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 In the latter part of the 17th century the marshy, low-lying land in the bow of the 

Mississippi River was settled by the French and christened La Nouvelle Orleans.  This first wave 

of migration consisted of military men, the Quebec French, lay French settlers, and captured 

Indians (DuBois and Melancon 239).  The original Francophone settlers were just one in a series 

of many ethnic groups en route to the Crescent City.  Linguists Sylvie DuBois and Megan 

Melancon acknowledge that “more than 6,000 slaves were brought to the colony between 1719 

and 1731; nearly 4,000 of them were Bambaras from the Senegambia region of Africa” (239).  

Even though interracial unions were illegal, the African slaves mixed with some of the French 

and Native Americans, thus creating the tri-racial classes, unique to Louisiana.  Between 1728 

and 1751 women were introduced to the city via the Ursuline nuns and their carefully chosen 

casket girls, and “proof of these biological miracles is furnished by the fact that practically every 

native family of Louisiana is able to trace its descent in an unbroken line from one of the filles à 

la cassette” (Asbury 12-13).  In 1768 Spain took possession of Louisiana.  The Iberian regime 

brought another ingredient to the Creole stew with the addition of Spanish-speaking Europeans.  

Toward the end of the 18th century the gumbo became even more complex with the influx of 

sugar planters fleeing the slave revolts in the Caribbean.  The chaotic events occurring in other 

regions of the globe contributed to the thickness of the roux as “Royalist aristocracy fleeing the 
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French Revolution, White Creole bourgeoisie, the Acadians deported from Canada, and a small 

elite group from St. Domingue” fled to New Orleans (Dubois and Melancon 240).   

 When the United States of America acquired the territory in 1803 through the Louisiana 

Purchase from Emperor Napoleon, one of the largest migrations to the city occurred with the 

arrival of Americans from the East Coast.  These Yankees ushered in an irreversible 

Anglicization of New Orleans.  Also during the 19th century large waves of poverty-stricken 

German, Irish, and Italian immigrants settled en masse.  The lucrative slave trade centered on the 

port city of New Orleans introduced another complexity to the vernacular through the use of 

pidgin dialects in order to bridge the gap in communication.  At this point the city was heavily 

multi-lingual, and in order for a slave trade to commercially thrive, a mutual understanding was 

of utmost importance.  The contact with planters along the East Coast and the Deep South added 

the drawl of Plantation Southern English speech to the gumbo, particularly in agricultural 

Jefferson Parish and the aristocratic Garden District.  Later, the Midwestern populace came into 

the city though the Ohio and Mississippi Rivers contributing their nasal pronunciations to some 

of the boroughs of New Orleans.  The linguistic contributions from the Midwest can be seen in 

words such as water, where the “voiced variant and flap usually occur intervocalically, 

especially in rapid speech” (Dictionary of American Regional English LVII).  The widespread 

sampling of immigrants from around the word is depicted in a stereotypical fashion in Toole’s 

novel, and each of the characters that will be analyzed subsequently in this paper will correspond 

to the assorted ethnic groups living in mid-20th century Orleans Parish.  All told, John Kennedy 

Toole’s use of the vernacular in A Confederacy of Dunces demonstrates the unique history of 

linguistics in New Orleans.   
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 The modern dialect of New Orleans reflects this gumbo of settlers.  “Comme si, Comme 

ça,” or “a little this, a little that” is very much the linguistic tradition of the Crescent City, and 

one can clearly see, even today, the remnants of Parisian French, Spanish, Choctaw, Caribbean-

Indian, West African, Southern American English, and even small traces of Acadian French.  

The word gumbo is a superlative representation of both what Charles Barber refers to as 

“borrowing” and the aforementioned melting pot of tongues.  Gumbo is defined as “a colloquial 

name for the okra plant or its pods…[or] a soup thickened with the mucilaginous pods of this 

plant” (Oxford English Dictionary).  The word traces its recent linguistic roots to French; 

however gumbo is originally from the West African language family, brought in from the 

Senegambian slave trade of the mid-18th century.  The earliest traces of the word can be found in 

1648 from the Angolan-Bantu combination of quingombo (OED).  However, the most striking 

definition for gumbo is found in the third entry of the Oxford English Dictionary where the word 

is said to be a moniker for the “patois spoken by Blacks and Creoles in the French West Indies, 

Louisiana, Bourbon, and Mauritius.”  It is important to note that Creole refers to both Caucasians 

and African-Americans living in New Orleans.  In fact, in its formal use a Creole is traditionally 

an individual of either Spanish or French ancestry but born in the New World.  Gradually, the 

use of the term is corrupted and becomes associated with individuals of mixed racial ancestry.  

