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The 1996 novel Fight Club is noteworthy for the diversity of critical opinion it has 

generated. A cult favorite in novel form as well as in the subsequent film version, 

Fight Club concerns a narrator-protagonist apparently named ‚Jack‛ who manages to 

break out of his late-twentieth-century ennui by starting an underground club with 

his new friend Tyler Durden in which members engage in bare-knuckled fistfights 

once a week or so. The all-male participants of Fight Club seem to gain some sort of 

existential clarity or meaning in pummeling and/or being pummeled. So popular 

does the Fight-Club concept become in major American cities that the organization 

soon mutates into a quasi-terrorist endeavor, Project Mayhem, which has as its 

purpose the turning of the world into a place that people such Jack, Tyler, and the 

like-minded members of the club will find acceptable. As fans know, and as the 

uninitiated will learn from the ‚spoiler‛ in the final clause of this sentence, Tyler and 

Jack turn out to be the same individual. The highly-stressed and insomniac Jack has 

somehow created an alter ego who possesses all the character traits that he finds 

admirable. The result is that all the appearances of Tyler Durden are either a dream 

or else a hallucination of some sort. The final denouement involves Jack’s attempting 

to undo Tyler’s mischief and prevent a series of bombings intended to wreck 

modern financial institutions and return the world to a more primitive and 

‚authentic‛ state of existence. 

 How are we to understand what has happened and how we should read the 

novel? The critical answers to these questions have varied enormously, and the list 

of theoretical luminaries invoked to bolster critical interpretations reads like the 

table of contents of a 1,000-page critical-theory anthology. Nevertheless, I would like 

to offer an additional metric -- to wit, a perspective that links Fight Club with the 

‚end of history‛ controversy that began with the publication of the 1992 book The 
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End of History and the First Man, written by Francis Fukuyama.1 The most weighty of 

the responses to the book was Jacques Derrida’s Specters of Marx, which I will discuss 

at length for its particular relevance to Fight Club as a key text in the end-of-history 

debate. However, even though my reading agrees with Derrida’s argument that the 

end of history is by no means upon us, I would also like to argue that the 

denouement of Fight Club is far more conventional than it seems to many critics in 

that both the dramatic tension of the plot as well as the final resolution are based on 

sexual desire, with a postmodernist twist on social fragmentation. 

 As for the first decade or so of journal commentary on the book and film, 

many dozens of articles have addressed a variety of themes and perspectives. Justin 

Garrison, for example, argues that Fight Club can be understood philosophically 

within the context of Albert Camus’s notions of metaphysical rebellion: ‚feelings of 

alienation, powerlessness, and consumer captivity drive the narrator…to rebel 

against society, to ‘destroy’ his life, and to seek individual meaning and community 

with other human beings on a new and authentic foundation‛ (Garrison 80). Bülent 

Diken and Carsten Bagge Laustsen lay out some heavy theoretical artillery via Gilles 

Deleuze and Felix Guattari’s theory of the ‚anti-Oedipus‛ as an impulse in modern 

capitalist society, as well as Slavoj Zizek’s ideas of symbolic equilibria. They 

conclude that Jack/Tyler represent ‚an impossible position, namely the position of 

the dead‛ (Diken and Laustsen 364), and that Fight Club is ultimately ‚not about 

desire or enjoyment, but about drive‛ (Diken and Laustsen 365). Olivia Burgess 

employs Zizek and Frederic Jameson in proposing that Fight Club creates ‚a 

potential site for exploring difference‛ in a pugilistic milieu in which ‚bodies *are+ in 

the process of exploring alternatives to an oppressive social world where 

‘completeness’ trumps difference‛ (Burgess 263). 

 Many critics have analyzed the male-oriented plot and its presumed emphasis 

on de-wimpifying American maledom. Lynn M. Ta focuses on the plot’s clearly 

delineated addressing of ‚American masculinity gone soft,‛ and further connects the 

impetus to regain the macho self to late-twentieth-century capitalism (Ta 266). 

