

see his wrestling boy fool them all, and scoophgrhoney from the sand with his long black
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monkey-fingers.” As if in a Bakhtinian social spaaf the carnivalesque, here racial and class

boundaries become porous and “[e]verybody, blaokisvéhite company and Lord Bill, had such

a good time the camp was in a delirium all nighBig nights” (§S121). Hurston describes a

similarly lavish and boundary-blurring pay-nightep through Joe’s words:

“I know, | know,” Jim retorted in mock sternnessit’'s Saturday nights that’s your trouble,
Joe. Saturday pay-night, you spend all you gdikicer and women. Before draw-day,
you're pestering my life out of me for more moneyPretty nearly ever man on the camp is
the same way. Saturday night! Saturday night! oklike that’s all you colored folks live
for on this camp. Saturday night!” . . .

“l speck youse right about that Saturday night bhess, Mister Jim.  Fact of the matter is, |
knows youse dead right. But if you ever was t@ldegro jusbne Saturday night, you'd
never want to be white no more.” (44)

In a very subtle way, Joe suggests the paradorataiess of black workers’ lives despite their

poverty. In a crazy atmosphere of Saturday paineblack man can enjoy his life probably

much better than any white person would do. Orghtrgall it pseudo-egalitarianism, yet Jim

and Bill allows workers to create a contact zonemstthe daytime power relationship based on

race and class can disappear or be cancelled dat arshared sense of festivity.

While Hurston depicts Southern spaces with lesd racial and class boundaries, the novel’s

heroine Arvay apparently exists outside such spacesable to situate herself in a new

capitalist system where rich whites and blacks fiefiem working with each other, Arvay

represents the Southern poor white as the sogettab In the “Pet Negro” essay, Hurston

explains how poor whites are excluded from therratgal mutual dependency of the pet system,
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using the example of a rich Southern white Col@wsaty and his “pet Negro” John Harper:

If ever it came to the kin of violent showdown trators hint at, you could count on all the
Colonel Carys tipping off and protecting their Jdfarpers; and you could count on all the
John Harpers and Aunt Sues to exempt their spebiéd folk. And that means pretty
nearly everybody on both sides would be exemptgixihe “pore white trash” and “stray
niggers,” and not all of themi=¢lklore, Memoirs and Other Writingxl7)

“Pore white trash” exists completely outside th&tBern power structure and thus is not
allowed to benefit from it, which makes their stioa quite similar to that of “stray niggers.”
Even though their race has historically signified aibsolute power in the South, poverty and
their general lack of cultural refinement signifiasl “trashiness” deny them of all the privileges
whiteness would accord. To follow the definitiopAnnalee Newitz and Matthew Wray, the

category of white trash is not only racially marked also

marked as trash, as something that must be distaegpelled, and disposed of in order for
whiteness to achieve and maintain social dominandé&us, white trash must be understood
as both an external and an internal threat to whgs. It is externalized by class difference
but made through racial identification. White trdigs simultaneously inside and outside
whiteness, becoming the difference within, the wi@ther that inhabits the core of
whitenesg!

Through the figure of its poor white heroirBgraphgrapples with the complexity of poor
whiteness examined here by Newitz and Wray. Bweihige but not quite enough, Arvay and
her poor white community are left behind from thmwvard social mobility created by new
capitalism. The novel’s opening passage descBlagdey as a space deadlocked with

economic stagnation and no possibility for develepm
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[F]lew of these fields were intensively cultivated-or the most part they were scratchy
plantings, the people being mostly occupied ingtoeluction of turpentine and lumber. The
life of Sawley streamed out from the sawmill ane tteppentime ’still.” Then too, there
was ignorance and poverty, and the ever-presetwmon. The farms and the scanty
flowers in front yards in tin cans and buckets ledkke the people. Trees and plants
always look like the people they live with, somehd¢b)

Arvay’s hometown is described as a space trappeaxvéstasting poverty, futility and rigidity.
There is no growing industry in the town, and thé/urviving ones there—turpentine and
lumbering—indicate that their land is not for cudtiion and future reproduction but just for
consumption. The desolate town mirrors the peapie live there. Like flowers potted in tin
cans and buckets, the people look shabby anddgele

Throughout the novel, Arvay and her family membatsll a variety of negative cultural
stereotypes of poor whites from birth defects, feglindedness, mood swings, to ugliness, and
general uncleanliness. These cultural myths atheupoor whites’ physical, mental and
behavioral abnormalities could be directly linkeithvtheories and practices of eugenics that
began to develop around the early twentieth centutiye United States and became popular in
the South by the Depression years. When the dwverpy of the rural South became not only a
regional but also national concern, contemporageaicists related poor whites’ depravity to
hereditary impurities caused by inbred and miscaty@m. Their hereditary explanation was
quickly adapted by the Southern states, and l@astdutionalization and involuntary

sterilization of many poor whites in the whole mgf® In Hurston studies, Chuck Jackson, for
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one, discusses how Huston, with her career astanogologist, may have possibly been
familiar with eugenic studies on poor whites anddiis ideas iSerapt?® Many of the
cultural stereotypes used by Hurston do seem lectehe eugenic conceptions of poor whites as
a race and a class that had already become comyritie ime the novel was published.
Arvay’s continuous inner anguish and bitternesscaresed by the extent to which she
thoroughly internalizes these stereotypes evengthohey stigmatize herself and her people as
white trash. Throughout her married life with Jghge is trapped in a process of circular
thinking about her absolute and unchangeable origyrito her husband who is, with upward
social mobility, leading a successful middle-clbfes

