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SUMMARY

The focus of this thesis is Pieter-Dirk Uys’s use of the rhetorical trope chiasmus as a
satirical tool, an aspect of his work that has, to date, received little attention. The multiple
nuances of ‘chiasmus’ are examined, pointing to the performer/persona relationship in
terms of ¢ “I” create Image; Image makes “I” ’ (Breytenbach, 1985) and the related
‘semiotic richness of stage sign-vehicles’ (Elam, 1980). The primarily semiotic analyses
of chiastic configurations are supported by close textual analyses throughout.

Pieter-Dirk Uys’s chiastic admix of his satirical pleasure/pain principle (entertainment/
censure) is analysed in one newspaper article, one prose work and two revues. Uys’s
satire is contextualised against the background of the development of satire. The
inherently chiastic mode of satire and various techniques and writing styles are explored.
Contemporary society lacks definitive moral, social and political norms, and the study
attempts to show how Uys entertains by decoding ‘the absurdities of contemporary
reality’ (Fletcher, 1987:ix) as a response to the amorphous experience of living in South
African society from the early 1980s until 2001.

Uys’s use of female characters to articulate his dissatisfaction with South Africa’s socio-
political climate during the last quarter of the twentieth century is explored in a selection
of three plays, four prose works and ten revues. The focus falls on his creation of female
personae, particularly the sustained portrayal of his popular persona, Evita Bezuidenhout.
Uys’s use of ‘real’ and ‘false disguise’ (Baker, 1994) is discussed. The transvestite
persona’s roles of both an “intervener’ who challenges the status quo and alerts the public
to ‘cultural, social or aesthetic dissonance’ and an ‘interventor’ or ‘enabling fantasy’
(Garber, 1992:6) are considered.

The focus then shifis to Uys’s deployment of various non-verbal sign-vehicles in his
dramatic productions. Non-verbal and verbal signs are jointly responsible for the
production of meaning in the theatre. Because ‘theatrical signs ... acquire qualities ...



UNIVERSITY OF PRETORIA
YUNIBESITHI YA PRETORIA

&
53 UNIVERSITEIT VAN PRETORIA
Ot

that they do not have in real life’ (Bogatyrev, 1938:35-6), audiences must utilise
‘theatrical competence’ (Elam, 1980:87). A study of electronic recordings of eight revues

reveals that Uys’s non-verbal signs are as chiastic as his verbal ones.

Uys’s perpetuation of the Evita ‘myth’ as/or ‘legend’ is traced from her beginnings as a
newspaper ‘voice’, to popular theatre and television personality, to the recipient of
prestigious awards. Evita’s current and possible future roles are considered. Uys’s
fabrication of Evita’s family and her “biography’ is also examined as contributory to the
legend, exploring Evita’s metamorphosis from a housewife to a political figurehead who
conflates fictional and real life exploits with South African politicians — a strategy
through which Uys appears to align himself with current feminist issues. The slippage
between fact and fiction has interesting consequences for Uys’s level of control over his

Evita persona, who seems occasionally to control him.

This thesis concludes with a review of the aims and rationale of the study, providing a
broad synopsis of the main findings and looking at its limitations. Finally, it suggests

possible areas for further research.

KEYWORDS
Pieter-Dirk Uys satire semiotics
Evita Bezuidenhout legend imago
chiasmus transvestite female-impersonator
chiastic configurations ~ myth mask




CHAPTER ONE

AN OVERVIEW OF UYS’S CHIASTIC APPROACH TO
SATIRE WITH SPECIFIC REFERENCE TO

EVITA BEZUIDENHOUT

Chiasmus is ‘more than just ... a skeleton upon which to
hang thoughts and words’. It is ‘a forceful style of
speaking and writing’ that [through] ‘rigorous and abrupt
juxtapositions of contrasting forms within a unified
literary system ... focuses the receiver’s attention on the
central concerns’.

John W Welch



The middle-aged man in the shiny black dress with silver inlay sits tensely on the
plush back seat of the imported stretch-limo. ... He glances down at his hands. His
hands look feminine. His legs are crossed and are shaved to just above the knee
where no one will see the hairs. She doesn’t wear minis. The legs look feminine,
living up to their reputation as one of the best pairs of ladies’ legs in the land.

The man glances into the small mirror ... The face of the most famous white woman
in South Africa, Mrs Evita Bezuidenhout, stares out at him. Her eyes are greener
than his, her lips fuller, her face longer. ... The man in the dress and the matching
hat wets the lips of the woman he is made up to be. Through the heavy false
eyelashes circling his eyes like verandahs, he sees the grand pillars of the Houses of
Parliament slide by on his right. ...