Asbørn Grønstad sees Fight Club ‚as the logical culmination and synopsis of a 

century-long discourse in American arts and letters on the meaning and substance of 

violence and masculinity‛ (Grønstad 1). In a clever amalgamation of the novel with 

Herman Melville’s classic short story ‚Bartleby the Scrivener,‛ Robert T. Schultz 

likens Jack’s quiet frustration to that of the iconic document-copier who would 

‚prefer not to‛ (Schultz 587). 
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 More heavily on the economic side, Omar Lizardo proffers in a 2007 paper 

that Fight Club criticism suffers from a lack ‚of any ‘totalizing’ reading‛ by focusing 

too much on gender issues and not enough on the contradictions and vagaries 

inherent in capitalism. ‚What if the obvious sado-masochist, homoerotic and 

generally ‘perverted’ subtext of Fight Club is a red herring? What if Fight Club, 

instead of simply proclaiming and reveling in the deconstruction of masculinity in 

the service society in fact offers a more constructive vision of a radical solution to 

alleviate its aporias?‛ (Lizardo 241) By contrast, George L. Henderson argues that 

Fight Club is a unique comment on ‚trash capitalism,‛ and as such incorporates some 

insights on the nature of commodities and how they figure into modern life. 

 Although I do not claim to provide a more stable explanation of Fight Club’s 

riddles and conundrums than the aforementioned studies, I would like to argue that 

many of the unusual plot devices and techniques employed in the novel can be 

addressed via the ‚end of history‛ debate, Derrida’s response to Fukuyama’s book, 

and an understanding of sexuality that assumes it to be a commodity -- in other 

words, a sexuality that undermines the traditional delineation between use-value 

and exchange-value and thereby destabilizes both Fight Club and Project Mayhem. 

As I argued in a 2012 paper on the popular teen series Twilight and the end of 

history, the Fukuyama thesis can be applied to turn-of-the-century literature because 

the American mindset of the late twentieth century was such that a final resolution 

to a global conflict seemed to offer an irreversible benefit for civilization which 

would simply never disappear. To demonstrate this mindset, one need only note 

that Fukuyama’s book came at a time when an automobile manufacturer could 

broadcast an advertisement saying that ‚things were pretty good,‛ and could do so 

without the slightest hint of cynicism. On the political front, Western politicians 

were backslapping themselves for the dissolution of the old Soviet Union, and 

Fukuyama’s explanation was that democracy and market economics (as practiced in 

the United States, especially) would dominate the world forevermore and that future 

major conflicts would be extinguished before they got out of hand because they 

would be geopolitically impossible. 

 Is this to say that the author of the novel bought into the end-of-history 

thesis? Not at all. But many of the various devices and plot lines of Fight Club take on 

a new resonance if one reads it with the understanding that the cultural climate of 

the times was populated with many individuals who thought that an ideological 

battle could be won by their country, and that the fight would be finished forever. 



The Apollonian 2.1 (April 2015) 136 
 

Specifically, the relevant plot elements of Fight Club for my argument include the 

following: 

 1. Jack successfully holds down a reasonably good job, and even though he 

has a few carps about the ethics of his endeavors,2 his real problem is a deep-seated 

unease with the realization that his life has reached a plateau of Ikea furniture, mid-

range designer clothing, moderate-sized apartments in high-rise buildings with 

guards at the entrance, and so on. 

 2. Sleep-walking is both a metaphor and a reality, as we learn, because Jack’s 

most specific early complaint is insomnia. When a doctor refuses to give him sleep 

medication and suggests that he self-adjust his attitude by visiting a cancer support 

group, Jack takes him literally and does just that. In a bit of sardonic humor that 

often goes overlooked in reviews, Jack apparently gains real solace by crying on 

shoulders and letting others cry on his, and his insomnia is quickly under control. 

 3. That is, his insomnia is under control until Marla Singer makes her 

appearance. A grifter who seems to derive benefit from both the touchy-feely of the 

encounter groups and from the snacks and freebies that are typically handed out, 

Singer is, among other things, the bodily proof that emotional freeloading at 

encounter groups as an ersatz cancer survivor is no way to permanently solve the 

angst that keeps Jack sleepless at night. Another solution is therefore necessary. 