Therefore, the term connotes a rather broad scope.   

 What many people today think of as the “Yat” dialect is simply a living relic of the 

original settlers of the lower Ninth Ward of Orleans Parish, namely the impoverished Irish and 

Germans that also settled Manhattan Island.  This is why Brooklynese so closely resembles the 

dialect in many neighborhoods of New Orleans.  Brooklynese is defined as the “form of speech 

generally found in uncultured use in New York City, but especially associated with the borough 
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of Brooklyn” (OED).  In 1981, Dunces was the recipient of the Pulitzer Prize for Fiction, and 

modern authorities, such as Joel Fletcher and Barbara Fennell, agree that this amalgamation of 

peoples, languages, and cultures is epitomized in the spoken dialect of John Kennedy Toole’s A 

Confederacy of Dunces.   

 Few literary critics and linguists that venture into the realm of John Kennedy Toole’s 

command of the New Orleans vernacular focus their research solely on linguistics.  The majority 

of previous research on Toole’s novel primarily covers the issues of character analysis and farce.    

Many of the books written about Toole and the mythos that surrounds A Confederacy of Dunces, 

such as Joel L. Fletcher’s Ken & Thelma: The Story Of A Confederacy Of Dunces, mention the 

importance of language, but these comments serve merely as a footnote to the primary scope of 

their examinations.  This essay’s focus is to resolve this discrepancy between the analysis of 

literature and the examination of language, and illustrate the linguistic merit that A Confederacy 

of Dunces contributes to the American history of the English language.  The characters portrayed 

in Toole’s masterpiece are intriguing and lifelong studies on the speech community of New 

Orleans.  Their compelling connection to the linguistic history of the South should not go 

unnoticed.    

 Toole’s superior understanding of linguistics, specifically the dynamic neighborhood 

dialects within the districts of Orleans Parish, enables this Swiftean satire (Thompson 2) to be 

examined as a series of linguistic dialogues.  These dialogues can be studied and compared to 

distinguish the unique local color within the city of New Orleans.  Fennell and Bennett refer to 

“A Continuum of Dialect Use in A Confederacy of Dunces” with the character of Burma Jones 

on the “most nonstandard” end of the spectrum and, predictably, Ignatius J. Reilly on the 

“standard” end of the scale (373).  This continuum allows general readers and scholars to 
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conceptualize the social and intellectual hierarchy within Orleans Parish.  Specifically, the scale 

allows one to examine through dialects how a resident’s socioeconomic status would be 

immediately articulated though conversation.  John Kennedy Toole communicates through 

dialogue a collective “awareness of linguistic norms that enables [the characters in Dunces] to 

recognize and react to the differences which Ignatius stresses and reinforces” (Fennell and 

Bennett 375).  Ignatius’ linguistic distance from the rest of the characters is what creates the 

sharp contrast of vernacular dialects.   

 Burma Jones, the African American janitor at the “Night of Joy” strip club, embodies the 

stereotypical speaker of the black Patois dialect spoken in the city.  In reality, shift workers such 

as Jones frequently lived within three blocks of the predominantly white neighborhoods in order 

to easily walk to work.  The combination of Caribbean, Southern American English, Urban 

Ebonics, and even distant traces of the Niger-Kordofanian languages (DuBois and Melancon 

239) is evident in speakers of the Patois, especially in the case of Jones.  After hearing one of 

Ignatius’ tirades Jones wonders:  

How come a white cat like you, talkin so good, sellin weenies?...You mus be outa your 

min man.  You oughta have you a good job, big Buick, all that shit.  Whoa!  Air 

condition, color TV… If I go to college I wouldn be draggin no meat wagon around sellin 

peoples a lotta garbage and shit.” (Toole 306-7, 453) 

 Jones’ ethnic-specific vernacular reflects the melting pot that is New Orleans.  The dropping of 

the final consonant (most notably “g” and “t”) is common in both Caucasian and African 

American lower-class speech, as well as the first-syllable stress on words beginning with a 

vowel.  One can even note Jones’ word coinage, a kenning, for the “Lucky Dog” hot dog cart.  