As in her other literary works, Hurston again prasénow the issue of race is conflated with
other categories, e.g., gender and class.Sehaph poor whiteness and some of stereotypes are
closely associated with femininity and expresseduph Arvay’s female body. Since the
Depression years, poor white women in the Souttaumee of their reproductive ability and the
actual high birth rate of the region, became areéfdcus when considering Southern poverty,
and Southern authors frequently depict poor wieitedle characters that represent the region’s
economic problem through theth. Arvay to some degree reflects the cultural imafigie
stigmatized poor white female body. Her behaviatalormalities are often associated with her

maternal family line, and represent the inerashldgical inferiority of poor white. The first
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chapter of the novel reveals that young Arvay saffeom hysterical seizures either during or
after she is in church on Sunday. Her mother, ishery religious, had the same tendency in
her girlhood. It is hinted that the seizures a®oaiated not only with religious exultation but
also adolescent nervousness because they happaly ugit after Arvay comes home escorted
by a young man: “No one thought too much aboustieures. Fits were things that happened
to some young girls, but they grew out of them svan later. It was usually taken as a sign of
a girl being ‘highstrung.” Marriage would straighther out” (6). Until Jim miraculously
cures it, Arvay keeps giving an intense physicaposise to men who tries to court her, and her
nervousness ties her closely to her mother. Amdbiieg that ties her to her mother is the habit
of clay-eating. After she marries Jim and getgpaat with their first son Earl, she starts

eating clay like her mother used to do:

Arvay developed strange moods and appetites. &t graving for meat, and for clay.

Arvay had seen many people in Sawley eat clayshathad never touched it herself. Now
she had a taste for clay, that fine, cream-cololag which she had seen her mother eating all
her life. There was not much clay in Florida, theére was a deposit not too far from
Sawley, to the north of town. Many a time Arvayllgone with her mother and seen her eat
it hungrily after a rain. She had even seen hehardake it into little cakes and sigh with
satisfaction afterwards. It had tasted so smoathgmod! (65)

J. Wayne Flynt notes that the habit of clay-eatiag deep-rooted in the Southern poor white
culture: “Many men believed that eating clay insehsexual prowess, and some females

claimed that eating clay helped pregnant womerat@fan easy delivery® With its literal

182



closeness to soil and association with sexualifyy-eating incites a spiteful response. Jimin
the novel expresses his disgust when he findsreginant Arvay is eating clay. Clay-eating as
a practice was also predominant among African Acaess®? The fact that poor white and
black cultures share this one practice points éa@ther unexplored similarity between them.
Clay-eating thus does a lot of cultural workJaraph it associates poor whites with excessive
sexuality, while also hinting on Arvay’s closenés®black culture in spite of herself.  As |
discuss later, the unexpected association betweesyAnd blackness is significant when one
reconsiders her poor white identity construction.

Arvay’s deep-rooted sexual anxiety is a key to usid@ding her constant inner turmoil. At
sixteen, she helplessly falls in love with Carl dlieton, the new pastor at the town’s Baptist
church, but he marries her sister Larraine whoasenplump, feminine, and popular. While she
announces to everyone that she will become a miasido leave the sinful world behind, Arvay
cannot forget her love and keeps “living in memtdliltery” with Carl, dreaming about him
abandoning Larraine for her (34). Her body alds ata weird way as a response to her secret
inner desire: “[W]hat got the matter with her evénge that Larraine got pregnant? Some imp
of Satan seemed to grab hold of her and drag glet into the darkened room where Carl
and 'Raine were, and made her look and see andregaibeginning to the end. It was

after 'Raine’s second announcement that Arvayhfeitspasms coming on” (12). Later when
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she marries Jim and has their first son Earl, #ferdhed baby comes to embody her guilt toward

her past passion for Middleton. Arvay thinks ttie son “is the punishment for the way | used

to be” (69). Earl also represents the curse of pdute blood from which she cannot get away:

the baby reminds her of her Uncle Chester “who saasof queer in his head” (69). Earl

makes her feel even stronger the blood of her misteele of family, and even though she has

two more children, Angeline and Kenny, he remaieisdpecial one all the more because of his

defects. When Jim suggests that Earl should hiutisnalized, Arvay opposes: “Naw, I'll

never give my consent for Earl to be put away. éMeo long as my head is warm. Earl is

always wrong because he’s like my folks. Tainterenothing wrong with Angeline and

Kenny because they take after your side. But lareho tell you that I'll wade in blood to my

knees for him” (126). Her attempts to defend Ead in futility, however, when he attacks the

girl Lucy Ann from the Corregio family who tendsnls orange groves. Though Arvay secretly

tried to let her son escape, he eventually getseldutiown in the swamp and shot to death.

Earl’s sudden aggression marks the moment of theref the repressed. Itis as if he

symbolizes sexual desire repressed within Arvaydar that a tainted blood of the Henson

family would come to the surface to contaminateegh

Significantly, the same scene also exposes Arvagil anxiety. Arvay hears one man say,

“We know who did it. What we need is a posse tothe so-and-so down and string him up.
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Can't a clean-living, pretty white girl like Lucyma get no more protection than that? Don't
need no damn Sheriff. Let’'s go, men!” (144). Nyathese words come very close to the
classic discourse of lynching used by Southernevifpremacists aiming at a defense of white
womanhood from black rapists. They know Earl chtecally considered white but they also
know that he, because of deformities, is outsider¢alm of ideal whiteness. In this sense, Earl
also embodies Arvay’s constant fear that becausenpoor white origin, she is not quite white
enough and thus becomes closer to blacks whomespesg. Throughout the novel, Hurston
links Arvay and her poor white culture with blaaktare. As is often pointed out, the language
of Arvay and other white characters in the novejuge close to that of Southern blacks. In her
introduction to the collection of Huston’s FWP wirgs, Pam Bordelon claims that “Hurston
lifted sentences from her FWP field notes and mlabem in the mouths oSerapfs]

characters®® Though the fact that she used the black folk essipns she found in the field on
her white characters might offend some readersaohgider her to be a spokesperson of
“authentic” Southern black culture, but it is pddsithat Hurston did that on purpose, in order to
show how black and white poor cultures intersedtiafluence each other much more than they
are usually considered to. In fact, she was quitare of the similarity of black and poor white
languages and wrote to her editor and her friebdsitethat. Here is one example from