 4. This new solution comes in the form of Tyler Durden, whom Jack meets on 

a plane flight. Durden initially comes across as a gaudy and mawkish door-to-door 

salesman, but he nonetheless possesses an energy and charisma that is in sharp 

contrast to the low-keyed Jack. Tyler claims, or at least seems to claim, to be lacking 

something in his own life, but proposes a solution in the form of a bare-knuckled 

fistfight with Jack after a night of drinking at a local pub. Neither Tyler nor Jack has 

previous been in a fight, and neither of them possesses any noteworthy martial 

ability, but both enjoy the encounter. The idea of extemporaneous one-on-one 

fighting is quite infectious, and various male onlookers are soon eager and willing to 

engage in fistfights on a regular basis. Thus, the Fight Club is born. 

 5. Even though Jack is a physically battered wreck at work, he nonetheless 

now has something to look forward to. Jack has moved into Tyler’s dilapidated 

house in an industrial area on the edge of town, and begins to transcend his 

dependence on consumer goods. His new concern is that Marla Singer and Tyler 

Durden have entered into an intense sexual relation that has the former screaming in 

orgasmic ecstasy for literally hours on end.  
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 6. One day Jack decides to sully and corrupt something beautiful, so he 

pummels an especially good-looking young Fight Club acolyte in such a way that his 

opponent is left with permanent disfiguring scars. At about the same time he 

engages in a Tyler-styled maneuver that liberates him from the necessity of working 

a regular day at the office, while still providing him with employment, regular 

paychecks, and an air-travel budget. 

 7. As a direct consequence of Jack’s encounter with the young man with the 

angelic face, Tyler changes the Fight-Club concept into an organized programme 

that he renames Project Mayhem. The ostensible purpose is to make the world safe 

for Fight Clubs. Project Mayhem seeks to change the culture so that the urban male 

who defines his life with a fistfight is hitherto the status quo. 

 8. At this point, Jack discovers that he and Tyler are the same individual. 

Recalling his old problems with insomnia, Jacks reasons that Tyler emerges either 

when he is dreaming or when he is in a dazed and confused state, and interestingly, 

that he and Tyler do not mutually share certain core values. Tyler’s wishes to bring 

about wide-scale financial chaos through a series of terrorist bombings, and is 

willing to resort to violence and even murder if necessary. 

 9. Unable to simply ‚drop the dime‛ on Tyler because the police have been 

compromised, Jack finally concludes that the only way to get rid of Tyler is to 

commit suicide. In a moment of relative clarity, he reasons that Tyler’s gun is 

actually in his own hand, so he put the gun in his mouth and shoots. 

 10. But the bullet does not hit a vital organ, and Jack not only survives but 

begins to rally just as Marla rushes in. With Tyler permanently out of the way, it is 

difficult to tell whether the chaos unleashed will have further repercussions or not. 

But one thing certain is that Jack and Marla have worked past their differences and 

can now have an authentic relationship. 

 Now, as fans of Fight Club are quite aware, I have not only been selective in 

the plot elements I have emphasized above, but have also forced a few 

interpretations that some might dispute. Hopefully everyone will also agree that all 

of the original Fight Club participants -- certainly Jack and Tyler -- act as if they have 

achieved some sort of plateau in their lives that cannot be altered or taken away 

from them in a personal ‚end of history‛ of sorts. My question is how these two 

features are even compatible. In other words, how can you have both an ‚end of 

history‛ and simultaneously have a dynamic and fast-moving plot that rivals the 

twists and turns of the typical action-adventure film? There are three possibilities: 
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 1. The author is vested in the notion that the manly types among us can 

indeed fistfight ourselves into some sort of homeostatic cultural Utopia. However, 

being a good story-teller, the author realizes that Utopia is a boring place, so he 

builds in a few complications to keep the reader interested and engaged. In other 

words, the plot twists are all melodramatic touches that keep us entertained as we 

get down to the serious business of observing real men become real men. This 

reading seems unlikely because of the many sarcastic and ironic elements of Fight 

Club that persuade us not to take the intent of the Fight Club too seriously. 

 2. Another possibility is that Tyler knows that the world must be made safe 

for the Fight Clubs, and that certain measures need to be taken to make it so. A 

happily-ever-after ending is clearly in view for the future, but not until corporate 

bosses have been extorted, police chiefs have been threatened, multinational 

financial institutions obliterated, and so on. The problem with this theory is that 

Tyler and Jack are the same person, which makes it hard to see how Fight Club is a 

story about overcoming adversity when the most dangerous adversary of all is the 

inner voice of guilt. 