He uses the more streamlined compound word “meat wagon” because he had a very limited 
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education and was most likely unfamiliar with the proper word accepted by the local speech 

community.  In addition, the foul speech commonly found in the conversations of impoverished 

New Orleanians is clearly evident in Burma Jones’ discourse, and his profanity serves as a 

coping mechanism by which to desensitize Jones from the hardships of life.   

Myrna Minkoff is a Jewish beatnik from New York City that Ignatius Reilly met in 

college, and she represents the constantly mobile population in New Orleans.  For many years 

New Orleans had the largest Jewish population in the South, so the city served as a haven for 

Hebrews from a variety of locales around the globe.  Ignatius calls his lover the "minx,” and she 

is under the impression that:  

All humans living south and west of the Hudson River were illiterate cowboys or—even 

 worse—White Protestants… Soon Myrna’s brutal social manner had driven my courtiers 

 from the table… When I failed to agree with her braying and babbling, she told me that I 

 was obviously anti-Semitic.  Her logic was a combination of half-truths and clichés, her 

 worldview a compound of misconceptions. (Toole 190-191)   

Minkoff is an overtly sexual character, and she alludes to Ignatius’ lack of sex as a sign that he 

may be a closeted homosexual.  This causes Reilly a great deal of anxiety, in addition to 

upsetting his notorious “pyloric valve.”  Even though Ignatius disagrees with Myrna on many 

moral issues, she still garners his respect and admiration.  Her character is developed through 

language; the “minx” is almost exclusively cultivated in an epistolary fashion.  She serves as a 

guru for Ignatius, and is responsible for many of his bizarre decisions.  Toole’s ability to use 

language as a source of power is especially important when analyzing the relationship between 

these two eccentric individuals.  Myrna Minkoff is the sole character that Reilly considers his 

intellectual equal, and because of this assumption, he trusts her.  Her command of language and 
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ability to communicate is so advanced that she is capable of motivating the incorrigible sloth that 

is Ignatius Reilly.  On the other end of the “Continuum of Dialect Use in A Confederacy of 

Dunces” from the Negro vernacular of Burma Jones, Myrna commands Ignatius’ attention when 

“a recent communication from her was bolder and more offensive than usual…thus I thought of 

her as I surveyed the sub-standard conditions in the factory.  Too long have I confined myself in 

Miltonic isolation and meditation.  It is clearly time for me to step boldly into our society” 

(Toole 194-195).    When Myrna unexpectedly arrives on the Reilly’s front porch shortly before 

Ignatius is about to be committed to the Charity Hospital Psychiatric Ward, he suddenly sees an 

escape plan and confesses that he “can only be grateful that you were perceptive enough to 

analyze my fantasy life as embodied in my letters.  Thank goodness they were distress signals 

written in a code which you could understand” (Toole 210).  The odd couple sometimes wrote 

cryptically, due to Ignatius’ paranoia.  The intense verbal sparring of Minkoff and Reilly 

function as contrast to the more colorful discourse found in other characters throughout Toole’s 

novel.   

 The author’s knack for local conversation patterns is astounding and allows A 

Confederacy of Dunces to be read as both a farce and a linguistic text.  Joel L. Fletcher, a 

colleague of John Kennedy Toole while they were teaching at the University of Southwestern 

Louisiana in Lafayette furnishes a candid account of where Toole’s verbal sensitivity originated: 

When Ken [John Kennedy Toole] was growing up, he and Thelma would amuse 

themselves by making up dialogues of what she referred to as ‘low-class New Orleans 

types.’  The voices he used in his games with Thelma became the voices of the characters 

in his novel. (Fletcher 45) 
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These finely-tuned language skills contribute to what makes A Confederacy of Dunces arguably 

the finest literary example of New Orleans dialect.  The accuracy of each neighborhood’s 

vernacular can still be found in many of the same districts in and around Orleans Parish today.   