Hurston’s letter to Rawlings sent soon after theehavas published:
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About the idiom of the book, I too thought that wHevent out to dwell among the poor

white in Dixie County that they were copying up. utB found their colorful speech so
general that | began to see that it belonged tmtheAfter my jealousy was cooled off, |
realized that Negroes introduced into N. Americakgpno English at all, and learned from

the whites. Our sense of rhythm points it up akhit the expressions for the most part are
English held over from the Colonial period. | bega read English literature and found
much of the picture talk in there. The black fateastrels of the past sold America on the
notion that all colorful idioms originated with Nexgs. Just stand around where poor whites
work, or around the village stores of Saturday tighlisten & you will hear somethind.

It seems that Hurston here is writing in respoosRdwlings’s comment on the novel’s use of
the language of “crackers” quite resembling tha®ofithern blacks. While Hurston’s
reasoning (Africans learned English from whites ng their language is not original) is a little
confusing, her intention to avoid essentializingithern black expression is clear. In fact, she

applies the same logic when she talks about thécrassd in the novel:

There is no more Negro music in the U.S. It haaldased and merged and become the
national expression, and displaced the worshipunbfean expression. In fact, it is now
denied, (and with some truth) that it never waspdegro music, but an adaptation of white
music. That is as over-simplified as the formairalthat it was something purely negroid.
But the fact remains that what has evolved heseisething American, and has come to be
the national expression, and is as such influenttingnusic of the worldf

To prove her point, Hurston uses Arvay’s secondksemy, who learns to play music from Joe
and eventually becomes a successful jazz musicidlew York. Kenny embodies the
contemporary South as contact zone developed thrihwggconstant cultural exchange between
whites and blacks, and his success shows how shighral culture is getting accepted by

broader audience and making its appearance omaastage. In the draft, Hurston actually
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added one chapter about Kenny in New York, whidgests that the idea of the South as

contact zone was central to the novel.

Interestingly, Jim celebrates and supports Kenmyisical expedition because he knows

embracing a contact zone culture, in his wordsifigdover darky music,” is a way to “making

more money” (202). By contrast, Arvay is unabladmit there is intersection or mutual

influence between her culture and that of blackBhus she takes on a racist attitude to salvage

poor white pride. Despite her talent and prefeedioc music, Arvay cannot stand Joe’s

influence on Kenny’s music because in her minddafin-American music is associated with

vulgarity.

Arvay is also afraid that Joe has too much inflgeoic Jim. Their long-time business

partnership and interracial intimacy makes Arvajlgeas and stimulates her anxiety about Joe’s

superiority over herself as a born-cracker. Anelg Jim:

| know so well that you don't think | got no senaad my folks don’t amount to a hill of
beans in your sight. You come from some big higltkade-mucks, and we ain’t nothing
but piney-woods Crackers and poor white trash. nEwuggers is better than we is, according
to your kind. Joe Kelsy’'s word stands higher thane any old day. You give him more
credit for sense than you do me. (126)

She feels left out from Jim’s close companionshiih\dim not only because of her class but also

she is a woman—the sense of permanent inferidngyfsels is based on her inability to

participate in the act of male bonding. This fafimale bonding is, in fact, exemplified in the
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rape scene. As is often pointed out, Joe’s opiigdrehind Jim’s decision to rape Arvay who
remains indecisive about their relationship. Joevkingly advises, “Most women folks will
love you plenty if you take and see to it that tdey Make’em knuckle under. Form the very
first jump, get the bridle in they mouth and rigen hard and stop ‘em short. They’s all alike,
Boss. Take ‘em and break ‘em” (46). Arvay is #fere doubly alienated from the intimate
society of men based on the pet system, while aotigtconsidered as Jim’s personal “property”

(216). Such a relationship between Jim and Argasuggested in the earliest stage of their

relationship:

In so many words he had said, “Love and marry nteséeep with me. That s all | need
you for. Your brains are not sufficient to help migh my work; you can’t think with me.
Let’s get this thing straight in the beginning. ttihg your head on the same pillow with
mine is not the same thing as mingling your braiith mine anymore than crying when | cry
is giving you the power to feel my sorrow. You d¢aal my sympathy but not my sorrow.”
All'in all, that meant that if she married Jim Mese her whole duty as a wife was to just
love him good, be nice and kind around the househawe children for him. (35-36)

By marrying Jim, Arvay knows she would be assurdappiness as a woman, and social status
as a wife of a successful business man, but hetegeamd her poor white origin would not allow
her to be his accomplice. This pattern of the talrelationship is repeatedly emphasized
throughout the novel, and in every case Arvay tail&ilfill her duty as a loving wife and mother
because serving others totally destroys her sdlieva

Having constantly devaluing herself as a womanapdor white, Arvay displaces her

188



anguish toward non-whites who work for Jim. Andgspises not only Joe but also the
Coreggios, whom she associates with foreign, leghisticated culture and thus considers to be

less white:

Jim had said that they were white folks, but thenueined out to be a Portuguese, and his
name was Coreggio. That made them foreignersnaridreigners were ever quite white to
Arvay. Real white people talked English and withaay funny sounds to it. The fact that
his wife was a Georgia-born girl that he had madrtp around Savannah did not help the case
a bit, so far as Arvay could see. The woman hawkd@ack on her kind and fallen from

grace. (120)