 3. The third explanation is that we should understand the cancer encounter 

groups, Fight Clubs, and Project Mayhem -- in fact, all efforts to reach some sort of 

timeless and conflict-free bliss -- to be inherently unstable. These coping mechanisms 

of Jack do not represent an end of history, even though he and the Project Mayhem 

acolytes seem to think so, and the narrative is constructed in such a way that very 

concept of an end of history is to be understood as a naïve illusion. This is the 

explanation I would like to demonstrate, and I think such an approach can tie 

together many if not all of the major plot developments as well as the economic and 

cultural backdrop in which the novel emerged. But first it is necessary to revisit 

Fukuyama in order to ascertain exactly how the Fight Clubs and Project Mayhem 

could be taken at face-value by their advocates as an end of history. 

 Fukuyama, according to the blurb on the book jacket, worked for the U.S. 

State Department during the Reagan and Bush I administrations. As leftist 

economists were almost surely very thin on the ground in the executive branch 

during those days, one can naturally suppose that a founding philosophy for those 

of Fukayama’s thinking is the famous ‚invisible hand‛ argument of Adam Smith. 

This is not to say that The End of History is a mere extension to The Wealth of Nations, 

but one would undoubtedly be far less likely to see a reflection of ‚from each 

according to his ability‛ in the thinking of a Reagan Administration economist than 

a reflection of Smith’s insight that individuals watching out for their own affairs will 
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always be more economically efficient than a government trying to manage human 

affairs at any scale large or small. Fukuyama’s thesis is apparently in conformity 

with this foundational text of free-market capitalism, for he writes that the ‚struggle 

for recognition‛ will supply the Hegelian antithesis that will lead to the synthesis of 

a stable liberal democracy in which life (or the power that be) will treat us ‚like 

adults rather than children‛ (Fukuyama xviii-xix).  

 Actually, Fukuyama does not argue that life will be a magical Shangri-La at 

the end of history, but more of a Star Trek-style twenty-fourth-century Earth, where 

nearly all human foibles have been eradicated or otherwise compensated (my 

analogies, not his). As Fukuyama explains, the end of history does not mean ‚that 

the natural cycle of birth, life, and death would end,‛ or ‚that important events 

would no longer happen,‛ but rather that ‚all of the really big questions had been 

settled‛ (Fukuyama xii). And because so many critics of Fight Club have delved into 

economic explanations, I will quote the following lines from Fukuyama to show 

their obvious application to the ‚non-cynical‛ interpretation of the Fight Club as an 

end of history: 

Liberal democracy replaces the irrational desire to be recognized as greater 

than others with a rational desire to be recognized as equal. A world made up 

of liberal democracies, then, should have much less incentive for war, since all 

nations would reciprocally recognize one another’s legitimacy (Fukuyama 

xx). 

However, Fukuyama is discussing nations in this passage, not individual 

consumption. The book does not address consumer society in terms of a vicious 

circle of buying, using, and replacing that which has already worn out. Fukuyama 

offers us no mechanism by which an end of history would lead to the end of 

individuals purchasing expensive sports cars, for instance, simply to show off. Use 

value is essentially natural law, we are to assume. Same goes for exchange value. 

 In fact, both the Fukuyama end of history and the non-cynical face-value 

version of the Fight-Club concept are dismissive of a central tenet of Karl Marx’s 

Capital -- the difference between use-value and exchange-value. The critic George L. 

Henderson has pointed out that ‚Tyler is a producer of exchange values 

(commodities),‛ even though he ‚also leaps the barrier between exchange value and 

use value, proposing that exchange is use value‛ (Henderson 167). To explain the 

difference, it is necessary to go back to Marx, who explains that ‚the use-value of 

material objects belongs to them independently of their material properties, while 

their value, on the other hand, forms a part of them as objects‛ (Henderson 177). As 
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Tyler preaches from the very moment that Jack first meets him, the endless quest for 

material goods is a vicious cycle, but one that can perhaps be sidestepped with a bit 

of ingenuity. 