 Santa Battaglia, a characteristic nod to the Italian population that dominated the Elysian 

Fields neighborhood during the mid-20th century, exemplifies the “low-class New Orleans type” 

that Ken and Thelma Toole took pleasure in mimicking.  Italians had only recently migrated to 

the city around the turn of the century, and were not wholly accepted by the educated white 

middle-class.  They formed their own boroughs and developed a unique dialect and sub-culture 

in keeping with the Brooklynese spoken throughout New Orleans.  Stern and aggressive diction, 

as well as the deterioration of frication of the inter-dental fricative “th” is commonly heard in 

Italian-American vernacular within Orleans and St. Bernard Parishes.  Santa’s dialogue closely 

resembles this Italian-Orleanian parlance when she is chiding her grandchildren in her own 

Elysian Fields duplex: “Get away from that stove, Charmaine, and go play on the banquette 

before I bust you right in the mouth” (Toole 264).  The typical abusive language is seen in both 

Santa’s speech and many real-life Sicilian mothers doing everyday housework in this working-

class neighborhood.   

The use of the word banquette not only demonstrates the Italian assimilation occurring by 

the 1960’s, but also illustrates a New Orleans-specific lexicon that was borrowed from the 

French (along with Santa Battaglia’s granddaughter’s French first name).  Banquette in New 

Orleanian means sidewalk, just as neutral ground is the median servitude between the sidewalk 

and the street.  These two linguistic relics are still frequently used in New Orleans, and the 

lexical development can be traced to the French Colonial period (1718-1763) when French was 

the standard language of Louisiana.  During the Spanish Colonial period (1763-1803) the grassy 
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strip was called the neutral ground because no man owned this land, and brawls and strolls could 

occur there without penalty from landowners.  This linguistic history is pertinent to the 

interpretation of New Orleans patois because a chronological account provides a foundation by 

which to commence the explication of the language itself.  An especially relevant lens by which 

to interpret each of the dynamic characters-- such as Irene Reilly and Santa Battaglia-- is 

furnished by expert Louisiana linguists Sylvie DuBois and Barbara Horvath:  

However, network has a striking impact on the linguistic behavior of the women.  

Women in closed networks strongly favor the vernacular dental stops even more than do 

the men in either closed or open networks.  Women in open networks exhibit the opposite 

behavior; they strongly disfavor the vernacular and use the Interdental fricative variants. 

(254) 

The above excerpt from “Lets Tink about Dat” is especially useful in the comprehension 

of the speech community and characteristic varieties of verbal communication found in A 

Confederacy of Dunces.  The female “network” lens provides something of an explanation for 

some of the vernacular in Toole’s novel.  Women, such as Irene Reilly and Santa Battaglia, 

operate in narrowly closed social networks, and the frequent use of “vernacular dental stops” is 

markedly present in both ladies’ dialogue (i.e. “dat” and “ting” in lieu of that and thing).  

Additionally, the “network” lens can be applied to men.  One might conclude that Ignatius lives 

in an isolated social network of one, and his disregard for the vernacular and the accepted 

pronunciation in his speech community still follows the network pattern.   

A keen sense of grammar, as well as a phenomenal knack for impersonation, is what 

enables Toole to transform these rote linguistic facts into the vivacious dialogue found in 

Dunces.  With that in mind, Joel L. Fletcher explains the development of Santa Battaglia’s 
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eccentric character by means of his close friendship with John Kennedy Toole.  During one of 

their weekend trips across the Atchafalaya, Fletcher witnessed a first-hand glimpse of the basis 

of Mrs. Battaglia’s character formation.  The word Faubourg is a part of the Orleans Parish lexis, 

denoting a suburb or neighborhood and the formerly aristocratic French Creole Faubourg 

Marigny was now simply the derelict Sicilian neighborhood in which both Santa Battaglia and 

Thelma Docoing Toole resided.  John Kennedy Toole observed frequent studies in which to base 

his crass dialects, and on this weekend excursion from Lafayette the future Mrs. Battaglia was 

formed.  Fletcher and Toole observed this colorful and abusive mother during a drive through 

City Park: “‘GET IN OUTTA DAT RAIN, CHA’LIE!’ one of the mothers yelled at her child, 

and (WHAP!) struck the child with a convenient board.  ‘GET IN OUTTA DAT RAIN! 