Throughout the novel, Arvay stubbornly sticks ts ttheeply biased conception of race mixed
with xenophobia, which reflects her fear that peapho are non-white from her perspective
would have more influence over Jim than she dospitéetheir racial (thus essential) inferiority.
When the Coreggios invite the Meserve family tartepecial seafood dinner and Jim loves the
food, Arvay, stubbornly declining the invitatiorglls their dishes “Geechy messes” (a loose
association with the Gullah blacks in costal Gemrgind thinks that the “Corregio woman was
‘fly’ and doing her level best to bait Jim Mesemé (128). A passage like this is exemplary
for Hurston’s careful examination on the psychatagjworkings behind poor white racism and
how they displace their sense of inferiority in Hueial hierarchy onto that of racial superiority.
The ultimate irony is that hating non-whites wountat liberate Arvay from the sense of being
outside the social system: in doing so, she ratiiaforces what she hopes to undermine, that is,

the rigid social and cultural boundaries which miagk out as a poor white trash.
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Hurston makes clear the status of poor white woasetihe most abject social class which is

at the depth of Arvay’s psychic disorientation. able to fit into the middle class life her

husband and her children enjoy, she eventuallysfantdescape in reasserting poor white pride,

which is based on the religious glorification of lealtural background she had been ashamed of

whole her life:

The Bible said, “Everything after its own kind,”dher kind was up there in the piney woods
around Sawley. Her family, and the folks she usddhow before she fooled herself and
linked up with a man who was not her kind. Arvagged her head defiantly and rhymed out
that she was a Cracker bred and a Cracker bornyhed she was dead there’'d be a Cracker
gone. Jim’'s and even her own children’s ways weteher ways. She had tried and tried
but she did not fitin. Let Jim and them havertays. She would go back and let them
strain with his house and his impudent, biggitygeig his ownself. . . . As always, she had
been trying to defend her background and justi§pithat Jim could accept it and her along
with it. She had been on the defensive ever diecenarriage. The coring poverty of her
childhood became a glowing virtue, and a statestddsired. Arvay scorned off learning as
a source evil knowledge and thought fondly of igmmme as the foundation of
good-heartedness and honesty. Peace, contentnienirie hung like a rainbow over
turpentine shacks and shanties. There love aerejikeng abided and not on decorated
sun-porches. Even Larraine and her family stoodfgdd in this distant light. Arvay felt
eager to get back in the atmosphere of her hundgabings. God was showing favor to
His handmaiden. (271-72)

As Konzett points out, Hurston “unmasks this oriteelogical recovery of a pure cultural origin

as an anachronistic illusion in the face of overwlieg economic decline and cultural

disintegration.” By overlaying the Christian caxiteArvay reaffirms poverty as the virtues of

humbleness, and ignorance as “the foundation ofi-g@artedness and honesty.” She even

voluntarily pushes aside her long-time hatred tawaarraine, which shows the level of her
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delusion. While doing all that, she also vilifibe middle-class life Jim provided her as a

morally hazardous condition in which she has tokweith blacks and treat them as her equals.

Hurston presents an in-depth analysis on the pattarthinking of poor white female subject

which inevitably includes illusory religiosity amwehite supremacy.

Through Arvay'’s futile life struggle, Hurston higghts the existing racial, class, and gender

boundaries in the Southern space which blocks pbde woman from a successful

middle-class life. But the novel ultimately shotlat those boundaries are, despite their

apparent rigidity, malleable; through her psychalabgrowth and the acquisition of social

mobility, Arvay actually manages to cross and reditze racial and class lines. Toward the end

of the novel, Hurston shows how Arvay eventuallgdrees cured of her racial, class, and sexual

anxieties.

The latter part of the novel carefully describesviArvay gradually breaks away from poor

white identity to embrace middle-class life. Thstfsign of her internal change is represented

by the sleeping porch newly added to her house.firgitshe is unable to enjoy spending time

there because in her mind that kind of porch beddnda class of folks whom she thought of as

too high-toned for her to compare with. For thedito-be Arvay Henson, that kind of a thing

was a mighty high kick for a low cow” (233). Wiits décor carefully chosen by her

sophisticated daughter Angeline, the porch “putihenind of an inside flower garden”(234).
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Arvay gradually learns to make herself comfortahkre and starts inviting her lady friends to

sit there and have some lemonade. The gorgeoggisteporch separated from living room by

glass doors literally functions as a liminal sptw opens up the world of Arvay to outside from

her self-imposed psychological confinement. Intherd it is a symbol of high life which she

could never fully enjoy, and learning to do sorliley means stepping up a social ladder while

leaving behind her old self as Arvay Henson, pobitev‘cracker” woman.

Yet the drastic change would not come to Arvaylulitn leaves her, after the critical incident

of a rattlesnake attacking Jim. He catches a hattjesnake outside and tries to show it to

Arvay, but the snake in turn traps him with itosty coil. He asks for help, but Arvay cannot

move or say a word, and even feels angry with Boabse he brought such a trouble by

catching the snake in the first place. Thank$éohtelp of Joe’s son Jeff, Jim escapes the bite

by a hairbreadth, while Arvay standing there numbeff does not hide his utter contempt for

her, while Jim is deeply hurt by her failure topesd to his love. Jim leaves her and goes to

the Atlantic Coast, and Arvay is left alone in timuse. She eventually gets a message from