  But as I am arguing overall, the plot of Fight Club is extremely dynamic with 

many wild twists and turns, that this is also true of Marxian economics as Tyler 

trundles them. Indeed the original Fight-Club concept rejects consumer goods, 

thereby demolishing any meaningful difference between use-value and exchange 

value. No consumer goods have any use at all to the Fight Club denizens, so there is 

naturally no exchange-value, either. The only thing that matters is achieving a good 

existential and moral cleansing by engaging in an occasional fistfight. 

 One of the more noteworthy plot twists, in fact, involves an interesting 

complication of exchange value. Tyler first introduces himself to Jack as a soap 

salesman, and we eventually discover that the soap he hawks is made from human 

fat stolen from the biological waste-disposal receptacles in a liposuction clinic. The 

irony and sheer mockery of this gambit is one of the many comic touches of the 

movie, but we should also consider what Tyler is effectively saying about exchange 

value. Women are exchanging their own body fat for a better appearance (at a steep 

medical fee, of course), and then exchanging their hard-earned money for a beauty 

soap made from their own body fat -- the hard money perhaps having been acquired 

in part because they have improved their appearance and thus their marketability in 

the labor force. Tyler, meanwhile, masquerades as an earnest beauty-product 

entrepreneur so that he can sell each bar of soap at an exorbitant $20 (in late-1990s 

currency), which in turn allows him to fund a plan to wipe out the very consumer 

culture from which he is deriving profits.  

 As previously mentioned, the Fukuyama critic who scored the most points, 

no boxing pun intended, was Jacques Derrida in Specters of Marx. Derrida does not 

mention the ‚end of history‛ controversy in the opening pages, but instead elects to 

begin with a reading of the first act of Hamlet as a vehicle of thoroughly interrogating 

Marx’s famous assertion at the beginning of the Communist Manifesto that a ‚specter 

is haunting Europe.‛ What does it mean to have a fragment of the old order when a 

new order has emerged? One thing for sure is that the fragment should not be 

ignored, whether we are talking about a murdered king whose brother has usurped 

the throne, a European economy that is not fair to the laborer, or college-educated 

automotive claims adjustor who can no longer be content with his IKEA furniture. 

Derrida writes: 
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At a time when a new world disorder is attempting to instill its neo-

capitalism and neo-liberalism, no disavowal has managed to rid itself of all of 

Marx’s ghosts. Hegemony still organizes the repression and thus the 

confirmation of a haunting. Haunting belongs to the structure of every 

hegemony. (Derrida 45-46) 

As Derrida explains, haunting may be integrated in historical time, but it is not 

pegged to specific events (Derrida 3). As a result, the ‚specter‛ that Jack discovers in 

Tyler and eventually recognizes as a specter of himself is not representative of a 

certain individual or even of a specific episode, but rather a general underlying 

condition in which one finds oneself and which one cannot suffer in docile silence.  

 However, the story does not end here, not for Derrida and certainly not for 

the dynamic plot of Fight Club. The ostensible reason is ‚an opening of this gap an 

infinite promise…and the determined, necessary, but also necessarily inadequate 

forms of what has to be measured against this promise‛ (Derrida 81). To extend 

Derrida’s argument to Fight Club, and specifically to how the effort to ‚end history‛ 

on the part of Jack/Tyler is a hopeless enterprise is a task quite similar to pointing 

out the inconsistencies and impossibilities of Fukuyama’s ending of human history 

with the final dominance of American-style democracy and free-market capitalism. 

But the question is not whether there is some inherent flaw in the entire Fight-Club 

concept (or more specifically, some inherent flaw in Jack’s seeking peace, 

contentment, and a good night’s sleep), because a reading of Specters of Marx will 

inevitably lead the reader to infer that such a system will, sooner or later, fly apart 

like the defective automotive turbos built by Jack’s company.  

 Stipulating that the system will always come undone -- that seeking solace in 

encounter groups with terminal cancer patients, or seeking peace and meaning in a 

weekly bare-knuckled boxing encounter, or seeking a safe world for Fight Clubs via 

Project Mayhem will always remain inherently unstable -- then it remains only to 

ask specifically what event or entity catalyzes these changes. The answer is very 

obvious, and moreover is enunciated at the very beginning of the novel by Jack 

himself. 