The man in the dress feels the long car glide to a halt. ... He takes a deep breath
and disappears safely into the darkness of the disguise this famous woman offers
him. From all around people appear to witness this extraordinary event. It is not
the issue of a man wearing a dress. It is the appearance of a superstar in their
midst. She steps out of the long white car. ... Her eyes look up at the forbidding
exterior of this most famous building in her land. ...The man inside the dress,
behind the lipstick, under the hat, in control but never, ever seen, has to whisper to
himself: ‘Eat your black heart out, Hendrik Frensch Verwoerd’ [my emphases]1

(Uys, 1995:1).

The above extract from Uys’s book Funigalore — Evita's Real-life Adventures in
Wonderland, published in 1995 (also referred to in this thesis as Funigalore), takes the
reader behind the scenes and onto the set of the M-Net television series entitled Evita’s
Funigalore or Funigalore I and II (1994c; 1994d) to reveal the subtle chiastic shift that

characterizes the dramatic mode of one of South Africa’s leading satirists.’

The central thrust of this thesis is the study of Uys’s use of the rhetorical trope of

‘chiasmus’ (the Greek word for cross-over) in some of his writings, but more specifically in

! In this thesis sentences and phrases that appear in bold print in quoted passages serve to foreground issues
relevant to the central argument of this thesis, namely Uys’s deployment of chiasmus as a satirical tool.
2Abrams (1971:153) defines satire as ‘the literary art of diminishing a subject by making it ridiculous and
evoking toward it attitudes of amusement, contempt, indignation, or scorn [and] derision’. Satire does not
‘evoke laughter as an end in itself [but] uses laughter as a weapon [against an outside] butt such as an
individual, or a type of person, a class, an institution, a nation, or even the whole race of man.” (Uys’s
deployment of satire as a literary device is more fully discussed in Chapter Two of this thesis.)



his creation and portrayal of Evita Bezuidenhout. Gray (1984:43) defines chiasmus as ‘a
figure of speech consisting of inverting the order of similar phrases in a sentence’.
However, an examination of examples of Uys’s utilization of this literary device reveals not
only the transposition of formal elements of grammar but also of elements of meaning. An
example of Uys’s deployment of semantic chiasmus occurs in the title of his book A Part
Hate, A Part Love — The Legend of Evita Bezuidenhout (1994a),” in which the last word of
the first phrase, ‘hate’, is the antithesis of the final word of the second phrase, ‘love’. (The
phrase “a part hate’ also contains a double entendre because, if said quickly, it sounds very
similar to ‘apartheid’, the system of government that Uys consistently satirises during the
course of his literary and performance works.) In the extract from Uys’s Funigalore (1995)
quoted above, chiasmus of meaning occurs when Uys juxtaposes the contrasting phrases
‘the man glances” versus ‘Mrs Evita Bezuidenhout stares’. Chiasmus of syntax takes place
when the object of the first sentence ‘he glances down at his hands’ becomes the subject of
the second sentence “his hands look feminine’. In the penultimate sentence ‘the man in the
dress ... wets the lips of the woman’, the subject and object display not only a reversal of
syntax — ‘the man in the dress’ versus ‘the lips of the woman’ — but also evidence of
semantic chiasmus when the word ‘man’ is replaced with ‘woman’ and ‘dress’ is
supplanted by ‘lips’. These examples also illustrate the narrator’s double identity. He
constantly crosses over from the role of Pieter-Dirk Uys, stage and television personality
(also author, newspaper columnist, playwright, stage manager and director), to that of his
‘alter ego’ (Walker, 1997b:9), Evita Bezuidenhout, the most ‘[in]famous’ of the many
characters Uys portrays in his satirical revues. Moreover, Uys persistently employs
syntactic and semantic chiasmus as 2 satirical tool and his preference for a combination of

both is discussed more fully later in this chapter.

Thus in these quoted excerpts from Uys’s Funigalore (1995) the narrator is engaged in a
process that Jacobs (1996:1), in his article ‘Gender-blending and Code-switching in the
South African Novel: A Postcolonial Model’, calls ‘gender-blending’. Consider, for