Larraine telling her their mother is sick, and diesi to go home. Her visit to Sawley for the

first time in years makes her realize the changed¢dwn had gone through. The town is

embracing the late economic development; they foxewd crops for farming and built a new

highway which brings in business, while turpenttaenps are gone along with the poor whites
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working there. The change of her hometown somewas Arvay’s nostalgic feeling, but she

is in fact shocked to find how trashy her own peagie: “If that chuckle-head of yours was a

hog head, I'd be willing to work for it for a soligear. Good God! | wonder if | have changed

as bad as they have!” (275). With their physigdiness and greediness over the mother’s

property, Larraine, Carl Middleton and their thodgldren disgust her.  After her mother’s

death, Arvay eventually finds out that Carl, hestflove, had been telling people he courted her

before he married Larraine, which leaves her wistrange sense of triumph and pity over her

sister. Thus liberated from her long-time obsassiger her unrequited love and inferiority

toward Larraine, she now consciously stands abowe white “crackers” including her own

family, and gets acquainted with the town’s bigtsteuch as Banker Bradford Cary. Holding a

big funeral service for her mother with the aiddafry, she feels she is completely changed

inside, surrounded by rich and well-educated peoplhat is when she attributes her success to

Jim’s presence:

What put her ahead of Larraine and the other gills had come along with her? Seemed
like it was Jim Meserve. She had caught the clsbiman of them all. How had she
managed to do it? The only thing that she couddveas her face and her body, and maybe
her ways too. Then it could be that she wasn’tugly after all, and her difference from the
first she used to envy was not a mistake as shéhoaght. (298)

Arvay quickly reinterpret her marriage with Jimaablessing, so that she could finally fit into the

middle-class life in which she had felt so out Eqe for years.
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But recreating her memory about married life isjost enough. Arvay still has to

completely erase her poor white origin by breakhmgties with her family. Thus she burns

down the Henson house which in her mind is

no house at all. It was an evil, ill-deformed moogolous accumulation of time and scum.
It had soaked in so much of doing-without, of sstakvation, of brutish vacancy of aim, of

absent dreams, envy of trifles, ambitions forditiéss, smothered cries and trampled love, that

Is was a sanctuary of tiny and sanctioned vices. .

By a lucky chance, she had been carried away ft@ta fairly young age, but still, its fumes
and vapors had stuck to her sufficiently to scar dnd bruise her children. . .. The house had
caught a distemper from the people who had livatl end had then diseased up the people.
No, it was no longer just a building. It had cauglsoul of its own now. It caught people
and twisted the limbs of their minds. What wagsrcraw gave off a bad breath. (306)

The house appears as the accumulation of negatlues/the poor Hensons who lived in there

represent. And it eventually becomes like a diséa®ul and breathes in and out the vapors

which further contaminate the family and warp thminds. Burning it down is a symbolic act

through which Arvay is able to eliminate all thegagvities her poor white blood denotes, and

cleanse herself to start over as a middle-claseewioman. Significantly, she starts lighting

fires in the bedroom of her dead mother, who hagddong represented the bad seeds and

abject femininity.

After this cathartic ritual, Arvay goes home feglirejuvenated. There she reconciles with

Jeff, who before scorned her for not helping Jinewhe was attacked by the rattlesnake. She

talks to Jeff and his wife Janie the way Jim waiidd “Hello there, Jeff, you old rascal, you!
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Hi there, Janie! . . . You all look like new monieytown to me. | sure am glad to see you”

(311). Though they are at first puzzled by Arvestslden change, Jeff and Janie soon learn

how they are supposed to respond. When Arvay shioevs the ham and the bag of pecans she

brought for them, they starts raving over her:

“l declare, Miss Arvay, but you sure is folks.”

“Sure is,” Jeff added sincerely. “Just like Miséeém, ain’t she, Janie? And everybody
knows that Mister Jim is quality first-class. Kn®Wow to carry hisself, and then how to
treat everybody. Miss Arvay’s done come to be ljiksthim.” (314)

The act of giving Jeff and Janie a souvenir aga ef gratitude and care marks Arvay’s

symbolic entrance to the pet Negro system. Jeffsls confirm this; he admits that Arvay has

finally learned to act like “quality first classhd thus is able to treat people around her in an

appropriate way, “just like Mister Jim.” By idefyiing Jim and her, Jeff allows her into the

system of power from which she had been excludéids worth noting that in this scene Arvay

is on the porch which, as mentioned before, symbslthe ease of middle-class life. With Jeff

and Janie as her “pets,” she finally feels compleiehome sitting there.

Arvay’s class ascent will not be completed untg sloluntarily moves to the coast with Jim.

Moving there is to trace the roads through which tiaveled in accordance with his economic

success, and to positively accept mobility as a @fdife. It is thus important to closely

examine the final boat trip scene, though it ilsadiscussed in critical studies of the novel.

When she gets to the shrimp docks where Jim wairksy tells him that she wants to see how
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he works, which she has never done before, andie®us to tag along on their shrimp catching

trip.  Jim buys her some fishermen’s clothes, wiisch significant symbol of him giving her a

sanction to come into the men’s world (323). kuggested that this trip itself is a trial for

Arvay. Jim’s boat thérvay Hensortrosses the bar right before dawn. The wave ssgh

there that it scares the Mate, one of the crewde&dh. Amidst the turmoil, he clings onto Jim

and asks him to go back, which makes it hard fortd keep his grip on the wheel. Seeing this,

Arvay moves

almost instinctively. She flung the door openpled upon the Mate and grabbed him by his
hair to pull him away from Jim’s leg.

“Let go of my husband’s leg!” She pounded the rabaut the face with her fists then
yanked and pulled again. “You want to make himokreis boat? Turn loose!” (329)

Unlike when the rattlesnake attacked Jim, Arvayaspetrified with fear anymore and tries to

help him without hesitation. She also knows th@ttdied to cross the bar before dawn though

it is easier to do so later because he wantedaw &ler the sun rise. She is given a second

chance, and this time she succeeds in saving hihagpreciating his efforts to please her.

After this incident, Arvay and Jim have a long cersation about a drop of water going back

home to the sea:

“. .. Don't you realize that the sea is the horhevater? All water is off on a journey
unlessen it's in the sea, and it's homesick, anechddo make its way home some day.

