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ItDO is a visual-material (ive performance component of the
doctoral research project - METHODOLOGICAL EMBODIMENTS:
Psychical  Corporeal ‘Performances of Subjective Specific
Auto[Erotic] - Representation(s) by RyyA. Bread® (1997-2001).

Over the research period the subject, known as RyyA. Breado, has
been ‘engaged with/to her own identified positions as The
Professional Student, A/The Woman, A/The Artist and The
Scholarly Exhibitionist. This engagement has transpired through an
affair with the transient characters Process and ARTiculation. It
has been facilitated by the presence of Imaginary Other(s), perceived
as both The Phantom Lover and The Imaginary m/Other.

I:DO is staged to wed RyyA. Breado in academic matrimony with
these multiple subject positions.

You are cordially invited to witness this polygamous
union which will take place in the

Main Lecture Theatre at Falmouth College of Arts

MONDAY 23 Jury: g:0opm PROMPT.

DRESS: FESTIVE
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[::MATTER is a visual-material installation. component of the doctoral research project —
METHODOLOGICAL EMBODIMENTS: Psychical Corporeal Performances of
Subjective Specific Auto[Erotic] — Representation(s) by RyyA. Bread®© (1997-2001).

Your presence is requested to attend an exclusive
private viewing of this exhibition in the

The Gallery at Falmouth College of Arts

MONDAY 23" JuLy
1lam until 5:00pm.




ABSTRACT

title of thesis:

Methodological Embodiments ::
Psychical Corporeal Performances of Subjective Specific Auto[erotic]-Representation(s)

candidates name:

RyyA. Breado

(Doctoral certificate awarded in the legal name of Ryya Aviva Sanders)

abstract:

A great deal of critical attention has been paid over the last twenty years at least to the
relation of ‘self” and ‘Other’. But what happens when the external ‘other’ is displaced to
the periphery of the concerns of textual production?

In order to explore this question Methodological Embodiments employs an
interdisciplinary praxis that is not limited to the classic model of written theory. At the
same time, it does not negate this form that has historical and ideological precedence
within an academic context. The aim of this thesis is to juxtapose written theory with
artistic practices in order to initiate, develop and represent a dialogue between subjectivity
and methods of theoretical engagement. The performative negotiation between the
embodied experience of the practitioner and the investigative forms constitute a tripartite
relation that implicates ‘performance’ as a third term in the methodological formulation.
The final submission includes 1} a written dissertation, Methodological Embodiments ::
Psychical Corporeal Performances of Subjective Specific Autoferotic]-Representations; 2)
an exhibition, /::Matter; and 3) the live performance, /::Do.

My thesis argues for, and enacts, a posifive framing of individual embodied experience
within a dialogue between linguistic and artistic practices. Academia has traditionally
privileged the written word in the definition of ‘theory’. This has limited the
understanding of how meaning is made and how the subject as scholar is implicated within
the production of knowledge. At the same time, within classic psychoanalysis, subjectivity
has also come to be understood through, and in relation to, language. While language
clearly has a significant part to play in the making of both theory and a/the subject, it must
be situated in relation to individual embodiment. Classic psychoanalysis falls short of this
insofar as it fails to take into account the implications of sexual difference. This neglect
has resulted in the construction of phallocentric frameworks that not only misrepresent
women as a ‘model’ of disease and lack, but problematically foreclose the possibility of
symbolic agency for a/the woman.

The relation between materiality and image as regards representation is significant to these
discourses of subjectivity, language and art, respectively and at the points in which they
overlap. Throughout the thesis many specific terms and concepts have been either coined
or reappropriated in order to situate and accurately define the concerns of my work. Two
important examples are cited here. First, my recourse to the psychoanalytic term psychical
corporeality, which suggests that embodiment simultaneously informs and inscribes the
psychical perceptions of the subject in relation to surrounding environments and a sense of
self. Secondly, in place of the psychoanalytic use of Narcissism is my use of auto-
eroticism that seeks to re-define the literary genre of autobiography and the traditional
understanding of self-portraiture in the visual arts, to what I have called autoferotic] —
representation(s) within my own textual production.
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Chapter One: Introducing RyyA. Bread©

Handing out rings to initiates is not to call by a name. Hence my proposition that the analyst
hystorizes only from himself: a patent fact. Even if he is confirmed in doing so by a hierarchy.
What hierarchy could confirm him as an analyst, give him the rubber stamp? A certificate tells me
that 1 was born. I repudiate this certificate: [ am not a poet, but a poem. A poem that is being
written, even if it looks like a subject (Lacan [1976) 1998: xi).!

It is the subject who is called — there can be only he, therefore, who can be chosen. There may be,
as in the parable, many called and few chosen, but there will certainly not be any others except those
who are called (Lacan 1998: 47).

I call myself RyyA. Breade. Somebody has to...in [O]rder for the embodied
experiences of this thesis to register meaning; in [O]rder for my embodied expenences to
appear meaningful. RyyA. Bread®© is the identity text that signifies and embodies the
multiple, élﬁfting and overlapping contexts in which my subjective specificity takes form.
Within the context of this doctoral thgsis, the forms that are represented are also multiple
and‘overlapping and meanings shift ac-cording to the ways in which they métén' alise.

The research-practitioner produces rﬁeaning only from the expt;,riences of (identity)
text(ual) production where identification takes place. Hénéé my own proposition that the
authorial ‘I’, here called RyyA. Bread® matters...and simultaneously introduces matter
into signification. This assertion calls into question traditional assumptions, denoted
(Freud) and connoted (Lacan) in classic psychoanalysis, of a subject that 'can be only he’:
Barthes’s (1968) suggestion that the ‘author is dead’, predicated on the idea that there can
be only One?; and feminist charges of essentialism where materiality is emphasised in the
assertion that there is (or can be) a sex of difference - she’.

A subject, according to Lacan is ‘determined by language and speech’ (Lacan
1998: 198). Thus, RyyA. Bread© must (be) call{ed) out, if I am going to be considered one
of the chosen ones (that is to be considered at all), or more precisely, if I am to be
considered many of the chosen few. Contrary to Lacan’s assertion, my subjectivity is
posited within this thesis as both the ‘poet’ and the ‘poem’. There are many subject
positions that answer to the calling of RyyA. Bread®.. .but this does not mean that I will
cum when you call. The pleasure (jouissance) of my (identity) texts is located in my own

calling. It is my own voice that affects recognition of meaning and in effect renders RyyA.
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discourse of authorship from a different position: it is not that women are dead, or need to
‘assume the role of the déad man in the game of writing’ (Foucault [1969] 1988: 98), but
rather that the situation for women has been grave. How women are positioned within
academia and art, and how women find linguistic access to the Symbolic in order to
articulate and represent a different experience of sexed subjectivity is a departure from
normative (phallocentric) practices and requires new strategies. As such, my praxis is
located within a radical epistemology that seeks to re-define existing models of articulation
so as to establish a space for a multiplicity of women's voices and a route to recognition of
women’s subjective specific embodiments. How to begin and how to determine progress
within this epistemology are issues that go beyond my own p-raxis, and are significant to
the emergence and understanding of feminist theories as a discourse in its own right.

Autobiography has been ex']ﬂ.iciﬂy qppropriated and interrogated by second-wave
feminists within literary and textual discourses. In the 1970s, Kate Millett and other
feminist theorists adopted ‘confessional texts’ in order to link daily life and personal
experience with self-discovery, as a basis of individual identity politics and women’s
liberation, as a collective (identity) politic (Marcus 1994: 279-80). This strategy coincided
with the pro-active phase of the Women’s Movement at that time. Feminist attention to
autobiography during the 1970s can be read as a direct response to (and perhaps residual
cause of) Barthes’ call for the ‘death of the author’. Autobiography became an integral
aspect of the Women'’s Studies agenda within academia. Thus autobiography was taken up
as an educational tool both to learn about previous women’s lives, and to initiate self-
understanding through the daily recording and collective sharing, of personal diaries.

In the 1980s, reflecting the feminist shift from oppositional activism to
mainstreaming infiltration and subversion, ‘autobiography’ was distinguished from what
came to be understood as ‘personal criticism’. Personal criticism is explicitly concerned
with acknowledging and positioning subjectivity in the production of (critical) theory (see

Marcus 1994: 282-288 and Miller, N.K. in Wright [ed.] 1992: 306-311). Personal








































































Thus the thesis question that presides over my current praxis is the folloWing: If the
external Other is moved to the periphery of the concerns of textual production what then is
the basis of motivation, stimulation and interpretation within the making process? The
aim of my doctoral project was to initiate and maintain an interplay between linguistic and
artistic practices through embodied experience: framing myself as the subject, object and
author of investigation. In this way I am ‘implicating the subject in the object’ and
revealing the fluid relations between mind/body and practice/theory through subjective
embodiment.

The thesis is structured around the identity text, RyyA. Bread®©. Through the
process of defining this embodied identity text, a colour-coded schema has evolved. The
colour designations have been determined through the pfaxis by a process of interaction
with objects and clothing associa'téd with particular activities, people and éver-its.' The
c-ode corresponds with the parti.cular subject positions identified as relevant within the

research context of my particular praxis as follows:
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Lawrence became a literary father figure for her after she read Women in Love in
1929 (Richard-Allerdyce 1998: 21). In Lawrence, Nin found a model for expressing
embodied experience through language: ‘a language for feelings, instincts, emotions,
intuitions [and] sensations’ (Nin 1975: 78, 94). She referred to this as the ‘texture’ of
Lawrence’s writing (Richard-Allerdyce 1998: 16). The influence that Lawrence had on
Nin was profound in marking out the terrain of all her subsequent work: the relationship
between writing and gender; literary style and psychological structure that led her to her
engagement with psychoanalysis and the ‘unconscious’; and the therapeutic process of
writing (ibid: 22).

Most importantly, however, in light of what I call Nin’s erotic strategy to her
literary practice was the validation that Lawrence gave her with regard to embracing her
sexuality. The ‘contact with the reality of s«::‘uia] passion’ was at the ‘heart’ of Nin’s -
interest in La\;vi'ence and pivotal to her own‘,literary motivations (Fitch 1993: 119). In her
late critical piece, A Novel of the Future (1968) the presence of Lawrence as interlocutor is
still strong demonstrating her continuing dialogue with the Lawrentian text and a
sophisticated appropriation of his themes into her own practice of writing (Market 1997:
223-24).

Nin read from Lawrence that ‘women would have to make their own patterns, that
they were being created by man’. She believed he tried to understand women and must be
appreciated for his contribution to a new language, despite what many perceived to be his
‘chauvinistic’ and ‘dogmatic attitudes’, which she understood as a condition of his socio-
historical period (Nin 1975: 94). Feminist critics such as Seigal have branded Nin as an
essentialist because of her equation of the Lawrentian inspired notion of ‘writing the body’
with a ‘“feminine’ writing style (Richard-Allerdyce 1998: 23). This dismissal is
understandable in terms of the language of gender that Nin consistently deployed and her
own embrace of ‘femininity’. For example, the following quote from her husband’s

Columbia University professor, John Erskine, that was extracted by Nin from her personal
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letters for the 1932 cover of her Lawrence study, may seem in today’s terms ‘sexist’ and
derogatory (Fitch 1993: 119-120). Yet the use of the word ‘theoretically’ here allows for a

positive reading.

On the paper cover [of D.H. Lawrence: An Unprofessional Study (1932)] beneath her name, is
testimony from a man with whom [Nin) had a most decidedly un-Lawrentian encounter: [ learned a
great deal from it,” wrote John Erskine. “l am amazed at the scholarly and critical reaches — which
theoretically no woman should possess” (ibid.).

In the same way that Nin defended Lawrence, I would defend Nin; on the grounds
that her socio-historical context imposed limitations on the language (and frameworks for
reading gender) available to her. I agree with Richard-Allerdyce that although it is
difficult to get beyond her terminology, Nin’s overall project was invested in going beyond
existing definitions of gender (Richard-Allerdyce 1998: 24). She was especially
committed to understanding what it meant to be a sexual]y-Speaking/wr'i.ling woman and in
this way was breaking uncharted tem'tor;y that the language of her time was ill-equipped to
articulate. It is only now, with ‘bodies’ that have spoken and been written to stand as it
were on Nin'’s textual shoulders, that such terms as ‘essentialism’ can be charged at her at
all.

Nin’s engagement with psychoanalysis manifests in her narratives through the
probing of her relationship with her father and the psycho-symbolic bearing of this
relationship on her subsequent relations with others. This primary relationship, as she
represents it, is implicitly connected to her identity text as an artist/creative woman and
pertains to establishing a definition of ‘Artist’ that takes into account sexual difference.

As Nin’s analyst, mentor, muse and lover, Otto Rank is crucial to this. Rank
explicitly concerned himself with the psychology of the Artist type in relation to
subjectivily and consequently proved to be of great relevance to the concerns of this thesis.
His text Art & Artist: creative urge and personality development (1932) speaks directly to
and for the artist and the making process in the way the discipline of (Modern) Art History,

prior to feminist intervention, has always disappointingly failed to do. Furthermore,
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reflection are taken up here. Finally, the questions of disclosure surrounding Nin's work,
which are introduced in the previous section, are revisited to explore in more detail in the
tension between ‘artistic licence’ and anonymity. In ‘I::Signify: Maternal-Feminine
Embodiment’, language is considered in terms of embodied signification. Here the
question of where and how the mother is positioned wiithin the paternal linguistic signifier
is taken up through a framing of Irigaray in relation to Freud, Lacan and Rank. Irigaray’s
notion of the maternal-feminine is then read into the psycho-symbolic significance of Nin’s
mother as she is represented in Nin’s narratives of auto-authorisation.

‘I'm-properly a-MUSE-ed’ takes up Nin’s identity text as a female artist by
following her references to Duchamp’s pail;lting of Nude Descending a Staircase (1912).
In this way, Nin is contextualised within the dominant art ideology of her time. The
Surrealists’ Constfﬁctié'ns of femininity and use of woman as Muse is juxtaposéd with
Rank’s framing of the Muse in the psychology of the artist.

The sexual specificity of the Muse, which Rank discusses, is related to Irigaray’s
thesis on the primal homosexual relation between mother and daughters in the first
instance and in subsequent same-sex relations. Thus, in ‘Lesbian a-MUSE-ment?’ the
question of the female Muse’s significance on a woman artist is considered through Nin’s

encounter with June Miller at a formative period in her life.
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II. (I’'m-Proper) Names

That which is dimly but unequivocally preordained for the hero by his birth, in the mythical account,
he deliberately makes his own by embodying it in action and experience. This experience is a
creative experience, for it serves to create the myth itself, and the sagas, poems, and tragedies based
on it, whose various representations of the one theme are determined by the collective ideological
outlook of the moment and the interpretation appropriate thereto (Rank [1932] 1989a: 383).

The Myth of the Birth of the Artist:

Freud changed his name from ‘Sigismund’ to ‘Sigmund’ in the year between 1869
and 1870 (Pellegrini 1997: 27). While the connotations of this gesture will be explored in
more detail in the following section, for now it is enough to note that despite altering his
appellation, the paternal name ‘Freud’ was preserved. This is significant in light of the
sanctified position accorded to the ‘father’ in Freud’s work. Drawing on a reading of the
Oedipus myth, Freud emphasised the biological sign of the father’s penis and the incest
tabo'ol as the motivating factor for the Ocdip'u's. Coﬁp]ex, predicated on the fear of
castration.

Freud’s first direct reference to the significance of the OQedipus myth was in a letter
to Wilhelm Fliess in 1887. It was prompted by his interest in the theme of ‘Oedipus Rex’
as it was presented in one of Sophocles’ plays. After personally identifying with the
feelings of love towards his mother and jealousy towards his father that he read in the
character of Oedipus, Freud concludes in the letter that this is a ‘universal’ stage in the
development of the child. It took over thirty years, however, for this theory to take its
place as the primary structural stage within Freud’s psychoanalytic formulation of child
development. The publication of The Ego and the Id (1923) marks the maturation of the
Oedipus Complex into its full status (Stanton in Wright [ed.]1992: 290-296).

More than thirty years later, following on from Freud and influenced by the
developments of anthropological structuralism in the work of Lévi-Strauss; Lacan focused
on the signifying power of the ‘Name-of-the-Father’ as marking the realm of the Symbolic
Order (Lacan [1966] 1977: 199-225). The term was subsequently inflated into ‘an

imperious metaphysical force that could no longer be described simply in terms of family,
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father is, on some level, to deny oneself’, and asks ‘what aspects of the self any creative
individual leaves or attempts to leave behind in enacting similar disavowals and
reengenderings?’ (ibid: 236).2'

Spitz deems her speculations on the symbolic significance of self-naming a
‘digression’. Yet for my own work this approach has provided a useful departure point
from which to consider Freud and Rank’s differing theoretical positions, as well as
subjective specific narrative constructions of auto-authorisation. Although Spitz identifies
Rank as being ‘born into a Viennese Jewish family [...]’(ibid: 235), she fails to note the
implications of his name alteration in terms of the prevailing anti-Semitic climate in
Vienna in the early 1900s. In the cases of both Rank and Freud, the concealment of Jewish
identity is an obvious reason behind their respective name changes. More will be said of
this with respect to Freud and my own identity text throug'ﬁout this chapter. .

At the same time, i10wevcr, Spitz’s reading of R;mk’s name change remains
important for the theoretical investigation I aim to pursue. As such, my own consideration
of anti-Semitism and Jewish identity are framed within this context. Spitz suggests that
Rank’s rejection of his father’s name was a creative act of ‘self-birth’ that pre-empts and
contributes to his later theories regarding an understanding of the artist as a second self-
defined ‘birth’ of individuation. She argues that Rank compensated for the inadequacies of
his father through ‘imaginary encounters’ with nineteenth-century literary ‘heroes’ such as
Ibsen, Dostoevsky, Schopenhauer, and Nietzsche. These early relations that developed
through literary sources ‘set the stage for a lifelong fascination with the motif of the birth
of heroes — both actual and symbolic — and with the extraordinary capacity of minds to
originate and to conceive’ (ibid: 237). Thus the “artist’ in the broadest sense and issues of
creativity were framed in Rank’s framework as an embodiment of the *hero’ in classic
mythology (Rank [1929] 1993: 190).

In 1905 Rank wrote The Artist, a short psychological study that attempted to locate

the creative personality between the ‘dreamer’ and the ‘neurotic’ (Nin [1968] in Rank
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1989a: viii). This theme was to occupy his theoretical work for the remainder of his life,
and was next sketched out in another of his earliest texts, The Myth of the Birth of the Hero
(1914). Rank understood this work to be a ‘preliminary stud{y] in the field of mythology,
which attempt[ed] to show that the human problem of birth stands actually at the centre of
mythical as of infantile interest and determines conclusively the content of phantasy
formations’ (Rank [1929] 1993: 73). In The Myth of the Birth of the Hero, Rank engages
with the ‘realm of the aesthetic’ through a psychological reading of the mythic narrative of
Oedipus. Rather than emphasise the role of Oedipus as Frepd did, Rank’s reading attends
to Laius and Jocasta’s fantasies regarding the impending birth of their son and how this
contributed to the fated tragedy of the myth. This is then equated with the artist’s

relationship to the manifestation of his work and his identity as an artist.

By reading the myth in these terms, [...] Rank asks us, implicitly, to take account of the complex
meanings that children have for their parents even before they come into the world as well as,
certainly, thereafter. What does each child signify to his or her father and mother? "What, by
analogy, does each work of art signify to its creator? What is imagined for him/it? What hopes and
fears are awakened by his or her birth/its completion? [...] In analogies with art-making, it is
interesting to speculate on the complex meanings each project may carry - as gift, as threat, as dare,
as entreaty — for and to its creator (Spitz 1991: 240-241).

Rank states that, ‘Freud with his keen observation had recognized [The Myth of the
Birth of the Hero] as the nucleus of the myth formation [...]’ (Rank [1929] 1993: 106).
Perhaps because Freud would still have been in the process of locating the Oedipus myth
into pride of place in his own theoretical framework, he was able to favourably receive
Rank’s early argument despite the different interpretations of the Sophocles play.
Subsequently, Rank held an esteemed position as Freud’s protégé for many years and
Freud served as a mentor and symbolic father for him.

When Freud published The Ego and the Id (1923), Rank completed The Trauma of
Birth (1929), which was a continuation of his previous work on ‘the myth of the birth of
the hero’. The Trauma of Birth was dedicated and delivered to Freud on his birthday as a
testimony of Rank’s loyalty and theoretical indebtedness (Spitz 1991: 236). This was
Rank’s seminal piece of work and he himself believed it to be in keeping with Freud’s
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teachings, despite the originality of his argument. However, at the precise moment that
Freud cemented the significance of the Oedipus Complex, Rank radically opposed his
mentor by displacing the primary role of the father and the fear of castration in favour of

the maternal significance:

The general validity of the experience that the child’s every anxiety consists of the anxiety at birth
{and the child’s every pleasure aims at the re-establishing of the intrauterine primal pleasure) could
be called in question in view of the so-called castration anxiety, which has recently been so strongly
emphasised. Yet it seems to me quite intelligible that the childish primal anxiety, in the course of its
development, should cling more especially to the genitals just on account of their vaguely imagined
(or remembered) actual biological relation to birth (and procreation)., It is conceivable, even
obvious, that precisely the female genitals, being the place of the birth trauma, should soon again
become the chief object of the anxiety-affect originally arising there. Thus the importance of the
castration fear is based, as Stircke thinks, on the primal castration at birth, that is, on the separation
of the child from the mother. But it does not seem quite appropriate to speak of “castration’ where,
as yet, there is no clearer relation of anxiety to the genitals, than is given by the fact of birth from
the (female) genitals. This conception finds a strong heuristic support in that it solves the riddle of
the ubiquity of the “castration complex” in a natural way by deriving it from the indisputable
universality of the act of birth. This is a point of view which proves to be of greatest importance for
.the complete understanding and also for the real foundation of other primal phantasies (Rank [1929]
1993: 20 italics in original).