3 Uys’s A Part Hate, A Part Love (1994a) is subtitled ‘The Legend of Evita Bezuidenhout’ and purports to be
a biography of Evita’s life from her birth in 1935 until the demise of apartheid in April 1994,



example, ‘his legs are crossed’ versus ‘she doesn’t wear minis’ and ‘he ... disappears
safely into’ versus ‘the disguise [of] this famous woman’ (Uys, 1995:1-2). This process of
‘chiastic gendering’ or cross-dressing is one of the many aspects of what Garber
(1992:16) terms ‘category crisis’ in her book Vested Interests — Cross Dressing and
Cultural Anxiety. Category crisis involves ‘a failure of definitional distinction ... that
permits of border crossings from one ... category to another: black/white, Jew/Christian,
noble/bourgeois, master/servant, master/slave’ and ‘male/female’ (as in the case of Uys’s
creation/impersonation of Evita Bezuidenhout). Garber sees the principal function of
category crisis as ‘disrupting and calling attention to cultural, social, or aesthetic
dissonance’ or, in other words, as satire. Uys likewise uses * gender-blending’ in his texts
as well as his performances to further his satirical focus, namely that of drawing attention
to the presence of both cultural and social discord in South Africa. (Garber’s views on
‘category crisis’ are explored in greater detail in Chapter Three in relation to Uys’s

application of ‘gender-blending’.)

Uys practises gender-blending by adopting a ‘persona’ or ‘mask’ (a type of ‘double
identity’ or ‘second-self’). Gray (1984:156) defines a persona as ‘a particular kind of
narrator’ constructed by writers and poets for ‘a particular poetic [or literary] purpose’. It
is this specific feature that gives impetus to the proposition that Uys’s oeuvre, both in its
textual and performance mode, but particularly in his creation and portrayal of Evita
Bezuidenhout, can be read as illustrative of his deployment of chiastic configurations
(hence the title of this study). Fowler (1973:141-2) argues that the term ‘persona’
distinguishes between ‘the man who sits down to write and the “author” as we realize him
in and through the words on the page’. This ‘implied author’ represents “all the author’s
conscious choices ... as “artist” ’. Uys, in an interview with Bishop (1991:193),
corroborates his awareness of this artistic choice when he states that he chose to create his
persona, Evita Bezuidenhout, as a satirical mouthpiece in his weekly column in the Sunday
Express at the end of the 1970s, as he ‘needed to write about things which couldn’t be
written about’. During the apartheid era, Uys deliberately adopted a female ‘mask’ in the

belief that his satirical comments, when presented as ‘gossip’ from the mouth of the wife of



a Nationalist MP, would go unnoticed by the censors (most of his plays were consistently

banned during the late 1970s and early 1980s).

Fowler (1973:142) points out that ‘in magic ritual “masks” are independent beings who
possess the man who assumes them’. As is discussed more fully in Chapter Six, the artist’s
consciously assumed ‘mask’ may itself become so powerfully integrated in the experience
of its creator that it may take over subconsciously as part of the chiasmus. Reference to the
proprietary nature of the ‘mask’ is echoed by Uys (1994a:fly-leaf) when, under the heading
‘Pieter-Dirk Uys on Evita Bezuidenhout’, he describes the evolution of this persona as

follows:

Evita stepped out of the chorus line, and took off into folklore, leaving
behind the many other characters I did in my shows [my emphases].

Uys also reiterates this aspect of the Evita persona during his performance of the first half
of his revue Live from Boerassic Park (1997b) when he quips: ‘I don’t do Evita any more,
she does herself’. Fowler’s elaboration of the notion of persona is relevant in terms of this
thesis. Fowler (1973:12) states that this ‘second-self’ originated in the ‘mask’ used by
actors in Classical theatre and as such ‘incorporates the metaphorical roots of the “mask”
concept, implying the ‘total being’ presented to the audience, outside and beyond the actor
who assumes it’. Fowler (1973:142) thus contends that the deployment of the ‘mask’
offers ‘a way out of the closed world of the ego into an objective vision communicable to
others’ that ‘permits the artist to objectify his [her] experience and free it from mere
subjectivity’ (or conversely, to make objective experience subjective). In an interview with
Adrian Monteath (1997:3) published in the Saturday Star of October 11, Uys says the

following about his various personae:

Once you give them the respect of space, these characters start saying things
I haven’t consciously thought up. In a way, these people have nothing to do
with me. I don’t know where they come from, but they must be in there
somewhere. I'm just the guy driving the truck [my emphases].

Through his use of semantically contrasting ideas such as ‘these characters start saying

things’ versus ‘I haven’t consciously thought up’ and ‘these people have nothing to do with



me’ versus ‘but they must be in there somewhere’, Uys confirms that his use of a persona
involves an objective rather than a subjective activity. Walker (1997a:8) also confirms this
when he states: ‘Uys talks about his creation in the third person ... and has enough respect
not to meddle in her life.’