 The answer, as Jack tells us, is Marla Singer. Jack in the opening pages has 

already found peace by crying on the shoulders of cancer patients, but the 

appearance of Marla serves to undermine his emotional safe-haven. Jack has reached 

a deeply satisfying emotional stasis with his encounter groups, but the sudden 

appearance of Marla is the factor that urges him to look for another solution. 

Consciously he has no response to Marla other than to negotiate a marginally 
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effective schedule so that they will not cross paths, but unconsciously he creates 

Tyler at this point.  

 One could even argue that sexual desire has been the cause of his earlier 

problems. The doctor, after all, has told him that his insomnia ‚is just the symptom 

of something larger‛ (Palahniuk 19). In fact, his symptom is caused by his having 

achieved the insight that he has become ‚a slave to my nesting instinct. The people I 

know who used to sit in the bathroom with pornography, now they sit in the 

bathroom with their IKEA furniture catalogue‛ (Palahniuk 43). We the reader are 

naïve on these connections upon our first reading because of their nonlinearity, but a 

subsequent reading show that Jack’s insomnia is a response to his sexual ennui, and 

that Tyler is formed specifically to deal with Marla. Whereas Jack has previously 

indulged in a way to ‚really relax and give up‛ through his cancer encounter groups 

(Palahniuk 18), he can no longer do so because ‚Marla’s lie reflects my lie‛ 

(Palahniuk 23). And although I argue that Jack’s sexual desire for Marla is at the 

foundation of his new response to his existential dilemma by creating Tyler, the 

inevitability of some response or other is certain. As Derrida explains, 

Speculation always speculates on some specter, it speculates in the mirror of 

what it produces, on the spectacle that it gives itself and that it gives itself to 

see. It believes in what it believes it sees: in representations. (Derrida 183) 

Jack’s disenchantment with the cancer encounter groups is an inevitability waiting to 

happen, in other words. Once he has the experience of seeing himself reflected, he 

realizes that the specter of his other self (a self that enjoys an occasional sexual 

encounter rather than merely the plump shoulder of Big Bob to cry on) must be 

integrated into his life, or else there’s nothing left but to die. In fact, death does not 

seem all that unappealing to Jack at times, given that the very first sentence 

incorporates the insight that ‚the first step to eternal life is you have to die‛ 

(Palahniuk 12), and that Chloe’s death to cancer is an ‚amazing miracle‛ that 

‚should be so sweet‛ (Palahniuk 35). The reason that Jack can’t indulge himself in 

Chloe’s death to the point of non-consciousness and non-existences, is once again, a 

single word: ‚Marla.‛ 

 Because he feels that his bipolar choice is either sexual reintegration or death, 

his response is to create an alter-ego whose ‚day job‛ is ironically to run the 

projector system at the local movie theatres. Jack goes in some detail about how a 

projectionist does the job of integrating the several reels of a feature-length film in 

order not to ‚ruin‛ the ‚movie dream‛ of the customers (Palahniuk 28). In other 

words, Tyler is the continuation of an attempt to achieve the stasis of the end-of-
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history fantasy, but one that also compensates for the sudden appearance of the 

sexual persona of Marla. Jack even speculates at one point whether ‚Tyler and Marla 

are the same person‛ (Palahniuk 65), but with the double compensation of Fight 

Club as a new venue for emotional stasis and Tyler as a sexual partner to keep Marla 

away from his other endeavors, Jack doesn’t really push the speculation any further. 

Besides, Tyler’s role in preserving the ‚movie dream‛ is itself unstable, because he 

inserts single frames of pornographic images in family-oriented films in order to 

throw a subliminal monkey-wrench in the comfortable psyches of the family-values 

crowd. 

 The next major development in Jack’s life is the morphing of Fight Club into 

Project Mayhem, and once again the text clearly shows that a sexual challenge to 

Jack is the underlying motivation. This second time, the challenge comes in the form 

of a particularly handsome newcomer to Fight Club, whom he pummels to the point 

of permanent disfigurement. Jack may at this point have ‚nothing to lose in the looks 

department‛ (Palahniuk 123), but he nonetheless must still compete in the real world 

with those who do. The answer is to bring others down to his physical level, and this 

is precisely what he accomplishes by beating permanent scars into the guy with the 

face of the angel.  