Thus, Rank threatened the position of the phallus as a male prerogative by
attributing the act of birth and the separation from the mother as the primary source of
anxiety connected with individuation. While Rank ‘anticipate[d] from the psychoanalytic
side an objection,’ he ‘hope[d] easily to dispose of” it on the strength of the argument
above (ibid.). Nonetheless when Freud, belatedly, realised the implications of Rank’s
thesis he was forced to reject his surrogate son and revoke Rank’s prestigious place in
psychoanalysis (Spitz 1991: 238). In this way, Rank’s early renunciation of his father and
his paternal name was re-enacted in his theoretical work, which unconsciously sabotaged
his relationship with Freud.

Along with emphasising the significance of the maternal body and the birth trauma
in child development, The Trauma of Birth further outlined the distinction between the
‘average’ child’s relation to anxiety and that of the ‘neurotic’. Furthermore, it elaborated
on the significance of the identity of the artist as the mythic ‘hero’. The average child
resolves the primal trauma through ‘normal’ sexual development and gratification and ‘has

only to perceive again and make use of [ready-made forms of gratification] out of his own
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primal experience (symbolism)’ (Rank [1929] 1993: 191). The neurotic, however, fails to
find compensation in this process and remains ‘infantile’ in the desire to completely retum
to the maternal body and the intrauterine state (ibid: 47-48). The neurptic and the artist
share the compulsion to overcome the primal anxiety. Yet, the neurotic ‘is compelled
again and again to produce it in a similar way only on his own body,’ (ibid: 212); while the
artist ‘is constantly urged forward’ by his ego in an ‘enormous task of adaptation’ and the
‘creation of a phantastic superstructure, created from the remains of primal libido
unsatisfied in real creation’ (ibid: 190).
~According to Rank, a neurotic man who is ‘cured’ by psychoanalysis becomes an
‘artist’ by identifying with the ‘mother’ and creating a substitute method of reproduction
through the engagement with cultural forms. The neurotic ‘woman’ ope the other hand, by
- virtue of her biological capacity to be an actual mothéf- Berself, is cured in psychoanalytic

" terms when she can achieve primal gratification through sexual fulfillment. Thus Rank
assumes that a ‘true’ and ‘healthy’ woman is complete in herself and has no need to
produce beyond her biological capacities and that ‘this explains the lesser part played by
women in cultural development, from which, then, her social under-valuation follows as a
secondary effect [...]" (Rank [1929] 1993: 189). In this sense, Rank conformed to the
prevailing psychoanalytic attitude of sexual [in]difference and to Freud’s working
formulation of the shifting female erogenous zones. This positioning of the woman further
confirms Lacan’s later assertion that the man /as the phallus, while the woman is the
phallus and this is firmly evident in Rank’s elaboration of the role of woman as ‘Muse’, to
be discussed later. Nin’s influence on Rank, however, was to challenge the one-way
reading of this assertion.

Following his traumatic exile, Rank moved to Paris in the late 1920s and continued
to develop his theme of the psychology of the artist. In 1932, he published his next major
piece of work on the subject, Art and Artist: Creative Urge and Personality Development.

In this lengthy (and what Spitz aptly describes as ‘turgid’ text) Rank conducts an extensive
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relations with others. In this way the double functions as a form of self-preservation even

when it is associated with death (ibid: 85-86).

The Artist’s Namesake:

‘Do you know the meaning of your name? It's the unmated woman, the woman who cannot be truly
married to any man, the one whom man can never possess altogether. Lilith, you remember, was
born before Eve and was made of red clay, not human substance. She could seduce and ensorcell
but she could not melt into man and become one with him. She was not made of the same
substance’ (The character of ‘The Voice’ in Nin 1939: 161).

The name is Anais. If you say Anna, it makes it easier, because there are two dots on the ‘i, and
you have to separate the ‘a’ and the ‘i’. There was a fad in France about three hundred years ago,
giving children Greek names. And so we have Thais of Flaubert and we have an Anais in Colette,
and | think there’s an Anais in Simenon. So the children were given those names generation after
generation. 1 was lucky enough to be named Anafs. And now you’re going to have a few more
Anaises. So it is pronounced Anna-eese (Nin [1975] 1992: 247).

Anais, Ah-nah-ees. Her name has inspired numerous legends and literature and a perfurﬁe by the
French house of Cacharel (Fitch 1993: 3).

Just as the alteration of Freud’s first name and Rank’s surname have been framed
here in terms of differing readings of Sophocles’ play o.n Oedipus and the bearing this had
on their respective theoretical premises, so Nin’s attachment to her first name is also
located with regard to literary significance informed by antiquity. This is not Oedipus,
however. Nin persistently retained her maiden surname to denote her authorial identity
throughout her life. Given the profound influence Rank had on her development as a
woman artist, it is curious that Nin continued to privilege the name-of-the/her-father in this
way. This is especially notable considering the creativity she invested in embodying
numerous personae both off and on the written page.

Nin experienced her subjectivity as a split between ‘woman’ and ‘artist’ (Jason
1986: 13). To be a ‘proper’ woman she was expected to be a loyal wife, contented in the
daily social roles ascribed to her gender at the time. Yet, her creative impulse prompted
her to explore her sexuality and interrelations with others. She constructed elaborate webs
of deceit and artful manipulations to maintain her marriage with Hugh Guiler (that began
in 1923, before they moved to Paris) while simultaneously becoming intimate with

numerous others; cited here succinctly, if not exhaustively, by Richard-Allerdyce:
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Rather than a rejection of the Symbolic as Rank demonstrated through his name
change, Nin identified with the/her father as the key to the locked entrance into that Order.
Joaquin J. Nin y Castellanos, 1of Spanish-Cuban descent, was a prominent pianist whose
time when Nin was a child was often taken up with concert and academic engagements.
The time he did spend with his family is known, through Nin’s diaries and numerous
biographies to have been turbulent and even abusive to his wife and his three children.
Physical violence was enacted on them; but equally damaging for Nin was the harsh
criticism he displayed towards her (especially with regard to her physical appearance),
while simuitaneously displaying scopophiliac attention through his habit of taking nude
photographs of Nin as a child2_7. In 1913 he deserted his family in favour of the more
glamorous life .t.hat his musical career offered him (Richard-Allerdyce 1998: 17).

Nin was deeply attac;hed to her father despite (and perhaps.because of) his
insidiously-abusive behavior. She perceived him to be the archetypal ‘artist” with whom
she identified and whom she sought to emulate. The name-of-her-Father is the name of the
*Artist’ in Nin’s subjective specific equation and the defining feature of this identity is
amorous infidelity; because she loved her father and he was unfaithful not only to the
family but in his relationships with women in general.

For Rank it is the presence of his alcoholic father in childhood that motivates him
to divorce himself from his family home and create a new identity in his mid-teens (Spitz
1991\: 235). For Nin, it is the absences and traumatic loss of her biological father in early
childhood that propelled her into creative engagement with her own identity through
language. Nin began her practice of journal writing as a letter to her father at the age of
eleven; on the boat leaving Europe (and her father) to take her, her mother and her two
brothers to their new home in New York in 1914. For the remainder of Nin’s life, the
journal continued to be a negotiation of her father’s psycho-symbolic significance for her

as it fused with her own identity as an artist (Fitch 1993: 11).
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He understood the more: (sic) There is more in my relation to my Father than the desire of victory
over my Mother. There is more in my relation to Henry than masochistic sacrifices or a need of
victory over other women. There is — beyond sexuality, beyond lesbianism, beyond narcissism —
creation, creation. [...] Immediately he grasped the core of me; he said the stories [ wrote as a child
about being an orphan were not explained merely as criminal desires to do away with Mother out of
jealousy, and Father out of inordinate love. 1 wanted to create myself. I did not want to be born
from human parents (Nin 1993: 292 jtalics in original).

From the very beginning of their analysis, Rank validated Nin’s identification as an
‘artist’ and took her creative aspirations seriously. Through the course of their relationship
he helped her to put her embodied experiences into a constructive framework that enabled
her to hamess the creative impulse for actual textual production. During this process the
Don Juan/doubles theme was explicitly discussed in analysis in terms of her relation with
her father and her diary (ibid: 297-8-). In ‘Doubles/ Don Juans: Anais Nin and Otto Rank’
(1978), Jason asserts that specifically the Winter of Artifice, ‘rather than being susceptible
to Rankian iﬁtefbretatié)n, is a Rankian interpretation of Nin’'s relationship with her father
transmuted and distilled into key sceﬁcé, images, and pointed dialogue.” He goes on to
show that her work in general must be appreciated in this way and offers various
interpretations of Nin’s position within the Don Juan/double motif (Jason 1978: 84).2°

One theory that Jason suggests is plausible is predicated on ‘revenge’. Nin’s father
is positioned as the archetypal Don Juan, as well as the Artist, who abandons her and her
mother (as well as her brothers) for his role as eternal lover rather than mortal married
man. Nin is thus framed as an ‘avenging woman’ who identifies with the daughter in the
Don Juan legend and seeks revenge on her father for both herself and her mother through
incest and subsequent rejection. Rank’s role (represented as ‘The Voice’ and the ‘lie
detector’ in Winter of Artifice and A Spy respectively™) is to encourage and support Nin in
her vengeful wounding of the symbolic father (ibid: 90).*" This reading frames Nin within
a classic psychoanalytic formulation that mirrors Riviere’s discussion on masquerade in
terms of retribution and compensation (Riviere [1929] 1986).

In her biography, The Erotic Life of Anais Nin (1993), Fitch is determined to

position Nin in the role of victim. In her introduction, where a footnote is made to the lack
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of critical material on Nin with regard to child abuse (Fitch 1993: 421n.9), Fitch asserts
that ‘even without verbal clues’ Nin ‘exhibited both of the extreme responses to abuse’;
hiding from it and then acting it out (ibid: 4). She also describes Nin as ‘a complex and
| neurotic artist, in part because she was so long alienated from her own anger and pain’
(ibid: 6, my emphasis).

However, readings such as Jason’s revenge theory on its own, which he would not
advocate (Jason 1978: 92); or biographies such as the one Fitch offers, recuperate Nin into
a signifier for a lack and foreclose the possibility of women occupying the position of
artist. To read Nin’s work merely as a testimony of an abused girl acting out in adulthood,
is to negate the extent to which Nin was successful in achieving auto-authorisation through
the articulation of her interpretations of experience. This kind of reading, moreover, leaves
misfécognised the fundamental project be}ﬁﬁd bbth Nin and Rank’s work, and the impact
their relationship had on each other.

Another interpretation, which Jason favourably posits, is more in keeping with
Rank’s views. This theory is one of ‘mimetic love’: identification and introjection
through ‘twinship’ with her father. Here, Nin’s father holds the same psycho-symbolic
significance, yet Nin’s position is dramatically altered. Rather than a daughter seeking
retribution, Jason suggests that Nin identified with her father as an artist and assumed the
role of ‘Dona Juana’, both the father and the daughter of the legend, to subvert
authoritative figures (her father, Rank, Allendy, her Husband, etcetera).

Don Juan and Dona Juana seduce each other because they find in each other their
own image and wish to worship a part of themselves. Yet in Rankian terms, this
unattainable quest for cohesion is ultimately the conflict between art and artist and the
desire to ‘immortalise the soul’ through ‘imperishable art’ (Jason 1978: 83-85). Nin’s
embodiment of Dona Juana is read here as ‘research’ for the production of life experiences

for her writing. This is subsequently depicted in the character of ‘Sabina’ in The Spy in the
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equated with the loss of love for Nin (ibid: 110). The ‘truth’, she concluded was ‘coarse
and unfructifying’. Whereas, her lies were ‘creative’, ‘life giving’ ‘gifts’, that allowed
everyone to feel fortified; not least herself (Nin 1993: 232-35). “The only person I do not
lie to is my journal’, Nin insisted (in her journal), yet she immediately qualified this by

acknowledging that her omissions from her writing could constitute a form of lie.>?

Diary then originates in the need to cover a loss, to fill a vacancy. I call the diary, little by little, a
personage; then I confuse it with the shadow, mon ombre (my Double!) whom I am going to
marry... (Nin 1993: 298 italics in original).

According to Jason, Nin’s use of the double 'theme éxlends beyond the Don Juan
figure and produces a ‘particularly intriguing adaptation of double theory [that] involves
the interplay between the author and her writing’ (Jason 1978 84-85). This interplay takes
place between Niﬁ’s embodied experiences; her daily journal entries that record tha_t_ '
experience t_hrough negotiation with the written wofd; .and the re-inscription and
’ aﬁstraction of these entries into fictional prose and expurgated verstons of the Diary.

Nin’s lifelong investment in the practice of diary/journal writing was a campaign to
position the voice of herself, as a woman, within the Modemist (male-dominated) canon of
literature that she saw embracing harsh, cold realism over the reality of the unconscious.
Nin privileged psychological ‘truth’ over ‘realism’, yet her understanding of such truth
acknowledged a dependency on language and culture (Richard-Allerdyce 1998: 37). For
Nin, the conflict between “art’ and ‘artist’ was played out between her dedication to her
diary and the production of fiction. To be an ‘artist’, of a literary kind, Nin believed she
must produce something beyond the personal reflections she recorded in her journals.
However, the fluidity and fragmentation of the journals was more in keeping with Nin’s
own experiences, while the fiction posed a structural challenge and required another set of

sensibilities that she made a conscious effort to cultivate.

When I have finished writing ten pages of the very human, simple, sincere novel, when I have
written a few pages of corrosive, fantastic “Alruane,” when | have done ten pages of the
painstaking, detective-minute “Double” — I am not satisfied. 1 still have something to say. And
what I have to say is really distinct from the artist and art: it is the woman who has to speak (Nin
1993: 298).
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What is striking about Nin’s use of the Don Juan/double motif, according to Jason,
is her position as the (speaking) daughter as well as the conquistador (Jason 1978: 85).

Nin was invested in creating a ‘new’ language that could accurately represent the
experience of woman as ‘fluid’. This fluidity consistently upsets the validity of a fixed
‘truth’ with regard to psychical corporeality and the production of (identity) texts.
Richard-Allerdyce suggests that Nin’s ‘resistance to conventional modes of representation
parallels her resistance to prefabricated roles that 2 woman, specifically a wounded
daughter, must play’ (Richard-Allerdyce 1998: 9). Thus Nin worked with an equation
whereby ‘artifice’ represented the dominant (art) ideology as opposed to an ‘authentic seif
of one’s own making’; what I have called auto-authorisétion.

Richard-Allerdyce further argues that the question of whether Nin’s work is fiction
or non-fiction is a rhetorical one in terms of authenticity (ibid: 144). Nin’s ‘truths’, such as
her use of ‘seduction as a tool against patriarchal power’, are embedded in the early
versions of Diaries and her fiction even if the sexual details are only revealed in the
posthumous unexpurgated publications (ibid: 162). Richard-Allerdyce takes up the
question of authenticity in terms of ‘boundaries’, which she posits as 2 dominant theme in
Nin’s work that cannot be clearly defined between her ‘life’ and her ‘art’ (ibid: 8). While
Nin tried to establish such boundaries by juxtaposing the diaries (life) with fiction (art), she
eventually ‘embrace[d] diary writing as the only literary form capable of capturing life’s

essence’ (ibid: 96).

The author must continue to realign herself in terms of law at the same time that she must resist, at
times by enacting and working through it, a tendency to identify with the paternal signifier (Richard-
Allerdyce 1998: 719, italics in original).

Nin’s position with regard to structure was one of persistent negotiation in order to
define her subjective specificity through auto-authorisation. She was intent upon erasing
the boundaries between the written word and her embodied experience, so as to establish

her own self-defined [O]rder within her Diaries. To do this, she blurred the boundaries
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between herself and others through identification, by breaking through ‘taboo’ barriers;
especially with those that represented paternal authority. In the case of Dr Allendy, the
sexual nature of their relationship was unsatisfying to Nin because she felt misrecognised.
As a classic Freudian, Allendy viewed Nin as a neurotic woman who was victimised by her
father’s power. Within this framework, the subsequent transgression of the transference
and counter-transference into sexual activity was an exploitation of the analytic situation
on the part of Allendy.

With regard to the incestuous reunion with her father, the identification Nin sought
through sexual union could only go so far because Nin realised the limitations of her
father’s desire. Unlike her father, Nin was not content to be ruled by her longing. Rather,
she indulged her desire as a means of understanding it and transforming it into ‘art’ in
order to move on. In this way, the woman’s agency as artist is crucial in her sexual actions
as a dynamic. This is fundamentally different from the universalized classical
psychoanalytic position.

Nin’s sexual relations with Rank appear on the surface to be a repeat performance
of her former analysis. However, Allendy and Rank’s disparaging theoretical orientations
meant that the implications of their physical exchange with Nin were positioned in
radically different ways. The relationship between Nin and Rank can be understood as a
complex adaptation of the Don Juan/doubles theme. Nin acknowledged the artist and the
‘man’ in Rank, just as he recognised both the artist and the ‘woman’ in Nin. In this way
the twinship and incestuous narcisststic self-love that charcterises the double motif was
enacted in the dynamics between them. The relationship was further ‘doubled’ in that it
was superimposed over thetr analytic investigation into the psycho - symbolic significance
Nin’s father held for her in terms of her identification as an artist and Dona Juana.

Jason’s reading of their relationship in his critical essays of 1978 and 1986 are
limited by the lack of details offered in the later unexpurgated diaries. While he astutely

grasps the basic dynamics, thereby giving weight to Richard-Allerdyce’s earlier assertion
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that Nin’s ‘truths’ are evident prior to the unexpurgated material, he nonetheless misses the
importance of their physical exchange. Jason locates Rank as a ‘detached authority figure’
that corresponds with the image of the double as a function of the ‘tormenting conscience’
(Jason 1978: 90). In his reading, the double motif is applied to the process of transference:
“The neutrality, the self-effacement of the analyst allows for a double-projection on the
part of the patient’ (ibid: 87). Nin’s depiction of Rank in this capacity within her fiction
takes the form of the ‘analyst-patient relationship’ and in ‘such analogues as mentor-
disciple, priest-sinner, and detective-fugitive’ (ibid: 82). Jason thus frames Nin's position
with regard to the father, the Law and the ‘dogma of analysis’ in terms of her relation to

the ego-ideal as ‘a projection of guilt’.

Paraphrasing Freud, Rank describes the ego-ideal as “a combination of those criticizing and
censoring elements in mankind that normally carry out the repression of certain wishes and that
ensure, through a function we call conscience, that these barriers are not broken through.” But in a
pathology such as Sabina’s, or Don Juan’s, the barriers are broken through, and thus the ego-ideal
becomes a detached figure (Jason 1978: 93).

In Winter of Artifice, “The Voice’ is first described as a “‘modern priest’, thus
commenting on the role of the psychoanalyst as a ‘substitute for God, for the confessor of
old’ (Nin [1939] 1979: 120-21). Nin, however, proceeded to unmask the analyst and to
portray the role of The Voice as she understood psychoanalysis through her relationship
with Rank. Even the name accorded to this character subverts the classic position of the
(Freudian) analyst who ‘rarely if ever speaks’. Rank broke this boundary in his practice as
a ‘therapist’ rather than an analyst. Thus, as Spencer has noted, The Voice, ‘speaks at
great length and in impressive detail, offering his patients the rich gifts of his clarifying
insights and the tender support of his generous nature instead of an apparently disengaged
presence.” However, the elimination of this ‘protective’ boundary in the analytic situation
created a vulnerable tension in Rank’s relation to his own identity by implicating his
‘person’ in his praxis, while simultaneously maintaining the role of objective

‘professional’. As Spencer goes on to imply, ‘the Voice has allowed himself to be trapped
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by his persona or professional role, and he is forlorn and sad as a man’ (Spencer 1997:
106).

Rank was personally invested in his theoretical framework. That Nin recognised
him as an “artist’ validated his self-defined identity text as such. To the extent to which he
facilitated Nin’s ability to come to terms with her creative process, he gave ‘birth’ to Nin’s
artistic identity. Because Nin embodied Rank’s theories to such an extent, Rank was
compelled to confide in her with his own needs and frustrations. He let the professional
persona drop and revealed to Nin the ‘man’, surprising her with the voracity of passion that
was laying dormant beneath the ‘sage’. Nin’s description of Rank in her unexpurgated
diary is two-fold: he is a ‘philosopher and psychologist’ and a ‘human being’, whose only
quality in this province is the ‘power to love’ (Nin 1993: 359). Having been compromised
by the development of his intellectual persona, his capacity for ‘human’ love was
‘retarded’. Just as Nin had gained from his wisdom of analysis, Rank had much to leamn

from her about actually enacting his ‘truths’.

The child that she awakened in him was like the child in those who had come to him for care,
unsatisfied, lamenting, tearful, sickly. Neither her powers of illusion nor her dreams had worked the
miracle. He remained nothing but A VOICE (Nin [1939] 1979: 168, emphasis in original}.

As with other men, Nin’s identification with Rank stopped short of complete
submergence on her part; despite the physical and intellectual merging they experienced
together. Where Allendy exploited Nin’s illusions and her father sought to live in them,
Rank’s failure was in wanting to ‘fix’ (more as in ‘locate’ than in ‘cure’) and ‘define’
them. Psychoanalysis, like her fiction, provided Nin with a structure in which to frame her
embodied experience. Yet, in the same way that Nin ultimately privileged her diary over
fiction, she also gave precedence to her psychical corporeal experiences over the analytic
discourse of ideas. To this end Rank was a victim of his own success. After freeing Nin
from feelings of guilt attached to her ‘illusive’ practice, he was unable to follow her in the
‘realities’ she made for herself. She was more at home in the world of fluid boundarnies

than his own praxis could sustain. Although he desired embodied experience, his strength
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lay in his position as therapist. Nin, on the other hand, used her therapy to build a solid

foundation for pursuing her fluid desires.