As has already been intimated in this chapter, Uys uses the persona of Evita (in both his
texts and performances) to express his personal views on cultural and social dissonance in
South Africa. Obvious examples of this are the incisively satiric comments that Uys
(1997aflyleaf) expresses, in the guise of Evita, on a wide variety of issues relating to
‘South African people, places and things’ in The Essential Evita Bezuidenhout (1997a).
Consider for instance, his open indictment of Mangosutho Gatsha Buthulezi, leader of the
Inkatha Freedom Party and Minister of Home Affairs from 1994 to 1999. Uys (1997a:15)
describes Buthulezi as ‘someone you’re glad to see, while at the same time wishing he
would go away’ [my emphases]. The contradictory expressions ‘you’re glad to see’ and
‘wishing he would go away’ provide a good example of Uys’s use of chiastic phrases to
draw attention to the South African public’s love/hate relationship with this particular
politician. Uys’s Evita also deploys chiastic forms to express her ambiguous relationship
with South Africa’s ‘First Couple’ (supposedly her ‘ex-boss’ P W Botha, the Prime
Minister and State President of South Africa during the closing years of apartheid, and his
wife). Evita (Uys, 1997a:13) first belittles P W Botha, whom she describes as ‘a bald,
bland, unpleasant man with no sense of humour and an imperialist attitude’ [my
emphases]. She then counteracts this negative image with a more sympathetic portrayal of
Elize Botha when she enthuses: ‘I loved Tannie Elize, a sweet kind woman, who, as first
Lady, would kick off her shoes and serve jellybabys [sic] to her guests [my emphases].’
The stark contrast between such phrases as ‘a bald, bland, unpleasant man’ and ‘a sweet
kind woman’, ‘no sense of humour’ and ‘kick off her shoes’, and ‘an imperialist attitude’
and ‘serve jellybabys [sic] to her guests’ helps to estrange the public from the State
President while intensifying their support for his wife. Uys carefully hides his subjective
and often sarcastic opinions when he adopts the inimitable style of Evita and speaks from
the perspective that the public has come to associate with, and expect from, his most
renowned persona. Through this subtle chiastic conflation of self and alter ego, Uys



protects both himself from charges of libel and some of his most biting satire from
censorship, allegedly the rationale behind his creation of this persona. (The nature of satire
as a literary genre, together with Uys’s deployment of this particular device, is more fully
discussed in Chapter Two of this thesis.)

The passage from Uys’s Funigalore (1995:1) quoted at the beginning of this introductory
chapter focuses attention on the ‘interplay [and] dialectics’ (Breytenbach, 1985:149)
between Pieter-Dirk Uys (narrator/actor) and Evita Bezuidenhout (character/persona) and
reveals Uys’s deployment of chiastic configurations. The extract displays a strong
correlation with the concept < “I” create Image; Image makes “I” ° that fellow South
African author, Breyten Breytenbach (1985:149), expounds in his book 4 Season in
Paradise (1985) in the section entitled ‘The self-image in the eye of the I':

The concept I am trying to convey is ... not a visible and tangible
representation or imitation, ... but more of a ‘mask’. Perhaps imago comes
closest to it: [the] final and perfect stage after ... metamorphosis.

This statement highlights the utilization of the ‘mask’ as a literary tool and elucidates the
nature of the relationship between ‘image’ and ‘I’. (‘Image’ can be equated with ‘mask’ or
‘persona’ and ‘I’ with ‘self’ or ‘author/actor’.) The above quotation is, therefore, extremely
pertinent in terms of the relationship that exists between Pieter-Dirk Uys (‘I’) and Evita

Bezuidenhout (‘image’), and this persona’s role in Uys’s prose works and revues.

Metamorphosis is ‘the process of the changing of form or substance by enchantment or
other supernatural means and resulting in a complete transformation in the appearance,
condition and character of a person or state of affairs’ (Little, Fowler & Coulson,
1973:1315). This term encapsulates the transformation that occurs when Uys (a male
performer) becomes Evita Bezuidenhout (a female persona). When video recordings of
Uys’s early revues such as Adapt or Dye (1982), Farce About Uys (1983), A Kiss on Your
Koeksister (1991) (excerpts from which are analysed in detail in Chapter Four of this
thesis) are compared with his more recent revues Live from Boerassic Park (1997b) and

Symbols of Sex and State (2001i), it appears that, for Uys, this gender-blending process



(discussed at length in Chapter Three) is not always a matter of casually slipping on a dress
and false eyelashes in full view of the audience. It also involves a complete metamorphosis
into the elegantly costumed and bejewelled ‘imago’ who is a ‘studied facade of middle-
aged glamour’ (Uys, 1995:5). In Live from Boerassic Park (1997b), Uys waives his usual
revue routine and introduces an interval in the course of which he ‘changes’ himself into
the character and persona of Evita. Walker (1997b:9), who watched Uys ‘undergo the
metamorphosis’, states when Uys ‘dons her frocks he becomes her, right down to getting
cheekbones that you can’t distinguish in Uys’s own face’. Although ‘Uys has green-brown
eyes’, ‘Evita has bright blue eyes’ because, according to Uys, ‘it’s all part of “her
personality” * (Haffajee & Jurgens, 1999:5).