YOU’LL GET SICK!’ (WHAP!) She struck again.  Ken was transfixed by the scene” (Fletcher 

15).  After scrutinizing this panorama, Toole mimicked the episode back to Fletcher, resulting in 

a humorous mockery of the Italian sub-culture.  The word “of” was nearly nonexistent in Sicilian 

vernacular, and the use of the slang “outta” exemplifies the loss of this preposition.  The loss of 

the preposition “of” can also be viewed as an elision of the phrase “out of” and simply what 

Charles Barber refers to as linguistic “economization.”  Again, the loss of the inter-dental “th” 

fricative is even more prominent in the anonymous Marigny mother than in Santa Battaglia’s 

speech.  The expressive and hostile diction is evident here as well, and linguistic similarities 

between these two women of the Sicilian speech community can be clearly noted.   

Irene Reilly, the uneducated and crass mother of Ignatius, represents the turn-of-the-

century inhabitants of the Irish Channel.  Even though she resides with her son in Mid-City, Mrs. 

Reilly is a superb model of the Irish-American dialect.  As an alcoholic recluse, Irene frequently 
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berates her son in the form of rants (a standard way of speech for many Mid-City mothers such 

as Santa and even Thelma Toole).   

You was right, Ignatius.  You can’t go to work. I shoulda known that.  I shoulda tried to 

get that debt paid off some other way… If that Mr. Levy calls, don’t answer the phone.  

I’m gonna take care of you…You won’t have to worry about Mr. Levy, son.  I’m gonna 

fix you up… Just remember that your poor momma’s got your welfare at heart. (Toole 

382, 383) 

Mrs. Reilly’s distinct vernacular reflects the demographics of many of the Irish immigrant’s 

background.  The short sentence construction and nonstandard grammar demonstrate the lack of 

education found in the Irish community.  These rugged, working-class individuals do not have 

the time or resources for school.  The same omitted “of” found in Mrs. Battaglia’s speech is also 

present in Mrs. Reilly’s.  The difference between “have” and “of” is clearly insignificant to both 

women, and the loss of rhoticization in the word “heart” would have been markedly present in 

Irene’s Mid-City pronunciation (likely to have sounded closer to “hawt”).  Her modest roots 

serve as a sharp contrast to Ignatius’ academia lexis, and his speech sets the standard for the 

aforementioned “Continuum of Dialect Use in A Confederacy of Dunces.” 

To compliment the representation of this linguistic gumbo, Dorian Greene-- an 

effeminate homosexual-- embodies the colorful French Quarter subculture during the mid-20th 

century.  The Vieux Carré was a magnet for the gay bohemian crowd of the 1950s and 60s.  

Noteworthy residents during this period included famous novelist Truman Capote and 

playwright Tennessee Williams, who were known to frequent a gay bar known as Lafitte’s.  

However, the oldest section of town housed a divergent variety of population ranging from 

aristocratic Creole families residing along fashionable Royal Street and Governor Nicholls to 
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modest families just starting out in the Baroness de Pontalba’s row houses that face the Place 

d’Armes.  This sundry populace also included members of the gay counter-culture.  Many 

homosexuals felt comfortable establishing a ghetto in the blocks surrounding Saint Anne and 

Bourbon Street (which is present even today as a result of the neighborhood’s proximity to 

nightclubs, art galleries, museums, and antique stores).  

Dorian’s character is an ideal depiction of the New Orleans dandy.  Greene works at a 

vintage consignment shop, and in his spare time throws lavish bacchanals.  The inspiration for 

this character is nearly transparent; the author’s intimate childhood friend Lowry “Doonie” 

Guibet, a homicidal homosexual, even shares the same initials with Dorian (Fletcher 134-136).  

Thelma Toole’s interviews coupled with Joel Fletcher’s biographical anecdotes provide insight 

into John Kennedy Toole’s character development, as Fletcher notes that “there is not only the 

obvious association of the character’s name with Oscar Wilde’s monster of depravity, Dorian 

Gray, but also a great similarity between the sounds of Doonie Guibet and Dorian Gray, a 

coincidence that must have struck Ken and amused him” (136).  Dorian Greene is fashioned in 

the least favorable and sympathetic manner of all the characters in the novel, and Toole utilizes 

language yet again to create distance from the rest of the ensemble.  When Ignatius is 

questioning Greene about why he invited some unruly lesbians to a political party, Dorian 

responds that he “had to… If you don’t invite them to a party, they break in anyway… They’re 

really fun girls when they’re in a good mood, but they had some trouble with the police recently, 

and they’re taking it out on everyone” (Toole 489).  Here, Dorian’s emotional connection to 

women, in addition to his palpable femininity, is readily apparent.  His subservient position even 

in the homosexual community functions as a hint to Ignatius’ disdain for Dorian and for deviant 

sexuality as a whole.  As one would expect, Dorian’s place is even lower than Burma Jones on 
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Fennell and Bennett’s “Continuum”, and it is noticeable that Ignatius Reilly abhors Dorian 

Greene’s speech community.    