Nomination:

The first stage in the growth of an artist is that which we have described as his ‘nomination’f...]
{Rank 1989a: 371).

After having received the proper name, one is subject to being named again. In this sense the
vulnerability to being named constitutes a constant condition of the speaking subject. And what if
one were to compile all the names that one has ever been called? Would they not present a
quandary for identity? Would some of them cancel the effect of others? Would one find oneself
fundamentally dependent upon a competing array of names to derive a sense of oneself? Would one
find oneself alienated in language, [inding oneself, as it were, in the names addressed from
elsewhere? (Butler 1997: 30).

Although I call myself ‘RyyA. Bread®’, in fact my names are multiple. Thus, in
calling myself to [O]rder, the multiplicity from whence I am called begs consideration.
The nuclear family structure (in Western culture) is traditionally marked with the paternal
surname. My own childhood family structure is splintered, reformulated and fragmented
and in this respect, so is my embodied experience of the name. The first five years of my
life followed the traditional format whereby mother-father-child all shared the same
surname-of-the-father. When my parents divorced, my mother returned to the use of her
‘maiden’ surname-of-her-father and I retained mine. During that period our sumames
were doubled but our father figures were distant from the nuclear family unit. When I was
ten years old my mother joined in partnership with my ‘step-father’ but there was no legal
union of marnage, thus there were three surnames in circulation in our home.

Although originally an only child, I acquired a step-brother four years my senior, a
half-brother who is fifteen years younger than me, and his older ‘half-sister’ (six years my
junior); who has no relation to me beyond mutually agreed ‘sister’ status. Although my
father did not remain with my half-brother’s mother, and despite the fact they too never
legally married; she has also, again by mutual agreement, been positioned as my ‘step-
mother’ and is considered part of my extensive ‘family’.

A version of the ‘double’ theme can be read into my own understanding of parental

figures. My own father figure was doubled and shared between a ‘biological’ and ‘step’
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father; while my mother was shadowed by the distant yet important presence of my step-
mother. What is more, this doubling also extended to my *siblings’: My father served as a
step-father for my half-sister for a time, yet my half-brother and she also have a new step-
father; while my step-brother has a relation to both my mother and his own. With the
exclusion of my half-brother, there is also a shared California/New York split between
biological and ‘step’ parents amongst my extended siblings and me. Thus for every
parental figure there is an (illegal) ‘step’ or a shadow that doubles their signification at the
same time that it highlights a loss and an absence of the original biological relations.

For Freud, Rank and Nin the significance of the ‘name’ is bound up in hereditary
and parental loyalties passed down through cultural myths and re-invested in literary form.
These loyalties have theoretical and personal implications. Rank and Nin, especially and
respectively, exemplify how self-defined names are symbolically significant in the creative
act of becoming an artist. Rank’s hero worship to negate his negative relation with his
own father resulted in a theoretical bias for the maternal in framing the psychology of the
artist and subjective individuation. Nin’s hero worship of her father led to the embodiment
of muitiple identities within her process of auto-authorisation; and produced a ‘literary
mother’ for many writers. I would hesitate to describe my attitude towards either Rank or
Nin as ‘hero worship’, yet as “artists’ (of a theoretical and literary kind) they have
undoubtedly influenced my current praxis.

In Excitable Speech: a politics of the performative (1997) Butler notes that the
‘force’ of the name is ‘an effect of its historicity® that “works in part through an encoded
memory or trauma, one that lives in language and is carmed in language’ (Butler 1997: 36).
Later she asserts that, ‘[T]he subject is constituted (interpellated) in language through a
selective process in which the terms of legible and intelligible subjecthood are regulated.
The subject is called a name, but ‘who’ the subject is depends as much on the names that
he or she is never called: the possibilities for linguistic life are both inaugurated and

foreclosed through the name’ (ibid: 41).
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‘Ryya Aviva Jacobs’ is my birth name. Rather than Greek tragedies, the myths
attached to my name(s) originate from the event of my naming and the stories that are
associated with that process. The family lore surrounding my naming is comprised of
three significant ‘myths’ that my parents imparted to me at a young age. Based on these,
what follows is a brief deliberation on the auto-historical fictions and signifying
implications of my subjective specific appellations. The narrative that is constructed here
focuses on the lost and mis-taken denotations of my identity and the reconciliation of this
through the appropriation of the name ‘RyyA. Breade’. This narrative further serves to
demonstrate how literary significance and linguistic inscription is positioned within my
own auto-authorisation and locates the/my authorial ‘voice’ within an (auto-)historical and
socio-cultural context.

‘I was meant to be a maiden but turned out to be a hunk of bread instead!’
(RyyA. Breade)

To be or not to be... Maia’:

I was initially to be named ‘Maia’, after the star maiden in P.L. Travers’ Mary
Poppins (1934). Tragically, this name was usurped by a friend, bomn just months before
me; whose mother incidentally shared the same first name as my mom. Thus, the first
choice had to be dismissed for a new one...and I am not really who I am supposed to be. 1
am a shadow of my intended identity and she who bears my intended name haunts my
embodiment. Not only was I displaced by the usurpation of ‘my’ name but I also went to
school and played with Maia and so in (more than one) sense ‘played with myself® as a
young child.**

Aside from physical likeness, Rank discusses the significance of the name within
literary representations of the double motif, which he frames in terms of ‘nomenphobia’35
(Rank 1989b: 53). He specifically notes the short story by Edgar Allen Poe, William
Wilson (1839), where the eponymous main character, encounters his double as a child in

school. Although for the most part the double is tolerated, ‘one circumstance - the mention

of his name — irritated Wilson without exception.” Wilson is ‘angry with him for bearing
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the name and doubly disgusted with the name because a stranger bore it, who would be the
cause its two-fold repetition [...]" (ibid: 25).

Although my own relation to Maia was amicable, I was once caught stealing a toy
of Santa Claus (Father Christmas) from her and my only excuse when caught, was that I
wanted it. It is perhaps only coincidence that the chapter of Mary Poppins in which the
star maiden appears is entitled ‘Christmas Shopping’ and takes place in a large toy store
where Jane and Michael meet both Father Christmas and ‘Maia’, while buying toys with
Mary Poppins (Travers 1934: 177-193).?® Yet Santa Claus also figured in another family
fable whereby my own father insisted that he used to have lunch with the character
everyday while he was stationed in Greenland (the North Pole) during his time in the army.
Despite both sides of my family being Jewish, Christmas was an annual holiday that we
celebrated along with much of the country (USA).

The (dubious) family connections that I was led to believe I had with both with the
holiday and Father Christrnas himself (via my father) may have contributed to my desire
for Maia’s toy. This theft could be interpreted as a daughter’s desire for the phallus of the
father signified in the figure of Father Christmas and compounded by the personal
association with my own father. It could also be read as a minonty Jewish child’s desire to
have a stake in the predominant Christian culture symbolised by the Christmas holiday.
However, in light of the Maia’s significance as the person who embodied the name for
which I was intended, I suggest that the theft be appreciated as a reclamation of that which
I believed was stolen from me: the birthright that was my name.

‘Maia’ can be read as a part of my identity that was unattainable and forever just
beyond reach. The friend (Maia) was older and therefore had rights and authority over me
in childhood games; the name (Maia) was perceived as stolen; and the star maiden (Maia)
does not even figure in the familiar Disney version of Mary Poppins. Who was this [star]
maiden who should have been but was not me? This question has remained unanswered

and hanging in the background of my experience as a woman. My relation to Maia can be
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Testament. It is also an acknowledgment of the words cited in this most primal of primary
references that until now I have refused to recognise.

The stories of Jacob are to do with birthrights, theft and blessings tied up in the
name; as are many biblical passages. Yet the verses dedicated to Jacob are especially
focused on his transformation of identity (Genesis 25-37).>7 Jacob finding himself in a
subordinate position as a younger child does not renounce the need for status that a proper
name infers; instead he acquires a ‘proper’ name through ‘improper’ means. Here, let it be
pointed out that God rewards Jacob, portrayed as a trickster as well as a victim of
circumstance, for his crafty ability to defy authority. In other words, Jacob is blessed, on
more than one occasion, for taking the Law into his own hands. His rewards for deceptive
acts of in/justice are many: the acquisition of birthrights; authority; agency; a new name
(Israel); a nation; and the blessings of his biological and spiritual Father(s). Thus, the
stories of Jacob seem to suggest that there is much to be gained by heeding desires for a
(proper) name and claiming a stake in one’s birth-right.

The role of women in the stories of Jacob aid and mirror his actions. His mother,
Rebekah instigates the second deception that allows Jacob to receive his father’s blessing
(Genesis 27.6-27.29). Here, it is the collusion between mother and child that undermines
patriarchal tradition and authority. The right to give birth is a different kind of ‘birthright’
than the rights bestowed on the firstborn, which Jacob swindles from Esau (notably
through a masquerade of ‘flesh’ symbolised by a goat’s hide [Genesis 27.16]). While the
former is viewed as a blessing from God that positions women within the society, the latter
is to do with mortal privileges and ownership. Nonetheless, in Rankian terms both
‘birthrights’ are symbolic of the creative act of individuation, and in the stories of Jacob
the woman’s biological capacity to bear children is superimposed over Jacob’s struggles to
position himself with the Law.

Jacob’s true love, Rachel is like him, a younger child. She must overcome the

birthright(s) seemingly denied to her in both meanings of the phrase. By custom she
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cannot marry before her older sister, Leah (Genesis 29.26). Thus, bound by tradition and
swindled by his maternal uncle/father-in-law, Laban, Jacob marries both sisters in
exchange for extorted and extended labour in Laban’s kingdom (Genesis 29.27-8). When
Leah has produced many children for Jacob and Rachel has none, the younger sister
wrestles with Leah over the ‘birthrights’ that her older sister has with regard to bearing
children (Genesis 30.8). This passage prefigures Jacob’s wrestling match with the stranger‘
(Angel of God) (Genesis 32.24-32.32). While Rachel wins children first from her
handmaiden and then from her own womb, Jacob undergoes a new birth of identity out of
his version of the conflict.

In The Myth of the Birth of the Hero, Rank argues that it is ‘always the youngest
who appears as the hero in preference to his brothers because having come last through the
womb he is closest the intrauterine state (Rank [1929] 1993: 112-3 italics in original). The
youngest therefore ‘drives away’ the preceding siblings from that privileged position: ‘In
this he is like the father, with whom he alone, and from the same motives, is able to
identify himself.” Rank’s framing of the position of the youngest child does not take sexual
difference into account, a concern that I will take up in the final section of this chapter.

Yet, if the youngest child is ‘superior’ because ‘physically he remains as it were
permanently attached’ to the mother, then it could be concluded that a younger, female
child, like Rachel, has a double connection to the maternal since she also embodies the
womb to which she seeks to return (ibid.). From here, Jacob’s double marriage with two
sisters can be read as a representation of the double relation the female child has to the
mother. In this respect, the twinship of Maia and myself, as two young girls whose

mothers’ name is identical, can also be read in this way.

To be or not to be... 'Rayya’:
‘Ryya’ (coincidentally?) rhymes with Maia, and also stems from a literary source.

Second in the lore surrounding my birth name is that the name was found in a character
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The objet petit a is included in Lacan’s discussion of ‘embodied light’, which is
worth noting in light of the purported meaning of ‘R[a]yya’. Lacan introduces the relation
between the subject and ‘that which is strictly concerned with light’ as being ‘ambiguous’.
This phrasing is deliberate, to emphasise what he proceeds to say: which is that the
dialectic between ‘appearance and being’ cannot be comprehended in the straight line that
light travels. Rather, it is in the ‘refracted’ and ‘diffused’ points of light that ‘lure’ the eye
into activating ‘a whole series of organs, mechanisms, defences’ which is understood as
the ‘gaze’ (Lacan [1973] 1998: 94). “The gaze is the instrument through which light is
embodied’, (ibid. p.106) and it ‘is always a play of light and opacity’ (ibid: 94). Itis ‘that
which eludes us [...] in the optical structuring of space’ (ibid: 93). The subject’s
narcissistic desire is always implicated in the libidinal register of light”: “The objet a in the
field of the visible is the gaze’ (ibid: 105).

If Maia is the star (maiden) that I have been estranged from and desire to return to,
as R[a]yya the ‘giver of light’, I already embody her (as my shadow) when I gaze upon my
own reflection. Yet, I cannot see this with my own eyes. Thus the word play that takes
place in the private reflections noted above (‘Ria’ and ‘RiA’) can be appreciated as an
unconscious attempt to find my identity by conflating ‘Ryya’ with ‘Maia’: to look for the
straight line of light for answers. This tracing, however, appears to be too late since
‘Ria/RiA’ has never been adopted as a suitable reconciliation. Not only is the ‘a’ lost, but
the ‘1’ is forever absent from the denotation of ‘Ryya’ and is replaced by two ‘y’s’ or
‘whys?’

Again, Nin answers her question with a question: [...] This question-answer represents Nin's

attemnpt to formulate solutions concerning the “whys” of creativity without systematizing them in a

rigid pattern of tightly held creeds. By leaving the question open, Nin leaves room for exploration,

even while settling for a temporary answer. She entertains plurality while accepting a formulation

that will enable her to retain a sufficiently unified “self — a concept at the heart of her later idea of a
synchronic moment in art' (Richard-Allerdyce 1998: 130),

The ease with which letters were shed and lost in the spelling of ‘Ryya’ early on

has influenced my later propensity for name alteration and play: the ‘word’, I was shown,
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is nc_)t definitive. ‘Aviva’ means ‘To Life!’, for what that i1s worth after such absenteeism
as ‘I'; and yet the ‘i’ is re-instated nicely in the middle of a symmetrical assimilation of the
letters ‘A-v’ and it’s converse ‘v-a’. ‘Aviva’ (or ‘avlva’ or better still, ‘AvIvA’) not only
re-inscribes the missing ‘i’ from ‘Maia’, but also provides an excess of ‘A’s’ to make up
for the ones lost there, and in the transmutation from ‘Rayya’ to ‘Ryya’. ‘Aviva’ supplies a
link between ‘Ryya’ and ‘Maia’ that ‘Ria/RiA’ cannot, and perhaps goes some way to
explaining my recent compulsion to capitalise the ‘A’ in ‘Ryya’ and mark it with a full
stop (RyyA.). Not only is Aviva given acknowledgement through this gesture thus
ensuring that no more names are lost, but the previous losses are also repaired to some

extent.

‘Ryya Aviva Jacobs’:

My parents said that I was named ‘Ryya Aviva’ because both of them had very
‘common’ names and were often surrounded by others with the same signification. They
wanted to celebrate my individuality in a way that their own names (and parents?...
soctety?) had failed to do for them. This impulse and rationale can be read within the
context of the Cultural Revolution of the 1960s in the United States to which my auto-
history relates. This was a historical phenomenon in which, amongst other things,
individualism was heralded against the loss of identity incurred in late mass capitalist
society. As such, this cult of individuality goes beyond individual experience. Being born
in Berkeley, California in 1970, I am undoubtedly a product of this movement. Living
under the name ‘Ryya Aviva’ may be a specific example of difference that marks my
identity, but this particular form of difference was shared by many of my generation who
were given ‘unique’ names.*!

And yet, there is a difference between assuming and signifying difference: the
difference is between ‘having’ and ‘being’...it is about dis’fempowerment. The name

‘Ryya Aviva’ was a chosen, even glorified, emblem of individuality imparted onto me by

89



proud parents who would celebrate my specific entrance into the world. (This situation is
notably distinct from Laius and Jocasta’s fearful attitude toward the birth of Oedipus.)

However, names can also signify difference in less comfortable contexts.. .to say the very

least:

Among the indicators of the body of Jews, no aspect can be more obvious or more simplistic than
the distinctiveness of Jewish names which had, in Europe, been assigned precisely to mark Jews
*difference.” While rhinoplastic surgery was a painful procedure for removing ethnic physiological
signs, a simple legal maneuver could convert Jewish-sounding appellations to ethnically neutral
signifiers (Kleeblatt 1996: 14).

While I positively assumed ‘Ryya Aviva’ because of its distinctness, my ‘maiden’
name, ‘Jacobs’, has always been a source of discomfort. Although I was aware of a long
history of Jewish people changing their names to conceal ethnic identity, the relevance of
this for myself was never actually realised until [ visited the exhibition, foo Jewish?
Challenging traditional identities (sic) (The Jewish Museum, New York, 10 March 1996 —
14 July 1996). It was here that this discomfort with my own name was acknowledged and
put into a cultural context within the history of North American (USA) Jewish culture.
The concealment of Jewishness has been written into the very terms that define this
identity.

My deployment of the name ‘Bread’ has a wider significance to my identity text
than just disguising my ethnic ongins, yet there is this element implicit in it. The name
‘Bread’ arose performatively through the repeated use by others of the linguistic pun that
links ‘Ryya Bread” with rye bread. 1 adopted ‘Ryya Bread’ as ‘my own’ in my early
teens; using it especially to sign school and art work. Like ‘Jacobs’, ‘Bread’ is a given
name. Yet, unlike the traditional passing down of the Father’s name inherent in ‘Jacobs’,
‘Bread’ has been passed over to me in a collaborative citation of repeated re-inscription.
‘Bread’ is both given to me and assumed/consumed by me in a mutual act of recognition in
the humour of the pun...or ‘bun’.

In this way, the process of becoming ‘RyyA. Bread©’ is an example of

perlocutionary speech act in practice. That is, a speech act that ‘produce{s] certain effects
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language: a moving into (a re-arrangement of) myself within the inherited paternal

signifier. The maternal significance of the name is not namelessness, or to assume the
mother’s name — since this is always already the name-of-a-father — but rather to be in
creative negotiation with one’s name as a site of self-definition and auto-authorisation.

The stories surrounding the event of my naming(s) have cultural and literary
resonance, but it is the meaning that I have made of them that makes them significant.
Such an assertion can be read in regard to Rank’s framework. While myths tel/ of the hero
or saviour’s ‘creative activity of doing (or suffering)’, Rank distinguishes the creativity of
the ‘individual poet’ as ‘in the making of the story itself’. As such, the ‘individual poet’
deploys and ‘transforms the ideological creative myth into [the] metaphor’ (Rank 1989a:
207-8).

Situating the stories of Mary Poppins, The Thousand and One Nights and Genesis,
and specifically the characters of Maia, Rayya and Jacob, has been problematic in the re-
counting of their significance to my name. Spitz notes that while The Thousand and One
Nights, ‘was not written for children, it is in our childhoods today that we encounter
Aladdin and the others, Ali Baba, Sinbad the Sailor, and so on’ (Spitz 1991: 224).** Yet,
‘Rayya’ is absent from the canon of children’s renditions of these stories, just as Maia is
omitted from the Disney depiction of Mary Poppins.

These are marginal characters that have not found representation in the dominant
cultural dissemination of the original texts. And what am I to make of the ‘fact(?)’ that
‘Rayya’ was found in the index of The Thousand and One Nights, rather than within a
specific story? I have no recollection of ever being read the story that would provide the
context from which the name was taken. Thus, the story was subordinated to the name
itself. Finally, as I have noted earlier, the Bible (and ‘religion’ in general) was missing
from my own upbringing. While Genesis, and the stories of Jacob, may be familiar to
many, until now my own knowledge of this scripture has only been through random

remarks and references that circulate in social discourse.
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Despite the significance of the literary sources attached to my names, I have never
been inclined to return to them. Instead, my own embodied experience (like the name
found in the index) has been privileged over the stories themselves. The contents of these
books have remained others’ stories that have merely been imagined while experiencing
my own. That these stories have remained enshrouded in mystery has added mystique to
my names by association. To return to the original sources would surely shatter these
mysterious imaginings on which my self-identity has relied. Even in the name of scholarly
pursuit, I have been reluctant to trespass on this. Having said this, my attempts to
articulate the significance of my naming has included a process whereby these stories have
each been approached to some extent.

According to Rank, the trauma of birth is so intense that the memory of it is
repressed and substituted with the child’s own fantasies of where children come from..
These ‘infantile birth theories’ become culturally located in myths and fairy tales. Rank
uses examples such as the ‘fable of the stork’ and Little Red Riding Hood to show that the
repression of the birth trauma is marked by a ‘denial of the female sex organ’. In stories
this often manifests in references to the digestive process and the removal of the child by
the cutting open of the mother’s stomach. Infantile birth theories are important to the child
because they ‘leave open the illusion of a possible return’ to the maternal body, which
would be ‘forfeited’ if the child were to accept the adult explanations of where babies
come from (Rank [1929] 1993: 31-2).

My own ‘creation myth’ is predicated on the idea that we are all really stars in the
universe. To entertain ourselves in infinity we have made a game of life, whereby we lay
out certain plots and events and then embody a chosen identity. When we enter earth we
forget that we are stars and must live through the narrative we have mapped out, while all
the other stars watch from above in amusement and place bets. The object of the ‘game of
life’ is get through the plotted ‘course’ successfully in order to resume consciousness as a

star. Those stars that excel at the game are able to remember on earth the nature of their
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I could not bring myself to return to the index or find the story of Rayya. This
particular name seems, of all my names, to be the one in most need of remaining
undisturbed for the time being. Fortunately, Spitz also resorts to The Thousand and One
. Nights in her text and so I have used her work as a bridge by focusing on the frame story
rather than the specific passages pertaining to Rayya. In this way, I have conflated Rayya
with Scheherazade in my interpretation of the text.

According to Spitz, ‘[...] Scheherazade who, again and again, just as morning —
that is, light — began to dawn, would discreetly fall silent” (Spitz 1991: 224). If Rayya
indeed means ‘giver of light’ than in my conflation of these two characters into one figure,
Rayya can be understood as the ego-ideal of conscience that regulates the creative output.
With her light, she signifies both success of another day in life for Scheherazade and,
paradoxically, a shadow of her articulation.