“. .. The very same water that you see out thexe right here when the world was formed.
Changed places and forms too many thousands of fiong/ou to imagine, been off from
home and come back just that many times. It'llalsvbe water, though, and always come
back home. It's million times stronger and moreathle than anything that ever lived in it
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nor passed over it. | look at it and think abauaind | never get tired of looking and
thinking.”

“That’s something to think about, Jim. It's newstered my mind before. Maybe it's like
that with everything and everybody. If it's in theit will return to its real self at last.”
“That’'s well-spoken, Arvay. If it's there, it'll@me out some old day. Like the water in the
underground cave like Silver Springs. Undergrofonchobody knows how many hundreds
of miles, and for nobody knows how many centuriegears, to break through in that crystal
clear spring at last. That's the way life is, wiyau come to think about it. Some folks are
surface water and are easily seen and known ab@thers get caught underground, and
have to cut and gnaw their way out if they eversgetn by human eyes. (333-34)

It is almost too obvious that they are talking ab@way’s internal journey here. Using the

metaphor of water, Jim touches on a more fluid fofridentity Arvay obtains after her long

struggle with her cursed and fixated poor whité sefnd in a very subtle way, Jim displaces

the issue of class into the one of inner beautyentf it is invisible because of her poor

whiteness, he suggests, Arvay’s true self woulahaadly come to the surface like the “crystal

clear spring.” Arvay likewise sees herself in Hiedtent way now, especially in terms of her

motherhood: “Earl was in her and had to come ontesaay or another.  Arvay looked back

and shuddered. Then a new feeling came. YeshBdrbeen bred in her before she was even

born, but his birth had purged her flesh. He wasliirst. It was meant to be that way.

Somebody had to pay off the debt so that the rfestegpages could be clean (350). Here

Arvay reinterprets Earl’s birth and the death &@ng@ process of purification. Earl was born

and died purging all the cursedness of poor wHidedof her body. Thus cleansed of the

sense of inferiority for good, she is able to affiner position as a mother: “Her job was
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mothering. What more could any woman want and Peddo matter how much money they

had or learning, or high family, they couldn’t dbiamore mothering and hovering than she

could. Holy Mary, who had been blessed to motksug, had been no better off than she was.

She had been poor and unlearnt too” (351). Arvestiser prosaic self-redefinition as a

“Seraph” in the house has frustrated many Hursttwlars. It is all the more disturbing

because Hurston has indicated the possibility fmoae flexible model of identity all throughout

the novel and has carefully given account of Argayfadual internal change up to this point.

And yet, it should be noted that Arvay’s conclusioithe last passage of the novel that “[s]he

was serving and meant to serve” comes after hézagan of the unexpected mutuality of her

marital relationship: “Jim Meserve, Lord, had haubts about holding her as she had hers about

him. She was not the only one who had trembledl! th&se years and time, Jim had been

feeling his way towards her and grasping at heshashad been towards him” (348). Then she

finally realizes that “Jim was not the over-powerieneral that she had took him for. . . . Inside

he was nothing but a little boy to take care ofl bha hungered for her hovering” (351). Even

more significantly, she has learned not to show Igmawareness: “This was a wonderful and

powerful thing to know, but she must not let hinoknwhat she had perceived. Arvay

trembled visibly and looked up innocently afraidiatared at Jim” (348). Hiding or faking her

emotion in this exhausting game of love is sometiirnvay could never do before, but here she
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has finally learned to do so, in order to get hasxko To borrow Ann duCille’s expression,

now she can use “the deviousness and the dupliaitg”manipulate[s] the situation to get what

shewants.®’

Although she accepts the seemingly submissiveeabiothering, Arvay now
holds the negotiating power and acknowledges healgy to her husband.

The relationship of Arvay and Jim is therefore amg extent parallel to the one between the
black and the white in the pet Negro system. Thdtugould be too much to assume that
Hurston was imagining a possible solidarity betwikatks and poor white women in their
mutual recognition of the post-war South’s powestesn, it could at least be said that the author
was trying to capture the modern Southern spaeecastact zone where people constantly
redefine and negotiate their racial, class, andadgentities and their social positions in
relation to others. Changes in social and econstictures the South during the 1930s and
the 1940s enabled this newly aligned social spaesnerge, and through Arvay’s physical and
mental journey, Hurston presents such a space ichvthe heroine learns to de-essentialize her
identity as a poor white woman and successfullpsépns herself in the ever-changing social
situation. Crossing boundaries and making negotiatwere in fact what Huston found herself
doing when she was working @&eraph The novel itself is about the poor white, buelts

how the culture of one racial group is unexpectadigiose contact with those of others despite

apparent differences and the system of segregatider exploration of contemporary race
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relations in the segregated South, and her persmgliterary friendship with Rawlings, helped

Hurston in her attempt to picture of the South@stact zone in all its complexity.
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CONCLUSION

This dissertation has explored how Zora Neale iuafstand Marjorie Kinnan Rawlings’s
works present a shifting Southern sense of plasedan their mobility, and depict the
contemporary South as a cultural contact zone gpleewith different race, class, and gender
despite the region’s systemized segregation amdi s@rial norms and boundaries. Each
chapter has compared Hurston’s and Rawlings’s nvegoks—their first novels, masterworks,
autobiographies, and the works on poor whitestthathes on contemporary race
relations—which best reflect the two authors’ ideasmobility and Southern space.