During performances of Live from Boerassic Park (1997b) at The Civic Theatre,
Johannesburg, in June 1997 and March 1998,* Uys’s transformation was an eagerly awaited
event. This was evidenced by the comments of the audience during the interval, together
with the enthusiastic welcome Evita received at the commencement of the second half of
Uys’s performance. This metamorphosis is so complete that it even spills over into the real
world, thus confirming Breytenbach’s (1985:197) concept of ‘imago’. For example, Evita
(1995:7) in her official capacity as the former Ambassador to the fictitious Republic of
Bapetikosweti, was invited to address two pre-election rallies in 1994, one organised by
‘the Democratic Party in the PWV? area’ and the other by ‘the Western Cape Branch of the
ANC’ 6

Breytenbach (1985:197) continues his explication of the transposition that occurs between
the ‘I’ (self) and the ‘image’ (mask) when he states:

All of us live behind projections of ourselves. With the writer — because his
self-consciousness is intimate material — this probably happens more
consciously. ... That projected image ... is an intermediary. ... but to the
degree in which others react upon that image, ... that image has a right to
existence. Sometimes its creation [the “mask”] takes place over a period of

* The writer attended a performance of this show during both periods.
3 Pretoria, the Witwatersrand and the Vaal Triangle (now Gauteng).
¢ African National Congress Party.



years, ... [it] undergoes the influence of the community, [and] is determined by
it.

Breytenbach’s claim (1985:197) that ‘to the degree in which others react upon that image,
... that image has a right to existence’ serves to define the end point in the metamorphosis
or ‘imago’ — a condition that is obviously determined by the reaction of those who witness
the said transfiguration. Robert Allen (1987) likewise pinpoints the crucial role the ‘
receiver plays in determining the existence of an image. In his article entitled ‘Reader-
Oriented Criticism’, Allen (1987:78) discusses reception theory and emphasises the
audience’s role in the transformation process and, in particular, the notion of the reciprocal

nature of perception per se:

As words on a page [or characters in a performance] the literary text is but one-
half of the perception dynamic; it is an object, yet without a perceiving subject.
It is the material residue of an absent, intending subject — the author. In the
reading [or the perceiving] act, the fictional world represented by the words on
the page [or the verbal and non-verbal’ signs that constitute the performance] is
rendered within the consciousness of the reader.

Both Breytenbach and Allen’s ideas are especially applicable to Uys’s creation and
presentation of Evita, as can been seen from Uys’s comments in the introductory section of
his book 4 Part Hate, A Part Love (1994a). Uys admits that the creation of Evita as a
disembodied voice in the Sunday Express and the inception of ‘the legend of Evita
Bezuidenhout’ were concurrent. Uys (1994a:flyleaf) chose ‘the wife of a Nationalist MP’
as his ‘voice’, but it was a reader who christened her ‘the Evita of Pretoria’. Uys ‘gave this
creature a physical reality’ and a surname in his first revue Adapt or Dye (1982), first
performed in 1981. Owing to public demand, Evita soon left the anonymity of the
< chorusline’ and entered the world of ‘folklore’ and eventually became the leading lady of
both Uys’s stage and television shows. Uys’s admission that because ‘the public wanted
more of [Evita] all the time’, he ‘greated more [her family] around her’ seems to validate
Breytenbach and Allen’s claims that the community (reader and audience) has power over

the ‘mask’. Evita’s progress from a satirical ‘voice’ in a newspaper at the end of the 1970s

7 Verbal — words; non-verbal — all signs other than words.
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to a woman of considerable public status who, in 1994, interviewed South Africa’s first
black President in Uys’s television series Evita's Funigalore I (1994c), supports
Breytenbach’s (1985:147) proposition that ‘the creation of an image ... takes place over a
period of years’. Today Uys’s most well-known persona has become ‘a legend in her own

time’, an aspect that is explored in Chapter Five of this thesis.