From Spitz’s brief summary of the frame story of The Thousand and One Nights
above, it is clear that a double theme functions within the narrative between the brother
kings and their wives, as well as between Scheherazade and her sister. Like the earlier
reading of Rachel and Leah in Genesis, Spitz also notes the link between natural childbirth
and creative production. However, in Genesis the sisters’ struggles with childbirth run
parallel to Jacob’s conflicts. It is Jacob’s encounter with the stranger/Angel whom he
subsequently wrestles and is blessed by that is particularly significant in this story, with

regard to the transformation of identity signified through the changing of one’s name.

35.10 And God said unto him, Thy name is Jacob: thy name shall not be called any more Jacob, but
Israel shall be thy name: and he called his name lsrael.

35.11 And God said unto him, I am God Almighty: be fruitful and multiply; a nation and a company
of nations shall be of thee, and kings shall come out of thy loins;*

The transformation into ‘Israel’ that transpires when Jacob wrestles with the Angel
of God is akin to my own metamorphosis from ‘Jacobs’ to ‘Bread’. In both instances the
name is appointed and therefore confirmed by an external source. At the same time, in

Rankian terms, the struggle that initiates the shift in identity is again the conflict between
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‘art’ and ‘artist’. The fruitful multiplicity that Jacob is blessed with can be found within
the multiple names and subject positions imbedded the name of RyyA. Bread®, which has
served as a structure for my thesis. The ‘nation and company of nations’ can be
understood in relation to my interdisciplinary praxis and as such, the ‘kings’ that ‘come out

of my loins’ represent the articulated texts of my creative negotiation with subjectivity.

The “angels™ that can be born out of transformative effect of delving into chilling memory through
psychoanalytic and artistic processes are the narrator’s [Nin’s] emerging abilities to provide
protection and comfort for herself through art. In addition to their role as message bearers, the

angels [...] indicate the narrator’s movement through re-memory toward a reconstructed future
(Richard-Allerdyce 1998: 38).

In The Thousand and One Nights, Scheherazade is a female protagonist who, unlike
the disembodied split between Jacob and the wives in the Genesis narrative, explicitly
embodies both the capacity to bear children and creatively (re-)produce. ‘Scheherazade
knows that to live she must continue to invent, produce, and above all please the king,’
argues Spitz. She identifies Scheherazade as, ‘a figure for the artist, whose continuing
ability to produce successfully for someone, even a ‘phantom’ intemalized as an aspect of
his or her own ego ideal, is experienced in exactly the same dire terms: art is a matter of
life or death’ (Spitz 1991: 228). In this respect, Scheherazade mirrors Nin, as | have
represented her; both signifying the potential for a woman artist to have a voice. The
thousand and one nights of Scheherazade’s story-telling are reminiscent of the ‘more than
a thousand women’ that Don Juan has possessed and Nin seeks to encounter with men by
becoming Dona Juana (Nin 1993: 211). In both cases it is a negotiation and seduction of
male authority that propels the artist forward in her creative self-definition and
preservation.

In calling myself RyyA. Breade®, I give a name to my conflict between art and
artist; compensating for the losses signified in my identity while simultanecusly opening
up performative sites of multiple (re-)inscription and auto-authorisation. In using my

name in this way, theory and myth come together within my own psycho-symbolic
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framework of subjective specificity in a way that reiterates the significance of Nin’s
literary practice:
Nin’s work suggests that no self, after all, is a unity, and the fragile human ego can only provide a
compensatory set of self-myths whose unity exists as metaphor, or substitutive cohesion. By

thematizing issues and playing with them in ways that grant a narrative jouissance beyond phallic

certainty, Nin's diaries provide performative if not narrative gratification (Richard-Allerdyce 1998:
162).

My praxis takes that a step further...
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II1. (’m-Proper) Authorship

What is in a name? Would a rose by any other name smell as sweet? If the name
were to disappear would the smell be lost along with it? ... Would a cabbage smell more
fragrant if it were called ‘rose’? For whose nose does a rose smell more sweetly than a
cabbage? Who would, when and where, confuse a cabbage with a rose? What exactly is a
cabbage-rose?

This whole line of questioning stinks... yet it seems the issue of names is bound up
in cabbages and kings. Who is the cabbage? Who is the King? Who is the rose? Who
smells? And who smells whom? As the proverbial saying goes, ‘He who smelt it dealt it!’
Thus 1 will proceed with the assumption that I distinctly smell.. .as well as others.

My own name is quite aromatic, but is it ‘proper’? I must confess from the onset,
as I sit amidst pungent odors, that I am more concerned with impropriety at this very
moment. What constitutes an improper name? The following continuation and exhalation
on the stgnificance of the name follows my nose on the scent of the importance of
subjective specificity with regard to the (mis)representation of identity.

I have grown very attached to (my) names. Not only do I identify with the names
that I operate under, but they also identify me. Would ‘Ryya’ by any other name signify
the same identity? I think not. And this was my primary concern when, in 1991, a case
study of my family was used in a publication {which shall remain nameless here) that
deployed aliases to disguise our ‘true’ (specific) identity. When asked to review the text
and make comments before going to print, 1 felt compelled to take issue with the name
they used to represent me. How could ‘Sally’ stand in for ‘Ryya’? It seemed that another
distinct name should replace my own in the name of equivalent representation. I suggested
they take up ‘Tikka’ instead (a name I thought was made-up)...and to their credit they did.

There was a brief stage when 1 was about four years old when I wanted to be called
‘Sally’ like the little girl down the street, but she was a novelty since most of my friends

had names similar to my own...in that they were all very ‘different’. My desire to be
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‘Sally’ was, in a strange twist of values, an attraction to the Other of n_ormalcy. In the same
way I craved store-bought cake and clothes as opposed to those my mother (and most of
my friends’ mothers’) made for me/us from scratch. Although store-bought cakes remain a
delicacy to this day, the urge to assume the name ‘Sally’ was very short lived. Apart from
this brief (and second) moment of adolescent name-envy, I have always taken ‘Ryya’ for
granted. It has not been a conscious question of pride or embarrassment; it has merely
been my name.

Yet, it has significantly been my name. I have never met another ‘Ryya’, although I
have heard rumours that they/she may exist. I cannot imagine being in a room with one or
more other individuals who answer to the same name. While there are many who have
lived with this kind of name-share existence throughout their lives, my parents’ being case
and point, as for myself it is an inconceivable experience.

Given this unique perspective on subjective specific identity, how could I then
allow myself to be represented as the distinct individual that I know myself to be, under the
alias ‘Sally’? Sally stands for that which I am not. The conventional status of that alias
erases not only my specific experience of individuality, but the particular histor(ies) and
ethos that underpins my naming.

Aliases are in/de-scriptive creative texts that mimic a name, yet their designation is
predicated on alteration and concealment. The question that has haunted me since the
amicable alias amendment from ‘Sally’ to *Tikka’ in the unnamed (but nevertheless said)
publication above, pertains to the connotations implicit and attached to individual(s)
denotations. How can inherent associations and meanings inscribed on and in specific
identities be preserved and represented, while at the same time implementing a code of
confidentiality? That is, what’s in a name that cannot be duplicated by using a different
one?

As it turns out, this is not an arbitrary concermn. Freud too expressed interest in the

associative significance of proper names. While his theories relate to my own previous
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deliberation on names, he is more concerned with forgetting and misplacing them than
preserving their specificity, as evidenced in the title of his essay, ‘The Forgetting of Proper

Names’ (1901).*

In the course of our efforts to recover the name that has dropped out [forgotten], other ones -
substitute names — enter our consciousness; we recognize them at once, indeed, as incorrect, but
they keep on retuming and force themselves on us with great persistence. The process that should
lead to the reproduction of the missing name has been so to speak displaced and has therefore led to
an incorrect substitute. My hypothesis is that this displacement is not left to arbitrary psychical
choice but follows paths which can be predicted and which confirm laws. In other words, I suspect
that the name or names which are substituted are connected in a discoverable way with the missing
name: and I hope, if I am successful in demonstrating this connection, to proceed to throw light on
the circumstances in which names are forgotten (Freud {1901]: 1-2 italics in original).

‘Dora’ is another name. And, in the context of Freud’s work, it functions as an alias
in much the same way as “Sally’ was meant to. Indeed, ‘Dora’ is the misplaced name in
Freud’s own associative chain of signifiers that corresponds with all lost and forsaken
names of identity (Pellegrini 1997 p.26). In The Psychopathology of Everyday Life (1901),
in which ‘The Forgetting of Proper Names’ (1-7) is included, the alias “Dora’ is re-traced
back to Freud’s own childhood environment. Here his sister’s nursemaid had her birth
name ‘Rosa W.” substituted for “Dora’ so as not to be confused with Freud’s sister; also
named ‘Rosa’ (Freud [1901]: 241). Thus, Freud conceals his patient’s real name with the
alias ‘Dora’ because, like aliases in general, it is analogous for him with lost identity.

In this particular case, or ‘Fragment of an Analysis of a Case of Hysteria’ (1905a)
to be precise, the embodied experience of the name is not Dora’s own, nor is it the
experience of the individual that ‘Dora’ disguises. Rather, and importantly, ‘Dora’ is
Freud’s creative text on his own embodied experience of the name (and body) that is
placed onto and read through the figure of his female patient — actually named Ida Bauer in
this case.

A split occurs within Freud’s identity text as ‘doctor’, at the moment that he must
produce an alias so as to publicly name his game. This convention reveals a tension
between his loyalty to his patients on the one hand, and on the other his professional

aspirations to contribute to medical knowledge. To this end, it could be said that Freud
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By emphasizing the distinction between masculinity and femininity as the signal difference in the
aetiology of hysteria, Freud effectively displaces the mise-en-scéne of hysteria from race and gender
wholly to gender. Ida Bauer’s Jewish female body has faded into the figure of a “whitened”
femininity. From this figure, femininity emerges as a form of racial passing. The Jewish woman
poses for — is posed as — the feminine tout court, and Jewish men are thereby relocated on the side
of the universal term: the masculine. (Pellegrini 1997: 28)

Like ‘Jacobs’, the name ‘Ida Bauer’ is also oo Jewish. But it is not Ida who alters
the signification and she is in no way herself when she is thus represented. Arguably,
Freud dismissed his patient’s real name because it was too private to insert in a published
case study. Such an act would breach professional codes of conduct concerning anonymity
by violating patient/doctor confidentiality. However, the decidedly ‘Gent(il)ified’ alias of
‘Dora’ erases the Jewish association of her real name, along with other connotations that
‘Ida Bauer’ might effect. This sleight of hand diverts attention away from the site of the
Jewish male body, including and especially Freud himself, while negating the identity of
a/the Jewish woman completely. In Freud’s hand(s), gender is over played in order to
forfeit race and save the face of the phallic penis.

When it comes to aliases, the game that Freud has trouble putting a name to, is
indeed the ‘confidence game’...the oldest trick in the book. In light of this play and the
following reference to Sandra Bernhard’s play-film, Without You I'm Nothing (sic), the

alias ‘Sally’ must be reconsidered, as not merely ‘conventional’ but Gentile in designation:

Finally, Bernhard, performing “Bernard,” returns to the stage, where she attempts, unsuccessfully, to
lead the audience in a round of Israeli folk songs. She talks about the joys of growing up in “a
liberal, intellectual Jewish household,” but also confesses to a Gentile family romance: “I'd
fantasize that I had an older brother named Chip and a little sister named Sally, and my name would
either be Happy or Buffy or Babe...” (Pellegrini 1997: 59-60, my emphasis).

The “Other of convention’ attributed to “Sally’ earlier is, among other things,
Gentility viewed from an unrealised Jewish position. This position reverses precedent onto
my own embodied experience. The rejection of ‘Sally” as an alias is a further refusal to be
posed in an alien Gentile identity. This cabbage knows she is no rose (as sweet as she may
smell). Thus ‘the name of equivalent representation’ that I was looking for in *Tikka’ was

not merely ‘distinct’ but specifically Jewish. Yet, ‘Tikka’, as far as I know, is not a Jewish
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name. Instead it is of Indian origin and is used to describe meals with cut meat or poultry
in a special spice sauce. It contains an ‘i’ like the one lost in ‘Maia’ and rediscovered in
‘Aviva’; ends with the ‘a’, as ‘Maia’, ‘Ryya’ and ‘Aviva’ do; and also has a do.uble ‘k’ that
corresponds with the two ‘y’s in ‘Ryya’. So the attraction to this name is traceable. But,
in choosing ‘Tikka’ as an alias I have in this instance, like Freud, unwittingly hidden my
Jewish identity behind another(s) specificity... Chicken Tikka and RyyA. Bread® may
both be found in the kitchen, but we do not originate from the same menu nor have the
same (sense of) smell,

While it was important that the ‘distinctness’ of my name be retained in my altered
representation (however improper the consequences), Freud dismisses names with ‘an
especially peculiar sound’ as an alias option altogether (Freud 1901: 240). Freud is
implicated in and excluded from this criterion; since ‘peculiar sounding’ are names,
Pellegrini suggests, that sound ‘especially” Jewish. Along with Ida Bauer, Freud’s own
name ‘Sigismund’ was also peculiarly Jewish and consequently converted to ‘Sigmund’ to
avoid racial stigmatization (Pellegrini 1997: 27). As well as being lost in, Freud is
evidently also hiding out behind the name of the rose...as [ was found trying to stem from
a foreign cabbage patch. Cabbages and roses, however, are garden plots apart from one
another.

In Freud’s subjective specific mapping of associations, ‘Dora’ signifies lost identity
similarly to how ‘Maia’ (and RyyA.) signifies my misplaced identity in childhood. Yet it
is not exactly the same: Dora is not to Freud as Maia is to Ryya. Sigmund Freud was
Sigismund, but he was never to be or not to be Rosa or Dora despite the fact that these
names figure in his own auto-history and imaginary anatomy. Whether Freud was to be or
not be Ida is the question Pellegrini asks in her own investigations into the root of the alias
‘Dora’.

Rosa W. to Rosa F. is in closer proximity to how Maia is to Ryya. But then, Rosa

W. was actually named ‘Rosa’ at birth, whereas ‘Maia’ was always only ever an (ego-)
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ideal before Ryya. Dora is to Ida as Sally would have been to Ryya. But neither Dora to
Ida; nor Sally to Ryya is the same as Tikka to Ryya. Freud to Dora is to some degree in
uncomfortable proximity with Ryya to Tikka, since in both cases one identity is mistaken
for an/other. But this is the province of an alias. The difference is in our relationship to
the other and to one another. Freud would not dream of being found in the kitchen where
Tikka and Ryya might be brewing (in) respective pots and pans. The kitchen is no place
for a man who smells in the way Freud does; and he is tormented by the exotic stench
emanating from his own oven, which he seeks to cover over with floral perfume.*’

I would suggest that Freud’s point blank refusal of peculiar sounding names for an
alias says something about the position of subjectivity within his framing of professional
discourse. The inclusion of ‘distinct’ (Ryya) or ‘peculiar’ (Freud) names draws attention
to the specificity of individuals that would undermine the generalised and ‘objective’
findings Freud seeks to posit through publication. Subjective specificity (the Jewess
identity of Ida Bauer) and subjective authorship (the Jewish male identity of Sigismund
Freud) are both concealed under a rubric of prevailing, conventional altases (the Gentnified
signification of Dora).

However, the reference to Freud and his family is present despite himself; he (and
they) cannot help but be implicated in the case of Dora, which is as much a case of
‘counter transference’ as it is one of ‘the transference of aggression from patient to
analyst’. Pellegrini, through anonymous ‘feminist critics’, notes the class and gender
issues implicit in Freud’s ‘seemingly unintentional performances’ of equating Ida Bauer
with a governess (Rosa W, aka Dora), which place Freud in the role of Herr K. However,
a reading of this case that privileges sex and class to the exclusion of racial considerations
of identity, fails to identify the significance of Freud’s counter transference and the politics
implicit in his choice of alias (Pellegrini 1997: 26-7).

In Freud’s subterranean geography of Jewishness, gender, and race, East is to West as phallic

women are to angels in the house; as the young girl’s childish masculinity is to the woman's mature
and passive femininity; as a woman’s fully achieved femininity is to a man’s overachieving
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masculinity. In Freud’s own “case history,” East was to West as his Galician mother, Amalie
Nathanson Freud, was to his German wife, Martha Bernays Freud (Pellegrini 1997: 30).

This structural analogy grafts Freud’s theory of the shifting erogenous zones that
transform a ‘masculine’ girl into a ‘proper’ woman onto the shifting role of the woman in
the household as Jews migrated from Eastern to Western Europe and on to the USA. In
both instances the trajectory moves from an active, dominating role to a ‘proper’ one of
passive subordination. Thus, when Freud does make explicit reference to a/the Jewish
woman, it is an instructive citation of the dangers in degenerate femininity. In these
moments, rather than conceal gendered race, Freud brandishes racalised gender, in the
name of ‘Judith’, to the same effect.

The patriotic gesture of this widow ‘of a goodly countenance’ in the Apocrypha of
the Old Testament is misrepresented in Hebbel’s stageplay, Judith und Holofernes, as a
vengeful act of /a belle juive“. In Taboo of Virginity (1918) the inherently hostile and
mysterious qualities that Freud attributes to ‘deflowered’ women are exemplified through
Hebbel’s reading of Judith’s decapitation of Holofernes (Freud [1918]: 207). Freud notes
the liberties that both he and Hebbel take in sexualising the patriotic story, but rationalises

this as ‘the fine perception of a poet’ (and analyst) to read the ‘truth’ between the lines:

It is clear that Hebbel has intentionally sexualised the patriotic narrative from the Apocrypha of the
Qld Testament, for there Judith is able to boast after her return that she has not been defiled, nor is
there in the Biblical text any mention of her uncanny wedding night. But probably, with the fine
perception of a poet, he sensed the ancient motive, which had been lost in the tendentious narrative,
and has merely restored its earlier content to the material (ibid.).

As a ‘poet’ Hebbel is granted ‘artistic license’ in his representation of the Biblical
story in a play that overtly contradicts the verses contained within the original source.
Freud condones Hebbel’s reading as 2 means of substantiating his own theory, thereby
appointing himself with the same powers of ‘divine’ interpretation. Freud is positioned as
the ‘subject-presumed-to-know’ within the analytic situation. And yet, Freud exploits this
position in purporting to know the ‘lost” meaning of the Biblical narrative of Judith as a

means to ‘objectively’ discuss women’s sexuality. That his methodology includes mythic
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interpretation is one thing, but to assert that he and Hebbel know the ‘real truth’, when it
explicitly ignores the sentiment expressed in the text, is problematic.

Pellegrini, herself, reads between Freud’s lines through letters to his ‘then-fiancée’.
She traces his fixation on the alias ‘Dora’ for Ida Bauer, back to another Jewess: Sarah
Bernhardt, a star under the limelight in Vienna, captured Freud’s attention and imagination
with her stage presence, which he was quick to conflate with her own female identity,
Like the Judith of Hebbel’s stageplay, Sarah Bernhardt embodied the double othering of
the belle juive, signaling this image both on and off stage.

Bernhardt is joined with Ida Bauer in analysis by way of Freud’s own associations
with her stagenames as: “Theodora’, ‘Dora’, ‘Feodora’, ‘Thermidora’, ‘Ecudora’ and
‘Torreadora’ (Pellegrini 1997: 40). By attaching Ida Bauer to ‘Dora’, Freud weds hysteria
with the seductive power of the excessive over-phallicised femininity of the Jewess; who
‘performs’ in order to decapitate and/or castrate men that fall victim to her charms. On

Freud’s psychoanalytic stage, however, such performers wear a ‘white face’:

The eroticized spectacle of Sarah Bernhardt anticipates another spectacle object: the hystericized
female body, whose vocal cues (as in: the “talking cure”) and surface signs (as in: “somatic
compliance™) are the privileged mechanisms and symptomatic center of psychoanalysis. The
women (and men) who people Freud’s case histories are, as it were, characters in search of an
author/auteur. Tt is Freud who makes their inner life available to directed view. In all this,
Bemhardt plays actress-heroine for the psychoanalyst turned dramaturge. And Jean-Martin Charcot
is dramaturge pére, demonsirating before the rapt gaze of his students —Freud included- not just the
theatricality of hysteria, but the showmanship of clinical mastery (ibid.).

In a psychoanalytic context that differrs from Pellegrini’s investigation, Lacan
challenges the lack of subjective accountability in Freud’s methodology, rhetorically
posing the question; ‘what is the analyst’s desire?’ 1t is interesting to note that Lacan
refers to Genesis in order to answer this question, although he denies attaching any
‘exceptional importance’ to it. He describes this myth as being ‘tinged to a greater or
lesser degree with obscurantism’. ‘But why’, he asks, ‘shouldn’t we expect psycho-
analysis to throw some light on it?’ (Lacan [1973] 1998: 8-9).

The Biblical creation myth is used here, in part, to return to the ‘birth’ of

psychoanalysis as a discipline: ‘[So] hysteria places us,” Lacan says, ‘on the track of
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original sin in analysis. There has to be one. The truth is perhaps simply one thing,
namely the desire of Freud himself, the fact that something, in Freud, was never analysed.’
In this way, Freud’s privileging ‘concern[ed] with desire as an object’ is framed as
problematic for Lacan because it does not account for the analyst’s (specifically Freud’s)
‘entrance into the field of experience he designates as the unconscious’. It is this ‘question
of origin’ that Lacan’s contribution of the Names-of-the-Father is aimed at redirecting,
emphasising the signifier rather than sign. And Lacan implies that it is for this particular
challenge to Freud’s ‘clinical mastery’ that he was ‘excommunicated’ from the
International Psycho-Analytical Association (IPA)in 1964 (ibid: 8-13).