Some of Hurston’s works such lalles and Mer{1935),Tell My Horse(1938),Moses, Man
of the Mountain(1939), were not selected for the main discuspantly because of their genres
and subjects are out of the critical scope ofshusly. Considering the fact that these texts
present an interesting overlapping of the Africainican-American (Southern), and Caribbean
black cultures, however, they offer a great posgidor future study in the context of mobility,
contact zone, and how the Southern black cultusebkean constructed through its contact with
other cultures. Mules and MerandTell My Horseare especially relevant for my future study,

not just as significant subtexts to her fiction bstthe main subject of discussion. The concepts
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of mobility and contact zone that I utilized thréwagit this study are closely related with

anthropology, postcolonialism and comparative caltstudies, and Hurston’s two

anthropological texts should be further examinethigs particular context and be included in the

book version of this study. Concerning Rawlingsearks,Golden Apple1935),The

Sojourner(1953), and her posthumously published autobiogcaphovelBlood of My Blood

(2002) were not included in this study. The lattés novels do not deal with the Southern

“cracker” culture, which is arguably the best midior Rawlings, and thus was not

incorporated into this study. Yet each of theneffinteresting aspects that should be further

explored. The SojourneandBlood of My Bloodogether present Rawlings’s sense of place

closely related to her Northern family home whiblajges significant part of her cultural identity.

These works should be taken into consideratioroim Rawlings constructed her peculiar sense

of self through the places which she lived in amdterabout. Golden Appleswhich is often

undervalued because of its melodramatic qualisg deserves more critical attention.

Published betweeBouth Moon UndeandThe Yearlingthe novel shows Rawlings’s transition

as a literary artist and her ambition to write beyd6cracker” culture. It presents an interesting

contrast between the world of English emigrant Ridhlordell and a “cracker” sister and

brother Allie and Luke Brinley, and could be rereadhe author’s experiment to capture Florida

as a contact zone of different cultures and trawlti
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By paring the major works of Hurston and Rawlingsave examined how the

socio-economic and cultural changes of the Sowiim he 1920s through the 1940s affected the

two writers’ representation of the region, and hbeir works present a shift in the sense of place

which is at the heart of the Southern literaryittad. Their first novelsJonah’s Gourd Vine

andSouth Moon Undervere written when the two authors relocated toSbath in the late

1920s. Seeing the region undergoing rapid modatioiz, Hurston and Rawlings contemplate

how modernity changes the relationship of humanretdre. While following the pastoral

literary tradition in their narratives, the two veris made a significant revision to the genre by

focusing on the association between nature and womaAssociating the history of male

domination over women with the process of modetimraHurston and Rawlings ask an

important question: Is a non-hierarchical relati@tween human and nature (and men and

women) possible? As a possibility for such a retethip, the two novels present a pastoral

middle ground, a kind of contact zone where hummahreature harmoniously coexist. Rather

than nostalgically idealizing the antebellum ruamunity as the Agrarians did, Hurston and

Rawlings vividly depict the South’s transitionalrjpel in which the old and the new came in

contact and modernity is incorporated into ruraitSern communities.

In the late 1930s, Hurston and Rawlings publisihedr tmasterwork3 heir Eyes Were

Watching GodandThe Yearlinghat | reexamined as Depression narratives. Dhela show
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how the two writers, against the charge that theyeveither politically conservative or apolitical,

were in contact with the contemporary literary grdtand responded to the period’s demand for

representing the contemporary socio-economic caisisthe nation’s increasing concern with

the South as its “No.1 economic problem.” | exasdiimow Hurston and Rawlings use the

typical bildungsroman plot to depict the psychotadigrowth of their protagonists Janie and

Jody. Through obtaining mobility, they come intmtact with larger and more diverse social

units. As | show, the two novels can be rereaty@isal Depression narratives in that both of

them depict a variety of communal practices by Beurt rural folk to survive poverty, and that

they also feature natural disaster as a metaph@&ctmnomic crisis, which provides Janie and

Jody an opportunity to face the harsh reality fef ind come into maturity. While the novels

emphasize the sense of community and the protagbgiswing social awareness, the

individualistic tendency of Hurston and Rawlingadaf bildungsroman as a literary genre)

complicates their Depression narratives. At thet @ithe novels both writers focus less on the

communal survival than on the protagonists’ isolatand introspection, which reveals the

difficulty they had in incorporating the contextsicio-economic crisis into the narrative frame

of individualistic bildungsroman. Such a narratoanplication is closely related to Hurston’s

and Rawlings’ self-positioning as writers. Movibgck and forth between the Southern rural

communities and the Northern literary society, thegy have had a strange sense of being
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attached to two different places and not reallpbging to either of them. Hurston and

Rawlings kept working on this dilemma between comatigm and individualism through

writing their next major work, which are their abtographies.

Dust Tracks on a Roa@hdCross Creelare key texts in this dissertation in that thegtbe

present Hurston’s and Rawlings’s attempts to regmtethe South, and their autobiographical

selves, as contact zone. Like many other Southtiobiographers, the two writers’ sense of

self is in close association with Southern spackthe communities to which they belong.

Here again, however, their autobiographical searesmarked by strong individualism which

sometimes is at odds with communal value. Whilth@ir masterworks this coexistence of the

individual and the communal shows the two writarebivalent positions in the national and

regional cultures, in their autobiographies thesphee this dilemma by creating an image of a

boundary-crossing self in contact with multipletaués. Dust Trackdollows the narrative

pattern of black autobiographical tradition inetebrace of communal identity. However,

Hurston also presents her autobiographical sedfm®dern, mobile, and individualistic Southern

black subject marked by new upward social mobditgl defined not solely by the history of

racial oppression. In the process of reconstrgdier identity, she refigures herself, and the

South as a site for cultural interaction whereaasisubjects cross racial, class, and sexual

boundaries to meet and communicate with each othire traveling troupe of actors that
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Hurston joins at the end of the first part of tliwk embodies such a space where individuals

with multiple cultural backgrounds are united, thbut should be noted that such a space does

not lead to complete liberation of black subjentsg in the segregated South.