It can, in fact, be argued that so successful is Uys at the art of female-impersonation that
Evita has assumed iconic proportions in the eyes of the South African public, subsuming
the ‘I’ (actor) into ‘the image’ (persona). Perhaps paradoxically, in the present context, this
theatrical ploy even subverts (albeit temporarily) the very notion of chiastic transformation,
as ‘image’ and ‘T’ seduce each other through audience response — a response that reinforces
the state of ‘imago’ (Breytenbach, 1985:197). It is this positive audience response, both in
South Africa and abroad, that provides testimony to Evita’s continuing public appeal. Her
tremendous popularity was evidenced during June 1997 when Uys presented two shows at
the Civic Theatre: his revue Live from Boerassic Park (1997b) (Uys devotes the second
half entirely to Evita) and his play No Space on Long Street (1997¢) based on the life and
times of The Space Theatre in Cape Town. Both these shows featured Pieter-Dirk Uys,3
but, while the main auditorium was packed to capacity for a Saturday performance of Live
from Boerassic Park, the following evening a mere one hundred and fifty people watched
No Space on Long Street in which Evita does not appear. That Evita has reached a pinnacle
of her career is evident in that she has been accorded similar status to such illustrious
personages as President Nelson Mandela and Archbishop Desmond Tutu in 7he Essential
Series (1997a). Such popularity and prominence as Evita enjoys testifies to the dramatic
efficacy of chiastic slippage and the tendency of the ‘image’ to overshadow the ‘T
However, as Breytenbach (1985:148) notes, this type of adulation imposes restrictions on

the creator.

Breytenbach (1985:148), like Fowler (1973:142), touches on the restrictive nature of the

image or ‘mask’ as follows:

® The writer attended a performance of both of these shows.
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The image ... is not organic, it cannot extend and grow and relax over the
years, it becomes a ‘mask’, ... [so] little by little you [the author/actor] become
a prisoner of that image and run the risk of being smothered by it. A struggle
may then ensue between the ‘I’ and the image. You may become one with the
‘mask’, until that form is molded.
Notwithstanding the audience’s Coleridgean ‘willing suspension of disbelief” (Endll &
Jackson-Bate, 1983:6), evidence of how the ‘mask’ dominates its creator is found in Uys’s
(1994a:flyleaf) observations of the often dictatorial relationship between his mask (Evita)

and himself, a concept that is explored at length in Chapter Six:

Even during the two years when I stopped performing her - fearing she
would swamp me with her forcefulness, the public didn’t notice. ... Mrs Evita
Bezuidenhout was alive and living among them, in spite of me. ... People
wrote to her, promising to support her ... legal efforts to control that ‘third-rate
satirist Pieter-Dirk Uys’ who was so cruelly making fun of her [my
emphases].

As well as drawing attention to the interdependence between the ‘image’ or ‘mask’ and the
‘I’ (self), Breytenbach (1985:148) rightly points out that the ‘mask’ can be used as a shield:

The image may be a substitute for the ‘I’ or may be used as a kind of shield for
the ‘I’. (Invariably we accept ... that a ‘real person’ must be hiding behind the
intimation).

This description of the protective role of the ‘mask’ is applicable to Uys’s creation of his
Evita persona. As mentioned earlier, during the heyday of apartheid, ‘she’ shielded Uys or,
more specifically, his ‘contentious’ anti-apartheid ideas, from the wrath of censors and
critics alike. When during an interview (referred to earlier in this chapter) he was asked

how he coped with censorship, Uys (Bishop, 1991:204) made the following comment:

You mustn’t be surprised that they [the censors] don’t allow you to say things.
You have to find other ways of saying things.

One of Uys’s ‘other ways of saying things’ is (as has already been argued) to make contact
with the public through the guise of Evita. However, his deployment of a female persona
sparked mixed response from the South African public and thus confirms Breytenbach’s
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(1985:148) claim that ‘[t]he image [acts] both as a means of contact and as an isolator’.
During the interview mentioned above, Uys (Bishop, 1991:202) describes how his ‘drag’

role initially resulted in isolation:

South Africa ... has got a tremendous hangup about a man dressing up as a
woman. ... It is just part of the fear and prejudice in this country that people are
frightened of the idea of trans-sexualism.

Yet when asked later in this same interview how Black South Africans react to this
traditionally western theatrical device, Uys (Bishop, 1991:204,202) emphatically replies:
‘Oh very well.” Uys thus appears to foresee Evita’s role as a mediating force in a post-
apartheid multicultural South Africa (a facet of Evita’s role that is explored at some length
in Chapters Three, Five and Six). In fact, Uys is confident of his future role as both a
satirist and a performer (which presumably includes the continued deployment of his

popular persona, Evita), because he states:

...Irealise that I have a long life as a satirist in the future South Africa. I don’t
need apartheid to make comments. I mean human nature will never let me
down and people love laughing at things that are not to be spoken about.

Consequently, Uys (Van Gelder, 1997:7), having ‘honed his wit on the grindstone of
oppression’ and ‘survived the apartheid Government of South Africa’, continues to use
Evita as his agent as he turns ‘his scorn on the shortcomings of democracy [as practised

inside and outside South Africa] among other targets’.