In order to distinguish his reading of praxis from conventional understandings of
‘scientific research’ and ‘religion’, Lacan quotes Picasso as saying, ‘I do not seek, I find’
(ibid: 7, italics in original). In so doing he makes an alliance with the ‘artist’, although this
is not followed through in the passage. Instead, Lacan initiates his first reference to
Genesis by suggesting that like the tree of life, the ‘tree of science’ need not be limited to a
‘single trunk’. In his view, ‘the notion of experience, in the sense of the field of praxis’
must be recognised in its implication. And yet, for all of Lacan’s concern with the
subjectivity of the analyst, his framework ultimately continues to register woman as a
signifier for the lack of the phallus and an ‘other’ for the necessarily male subject.

Classic psychoanalysis fails to tell an accurate story of or for women, specifically
Jewish ones, as Freud's portrayals of Ida Bauer and Judith demonstrate. Thus it is
necessary for feminist theorists to engage with psychoanalysis to expose the limitations of
the analytic situation for fabricating stories of women’s embodied experience. Contrary to
Lacan’s claim, psychoanalysts seek to interpret, but cannot find a “woman’ to speak of or
for. This is not because women are a void, as is suggested by both Freud and Lacan; but
because classic psychoanalysis only recognises stories for and of men.

“‘Having” gender and “having” race are always to some degree marked out as the

failure of “proper” identification’ (Pellegrini 1997: 31). To this I would add that ‘having’
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subjective specific identity within a critical text is a failure of ‘proper’ authorship... when
the aim is misplaced, displaced and improper. Freud’s public identity works to lose
himself and misplace proper names in order to displace issues pertaining to his own
identity. Despite Lacan’s challenge to Freud’s ‘hide and seek’ game, he nonetheless fails
to produce an adequate position for female subjectivity. Seeing as I am implicated in
Freud’s framework as a misplaced and improper female, my task is to find and re-define

my identifications.

What is the nature of one’s relationship to that other artist — those other Artists — who are also one's
self? (Spitz 1991: 242).

Freud concluded that women are a ‘dark continent’ of mystery; yet at the same time

‘no [wo]man is an island unto [her] sel. When ‘a woman speaks’*

, such as Nin, the
stories of womanliness that are told may be different from those constructed by men. Yet
the act of exposing one’s ‘self’” to definition implicates a multitude of identities, some of
which are embodied by others. The boundaries that demarcate the signified are not easily
fixed, as they extend beyond the physicality of the body through a psychical corporeal
interaction with inhabited surroundings.

In her journal entries, Nin was vigilant in explicitly denoting the specific names and
details of her encounters with embodied others. She expressed what she called a ‘love of
exact truth versus deformations’ and believed that by being specific and immediate in her
response, she could avoid her imagination distorting her perspective on events (Nin 1993:
299-300). This approach may appear paradoxical in light of her antithetical delight in
creating illusions. However, it is precisely this tension that Nin endeavored to explore and
record through her writing.

In this way, Nin’s Diaries provide insights into the lives of numerous others, as

well as that of the author herself. Many of these individuals were, or have become (often

with the support of Nin) prominent figures in their own (birth)right. Her impressive
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catalogue of connections gave rise to Nin’s status as a cultural icon, even before her own

writing became commercially popular in the late1960s:

In addition to being such a seismograph in herself, Nin also commands attention by reason of the
cultural milien through which she moved. Few modern artists reveal the range of personal
involvernent with so many other artists and key figures in contemporary thought, for it is a range
that is extensive both in terms of geographically spanning the world as well as in terms of
historically encompassing much of the twentieth century (Hinz, et al. 1978: 1).

Nin’s attention to details is relevant to my understanding of subjective specificity,
which necessitates a detailed positioning of myself in relation to people, places and things
that constitute my individual circumstances. Yet, Nin’s dis/closure and un/published
(identity) texts not only ask what it means to be a women artist, but also pose the question:
what does such an artist’s license confer?

Anonymity takes on a particular significance when identity is not hidden behind a
name. A consequence of having the distinct name ‘Ryya’ is that I am acutely aware of
leaving papers around with my name written on them. It is not as though these could
pertain to anyone other than myself. Concealment was essential in maintaining the
multitude of lies that Nin lived. Thus her own anonymity needed to be crafted artfully in
relation to what her husband, and others, knew about her...and this information was hardly
the same twice. This was particularly important in that Nin established intimacy with
others by sharing sections of her diaries with them, especially passages that addressed her
relation with them. Her writing was literally a tool of seduction; one that consistently kept

her flirting with the threat of ‘exposure’.

A green demon in me impelled me to work on copying right under Hugh’s eyes — taking risks with a
beating heart, terrorized when I had to go downstairs and leave my work, yet incapable of acting
otherwise. I felt demonic elation: If he reads it, then let things happen. I await the catastrophe. I
desire the catastrophe, and I dread it (Nin 1993: 267-8).

When Hugo finally did read the opened diary that contained explicit references to
her adultery, and begged Nin for the ‘truth’ promising forgiveness, she ‘began to lie, to lie
eloquently’. In her lie, Nin claimed to have been working on her ‘invented journal’

comprised of literary fantasies that are ‘all invention, to compensate for all I do not do
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[...]." She offers to share the ‘real’ diary with Hugo, but delays and distracts him until he
is sufficiently reassured by her protests of innocence that she need not bother (ibid: 268-
270).

Anonymity was a double concern for Nin. With the aim of publishing always in
mind, Nin had not only her own anonymity and concealment to protect, but those of the
people whorn she implicated as well. Once a text is published it takes on a life of its own.
It is no longer a personal dialogue with one’s own creative process, and the threat of
‘exposure’ and ‘disclosure” has wider implications.

It is significant that the story of Judith’s decapitation of Holofernes is located in the
Apocrypha (which means ‘secret or hidden books’) of the Bible. This was a story that was
only to be shared with the ‘wise’ and the ‘worthy’ (I1 Esdras 14.1-48 of Apocrypha).
Within the Apocrypha itself, the theme of publication is specifically addressed. Out of two
hundred and four books of the Bible, the last seventy (The Apocrypha) were to remain
unpublished and reserved only for the ‘wise among the people’ (II Esdras 14.46).

With regard to research, citation of sources becomes relevant here in order to
establish the context of interpretation. Freud’s raid on the Apocrypha may go against the
explicit sentiment of both the narrative of Judith’s decapitation of Holofernes and the text
in which it is located as well. Yet scholarly investigations that use unpublished material,
such as personal letters, also crosses the boundaries between private and public knowledge.
Moreover, that we know the alias ‘Dora’ stands in for ‘Ida Bauer’ and the sigmificance of
the use of ‘Dora’ in relation to ‘Rosa W.” and ‘Rosa F.’ shows the extent to which Freud
did reveal the ‘method of Ais madness’ in his own (published) work.

In discussing the symbolic significance of my own name, I implicate ‘Maja’ and
my family. The narratives of other people within my own identity texts are fabrications of
perception and interpretation: just as ‘Dora’/Ida Bauer and Judith were for Freud; and
Joaquin J. Nin y Castellanos, Otto Rank, Henry Miller, et al. were for Nin. Narratives of

identity are not about the ‘real truth’ of anyone, including myself (the authors). It is
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“problematic to name others within narratives of subjectivity when they have no voice of
their own in such representation. But in altering specificity, as the example of the alias
illustrates, meanings go amiss. Thus, it matters whether my mother’s name is Rosa, Ida,
Judith, Sally, Anais, Beatrice, Pumpernickel or none of the above. And it is significant,

with regard to encryption, that certain details remain confidential.

Nin’s desire to make the whole story known afier her death gives the lie to the notion that the Diary
(sic) is a lie. Her request that her complete diaries be published eventually makes it possible to put
her “lies” in the context of social constructs such as marriage and motherhood — whose definitions
are themselves comprised historically, socially, and linguistically and are thus called into question
by Nin’s refusal to honor their encodings (Richard-Allerdyce 1998: 163-64).

Nin’s position in the establishment of the Women’s Movement in the early 1970s,
which was the peak of her living career, was influenced by the presentation of herself as a
woman who struggled for emotional and material independence and successfully overcame
her circumstances through writing. In terms of her career, this ‘success’ can be verified by
the acclaim she received late in life, including an honorary doctorate from Philadelphia
College of Art in 1974 and elected membership to the National Institute of Arts and Letters
in 1977.

However, the early publications of the Diaries gave a particular slant to the reading
of her identity text. Besides editing out the sexual aspect of her relationships with so many
men (including her father), she omitted the circumstances of her marriage to a successful
banker whose money she relied on; not to mention her bigamous marital situation, which
began in the late 1950s when she married Rupert Pole. She further encrypted her abortion
in 1934 into a narrative of ‘stillbirth’, which formed the basis for her novel Under a Glass
Bell (1944). In so doing, her struggles with money, self-sufficiency and the role of women
in culture and artistic production, lost a significant context in the published representation
of the expurgated Diaries.

In her lectures of the 1970s, Nin insisted that these Diaries left nothing of
importance out. This insistence, however, was based on a certain interpretation. For

example, when asked if she went back later to ‘rewrite’ or ‘polish’ her journal entries, Nin
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replied with a decisive ‘no’ (Nin [1975] 1992: 162). When explicitly asked, ‘Did you ever
go back over the diaries at all then?” Nin again gives the same answer (ibid: 163). Yet in
this context, Nin is speaking of the spontaneity of the actual writing process and the need
not to censor a train of thought. She is not addressing the question of editing for
publication. When she does discuss this issue she is very clear, but the implications of her
answer are obscured by the omissions themselves. The editing criteria for publication that
Nin describes is two-fold, confidentiality and repetition were named as her primary

concems:

There are some ethical reasons for editing the diary — there are some people whose lives I am not at
liberty to disclose — and there are repetitions in the diary that are very tiresome. The diary has to be
edited, but edited only in leaving out certain things but not in changing anything. You have to leave
out some things because certain people are still alive who would like their lives not to be disturbed
(ibid: 169 italics in original).

She also asserts that ‘[C]ertain intimate aspects of one’s life and that of others
should be preserved. Scandal obscures rather than enhances the deeper meaning of
experience’ (ibid: 168). This particular reference corresponds with Richard-Allerdyce’s
suggestion, noted earlier, that the ‘““truth” of Nin’s writing as published during her lifetime
has been there all along’ (Richard-Allerdyce 1998: 163). Nevertheless, her status as a
literary role model and pioneer was controversially shaken when the posthumous
publications of the unexpurgated (less edited?) Diaries and her ‘erotica’ came to light.

The erotica, (Delta of Venus [1977) and Little Birds [1979]) is situated in Nin’s
production of work as both a side venture of the 1940s and a posthumous coda to her life’s
work (alongside the unexpurgated Diaries). Through her capacity as Henry Miller’s
‘agent’, Nin was offered the opportunity to write erotica for a dollar a page for a private
collector. She was provoked by the challenge that, ‘no woman has ever written authentic
erotica’ and ‘the suggestion that she could make a valuable contribution by telling what
women really think about during sex’ (Fitch 1993: 232).

Many people, including myself, became familiar with Nin for the first time through

her erotica. Whereas previously she was known through her Diaries and fiction by a more
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select literary circle, the erotica catapulted her into mainstream circulation.”® While the
erotica, as a specific genre, may have been a tangent from her ‘real writing’ that cannot be
read in the same way as her other work, the politics of the erotic is a theme that is
consistently implicit in her identity text as a woman and an author.

In the preface to Delta of Venus, Nin frames her experience of writing erotica in
terms of establishing a language for the sexual experience of women by a woman. She
goes into detail about the tension created by the collector’s demands to ‘leave out the
poetry’ and ‘be specific’, and about the compromises this necessitated in her own agenda.
For Nin, the power of eroticism is located not in the explicit sexual activity, but in the
‘[I)ntellectual, imaginative, romantic, emotional’ aspects, ‘which are the fuel that ignites
it’. She concludes by saying, ‘[I]f the unexpurgated Diary (sic) is ever published, this
feminine point of view will be established more clearly. It will show that women (and I, in
the Diary) have never separated sex from feeling, from love of the whole man’ (Nin [1978]
1990: vii-xiv).

Nin’s posthumous revelations received an ambivalent reception amongst personal
friends, public fans and critics. Some, such as Alice Walker, believed the erotica was ‘the
missing piece of Nin’s work’, while other ‘feminist readers’ were angered by the earlier
suppression of her sexual life (Ferrone 1986: 41). Still others argue that the erotica
‘bolstered’ Nin’s ‘role as pioneer in depicting women's sexuality” (Friedman 1991: 349).

Amongst those who knew Nin personally, there was mixed opinion as to whether
Nin really wanted the omitted material made public after her death. Henry Miller and her
husband Rupert Pole, who was left in charge of her estate, insist that she intended the
posthumous publications. However, Fitch argues that ‘others, remembering her abhorrence
to vulgarity, which she considered the worst sin, find it tronic that her Delta of Venus (and
later Little Birds) give her posthumous fame’ (Fitch 1993: 408). ‘[...] for the mature and
gracious woman they know seems threatened (Alden uses the word ‘murdered’) by the

younger woman who would commit incest and write pornography’ (ibid: 377).
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The conflicting information about Nin’s authorisation of her posthumous
publications is telling of the multifaceted character of her own identity text, even as she
was known among very close friends. Both interpretations (that she did, and did not, want
the material exposed) are consistent with versions of Nin that she laid out for us in her
work. That the publications were not what Nin wanted is in keeping with the emphasis she
put into keeping secrets as a condition of masquerade, a prerequisite for feminine identity
and the departure point to inventing a specifically female ‘voice’ in her writing. That Nin
wanted all to be exposed after death is to shift the attention from the artifice of disguise to
the woman behind the veil. To ultimately reveal the specifics behind Nin’s masquerade
provides a deeper insight into the game of concealment that characterises her subjective

specific embodied experience of auto-authorisation.
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1V. I::Signify — Maternal-Feminine Embodiment

The Blind T’:

Another aspect of anonymity that is implicated within the process of auto-
authorisation concerns that which is concealed from the subject at any given time (and
space) with regard to one’s own subjectivity. This is the significance of Lacan’s algebraic
denotation of subjectivity with a bar across it (§). Subjectivity, and symbolic presence
within the Order, is predicated on a fundamental méconnaissance (misrecognition) of
identification with the specular mirror image (Lacan [1966] 1977: 1-7). In identifying (I)
[with] the specular image (i) in the Mirror Stage, the infant [i(a)] takes note of his
subjectivity for the first time [I(0), or as Lacan favours, $]. This ‘note taking’ inscribes, is
an inscription of, what Lacan calls a ‘notch’ or a “stroke’ onto the subject that marks his
entrance into the Symbolic (Lacan [1973] 1998: 141-2).

In this way, the stroke marks the irreparable split between image and materiality
that introduces desire in/onto the individual. The i(a) is severed and while the ‘i’ remains a
visible mirage of (primary) narcissistic identification for the subject (3), the ‘a’ becomes
the lost object of desire. This a’ is only to be recognised in the Other and can never be re-
established on the site of the subject. For at the same time that the stroke marks the
occasion of individuation, it resurrects a barrier (the ‘bar’ in the denotation of §) between
embodied experience and subjectivity as signifier (ibid.). This resur[e}rection is the

phallus. The ‘phallus’ is, as Grosz puts it, ‘heir to the role of objet @’ (Grosz 1990: 133).

How is it that nobody has ever thought of connecting this [the gaze] with. ..the effect of an erection?
Imagine a taftoo traced on the sexual organ ad hoc in the state of repose and assuming its, if I may
say so, developed form in another state. How can we not see here, immanent in the geometrical
dimension — a partial dimension in the field of the gaze, a dimension that has nothing to do with
vision as such — something symbolic of the function of the lack, of the appearance of the phallic
ghost? (Lacan [1973] 1998: 88).

The phallus is not the subject. The phallus is the desire for what is lost (the objet
petit a) by the resur[e]rection of the bar, which marks the note taking of the infant’s own

image and the simultaneous transformation into subjective status. Although explicitly
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framed as distinct from the penis in Lacan’s framework, in the Castration Complex that
follows the Mirror Stage, the phallus is nonetheless symbolised by the sign of the penis.
The lack of the phallus, which is the essential condition of the subject, is represented by the
lack of the penis on the site/sight of the woman’s genitals. Phallic desire, the constitution
of the subject, is explicitly defined in the negative in this way (Lacan [1973] 1998: 253).

The representational schema that the genitals symbolise, however, is secondary to
the condition itself. This is why the Castration Complex is shifted in Lacan’s re-reading of
Freud so that it follows on from the Mirror Stage rather than being the significant moment
of individuation. Primary narcissism is the relation that the subject has to its delusional
specular image at the Mirror Stage, the ‘i’ or ego. This relation takes place within the
Imaginary, but is nevertheless informed by a psychical corporeal mediation between the
image in the mirror (the gaze) and the materiality of the body (the eye). Thus the subject’s
understanding of the parameters of bodily definition are understood through an ‘imaginary
anatomy’, or mapping, of psychical corporeality. The surface of the body, both as the
reflection from the mtrror and as the site of sensation (especially around the rim of the
orifices) acts as a mediation of psychical corporeality between the Imaginary and the
Symbolic registers.

Secondary narcissism, which occurs at the Oedipal Stage of the Castration
Complex, is a symbolic representation of primary narcissism that is superimposed over the
initial inscribing and inscriptive moment of identification. It is at this stage that the
imaginary relation the subject has with his own body is given psycho-symbolic ‘reality’.
Thus embodiment, void of signification (the objet petit a / the object of desire / the phallic
gaze or ghost), is rendered un-definable and un-findable; it is relegated to the other side of
the Symbolic Order...it is positioned outside that Order as the ‘Real’, and is characterised
as a lack. That which you are, you cannot see and therefore cannot recognise, identify

(with) or know. That which is ‘I, is only the reflection that ‘I’ has in relation to the
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embodiment of anOther. Thus the Other is the only reflection of subjectivity that ‘I’, as a

subject, can have.

The Dead 'T’:

If the figure of the dead father survives only by virtue of the fact that one does not tell him the truth
of which he is unaware, what, then, is to be said of the 7, on which this survival depends?

He did not know...A little more and he’d have known. Ohl let’s hope this never happens! Rather
than have him know, I’d die. Yes, that’s how I get there, there where it was: who knew, then, that /
was dead? Being of non-being, that is how I as subject comes on the scene, conjugated with the
double aporia of a true survival that is abolished by knowledge of itself, and by a discourse in which
it is death that sustains existence (Lacan [1966] 1977: 300).

The ‘T’ (in English language) is a linguistic signifier that makes meaning register of
and for the subject. In order for Lacan to have ‘I’ signify, the father — that is, the Name-of-
the-Father cannot know that he is dead. The son must not acknowledge this fact — that the
Name-of-the-Father is an empty signifier: a meaningless symbol. The fallacy of the ‘I’ of
subjectivity is that it never signifies a subject, it only ever registers as an ideal (the ego
ideal), as a signifier of what can never become. There always 1s, will always be, a gap
between embodied experience and its representation within language as the ‘I’ of the
subject (Lacan [1966] 1977: 287).

In order to live with this split, the subject identifies himself as ‘I’ and projects atl
notions of ‘Not-I’ onto an external object that is not him. Defining presence through its
perceived opposite, that is defining the phallus by the negative in the Oedipal Stage,
institutes a hierarchical set of power relations that is predicated on mis-recognition, denial
and appropriation. This binary projection can be seen in operation within patriarchal
culture as a series of dualistic formulations: Subject/Other; Master/slave; Man/woman;
Mind/body; Culture/nature; Word/image; Theory/practice, etc. Lacan attempted to
distance psychoanalysis from Hegel, and preceding Humanist philosophies of cogito,
which foreground a mind/body split and assume a transparent subject. Nonetheless, he
constructs a discourse within a traditional binary of I/Not-I. The difference is that Lacan’s

theory is essentially narcissistic:
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Lacan invites us to look back beyond the play of rivalries and aliases that the Oedipal phase
initiates, and to behold an anterior world in which the individual has only one object of desire and
only one alias — himself (Bowie 1991: 32).

Lacan locates the I/Not-I binary within the definition of subjectivity itself, so that
the dynamic that appears to operate outside the subject is actually the dynamic that
constitutes the subject. Thus, the ‘Not-I” is the ‘Other’ to the subject; but in fact it is an
intrinsic feature of the subject himself, who is in a state of denial as to his own inherent
split and the empty characteristic of his own signification. The objet petit a is a symbol of
‘simply the presence of a hollow, a void, which can be occupied, Freud tells us, by any
object, and whose agency we know only in the form of the lost object [...]" (Lacan [1973]
1998: 180). In this way, the attributes that are assigned to the objet petit a are the signal of
the (Name-of-the-) [F]ather’s death connoted, but never denoted, in the signifier itself.

Yet the objet petit a is also, paradoxically, associated with ‘woman’. First, because
it is the separation from the mother at the moment of primary narcissism that sets this
life/death tension into motion. Secondly, because within the construct of secondary
narcissism, it is through the woman’s ‘lack’ of a penis that she represents the void this
tension vacillates within.