In Cross CreekRawlings’s peculiar individualism coordinatesiwibe “queerness” of the

Creek people. Despite her initial position as atsider, Rawlings describes the process

through which she becomes a member of the commbwigharing the “queerness” beyond race,

class, and gender. Though Rawlings sometimesdapteothering the Creek residents,

especially blacks whom she associates with nattelee lack of cultural refinement, she learns

a nature-centered world view and simple way offliten them which marks her turning point

toward a more communal sense of self. Througtdaidy contact with them, she reconsiders

the self as more relational than individual, anglspnts her identity as something constructed

through the constant contact with others. Rawlingsact presents such a tapestry-like,

relational sense of self again in her cookb@oéiss Creek Cookeryvhich, like the author’s

identity, is constructed by various cultures arelrtfoodways—the Southern “cracker” folk

culture, Northern metropolitan one, and that ofd¢teldhood memories.

Interestingly,Dust Tracksshifts its focus from the communal to the indiaduwvhile inCross

Creekthe process is reversed, which might reflect ifferénce in the ways the two writers

frame their autobiographical narratives. At tharhef Hurston’s autobiography is a diasporic
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experience of loss of home, which is figurativegpitted through the death of her mother which

occurred when Hurston was nine years old. Thige&pce marks Hurston’s separation from

her community, the beginning of her “wandering’aasobile individual traveling within and

beyond the South to become a writer/ anthropologiBly contrast, in Rawlings’s autobiography,

her relocation to Cross Creek at the opening obthak is clearly defined as the rediscovery of

home, a sense of warmth and communal pleasurm feffildhood: “And after long years of

spiritual homelessness, of nostalgia, here isrhatic loveliness of childhood again. Here is

home. An old thread, long tangled, comes straaghin” (6). Moreoveurst Tracksand

Cross Creelshare one significant historical context—World Wa+but this historical event

affects each autobiography’s perception of comnywrety differently. Against the backdrop

of the rise of Nazi Germany in Europe, Hurston comssly avoids overemphasizing race and

racial group identity for she believes that thdthe root of misunderstanding and hence misery

and injustice” (250). While so doing, she reclaimdividualism as a bulwark against the

contemporary domestic and international crisis. n¥@osely, Rawlings finds it a mission to

provide wartime America with an uplifting sensearily and community. She had a lot of

emotional responses from the US soldiers abroacethby the vivid descriptions of food in the

“Our Daily Bread” chapter o€ross Creekand that is one of the major reasons she detided

extend the idea of the chapter itoss Creek Cookery The cookbook presents not only the
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recipes but also an image of a family dinner tablggre everyone shares the abundance of food

and the sense of unity. While having thus diffégrproaches to reconsider the meaning of

community, howevehoth Durst TracksandCross Creekiltimately present a similarly new

image of the South and the autobiographical seiétacted in relation to its Southern “home.”

Both writers represent the South, and their Sountkelves, as a space made of interaction

between plural cultural identities, a contact zohmany different selves. Against the

monolithic and unchanging image of the Southersaaf self and the seemingly static Southern

sense of place, Hurston and Rawlings explore regjicientities malleably shaped by particular

social, cultural, and historical conditions. Thexploration of malleable Southern identities

continued through the decade, during which thewwiters actually met and became friends

with each other. The two writers’ personal friemigsand Hurston’s continuous contemplation

on cultural identities in the segregated Southrisctly reflected in her 1948 nov8kraph on the

Suwanee

The last chapter of this study has examined Bevaph through its narrative of poor white

heroine Arvay Henson, explores the social constnaif race, class, and gender in the

segregated South and how subjects redefine theasstiivough their encounter and contact with

others. My study has shown the significance Hurstand Rawlings’s friendship in examining

the novel, for the way they interacted with eadieotdirectly reflects the shifting racial
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dynamics of the 1940s South. If, as suggestelanntroduction of this dissertation, the two

writers’ encounter at Rawlings’s Saint Augustinéghooom exemplifies how Hurston

transforms a segregated space into a contact homegh negotiatiorSeraphfurther explores

such a site of cultural negotiation in a form atifbn. Hurston’s novel, along with Rawlings’s

unpublished story “Lord Bill of the Suwannee RiV@epicts the South as a contact zone with

blurred racial and class boundaries and unstableprelations. As shown in that chapter, the

characters of Jim Meserve and Bill Boyle are craigainst the backdrop of socio-economic

condition of the South from the Depression yearsugh the 1940s, during which sharecropping

and tenancy declined and new type of capitalisrdgally developed. Acknowledging this

new social circumstance, the two characters makeat entrepreneurial success based on their

mobility and less rigid view on race relationsSeraplts major focus is the struggle of Arvay

from the socially abject class of poor white tampalte her self in this new capitalist Southern

space. Through Arvay’s almost neurotic inner doffthe novel provides an in-depth analysis

on how poor whites displace their sense of infégianto racial superiority to non-whites. The

only way out that Hurston allows her, it seemspibecome aware of the social construction and

changeability of identities and how her Southerarpehite world is constructed through

continuous contact with multiple cultural otherslhe most significant task of the last chapter

was to examine how, just like Hurston and Rawlidggeloped a friendship beyond racial
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difference, in Seraph and “Lord Bill,” the two weit’ literary imagination is in contact with each

other, regardless of actual, direct influence. fifild such contact zones in their literary and

personal friendship is particularly crucial if vaes critics of Hurston and Rawlings, really try to

end the “critical segregation” and read their warkselation to each other, as Annette Trefzer

has suggested. And though this study has focuseideoparticular two Southern women

writers in the 1930s and the 1940s, the same pi@@ applicable to any future Southern

literary studies examining works beyond traditioodtical frames, canons, and categories.

Through exploring Hurston’s and Rawlings’s mobikiyd the literary imagination, this study has

presented a possibility for a comparative analjtiwethod which would open up critical contact

zones among numerous Southern and non-Southeersvaind texts.
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