 Jack therefore needs not only to beat the beauty out of an individual of sexual 

desirability, but must do so to the entire world in order to maintain his stasis and his 

dream of an end of history. Tyler is quite adept at masquerading this insight, and his 

combination of radical environmental action and working-class rejection of the 

existing order is sufficient to keep the many Project Mayhem drones in line, and 

even Jack in line for a time. But Jack’s recognition that he and Tyler are the same 

individual (Palahniuk 164) leads to a new plot synthesis that undermines Project 

Mayhem -- this time due to the conscious effort of Jack himself. If Jack and Tyler are 

one and the same, and Tyler and Marla have enjoyed a good relationship that 

involves both good sex and apparently even close intimacy at times, then the 

conclusion for Jack is that he is in love with Marla himself, or at least can have a 

sexual bond that will transcend Fight Club and endure the exorcism of Tyler. Thus, 

the final step is for Jack to rid himself of Tyler, which he accomplishes with a non-

fatal gunshot to the cheek. The novel concludes with Jack and Marla acknowledging 

their attachment to one another, even though Jack is apparently carted off to a 

mental institution. 

 In conclusion, it appears that the bond between Marla and Jack is a bonding 

that operates on the same principle as Marx‘s commodities. Jack can purchase sleep 
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(with its inherent use-value) by exchanging his sexual desire for the dead-end stasis 

of the encounter groups populated by those for whom further sexual encounters are 

hopeless, but he cannot exchange his sexual desire if someone like Marla is present 

to shake him out of his deathlike ennui.  

 Jack may be haunted by the specter of a life without sexual bonding if he 

confines himself to merely the cancer encounter groups, the weekly Fight Club, or 

Project Mayhem, but the rather conventional ending of the story with the ‚boy and 

girl fall in love‛ denouement means that Jack’s trajectory is effectively finished. 

Project Mayhem may continue because rogue elements are still in operation, but Jack 

has integrated his conflicting elements in such a way that Tyler is at least contained. 

While the future may not necessarily be the ‚Ozzie-and-Harriet life‛ that Henderson 

alludes to in his essay (Henderson 164), it seems that the resolution is indeed a state 

that does not require Jack to ‚really relax and give up,‛ while still allowing him to 

sleep. In sum, the resolution is a form of Derridean ‚justice‛ in that the final union of 

Jack and Marla seems to offer a closure that ends the narrative once and for all. 

There is no further step for Jack and Marla to take, despite the fact that Project 

Mayhem may still spring up from time to time. But the bare-knuckled fistfighting 

has been revealed to be merely a stage rather than a be-all and end-all. To quote 

Jacques Derrida one final time, 

To exorcise not in order to chase away the ghosts, but this time to grant them 

the right, if it means making them come back alive, as revenants who would 

no longer be revenants, but as other arrivants to whom a hospitable memory 

or promise must offer welcome -- without certainty, ever, that they present 

themselves as such. (Derrida 219-220) 

The astute reader will undoubtedly note that the above sentence is a fragment. But 

fragmentation is a fitting syntactical metaphor for the resolution of Jack in Fight Club. 

In a sense, the madcap plot developments throughout the novel have served as a 

sort of ‚defragging‛ operation that the computer-support person in Jack’s office 

might perform when Jack’s desktop computer is beginning to act contrary and 

dysfunctional. Those of us with a humanities background, lacking a handy 

computer-support person, probably resort to our own defragging with a sharp 

smack to show the machine who is boss, and perhaps this is the ultimate message of 

how fisticuffing can serve as an integral step to systemic integrity and the resolution 

of sexual dysfunction in twenty-first-century America.  
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ENDNOTES: 

1. I do not use the term ‚controversy‛ lightly, for the reaction to the Fukuyama book was 

immediate and lively. In fact, an entire book on the critical reaction is available: After History? 

Francis Fukuyama and His Critics, edited by Timothy Burns. For those interested in a quick 

overview, a two-page on-line review by Jenefer Curtis is available at the Canadian Journal of 

Political Science website, summarizing several of the 13 contributors’ arguments. 

2. Jack’s job is to determine whether a known defect in an automobile is serious enough to merit a 

recall in order to save the corporation money from ensuing wrongful-injury and wrongful-death 

lawsuits, or whether it is more cost-effective to simply ignore the problem and pay out a few 

claims. 
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