In Lacan’s equation the objet petit a is indicative of both the death of the father and
the loss of the maternal body. However, a significant privileging of losses is in operation
in both Lacan and Freud’s formulations. Freud acknowledges that the death of the father
follows on from the separation of the infant from the maternal body. Yet it is the paternal
rather than maternal loss that is recognised, with regard to murder and the making of the
subject. Lacan relegates the ‘libidinous investment on the mother’ to the realm of the
‘mythical’, moving the maternal figure even further away from the scene of subjectivity
(ibid: 256). The relation with the mother is only ‘known’ after the death of the father.. .it
does not pre-figure it in any ‘significant” way. This is because, in the formulations of both
Freud and Lacan, the relation to the mother is, as Irigaray reiterates, ‘always kept in the

dimension of need’ rather than ‘desire’ (Irigaray [1981] 1991: 36).
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The bar inscribed across the subject is Lacan’s positioning of Freud’s notion of the
un.conscious, reduced to its most fundamental function (Lacan [1973] 1998: 41-2). In
Rankian terms, I should say that the bar relates to the trauma of birth, the separation from
the maternal body that is so intensely traumatic that it is repressed within the subject. The
pre-Symbolic relation that the infant has with the maternal body, his own embodiment with
regard to this symbiosis and, indeed, his own respective embodiment, is permanently
barred to the subject upon entrance to the Symbolic. In both Lacan and Rank’s respective
frameworks the influence of Freud remains evident: the knowledge of this earlier ‘pre-
condition’ of subjectivity is only accessible to the subject through acknowledgement and
engagement with the unconscious.

Moreover, both Lacan and Rank recognise in their own way that this engagement
only occurs from a position within what Lacan calls the Symbolic. The ‘Real’, can only
ever be understood to have meaning when it is articulated within language (through
negotiation with the dominant [art] ideology of culture). In this respect, the
hystenc/neurotic is understood to exist below the bar, cutside the Symbolic, because
expression is communicated as symptoms on the site of the body (as sign), rather than
taking up a space, occupying a place, within signification.

Rank and Lacan, like Freud, theorise subjectivity from the position of the “son’.
Freud’s theory of primary anxiety places power in the hands (or more accurately, the
penis) of the father who must be killed, while both Rank and Lacan emphasis a
displacement of the father (as sign) in their own respective formulations. Within these
narratives, the mother is either repressed (Freud and Rank) or negated (Lacan). Thus the
father must die and the mother is lost and concealed.

The idea that parental loyalties are at play in the making of the subject is, upon
closer inspection, a relative notion. Nevertheless, desire for the father’s position is
evidenced by these theorising sons... wanted dead or alive...and at the cost of female

subjectivity, Irigaray, on the other hand, wants the mother reinstated for the sake of the
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daughter; and the father’s erection to give way to the psycho-symbolic significance of the

navel, as the scar left by the severing of the umbilical cord.

The maternal-feminine [Not-] T’:

When Freud describes and theorizes, notably in Tofem and Taboo, the murder of the father as
founding the primal horde, he forgets a more archaic murder, that of the mother, necessitated by the
establishment of a certain order in the polis. Give or take a few additions and retractions, our
imaginary still functions in accordance with the schema established through Greek mythologies and
tragedies. I will therefore take the example of the murder of Clytemnestra in the Oresteia (Irigaray
[1981] 1991: 36).

Irigaray’s reading of the Oresteia, in “The Bodily Encounter with the Mother’
([1981] 1991), provides a mythological basis for her argument that the murder of the father
is already predicated on cultural matricide at a ‘primal level’.>' The Oresteia pre-figures
Oedipus in the chronology of Greek mythology: Oedipus is ‘re-enacting the madness of
Orestes’ whose crime of murdering his mother, Clytemnestra, in the name of the
patriarchal Order, continues to haunt the ‘son’ from generation to generation (ibid: 36-37).
Like Rank, Irigaray’s interpretation emphasises the significance of the mother in such a
way that challenges the Freudian privileging of Oedipus. Moreover, her interpretation also
challenges the Lacanian privileging of the Name-of-the Father.

As Irigaray’s psychoanalytic theories are contemporaneous with Lacan, this
refutation of the Symbolic Order, which the Name-of-the-Father signifies, is tantamount to
Rank’s heresy with regard to Freud. Indeed, her second book, Speculum (1974), is both a
critique of Freud and the legacy of psychoanalysis which continued to develop after his
death, in which Lacan is implicated. The analogy made here between Rank and Irigaray is
verified by the fact that Irigaray, like Rank, was ‘excommunicated’ or as Irigaray put it,
‘put into quarantine’: with the publication of Speculum, she lost her post at the Department
of Psychoanalysis at Vincennes in 1974 (Whitford in Wright 1992: 178).

Irigaray contests Lacan’s emphasis on the spoken and linguistic structure of the
subject. She is not interested in the apparatus of the ‘I’. Instead, she is concerned with the
embodied experience that cannot ever be represented by this signification, precisely

because it is always only ever an empty signifier:
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According to this order, when a child is given a proper name, it already replaces the most irreducible
mark of birth: the navel. A proper name, even a forename, is always late in terms of this most
irreducible trace of identity: the scar left when the cord was cut. A proper name, even a forename, is
slipped on to the body like a coating — an extra-corporeal identity card. Yet, no matter what use he
makes of the law, the symbolic, language [langue] or proper names (the name of the father), in
practice the psychoanalyst usually sits behind the analysand, like the mother he should not look back
at (Irigaray [1981] 1991: 39, italics and brackets in original).

In the psychoanalytic situation, the analyst is the Other, the subject-presumed-to-
know, for the patient...but the analyst, as subject, is also an ‘I'. Women are positioned
within Lacan’s framework as the ‘other’, but because they are excluded from having the
phallus their position as ‘Other’ is tenuous. Irigaray speaks as Other, in so far as she is an
analyst: subject-presumed-to-know. She also speaks as ‘other’, from her position as a
woman whose subjectivity is mis-recognised as a lack. Her primary focus is on the
position of ‘woman’ in relation to the maternal body: sexual difference and same-sex
encounters between women that exist without binary opposition.

Language is problematic for auto-authorisation: it bars the subject from knowing
‘his’ own embodiment and from articulating embodied experience. Paradoxically,
language is also the necessary means by which a subject is constituted and represented. As
sexually distinct from men, women enter language, and are positioned to it, differently.
For men, language signifies the loss of the mother and the death of the father, as his
position is usurped by the son. For women, language is specifically needed to establish
autonomy and distance from the matemal body that is never lost because it doubles within
the female subject’s own psychical corporeal embodiment. What is more, the father is not
usurped nor necessarily need die, in order for women to speak. Instead the figure of the
father, as for Nin, provides a potential source of identification that sits outside the semiotic
relation to the maternal that can serve to guide the process of marking respective
boundaries between mother and daughter identities.

The existing Symbolic structure of language, however, offers no way of
establishing a positive separation between mothers and daughters, since it fails to recognise

woman as a symbolic-presence at all. The acceptance of the Symbolic Order instigates an
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immediate disavowal of the maternal that cuts women off from their primary source of
identification. The only representations of female identity on offer within the Symbolic are
predicated on man’s desire. A/the woman has no access to her own sexual and sexed
identity because there is no means by which to symbolically represent such subjective
specificity between mothers and daughters, or between women.

In this way, the mother’s sex, the maternal-feminine position of female subjectivity,
is forfeited in exchange for the (patriarchal) social worth of woman as other. The
daughter, as well as the son, is forced to commit matricide in order for women to appear
‘feminine’ for men. In so far as mothers wish their daughters to be accepted within
society, they too collude in the murder of the maternal-feminine, as it would threaten the
prescribed conventions of femininity that are the guarantors of their daughter’s worth.

Therefore, Irigaray argues, women must create a new language, another Symbolic
that is meaningful rather than meaningless; that is defined in a positive recognition of the
‘maternal-feminine’ as a corporeal being rather than defined in the negative (ibid: 43).
Until this happens, women will continue to collude in the matricide that occurs through
signification. To this end, Irigaray retains the I/Not-I binary and seeks reconciliation
with/in the Not-1, disavowing the legitimacy of the classic psychoanalytic ‘I’ for women,

who are of a different sex from men.

The Asymmetrical I’:

Castration means that jouissance must be refused, so that it can be reached on the inverted ladder
(I'échelle renversée) of the Law of desire (Lacan [1966] 1977: 324, italics in original).

And so, the openness of the mother [ouverture de la mére], the opening on to the mother (ouverture
d la mére], appear to be threats of contagion, contamination, engulfment in illness, madness and
death. Obviously, there is nothing there that permits a gradual advance, one step at a time. No
Jacob’s ladder for a return to the mother. Jacob’s ladder always climbs up to heaven, to the Father
and his kingdom (Irigaray [1981] 1991: 39-40, italics in original).

Gender and sex are confused at the moment language is introduced to the subject...
subjectively and theoretically speaking. The difficulty that women face in creating a new

language that speaks of and for their sexual difference is that cultural constructions of
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gender are invariably and problematically implicated. It is at the Oedipal Stage where the
Castration Complex occurs that sexual in/difference is problematically introduced within
Freudian, Rankian and Lacanian psychoanalysis.

The schema of erogenous zones that defines sexuality within these frameworks is
asymmetrical; in so far as the primary erogenous zone for boys and men remains constant,
while it is said to shift within the development of the woman. In the pre-pubescent period,
little girls are considered, within classic psychoanalysis, to be ‘the same as’ little boys.
That is, they both have an ‘active’ primary erogenous zone: for little boys it is the penis
and for little girls it is the clitoris. However, the ‘proper’ (read ‘normal’ heterosexual)
woman shifts from her ‘active’ sexual form of gratification to a ‘passive’ one. This shift
moves the primary erogenous zone from the site of the clitoris to the vaginal passage, so
that the woman is, said to be, fully sexually developed only when she derives sexual
gratification from the penetration of the man’s penis, over clitoral stimulation. In this shift,
woman occupies her ‘proper’ position in relation to man as the passive ‘other’ and the
biological reproducing receptacle.

This asymmetry, however, is different from the earlier ‘asymmetrical’ relations to
the maternal body that Irigaray outlines in her formulation of sexual difference. According
to Irigaray, ‘women always stand in an archaic and primal relationship with what is known
as homosexuality. For their part, men always stand in an archaic and primal relationship
with heterosexuality, since the first object of their love and desire is a woman’ (Irigaray
[1981] 1991: 44).

The Castration Complex demands that little girls, like little boys, give up
identification with the mother in order to ‘enter into the desire of/for the father’. However,
Irigaray argues that this restricts women to the heterosexual condition of man. From the
homosexual position of woman this demand is ‘completely pathogenic and pathological’,

since a little girl’s subjective identity is the ‘maternal-feminine’. Thus for a little girl to
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give up the love of her mother, is asking her to give up her relation to herself. It is for this

reason that Irigaray calls upon women to ‘discover the singularity of our jouissance’:

For women, there are at least two modes of jowissance. One is programmed in a male libidinal
economy in accordance with a certain phallic order. Another is much more in harmony with what
they are, with their sexual identity. [...] But if we are to discover our female identity, [ think it is
important to know that, for us, there is a relationship with jouissance other than that which functions
in accordance with the phallic model (ibid: 45).

In ‘The Gesture in Psychoanalysis’ ([1987] 1990), Irigqray questions Freud’s
assumption that a child is ‘neutral’ in such a way as to draw attention to the specificity of
language. Irigaray is skeptical of the suggestion that the child is considered ‘neutral’ in
Freud’s framework because, ‘the word for child in German, Freud’s language, is neuter in
gender [...]." Nonetheless, she takes this consideration on board by revisiting the fort-da
episode that marks ‘Freud’s scene of entry into the symbolic order’.>

Irigaray has two important points to make with regard to Freud’s reading of the
‘fort-da’ game. First, that the specificity of the German language does not translate
meaning in the same way when applied to a French speaking small boy, whose equivalent
words would be ‘ici’ (here) and ‘13’ (there). After applying the same corporeal
consideration to this translated set of words as she does to the German ‘fort’ and ‘da’,
Irigaray concludes that, ‘[T]he hypothesis that the gesture [of ‘fort-da’] is one of
appropriation is not invalidated with the change of language: but it is open to question’
(Ingaray [1987] 1990: 130-1).

The second, and in many ways more important, point that Irigaray makes is to do
with the specificity of the child’s sex as ‘male’ in the ‘fort-da’ example. The little girl
neither gestures in the same way in the absence of the mother, nor can the ‘fort-da’ game
represent a/the little girl’s relation to the mother that is predicated on ‘same-ness’.>> The
overlapping proximity that characterises the relation between mothers and daughters goes

beyond incest, into actual embodiment:

The gitl has the mother, in some sense, in her skin, in the humidity of the mucous membranes, in the
intimacy of her most intimate parts, in the mystery of her relation to gestation, birth, and to her
sexual identity (ibid: 133-34).
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In classic psychoanalysis the doubling of mother and daughter is read as all the
more reason for women to be equated with the phallus/jouissance; to be the phallus rather
than to have it. The mother is relegated to the realm of the Real, and the daughter is
confined to an imaginary relation to her primary love-object and the source of her own
identity. Woman, therefore, lacks entrance into the Symbolic. She signifies all that is lost
to the man when he renounces the maternal figure so as to identify and align his
subjectivity with the (dead) father. She further symbolises the ‘lost paradise’ of the
intrauterine state that the male subject longs to return to, in so far as she embodies this
desired state.

Irigaray remarks that ‘[G]irls keep all or nothing. This is their mystery, their
seductiveness.’ In so doing, she can be seen to fuel the argument that women are equated
with masquerade; that the excess of appearance is a veil to hide an inherent lack. Yet,
Irigaray’s comment is directed at the observation that girls enter language differently from

boys, rather than perpetuating the assumption that girls have no language at all.

Woman always speaks with the mother; man speaks in her absence. This with her, obviously,
assumes different types of presence, and it must tend to put speech befiween (them), lest they remain
woven together, in an indissociable fusion. This with must strive to become with oneself. They turn
around themselves, they rise and descend as they roll themselves around themselves but they also
close up those parts of themselves which are two: the lips, the hands, the eyes (ibid: 134, italics in
original).

An understanding of speech that includes silence is necessary for women in order
to establish their own identities in relation to a/the maternal body. Women are left open to
each other, subject to each other, in a way that requires closures for the “definition’ of
individual psychical corporeality. In so far as enunciation and language initiate
foreclosures, this provides a vehicle for marking the perimeters between mothers and
daughters. But this device for ‘closure’ is not, can never be, a ‘foreclosure’ in the way

Lacan’s ressur[e]rected bar across the subject is. When a woman closes herself off, she

remains in ‘connection’ with the maternal body where her own body meets/touches itself.
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She does not lose the objet petit a, since she embadies it in her own subjective specific
identity.

It is not the case that women cannot speak, nor even that they cannot speak their
own sexually specific language, but rather that the existing phallocentric Symbolic fails to
recognise the significance of such gestures and utterances. This is the tragedy of the mis-
recognition that classic psychoanalysis (especially the Lacanian framework) base the
definition of subjectivity upon. Like the meanings that are lost when an alias is employed
to disguise the specific identity of a patient, crucial meanings are also lost when woman is

disguised and defined in the negative.>*

A/The Daughter’s I’:

He [Nin’s Father] tells me about his life with Mother. It is a revelation, and I know it is all true
because I recognise the traits in Mother which made such a life possible. 1 am profoundly shocked.
First, because it is strange to discover the sexual life of one’s parents — one’s mother. Secondly,
because Mother had seemed a Puritan to me...always. So reserved, so unsympathetic, so secretive
about sex. Religion. Morality. Bourgeoisie. [...] Father trying to ascend as an artist; Mother the
spider, voracious, bestial, not voluptuous, naturalistic, unromantic. Destroyer of illusion. Unkempt,
dirty, without coquetry or taste (Nin 1993: 206).

Unable to emulate the victimized Rosa, Anais determined to escape the bonds of womanhood by
mimicking her absent father — by imbibing his fierce sexual independence, along with his egotism,
mendacity and aesthetic sophistication. [...] Anais seems to have inherited her father’s gifts for
dissimulation and seduction, artfully fabulating alternative versions of reality in tall tales which
Rosa disdainfully labelled the “Nin lies’ (Henke 1997: 125).

In so far as the maternal-feminine is concealed from the daughter within the
Symbolic, the mother is part of the female subject’s own anonymity in the process of auto-
authorisation. ‘Dora’ is the alias that Freud associated with lost and concealed identity on
the basis of his memory regarding the relation between his sister, Rosa Freud, and her
maid, Rosa W... ‘Rosa’ is also the name of Anais Nin’s mother. This synchronicity leads
conveniently to the questions of where and how the ‘mother’ is positioned within Nin’s
framework of linguistic signification with regard to sexual difference and a/the woman as
an artist. For although Rank offered Nin a theory of primary anxiety that privileged the
maternal body, his linking of artistic creation to a second ‘birth’ was a Symbolic, rather
than ‘concrete’, tribute to the maternal significance (Rank 1989a; 378-79). In this, he
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failed to providp Nin with a framework for positively identifying (with) her biological
mother, Rosa Culmell de Nin (1871-1954),

Nin’s narratives of her identity text frame the loss of her father as the central axis of
her auto-authorisation; especially in her analysis with Rank and in the period of her life
that I have highlighted thus far. Rank and Nin fixated on the role of the paternal figure
because it provided a basis of identification, as well as posing a threat and a challenge, to
the ‘birth’ of the artist. However, her paternal loss is superimposed over an earlier loss of
maternal identification.

Nin ultimately addressed the two modes of jouissance that Irigaray names: the one
‘programmed in a male libidinal economy’ and the singularity of women’s particular
Jjouissance. Yet because Nin identified with her father as a/the Artist, she had to move in
an inner direction through the creative ‘labyrinth’ of he; life and work, in order to
eventually recognise her primary relation to her mother as a positive sexually specific
subjective position. Following on from her work with Rank, Nin returned to the
relationship with her biological mother with regard to the metaphor of mothering,
emerging in/for her own creative process. As Richard-Allerdyce notes, it is significant that |
Nin chose women analysts rather than men to probe this theme (Richard-Allerdyce 1998:
68). S

Not only was Nin’s mother the primary caretaker in (and single parent for much of)
Nin’s childhood, but she also lived with Nin and Hugh Guiler in France for many years;
including the periods in which Nin was in analysis with Allendy and Rank (Nin 1993: 409-
10). Just as Rank rebelled from the perceived inadequacies of his father’s presence, the
presence of Nin’s mother made her an imposing figure that Nin needed to distinguish
herself from. However, unlike her distant father, Nin was in no position to glorify her
mother because of her close proximity.

For example, even though Nin’s mother was also a professional musician (soprano

singer), it is her father who is recognised as the Artist (Friedman 1991: 340).%° Moreover,
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despite suggestions that her mother was the first to supply Nin with writing materials and
encourage her to write, it is her father who is credited with the birth of the Diaries.
(Nalbantian 1997: xv) Not only is her mother’s positive influence omitted from the mythic
inception of the journals, but she is also, within Nin's identity text, presented as a forceful

obstacle to the artistic identity that Nin sought through her writing practice.

After my mother died, T dreamt that I published the diary, and she read it. Which indicated that the
person 1 was most fearful to confess to was my mother. She had once said: ‘since you write about
that monster Lawrence, you’re no longer the nice little girl who wrote such a funny diary at the age
of nine.” She passed judgement on me as a writer and never would read me again. So you see that
this fear lasts very long, the taboos last so long (Nin {1975] 1992: 143).

Locating the significance of Nin’s mother through the Rankian formulation of the
double motif, Rosa can be understood to function as Nin’s double (ego-ideal) in the form
of a tormenting conscience upholding patﬁarchal values. Her influence as a single parent
compounded her position as the auihority figure laying down the law in Nin’s childhood.
In this way, the matefnﬁi and paternal figures were conflated in Nin’s psycho-symbolic
associations with her biological mother (leaving her father free to be idealised). Asa
devout Catholic, Rosa held strict views on the roles that women should perform as a wife
and mother. From quite early on, Nin felt pressure from her mother to abandon her
journal, so that such ‘intellectual’ tendencies would not pose a threat to her future ‘life as a
woman’(ibid: 161). However, the suffering that Nin witnessed with regard to Rosa’s own
life as “woman’, ‘wife’ and ‘mother’ rendered such positions problematic for Nin.

Her mother represented a Not-woman position of female subjectivity for Nin. First,
because she enforced patriarchal rather than ‘matemal-feminine’ (to use Irigaray’s term)
notions of female identity. Secondly, because she embodied the kind of woman Nin did
not want to become. Richard-Allerdyce suggests that, ‘[T]o reject this maternal role is also
to separate the ego from the ego ideal, lessening her identification with the sacrificing style

of her own mother’ (Richard-Allerdyce 1998: 147-8).

By putting the feminine against the masculine in her first book (the study of D.H. Lawrence she
published in 1932), for instance, Nin devised a way to incorporate a psychoanalytic emphasis on
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self-exploration into an identification with the writer she could see as both masculine in his creative
energy and feminine in his use of language (ibid: 7).

Both Irigaray and Nin, in their own ways, address the question of sexual specificity
with regard to language. In both cases the charge of essentialism has been directed at them
because they confront the definition of woman in order to claim it for/from their own sex.
Yet, whereas Irigaray was seen to be essentialist because she defines woman in relation to
biological sexual difference, Nin appears essentialist in her embrace of femininity as a
position for woman. As Nin was writing a generation before Irigaray, this recourse to
gender in her language is indicative of the historical conditions that she lived within, which

' w;sre distinct from Irigaray’s era that coincided with post-structuralism. Nevertheless, both
women faced a similar problem and share a similar intent with regard to linguistically
articulating a position of difference that in neither case is essentialist in fundamentals.

Nin searched for answers to her own identit'y as a/the woman by distinguishing
between sex and gender; embodying and deploﬁng languages of gender that eventually led
her back to an appreciation of her distinct sexed subjectivity. Like her positioning of D.H.
Lawrence, Nin ascribed both ‘feminine’ and ‘masculine’ genders to her romanticised
(imaginary) biological father. In so doing, she was able to position herself as ‘feminine’;
while simultaneously constructing an understanding of her father as her ‘twin’ that enabled
her to occupy the/his position as ‘artist’.