The complex relationship that Breytenbach (1985:149) defines as ¢ “I” create Image; Image
makes “I” > which arises from the ‘interplay [and] dialectics between actor and persona’
(discussed earlier) is usefully explored at some length by Jacobs (1997) in his article ‘Back
into Africa: Breyten Breytenbach’s Memory of Snow and of Dust. S. Africa’. Jacobs
(1997:4) suggests that the ‘interactive binarisms’ that occur between ‘self” and ‘alter-ego’
are the result of chiastic’ interplay between the ‘image’ and the ‘I’. Jacobs’s understanding

9 Chiasmus has been used in both sacred and secular literature since antiquity as a persuasive device for the
purpose of foregrounding the focal point of the message.
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of chiasmus is, in turn, based on Sanford Budick’s article (1996), ‘Cross-Culture,
Chiasmus, and the Manifold of Mind’. Budick (1996) interprets the complex and
multifarious nature of chiasmus in a way which is perhaps more pertinent to the central
proposition of this thesis than is Gray’s (1984:43) more restricted definition (quoted
earlier). Here Budick’s (1996:227-230) definition is given prominence both below and

later in this chapter:

Chiasmus is the movement of two sets of opposed signs or interactive binarisms
in which the pattern or chi AB: BA is only one interim possibility. ...Each
binary term is always poised for a change of its sign (A into B, B into A). ...
The inherent doubleness of chiasmus necessarily leads beyond the chiasmus
itself: thus the potential reversibility of all signs in any two pairs of binarisms
sets the stage for the emergence of chiastic correspondences both within an
individual’s language and also ... between the chiasma of different individuals.

. Given the interlinguistic and intertextual relations of all signs, these
interpersonal chiastic relations are ... frequent occurrences in any complex
writing or utterance.

Even a cursory reading of any of Uys’s writings reveals numerous examples of how he
manipulates the chiastic trope in order to produce works of considerable literary interest.
As mentioned earlier, Uys (1997a:22) employs simple changes in syntax as a means of
heightening his meaning as, for example, when Evita condenses her view of gender
equality into two terse statements ‘women behave like men’ and ‘men dress up like
women’ [my emphases]. Uys frequently deploys a more complex form of semantic
chiasmus and, like Budick (1996:227-230), appears to be aware of both the ‘inherent
doubleness of chiasmus’ and the ‘interlinguistic and intertextual relatedness of signs’.
Through the ‘emergence of chiastic correspondences’ (the juxtaposition of contrasting
ideas) within his own texts and performances, Uys, albeit unconsciously, stimulates ‘the
emergence of the chiasma of different individuals’, namely those of his audience. In this
way he ensures that his satirical messages will be interpreted and enjoyed by a wide range
of people, and during this process, raises the socio-political awareness of both his readers
and viewers. The following extended quotation contains extracts from conversations that

purportedly take place between Evita and Greta, her cook, and between Evita and her
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husband. These conversations contain examples of Uys’s (1994a:94,5) use of a more

complex form of socio-political criticism:

[Evita] unwrapped the paper and held up a small bottle filled with soil.

“It is a piece of my heart, Madam” [said Greta). ... “In that little jar is some earth
from my soul. The Master’s big white government is going to steal my soul.” ...

“Greta is concerned about the land she lives on Hasie” [Evita] said calmly. “What
does she mean? ... I always thought that the land beyond the sewerage farm
belonged to her tribe.”

[Hasie] fumed ... “That old kaffirmeid had been fleecing his family for years ...
blacks were no more tribes than families were nations. They just lived wherever
their constantly pregnant women dropped the babies, and then expected the land to
be regarded as their sacred territory.”

This dialogue contains examples of how Uys (1994a:94,5) uses this more complex form of
semantic chiasmus across both sentences and paragraphs to expose different perceptions of
the same topic and, in so doing, he presumably evokes the emergence of other diverse
responses from the audience. This particular text deals with what is a very contentious
issue throughout Africa, namely that of land ownership. Uys first reveals the reverence that
Greta and her people have for ‘their’ land in the phrases ‘a piece of my heart’ and ‘some
earth from my soul’, as well as her distrust of the ‘white government’ who will *steal [her]
soul’. Next, Evita displays her ignorance towards her cook’s aspirations — ‘What does she
mean?’ and ‘I always thought ... the land ... belonged to her tribe’.  Finally Dr
Bezuidenhout exhibits both a callous indifference towards the rights of Greta and her
community and his distrust of their actitivies — ‘that old kaffirmeid had been fleecing his
family for years’ and they ‘expected the land to be regarded as their sacred territory’.