A novice student of psychology, Mrs. Levy represents the stereotypical New Orleans 

Jew.  She is also the wife of Gus Levy, owner of the clothing sweatshop where Ignatius is 

temporarily employed.  Money-hungry, Mrs. Levy constantly berates her husband, even 

attempting to blackmail Mr. Levy.  Her grasp on the potency of language is especially 

noteworthy, for she uses words as a source of power and control.  Although Mrs. Levy is from an 

upper-middle class background, her language distinguishes her as an outsider.  This separation is 

not surprising, due to the fact that Jews even in the 1960s occupied an isolated social stratum of 

their own in metropolitan New Orleans.  They were sequestered, both by choice and by snub, to 

live their lives apart from “polite society”, and this psychological distance found in the Jewish 

population is evident in Mrs. Levy’s dialogue:  

Everyone I know has a fine big sedan… Not you.  No.  You have to own a kid’s car that 

 costs more than a Cadillac and blows my hair all around… I think I have analyzed your 

 problem… This wild driving was the clue.   A light has dawned.  Now I know why 

 you’ve drifted, why you’ve thrown a business down the drain... You have a death wish. 

 (Toole 547)   

Mrs. Levy’s superficial disposition is readily apparent in this discourse, and her language can be 

viewed as an instrument to acquire the material wealth that she desires. The Jewish population 

had their own schools, clubs, and Mardi Gras krewes, such as the Isidore Newman School, the 

Jewish Community Center, and the Krewe du Jieux, and upwardly-mobile women such as Mrs. 

Levy desperately pined for acceptance in these social circles.  These establishments served as a 
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direct contrast to the historically exclusive Caucasian institutions of the Academy of the Sacred 

Heart, the Pickwick Club, and the Mystick Krewe of Comus.  

 Ignatius Reilly’s obsessive tirade provides a glimpse into his laborious and flowery 

speech: “A firm rule must be imposed upon our nation before it destroys itself. The United States 

needs some theology and geometry, some taste and decency. I suspect that we are teetering on 

the edge of the abyss” (Toole 42).  In this rant, there is no accent present, no colloquialisms or 

use of vernacular.  Ignatius envisions himself as a philosophe, and his diction, grammar and 

elocution epitomizes the benchmark of proper communication.  Toole arguably uses language as 

a tool for creating psychological distance most effectively with Ignatius.  Reilly’s speech is much 

more advanced than any comparable character in Dunces, and this florid dialogue serves as a 

barrier between Ignatius and the other residents of New Orleans.  This detachment may be 

attributed to the fact that the author’s inspiration for the novel’s title comes from satirist 

Jonathon Swift’s proposal that “when a true genius appears in this world, you may know him by 

this sign, that the dunces are all in confederacy against him” (Toole IV).  Whether the societal 

disconnect can be ascribed to Ignatius Reilly’s intellect or to the general populace’s overall 

disdain for him, one can reasonably conclude that it is through the vehicle of diction that Toole 

creates his protagonist’s distance from the other characters.   

 A Confederacy of Dunces typifies the confluence of the linguistic melting pot within New 

Orleans, and the gumbo of wide-ranging patois represents the diverse cultural array that 

constitutes the city.  The history of migration, as well as the variety of different regimes, is what 

molded the vernacular of this distinct locality.  Orleans Parish is as diverse as the sundry 

neighborhoods found throughout the region, but many of the linguistic similarities remain the 

same throughout the generational expanse for most residents.  One can easily recognize what 
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neighborhood a speaker originates from by way of speech, in addition to the individual’s ethnic 

background and cultural identity.  The wide-ranging examination of dialogue in the prior portion 

of this essay serves as a fossilized relic of each character’s ancestors.  Every ethnic group that 

immigrated to the Crescent City contributed their own unique ingredient to the gumbo, and 

through Toole one can trace the etymological construction of Orleans Parish patois.  

Consequently, John Kennedy Toole was a master of mimicry, and without contest his 

masterpiece serves as the premier text by which to study the Creole vernacular of New Orleans.   
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