Within Nin’s subjective specific framework, gender definitions become
‘ensconced’ (to use a Ninian term) with degrees of material presence. Because of the
significance Nin placed on her father’s approval, his criticism that she was ugly in

childhood had a long lasting effect:

A girl’s self-image emerges from the admiration of her father and the example of her mother. [...]
Yet she has been told by her papa that she is skinny and ugly afier early attacks typhoid and scarlet
fever. Her mama tells her that she is frail, calls her ‘dainty little doll from Saint Cloud [...]° {Fitch
1993: 14).

In Nin’s auto-history, ‘ugly’ is equated with ‘skinny’ and ‘fragile’. These terms

correspond with a notion of diminished presence or lack of substance: frail. While fragility
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may have derogatory associations with ugliness, it can also be positively aligned with
‘delicate’ and therefore socially ‘feminine’ attributes. In this way, frailty is unthreatening
and potentially desirable to men whose own gendered image is defined in contrast to a
woman’s ‘delicately attractive’ features. This contradictory interpretation of ‘ugly’
perhaps is supported by Nin’s father’s obsession with photographing Nin naked as a child,
mentioned earlier.

While Nin read D.H.Lawrence’s use of language as ‘feminine’, it is her father’s
physicality that enables her to feminise his otherwise ‘masculine’ identity: ‘He is very
sensitive, very effeminate, and extremely selfish, of course. Needs to be loved and
pampered [...]’ (Nin 1993: 111). Thus, Nin has ‘thoughts of a ‘feminine’ Father!” (ibid:
113). At the same time, his creative talents and privileged position as a/the Artist remains
g “rlnas-culline’ - all ‘foughness, substantiality (mental inte]]ectlial, artistic)’ (ibid: 45).

This understanding of her father mirrored Nin’s framing of herse]f: as physically
‘feminine’ and simultaneously ‘masculine’ in her creative pursuits. Since her father left
shortly after her childhood attacks of typhoid and scarlet fever, Nin equated illness with
(abandonment by) her father and affection from her mother (Richard-Allerdyce 1998: 157).
In this way Nin’s ‘femininity’ was tied up in longing for the totality of her mythic reunion
with her father and the stifling yet stable support of her mother.

In so far as stability was associated with a ‘stasis’ that contradicted the fluidity of
Nin’s artistic identification (ibid.), “illness’ constituted a double rejection of her mother
and a reinforcement of the significance of her father’s artistic identity. Thus, it is possible
to conclude that Nin embraced beauty and femininity as an attempt to live up to the image
of ‘Donna Juana’ for her father and herself; to continually disprove and wipe away his
curse of ‘ugliness’ (passive femininity) by actively seducing men. As such, her physical
presence must be seen to be ‘feminine’ (read ‘beautiful’) for her to be successful as both a

seductive ‘woman’ (in the phallic order) and [therefore] an *Artist’:

He tells me, “You have become beautiful. Lovely, that black hair, green eyes, red mouth. And one
sees that you have suffered, yet the face is placid. It is made beautiful by suffering.” [...] He talks
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about the Nin illnesses as proudly, almost, as about a Nin possession. The Nin liver, the Nin
rheumatism, the Nin pallor. He injects pride into our humiliations, even. Pride. Pride. And 1
realize suddenly the enormousness of my selfsame pride (ibid: 159-60).

The incestuous encounter with her long lost father and the abortion of her child
(thought to be fathered by Henry Miller), both occurring in 1934, are the pivotal events
that shift Nin’s parental identification from father to mother. Nin detailed both the incest
scene and her abortion in her unexpurgated Diaries of the time and in Winter of Artifice
(coded as a stillbirth). For example, in the middle section of Winter of Artifice, which
bears the overall title of the complete novella, the concluding passage reads: ‘The last time
she had come out of the ether it was to look at her dead child, a little girl with long
eyelashes and slender hands. She was dead. The little girl in her was dead too. The
woman was saved. And with the litt]e girl died the need of a father’ (Nin [1945] 1979:
118). It was not until Nin began wc-)rk on Under a Glass Bell, almost a de;:ade later,
however, that the implications of this shift were fully recognised for Nin (Richard-
Allerdyce 1998: 71). This process also coincided with the start of Nin’s analysis with Dr
Jaeger.

Nin romanticised her absent father until she was able to physically encounter him
in adult life and appreciate his human limitations. It is interesting to note, as the opening
quote of this sub-section reveals, that at the moment of incestuous reunion with her father,
Nin speaks of ‘discovering the sexual life of her mother’. As ironic as this statement may
seem, it is of great significance because it is precisely at this moment that Nin’s own
illusions of her father began to be destroyed: ‘Poor Mother, with her dark, instinctive love.
She alone has suffered — not Father. He is not whole enough to suffer’ (Nin 1993: 320).

By identifying with her father as her narcissistic twin, Nin finally comes face to
face with the realisation that she and her father are not the same. While he wants to live in
the illusions they project onto each other, Nin is compelled to move beyond them in search
of an inner ‘truth’: ‘I see all the differences between us, and as to the resemblances, I make

literature of them. I feel hard inside, because Father is less honest than I am in the final
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analysis, and he is vain, vain, and such a comedian!”’ (ibid: 307). Thus, Nin is echoing her
own entrance into the embodiment of the maternal-feminine position when she states in her
journal that her mother is, ‘[D]estroyer of illusion. Unkempt, dirty, without coquetry or
taste’ (ibid: 206).

‘Nin’s concept of a prototypical feminine creator’ was ‘developed partly to
distance herself from her father as its masculine opposite’ (Richard-Allerdyce 1998: 61).
At first, in her weakness, Nin’s mother was perceived as a threat to Nin. But as Nin came
to understand and value the feminine methodology she invested into her Diaries, she was
increasingly able to appreciate the strength and bravery required to occupy the traditional
subjective positions afforded to women, which both she and Rosa embodied to differing

degrees.

The shift to a mother figure also sheds light into [sic] the nature of Nin’s increasing use of
mothering, during this stage of her career, fo theorize the kind of creativity she characterized as
feminine. Incorporating Jaeger's insight that creation does not have to oppose femininity, that
literary creativity can be an active not aggressive act, Nin continued to explore her roles in her diary
and her fiction, specifically in relation to the polarization of masculine and feminine represented in
Volume 2 of her Diary (Richard-Allerdyce 1998: 68).

Within Nin’s subjective form[ul]ation, however, her psycho-symbolic
understanding of ‘mother’ continued to be experienced as a *split’: She ‘associate[d]
creativity with transcendent motherhood; obligation with mothering as a law-defined
function, through which a woman must serve as support for a patriarchal structure’ (ibid:
116). In her numerous relationships with men, Nin repeatedly felt obligated to take care of
their needs with regard to financial and emotional support. In this way, she continued to be
torn between the traditional roles of being a ‘proper’ woman or embodying the position of
artist herself.

This tension between fostering the life and work of others and attending to her own
creativity was read, by Nin, as a negative symptom of ‘mothering’ that threatened to engulf
her (Nin [1975] 1992: 132). To this end, Richard-Allerdyce concludes that, ‘Nin would

become stuck in mother-identification for over two decades, unable to distinguish between
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her own real desires and the ideal woman she strived to be’ (Richard-Allerdyce 1998: 68).
The explicit ‘theme of woman’s self-authorship’ (auto-autkorisation), in relation to this
lifelong conflict, forms the basis of Nin’s five-volume ‘continuous novel’ (Cities of the
Interior’’) that began with Ladders of Fire in 1946 (ibid: 100).

Richard-Allerdyce demonstrates how by the end of this epic ‘novel’ Nin had moved
away from a language of gender in favour of the concept of fluidity (ibid: 160). Nin
associated this fluidity with the sexually specific subjectivity of a/the woman and,
nevertheless, as others have, found it to be represented by some Modernist male writers
such as D.H. Lawrence, Proust and Joyce. Nin’s understanding of fluidity is best
represented through the stylistic form of her Diaries rather than (her) fiction, which she
came to fully appreciate as such with the conclusion of the ‘continuous novel’. Moreover,

_her emerging concept of fluidity was bound up in her notion of a ‘synclifonic moment’ in
art that incorporated music and the plast-ic arts into her understanding ‘of linguistic
signification, thus positioning the psychical corporeal subject, with all senses operational,
into the discourse of creativity in an embodied way (ibid: 123). As such, Nin used
corporeality as a structure for her writing and reinvested the empty linguistic signifier with
the ‘body’ of her lost and then found ‘mother’ (objet petit a) in the way only a speaking

daughter can.
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‘destruction and death’ that she read in Modern art (both literary and visual-materiaf). She
described this in terms of the ‘cult of ugliness’: the man-made underworld of ‘despair, of
the gutter and the trash of our lives’ (Nin [1975] 1992: 101-05). These words hark back to
her 1954 novel, 4 Spy in the House of Love, in which she makes an explicit reference to

Duchamp, and the significance of his painting as representational of her own life:

For the first time, on this bleak early moming walk through New York streets not yet cleaned of the
night people's cigarette butts and empty liquor bottles, she understood Duchamp’s painting of a
Nude Descending a Staircase. Eight or ten outlines of the same woman like many multiple
exposures of a woman's personality, neatly divided into many layers, walking down the stairs in
unison (Nin [1954] 1973: 112-113 my emphasis).

Along with Duchamp, the Surrealist movement was also implicated within the ‘cult
of ugliness’ (the dominant art ideology) against which Nin defined her own artistic aims.
Nin was not a part ;)f the Surrealist movement, despite its pervasive presence in Paris in the
1920s and 30s. Nonetheiess, she was both intereste;(-i in and influenced by them.®® Like
Nin, the Surrealists looked to psychoahal).rsis and the notion of the unconscious for a
framework of alternative ‘reality’. There are many corollaries between the Surrealists’
aesthetic and theoretical languages and Nin’s own approach to writing. Yet, in so far as
Rank’s theones diverged from Freudian psychoanalysis, the framework that Nin adopted is
distinct from the psychoanalytic model that the Surrealists looked to for inspiration.
According to Richard-Allerdyce, the distinction between the Surrealists and Nin is located
in her philosophy of ‘personal as political’ that Nin emphasised, ‘before it was fashionable

among literary and cultural critics to do s0’.

Whereas Nin valued the innovations of the Surrealists and their privileging of the dreamworld, for
instance, she also believed that it is only by confronting one’s own past and coming to terms with
one’s own anger and pain, so one can be creative rather than destructive, that political efficacy can
be achieved (Richard-Allerdyce 1998: 107-8).

Like many women artists involved in the Surrealist movement, Nin embraced the
images of the femme-enfant® and the femme fatale™; as empowering positions from which
to challenge traditional notions of passive womanliness and enter into the creative life

culturally reserved for male artists. The Surrealist ideas about women were the container
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both) can symbolise the ‘highest and lowest’ (‘mortal and immortal’/“life or death’) aspects
of this split (ibid: 61). In this way, the Muse who is ‘idealized by the poet’ also represents

his conflict and ‘often comes off badly enough in real life’ (ibid: 379-80).

In the life of many an artist this [relation of artist to the opposite sex] is a disturbing factor, one of
the deepest sources of conflict, indeed, when it tends to force or beguile him into closer touch with
life than is necessary or even advantageous to his production. To make a woman his Muse, or to
name her as such, therefore, ofien amounts to transforming a hindrance into a helper — a
compromise which is usually in the interest of productivity, but renders no service to life (Rank
1989a: 59-60).

In Rank’s formulation the Muse is ‘usually a real woman’ (ibid: 52). The artist
may also require more than one woman, ‘for _the different parts of his conflict’. This
demand, Rank notes, leads to psychological, as well as social dilemmas for the artist.
Ultimately, however, ‘[I]n every case the artist’s relation to woman has more of an
ideological than of a séxual significance’ (ibid: 60-61).

Although on the sﬁface this corresponds with the Surrealists’ framing of ‘woman’,
Rank is more explicit in his acknowledgement of the function of the Muse. For example,
he counters the artist’s emphasis, ‘on the unconscious impulse to create’, to which the
Muse is associated, with a reminder of the importance that the “‘conscious’ plays in
creation: ‘the reference of creation to the unconscious, if nothing else, is a conscious act’.
Rank attributes the over-valuation of the unconscious with strong guiit feelings, while the
over-valuation of the conscious is put down to ‘a desire to magnify and exalt oneself’ (ibid:
423-24).

Moreover, his understanding of the Muse is closer aligned theoretically with Lacan
than with the Surrealists. Lacan’s references to the unconscious are not in relation to
‘sexuality, or even sex’, but of the ‘relation to the phallus [the organ], in as much as it is
lacking in the real that might be attained in the sexual goal’ (Lacan [1973] 1998: 102).
Thus, both Lacan and Rank desexualise desire (libido) with regard to the phallus (Lacan)
and the creative impulse (Rank). They also both emphasise the splitting of the ego, and
have essentially narcissistic frameworks; which function by implicating the Other within

the process and on the site of individuation.
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The fact that an idealized self-glorification in the person of another can take on a physical form, as
in the Greek boy-love, has actually nothing to do with sex of the beloved, but is concerned only with
the struggle to develop a personality and the impulse to create which arises from it. This impulse is
at bottom directed to the creator’s own rebirth in the closest possible likeness, which is naturally
more readily found in his own sex; the other sex is felt to be biologically a disturbing element except
where it can be idealized as a Muse (Rank 1989a: 56).

By Rank’s own definition, the role of the Muse is not necessarily limited to women
or heterosexual dynamics; since the process of projection and transference that takes place
with the invocation of the Muse is of ideological rather than sexual significance. Rank
places a slightly different emphasis on homosexual relations, which he finds best
represented in Greek ‘boy-love’; but also present in the more modemn meptor/student
situation. Indeed, in some respects the Muse is even more appropriaté]y manifested in
same-sex identifications, because of the primarily narcissistic strategy related to a process
of sélE-birth (ibid: 61).

| The distinction that Rank makes for a male artist between the significance of same-
sex identification, and the use of a woman as Muse leans towards Irigaray’s argument
concerning the centrality of sexual difference in subjective identifications. As his theories
of a narcissistic Muse are introduced into Nin’s female embodiment of a/the artist,
Trigaray’s notion of ‘woman-sister’ homosexuality®® becomes implicated within Rank’s
schema. In so far as Nin explored relationships with other women and came to interpret
this through Rank’s formulation, she can be seen to embody Irigaray’s call of almost half a
century later for women to, ‘try to discover the singularity of our love for other women’

(Irigaray [1981] 1991: 44-45).
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love, and that was much more pleasurable than jealousy’ (Nin [1975] 1992: 63). A large
part of Nin's narcissistic emulation of June stemmed from Henry’s love for both women,

although it was not limited to this:

I love June because she has been a part of Henry. NO - we love each other as two women
recognizing each other’s value. There are resemblances between us (Nin 1993: 42, emphasis in
original).

Nin and June allied themselves against the ‘strangers’ and ‘symbols’ of the man-
made world around them, with which they were disillusioned (ibid: 30). Rather than
positioning June as the ‘other’, Nin identified her as ‘another facet’ of herself - as, ‘the
unconscious woman in me that I couldn’t reach or express’ (Nin [1975] 1992: 68). Nin
projected on to June what she could not see or accept in terms of her own subjectivity. For
example, in a passage that could easily be applied to her, she describes June as, ‘[A]
tormented, hungry child,- desired and unsure of love, fﬁg_htened, struggling desperately to
wield power through mystery and mystification’ (Nin 1993: 11).

In speaking of how women can inspire each other, Nin desexualised the definition
of ‘inspiration’ and asserted that, ‘[I]t could have been a man too. It happened to be a
woman’ (Nin [1975] 1992: 68). Although this statement is made to corroborate Rank’s
view of the Muse; I would argue that the significance of June as a Muse for Nin is,
nevertheless, bound up in the same-sex dynamic she introduced into Nin’s erotic strategy.
June replaced the phallic omnipotence of Nin’s biological mother with an altemative, but
equally problematic, understanding of the sex of woman. As such, she presented Nin with
a conflict of identifications between being a woman ([like] June), an artist ([like] Henry) or

a feminine artist (like D.H. Lawrence and her father).

Her movement toward a positive definition of a feminine role coincides with her continuing to hone
a theory of creativity and gender. When June Miller tells her she has a “mixture of utter femininity
and masculinity,” fer instance, Nin reports her negative response: “That is wrong, June. As soon as
a woman has creativity, imagination, or plays an active role in life, people say: ‘masculinity’.”
Depicting her own status as an artist as being compatible with a feminine role, Nin reinvents the
notion of motherhood that she inherited from her parents and culture. She would develop this idea
in fuller detail during her next analysis [with Rank] (Richard-Allerdyce 1998: 53).
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Both June and Henry offered Nin an entrance into the sphere of life, full of
embodied expeﬁences, that took her beyond the fantasy life in her mind. While Nin
embraced this fullness of life and sensuality, both her identity as an artist and Henry’s were
defined by the capacity for mental activity; in the sense of ‘true’ imagination rather than
‘objectivity’. In an attempt to distance June from the affinity she felt with Henry, Nin
concluded that June had no ‘true imagination’...because she resorted to using drugs (Nin
1993: 7-8). Moreover, in Nin’s narrative, not being an artist, June, unlike Nin, lacked the
capacity to understand Henry’s mind and is thus rendered ‘insane’ in her failed attempts to
do so (ibid: 23).

Nin equated June with an ‘absence of secure identity’ (Richard-Allerdyce 1998:
35). Fluidity, the touchstone of Nin’s sexually specific writing style in later years, is thus
'é'r.nbodied by June who is the phallus for Nin, so'that she can have it for the sake of hér
artistic identity. At the same time, however, Nin go;es' to great lengths to construct.an
understanding of herself as a ‘proper’ woman for the sake of her femininity, by
paradoxically situating June as ‘deviant’ in contrast.

Thus, June is seen to embrace sexuality to excess in such a way as to make her
‘manly’ in her assertiveness. For example, ‘June and the whores’ lead in sexual activity,
while Nin, ‘being thoroughly Latin and sexually passive’ waits for a man’s pleasure (Nin
1993: 56-57). Nin also notes June’s habit of masturbation in this context (ibid: 44). Nin is
thus positioned as a ‘real woman — a really passive female’, while June is framed as a
hysterical woman with a masculinity complex.5

Nin is partially able to conceive of June in this way because of the anti-Semitic
climate of the day and the fact that June was Jewish. June is explicitly portrayed as a

destructive, ‘ugly’ Jewess:

Not only neurotic, abnormal, crazy, but vulgar and low-minded, stupid and destructive. Even one’s
crimes, one’s neuroses have possibitities of beauty. June's show the face of a mean, suspicious,
money-touched Jewess. June the sieve, as I called her when Henry asked me why after twelve hours
of talk she could say good-bye smiling! (Nin 1993: 62).
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Nin feared a ‘double death’ from June, to both her artistic identity and her ‘powers’
as a woman, specifically in the form of the ‘double othering’ belle juive image. Lying in
bed together, Nin’s innocence is depicted as endangered by June in bodily terms: a fear of
contagion and contamination of June’s spoiled body (ibid: 5). Elsewhere, in keeping with
the belle juive imagery, Nin makes reference to 4 Thousand and One Nights. Here she
places herself in the role of the female storyteller, while June is cast as the King,
threatening destruction and death but ultimately to be prevailed over: ‘The thousand and
one nights of Montparnasse — each night a few pages, to prevent June from taking drugs.
And I will tell June everything, even about my love of Henry — that 1 will keep for the last
night’ (ibid: 26).

At the same time that June is accused of manly displays of sexual overindulgence,
she is denied the possibilit‘)./‘ of actively obtaining sexual pleasure in Nin’s psycho-symbolic
equation. Nin believed June to be ‘sexually dead’ and ‘frigid’ despite her ‘wh(.)ﬁsh’
behavior and her pretence to sexual interest. She poses the question: ‘Was [June] always
truly frigid (as Allendy suspects), or did she kill herself by excess, or by masturbation? It
is strange that the idea of June’s onanism®’ suddenly presents itself to my mind’ (ibid: 44).
In this way, Nin is able to retain the active position of having the phallus; while being the
phallus, June remains unable to access her sexuality despite her illusion of activity in this
sphere.

As I have demonstrated with regard to her father, physical presence is also
implicated into Nin’s form[ul]ations of identity in relation to June. In a time (long ago
now) when robust women were still regarded as models of femininity, Nin had to defend
her delicate features as ‘beautiful’, while also affirming her strength in other ways. Thus,
Nin’s fragile and delicate physique is contrasted by June who 1s framed in the negative as
‘too strong’. She is seen to be ‘tyrannical, healthy, undefeated, marvelously (sic)
assertive’. Ironically, these qualities make June vuinerable in Nin’s view. Sometimes this

arouses ‘pity’ from Nin, while other times it provokes condemnation. This vacillation
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illustrates the way in which the Muse represents the artist’s own shifting attitude towards
his, or her, position within the creative conflict (ibid: 20-23).

There is evidence, from Nin’s Diary, to suggest that Nin equally threatened June
and that this was also manifested in remarks regarding the body. For example, June is
reported to experience her larger physique as, ‘awkward and ungainly’ when in bed with
Nin (ibid: 39). Interestingly, June also sees Nin as ‘dead’: so dead that her body has no
smell. Moreover, June concludes that Henry must be a homosexual (to love a ‘woman
without breasts!”) and Nin a lesbian (to be attracted to such a weak man).

It is implied thaf Henry was wounded by June’s malicious comments as he relayed
thém to Nin, but she responded with artful re-interpretation. Her small breasts, she argued,
alluding to the image of the femme-enfant, are proportionate to her ‘body of a young girl’.
She attributes her lack of odor to her *frailty, lightnesélof texture, fand] the fact that, not
being fat, [she does not] perspire’ (ibid: 63-64). Nonetheless, June’s accusations seem to
carry some weight for Nin because she returns to this theme later in her journal to note
how her maid admires the perfumed fragrances that linger from her bath; which are so nice
in contrast to the ‘smelly’ odors left by her previous employers (ibid: 77).