The following chiastic shifts are typical of those found in the numerous examples of Uys’s
literary works and stage performances presented and analysed in the next five chapters of
this thesis. Contrasting elements explored in this study include: actor as self versus actor as

persona, male actor versus female character (Chapter Three), humour/entertainment versus
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criticism/education, satire versus parody'® (Chapter Two), Evita’s political life versus
Evita’s domestic life and Evita’s version of her life history versus Uys’s (as
character/narrator) version of her life history (Chapter Five), fact versus fiction,
impersonation of real people versus characterisation of fictitious people (Chapter Six), and

prose works and scripts versus performances.

Before proceeding with the discussion of the rhetorical device of chiasmus per se, it is
necessary to provide a brief biographical sketch of Uys, the man. Somewhat ironically, in
view of the racial policies that Uys frequently challenges, even Uys’s heritage appears to
display chiastic traits, as Uys (Bishop, 1991:188) proudly traces his ancestry to the
Voortrekker heroes, Pieter and Dirk Uys, and to his great-, great-, great-, greatgrandmother
who, Uys (Bishop, 1991:202) claims, was a Coloured prostitute. This anchors him to the
reality of [present day] South Africa, prefiguring — quite literally — Nelson Mandela’s
notion of our rainbow nation! Uys’s father was Afrikaans and his mother a German Jew
and both were professional musicians. He spoke Afrikaans and German at home and went
to an English primary school. In another, perhaps subconscious, reference to the operation
of ‘chiastic’ conditioning, Uys (Bishop, 1991:195) remarks that ‘he attended the Dutch
Reformed Church and was brought up a fascist in a Christian home’. However, in the
‘post-mortem’ to Funigalore, Uys (1995:263) claims his mother ‘never allowed ethnic
supremacy to poison [her] home and family’. Uys spent nine months in the navy, studied
drama at the University of Cape Town, attended film school in London and has worked as a
stage manager, writer, actor and producer. He has toured South Africa, Europe, America
and Australia. When asked to name people whom he admires and who have affected his
life, Uys (Bishop, 1991:186,189,199,210) offered such diverse names as Napoleon,
Bernard Shaw, Kenneth Tynan, Hendrik Verwoerd, Marlene Dietrich, Marilyn Monroe, Liz
Taylor, Sophia Loren, Mimi Coertze, Noel Coward, Neil Simon and Alan Aykbourn. Uys
(1995:239) has tremendous respect for Nelson Mandela, whom he refers to as ‘the most

remarkable politician in the world’. The influence of the very disparate lifestyles and

'%Gray (1984:151) usefully defines parody as “an imitation of a specific work of literature or style devised so
as to ridicule its characteristic features. Exaggeration, or the application of a serious tone to an absurd
subject, are typical methods’.
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occupations of these people, together with the wide range of experiences gained during his
youth in South Africa and in England, plus his adult life both as a writer and as a performer
(whose literary work has achieved national and international acclaim) has exposed Uys to a
variety of viewpoints. Uys’s multicultural, multiracial and multilingual heritage and
experiences suggest a similarity between the mind of Uys the man and Uys the writer/actor

and Budick’s concept of ‘manifold of mind’ (elaborated upon below).

Chiasmus is used frequently by thinkers who possess ‘a complex, divided mind ...of
diverse origin’ (Budick, 1996:225) because of this trope’s ‘open, magnetic and unique
potentiality’. Such a mind is capable of experiencing other minds or perceptions and,
instead of creating dependence (what Budick (1996:224) calls a ‘master-slave
relationship’), produces a person who can perceive life from various angles (this concept is
discussed further later in this chapter). Such a ‘manifold of mind’ frequently expresses
itself through the ‘rhetorical figure [of] chiasmus’ (Budick, 1996:224-5). Uys’s
intercultural ‘manifold mind’ is apparent in his presentation of himself as a ‘white,
Afrikaans, Jewish, bald, middle-aged, gay man with great legs’ with ‘as many prejudices as
any other normal South African’ who ‘was born a racist’ (Uys, 1995:262). Uys (Bishop,
1991:205) describes himself as ‘anti-apartheid’ but not ‘anti-South Africa’ [my
emphases]. It is interesting, in terms of the argument of this thesis, that Uys’s comment
demonstrates how he employs chiasmus during conversation and not merely as a literary
device. He presumably uses this tactic here to distinguish between his rejection of South
Africa’s political ideology of apartheid, on the one hand, and his belief in the inherent
morality of the average South African citizen, which he hopes to awaken through his plays

and books, on the other.

Uys’s wide experience of diverse cultures and influences may have played a pivotal role in
his choice of literary forms, for example satire, and his frequent manipulation of chiastic
tropes. Uys (1995:7) refers to himself as a “political comic’. As a ‘political comic’ his
central message is presumably political criticism and one of the tools he u<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>