In her Diary, Nin paraphrases Rank’s comments, the following year, on the
significance of June: ‘Said any lesbian tendencies were probably more imaginative than
physical, due to identification with father’ (ibid: 298). As well as positioning June as
Nin’s Muse through this suggestion, Rank also insinuates that because Nin desired her
father, she could not (also) be a homosexual (desire a woman). This opinion is reversed by
Henry, who reduces Nin's attraction to June to a ‘lesbian’ interest; convincing himself by
such a statement, that June could not penetrate into Nin’s ‘mind’ or ‘soul’...the way he
could. That is, that Nin’s attraction to June is merely a physical curiosity or satisfaction
that does not go beyond the surface of ‘June’s face and body’ (ibid: 12). What is connoted
in the above responses of both Rank and Henry, is their narcissistic desire (as men) to the

object of Nin’s attention. The need to qualify her relationship with June is predicated on
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an either/or binary: it is assumed that Nin (as a “proper’ woman) cannot have any other

desire beyond being the reflective Other to the male subject.

He [Henry] discovers through my journal that without the sucking or gestures [like those fucking]
there exists a suspended world of sensations without factual culmination, which is more mysterious
and deep than what he supposed existed between June and Jean, and June and me (ibid: 49).

Interestingly, Nin and June also each use the term ‘pulling a lesbian act’ to describe
their respective manipulation of each other, so as to ascertain what value the other had for
Henry (ibid: 41). These vindictive claims for superiority, however, are countered with
contrary sentiments often enough to keep them in perspective. ‘Lesbianism’ is used in all
these examples as a derogatoi‘y éllusion to superficial (secondary) narcissistic pleasure. In
so far as this is so, the verbal jousting between June and Nin, along with Rank’s dismissal
, _ar_ld-Henry’s fantasy reggrding their lesbianism, are reductive in the light of Nin’s
ﬁnderlying and lasting appreciation of her intimate exchange with June.

While Nin sought to understand her own womanliness through proj ection and
identification with June, she nevertheless experienced a tension between the glorification
of June as the embodiment of woman, and the real threat June posed to her own femininity.
Thus, in attempting to reconcile her conflicted attitudes through symbiosis, ‘going with
June into everything and everywhere’ (ibid: 7), Nin was not able to completely overcome
the negative implications of June’s presence. In the end, it was the negative transference
that June evoked that ultimately led Nin to establish her own identity as distinct from her
Muse. By the time their relationship had ended, she had relinquished her idealisation of
June and clarified her own embodiment of ‘femininity’ as significantly distinct. Nin's
encounter with June, like her reunion with her father the following year, confirmed that
narcissistically seeking salvation in the image of the ‘other’ fails to re-establish the totality
that, in Rank’s view, an individual desires. It is only the creative process with oneself that

can provide some reconciliation for embodied experiences of fragmentation.
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June: the mandrake, a Euroasian plant (mandragora) with purple flowers and a branched root
resembling the human body, from which a narcotic was prepared. The mandrake of Genesis was —
and still is — believed to have magical properties (ibid; 30).

Nin assigns June the name ‘Alraune’, the German word for mandrake, which she
later uses for a character in her fictional writing. A year later, when Nin and Rank unite
and are searching for names to attach to each other, Nin says, ‘I wanted to call you by the
name of the creator of Alraune — except that I do not intend to be altogether Alraune to
you....” By this time, Nin has moved on from her submerged identification with June. By
the end of this particular passage, both Rank and Nin have agreed that ‘You’ is the most
fitting name either one can use to represent the significance that the other holds for them
(ibid: 339). |

This conclusion highlights Nin’s shift from a woman Muse to that of (yet) anpther
man. Rank can only ever be Other;, while same-sex identifications penetrate and confuse -
the boundaries of psychical.—corporeality. At the same time, the designated “You’ suggests
an understanding that merging with any another is always a misguided attempt to return to
the intra-uterine state within the mother. Thus, the ‘I’ projected onto “You’ will not bring
about the wished for “us’, but rather a deeper insight into the distinctness of ‘I’: the other
subject remains separate (you) and the ego of the artist type (I) remains split. While the
Muse can inspire and threaten the artist into creation, i is the creative act itself that carries

a hope of totalisation.

145









Performance Text I:

A|d]Dress Rehearsal:
The Embodiment & Spectacle of Praxis

NOTE:

This performance text is presented here as it was written at the time of its devising
(Summer 1998).

The research project title was changed during the transfer from MPhil to PhD later that
year. The original title is referred to here. '

As noted in the introduction to the dissertation and discussed in the next chapter
" (‘Artistica’), the use of the term ‘narcissism’ to describe my methodology has since been
replaced with ‘auto-eroticism’. Some of the other terms that appear in this text have also
been re-defined since it was written.

The images that appear in this version of the performance text are still-frames from the

(Hi-8 analogue) video footage of the actual performance delivered at the conference, as
opposed to the re-staged photographs that were used in the POINT publication.
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Preface
A[d]Dress Rehearsal: The Embodiment & Spectacle of Praxis was written as a script-
based ‘paper’ with a view to a performed presentation for the delegates of the Practice,
History & Theory Conference on ‘the relationship of making to writing’, University of

Plymouth at Exeter, 10/11th of September 1998.

The reading of this script-based paper is one version of the text. However, the ideas for the
performance explicitly shaped the writing of the paper, as well as adding additional layers

of meaning and reading to the text.
I have added ‘stage cues’, in italics, to allow the script-based audience an indication of the

non-script elements of the primary presentation of this text. Stillimages from the video of

the actual 'présentation have also been imported to this document.
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awareness that certain others might find this scene provocative or is there something
inherently provocative in it for me?

Part of me feels that this admission of an imaginary other’s gaze is politically
incorrect in terms of feminist discourse. I should be ashamed of colluding with the voyeur.
At the same time this presence cannot be ignored, especially since I derive so much
pleasure from it. But what side of the gaze am I positioned on in this imaginary exchange
of looking, and how does it correspond with the physical sensations I am simultaneously
experiencing? I suggest that in this situation [ am both the voyeur and the exhibitionist.

I fantasised that by smearing my body with Vaseline (the releasing agent for my
skin), walking around my studio naked and covering myself with plaster I would
experience an erotic stimulation, the climax of the experience being to look upon an image
of my mﬁterial body that was speciﬁ(;ally addressed to me, by me.

With disappoinhﬁént, I found the practice itself no more erotic than engaging with
my body in other ways, like exercising or bathing...in other words, a chore. I found that
the Vaseline was messy and sticky, the plaster was cold when applied and often painful to
remove despite using a release agent. I consistently felt a strong resistance to stripping off
and getting dirty, only to get dressed again later 1o go home and bathe. I liken the
experience to another that fhave of being inclined to have sex but not enough to justify
having a shower afterwards if [ am already clean.

In such instances, the imaginary voyeur is the erotic element of the exercise, since 1
found this performance was only stimulating if I also fantasised someone else’s gaze or
knowledge of my actions. When I lock the studio door I also privatise my practice in a
significant way. I believe that in my isolation, I create an imaginary witness who I am
confident will appreciate my actions on the libidinal level I am experiencing them.

While the parameters of the plaster coating exercise do not explicitly incorporate a
role for any ‘audience’, an audience is nonetheless implicated into my imaginary reception

of the plaster coatings. I want to establish an autoerotic strategy of making that will be
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suggestive and communicable to the viewer. However, this raises important questions with
regard to my methodology: can my body be used to represent an autoerotic space that is
not on display for the viewer? Even more crucially, how is an autoerotic desire generated?
And, if T am not actually working from a place of autoeroticism then is this suggestion to
an ‘other’ misplaced? Does subversion hinge on the actual sensation of libidinal
investment within my making? And who is to know whether that has occurred or not? In
other words, who witnesses the fantasy?

Fantasy plays an important role in ego formation and identity construction.
‘Imagining oneself in relation to various environments, including other people, is a primary
element of fantasy. In so much as my plaster coatings are concerned with re-dressing and
re-enforcing my own identity, through an accurate and self-defined p'ortrayal of my
material experience, fantasy is a relevant component of the proc-ess.

Fantasy is what happens when [ play with 'myéelﬁ It is predominately a narcissistic
strategy of bringing the outer world into my own imaginary. It is a strategy of assimilation
and hypothesis. I chose ‘fantasy’ as my topic for this conference because I have an active
imagination. ..

Some things are better left unsaid... perhaps fantasies are such things. But [ am
always compelled to reveal them, to explore them, express them, wear them and indulge
them. It is through my fantasies that I am motivated.

This paper, Afd]Dress Rehearsal, has rehearsed fantasy in an effort to discuss it.
The danger of performing a fantasy, however, is that it quickly becomes ‘reality’, i.e. not
satisfying. So if you will excuse me for minute, I will now slip into something more

comfortable.”
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Chapter Three: ARTISTICA

I. Visual-Material(ity) Matters

Having introduced RyyA. Bread® and the implications of a sexed and embodied
author function by way of Nin’s identity text, her literary practices and related frameworks,
the aim of this chapter is to situate my own praxis within this necessarily elaborate
construct. The context of my own auto-authorisation and the means by which I have
approached the question of embodied methodology differ from that of Nin, at the same
time that my engagement with her has been a-muse-ing to my senses. Thus, the process of
defining my own auto-erotic methodology, in terms of an interdisciplinary praxis, requires
a further investigation into both psychical corporeality and modes of textual production.
At stake in the differences between Nin and myself are the particular forms in which
subjective specific desire is aroused, undz_a‘r.séood and represented. |

The-refore, the following chapter, ‘Artistica’, sets out to distinguish RyyA. Bread®
from Anais Nin and other Others, by shifting the discourse of a/the artist from a broad
definition and literary context as deployed by Nin and Rank, to the specific sites of
material signifiers and visual-material textual production. To this end, the ‘elaborate
construct’ of frameworks is further extended to include arﬁsts explicitly working within
these modes of signification. The pricipal artists concemned are George Segal, Marcel
Duchamp and Louise Bourgeois.

George Segal is important to my work because of specificity of the medium
implicit in my plaster coatings. The primary theme of his work is the essentially modernist
notion of public and domestic spaces and ‘man’s’ place in society; which he depicts
through a figurative plaster coating technique. Segal is sympathetic to the working class
labourer and the representation of the proletariat. His repertoire is amassed with works
that depict man labouring on construction sites, working at or with machines and moving
through the public domain as part of an anonymous crowd caught up in the mechanised

motion of industrialism. These are apparent in Segal’s work of the 1960s and 70s.
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(in their) absence. The lack of little birds, on/in the site/sight where they should be,
invokes the threat that the presence of their sharp beaks pose for Duchamp’s phallic flesh.
At the same time that this threat traumatises him, Duchamp’s (cuttle)bone is moored within
a saccharine-coated tangibility of the marble (sugar) cubes that anchor and surround him

within his imprisoned situation.

It [the title] refers clearly to something which is not happening: R(r]ose is not sneezing, [...] What
makes the object appropriate to the title is that it provides an image of confinement, a metaphor for
inner space from which the sneeze cannot escape. [...] The implied answer to the question is that
R[r]ose prefers the state of permanent anticipation that is not sneezing to the release of tension the
small explosion would bring: because eros is desire, delay is the only state in which it survives
undiminished (Seigel 1995: 170).

This quote, obviously informed by Lacanian thought, reads as a decidedly male
interpretation either by Seigel, Duchamp or both. It is a justification for [a] man’s inability
to ‘bless’ [you] 'a. woman with or for her own orgas'm‘(sﬁéeze'). As Irigaray has noted,
desire is alwa).fs already fulfilled in the sex of a woman in relation to herself and when is
she ever wholly satisfied by a man? (Ingaray [1974] 1991: 56). Why not sneeze Rose
Sélavy? could sustain this interpretation, but like the identity text of Rrose Sélavy,
Duchamp offers ambiguities in this piece rather than fixed meanings.

Unlike R[r]ose Sélavy, Nin does ‘sneeze’...into a dainty handkerchief with lace
embrotdery. She is not afraid of snot, she embraces the bodily fluids that pour in and out
of her body and intermingle with others. She does not excuse herself for her bodily spasms

but she nonetheless desires the blessings of others.

The rogues’ new robes:

Parody is one way in which women artists have attempted to make visual-material
signification measure up to accurate female representation. This strategy was especially
useful in the 1970s and 1980s for raising a political awareness of women’s historical
position within art; the most (in)famous example being Lynda Benglis’s Posed with
Instrument (1974). By ‘prop[ping] a dildo onto her nude body’, this piece mimics

explicitly manly artists, by reversing the appropriation of gender (Straayer 1990: 266).
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emphasises pivot around the sexualisation and/or seduction of a child that prematurely re-
introduces him/her to the genital pleasure and leads the child to masturbation. Freud’s
claim that ‘[O]bviously seduction is not required in order to arouse a child’s sexual life;
that can also come about spontaneously from internal causes,’ is highly problematic in its
implications with regard to sexual abuse (ibid: 190-91).3¢ Nevertheless, it does not
necessarily condone adults acting in response. In terms of establishing an anaclitic, auto-
erotic strategy this comment is significant.

While the idea in itself may be morally redeemable, Freud links the effects of
seduction (“polymorphously perverse’ disposition, scopophilia, exhibitionism and cruelty)
with the child. A child is prone to a polymorphously perverse disposition, which. equates
the ‘seduced child’ with an ‘average uncultivated woman’, ‘prostitutes’ and indeed, ‘the
immense number of women [...] who must be sup‘po_séd 'to have the aptitude for
prostitution v}ithout becoming engaged in it [...]" (ibid.). Again, this raises serious alarms,
not just with regard to sexual in/difference and gender coding, but in terms of class issues
as well...at least. However, in turning this statement around, there is a more interesting
reading to be made with respect to the ‘polymorphously perverse’ and sexually specific
Jouissance. Rather than a victimised child mirroring a deviant woman, outside the Oedipal
domain there 1s a hope in Freud’s inferno of finding a woman who, through internal
causes, has the capacity for multiple openings on/into jouissance and are easy to access

through the site of one’s own body:

The child does not make use of an extrancous body for his sucking, but prefers a part of his own
skin because it is more convenient, because it makes him independent of the external world, which
he is not yet able to control, and because in that way he provides himself, as it were, with a second
erotogenic zone, though one of an inferior kind. The inferiority of this second region is among the
reasons why at a later date he seeks the corresponding part-the lips- of another person. (‘It’s a pity 1
can’t kiss myself’, he seems to be saying.) (Freud [1905b]: 182 parenthesis in original).

Irigaray’s theories of sexually specific jouissance emerge from the site of woman'’s
own embodiment and specifically the lips of the woman, who in always touching herself, is
always already in touch with the maternal-feminine. The concept of two-lips kissing is

bound up in Freud’s discussions of auto-eroticism, which Irigaray notes. The difference is
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in what constitutes ‘lips’ and the notion implicit in Irigaray’s framework is that a woman is
distinct from a man because her ‘lips’ are multiple and not restricted to the mouth (Irigaray
[1974] 1991: 56).

Freud frames (oral) ‘lips’ as an ‘inferior’ erogenous zone that for some children
take on an overvaluation that relates back to the sucking of the breast. Although he
explicitly identifies the lips as inferior to the maternal breast, it is the penis that holds
superiority over all other erogenous zones in his framework. Thus masturbation is heir to

sucking (breast and then thumb) in the infant’s development (Freud [1905b]: 181-183).
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‘Grosz begins her piece on lesbian fetishism by outlining the historical and textual
context of Freud and Lacan’s respective positions on fetishism; with regard to the Oedipus
Complex, castration and Lacan’s distinction between the phallus (as signifier) and the
penis (as sign) (ibid: 142-147). She then distinguishes four basic forms of psychical
defence (repression, negation/denial, repudiation/foreclosure and disavowal); and locates
fetishism as a form of disavowal within this mapping. Within the psychical defence of
disavowal, the ego is split to maintain two contradictory beliefs simultaneously; ‘the denial
of woman’s lack and its recognition and acceptance’. In this respect, disavowal is located
midway between ‘psychosis’ and ‘neurosis’: ‘It is as if one part of the ego (which accepts
castration) is neurotic, and the other part (which repudiates castration) is psychotic’ (ibid:
148).

Once fetishism is identified as a particular psychical defence mechanism, Grosz
positions psychoanalytic constructs of femininity within the classic understanding of
disavowal. Freud argued that there is no reason for the female child to disavow the
mother’s castration, whereas disavowal of her own castration was considered a ‘normal’
first reaction in a woman'’s psycho-sexual development. Thus, while disavowal is a
process utilised by both sexes, there is a significant difference between the fetishist’s
disavowal of the mother’s castration and the female child’s disavowal of her own
castration (Grosz 1995: 149).

Grosz describes the three ‘paths’ opened up by the effect of this self-referential
disavowal in classic formulations of ‘feminine development’: heterosexual (secondary)
narcissism, hysteria and the ‘masculinity complex’. She notes that in documented cases of
female fetishism, such as the ones cited by Greenacre and Schor that the girls lack the
essential tension between denial and acceptance of castration because they believe
themselves to have a penis like a little boy. Thus, they are too close to psychosis to fit the
fetishist’s ambivalent condition of being suspended, necessarily, between the two terms of

the split ego (ibid.).
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Within Freudian psychoanalysis, however, ‘lesbianism could be seen as a form of
female fetishism’. As with male homosexuality, two forms of female homosexuality are
identified: the female homosexual either seeks a feminine love-object (as heterosexual men
do), or a masculine love-object (whether male or female). Lesbians who seek a feminine
love-object are situated within the masculine complex. In so far as both classic fetishism
and the ‘masculinity complex’ involve a splitting of the ego, it is this path that leads to a
connection with Grosz’s lesbian fetishism. However, and importantly, while male
fetishism is predicated on a fundamental ‘fear of femininity’, the masculine woman is
motivated by a love of her same sex (Grosz 1995: 153).

Like with the fetishist, the ‘masculinity complex’ involves a disavowal of the
woman’s castration: albeit her own castration, rather than the mother’s. And like the
fetishist, the ‘masculine woman’ adopts a phallus ‘substitute’, transferring her libidinal
investment to an object outside her own body (object-libido). This ability of the
‘masculine woman’ to have an external love-object (another woman), distinguishes her
path from that of the secondary-narcissist or the hysteric whose libidinal investment
remains on the site of their own body (ego-libido) in part, or in whole, respectively. Thus
the ‘masculine woman’ is able to function as if she has the phallus, rather than is the
phallus. Yet, whereas the ‘masculine woman’ takes another subject as a love-object, the
classic fetishist displaces value onto an inanimate or partial outside love-object.

Thus, Grosz contends that while the fetishist is the ‘most satisfied and contented of
all perverts’ because his love object is ‘unlikely to resist [his] wishes and fantasies’, the
masculine woman is the least content (Grosz 1995: 145). While Grosz fails to explicitly
say so, this is partly because the ‘masculine woman’ is confronted with the issues of inter-
personal dynamics and all that this implies in terms of negotiating wishes, fantasies and the
boundaries of another person. Rather than at the personal level of this exchange, Grosz
points to the same concerns on a larger socio-political scale. In so far as the masculine

woman’s values run contrary to normative cultural views of heterosexual (secondary)
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narcissistic femininity, her fetish, unlike that of the male fetishist, fails to provide a safe
expression of her ‘perversion’. Instead, the masculine woman'’s desire, ‘introduces her to
the effects of widespread social homophobia’. At the same time, and perhaps on a more
positive note, it is the split ego of the masculinity complex, Grosz suggests, ‘which inclines
her to feminism itself, insofar as feminism, like any oppositional political movement,
involves a disavowal of social reality so that change becomes conceivable and possible’
(ibid: 153).

The split ego of both the fetishist and the masculine woman, incurred through
disavowal, can be understood in terms of Rank’s framework, as the conflict between life
and art that defines the artistic type. As such, it is significant that disavowal is distinct
from ‘psychosis’, in so far as it has representation within the Symbolic and ‘generate(s) the

impulse to produce profuse significatory contexts and fantasy scenarios’ (ibid.).

Partial objects and partial subjects:

The difference between the hysteric and the narcissist is the difference between the displacement of
the phallus onto a part or onto a whole of the subject’s own body (perhaps a difference of degree
rather than kind?). Whereas the narcissist’s whole body is the phallus (and thus she requires an
external love object to bestow on her the status of the object of desire, accounting for her reliance on
an anaclitic lover, whether heterosexual or homosexual), the hysteric gains a self-defined status as
phallic: a part of her own body takes on the function of the phallus (confirming her object-like status
in patriarchy), while her subjectivity remains in an active position (one which takes her own body as
its object) (Grosz 1995: 151).

The setting in motion of this process finfantile sexual excitation] is first and foremost provided for
in a more or less direct fashion by the excitations of the sensory surfaces — the skin and the sense
organs — and, most directly of all, by the operation of stimuli on certain areas known as erotogenic
zones (Freud [1905}: 124).

While Grosz focuses on the ‘masculinity complex’ as a potential site for theorising
lesbian desire, it is the implications and cross over of all three paths of ‘femininity’ within
my plaster coating exercise that inform my understanding of auto-eroticism within the
context of my praxis. The plaster coatings, as ‘coatings’, are distinct from those cast from
moulds. There is no ‘positive’ or ‘negative’ aspect to the coatings as there is in a casting
process. Moreover, the coatings do not have an ‘inside’ and an ‘outside’. Rather, they
have more than one exposed surface. While one surface of the coatings is mediated

through/on the exterior surface of my body, the other surface is defined by my hands that
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manipulate the (plaster soaked) material(s) as they bring them into contact with the rest of
my body.

The narrative that structured the plaster coating exercise was one of “access’, in
terms of constructing and ‘getting out from under’ the coatings. Once the water was
added, the plaster was only ‘workable’ for a few minutes at most. In this time the cloth
had to be saturated and my body covered.® Although the material(s) merged with my
body in a fluid state, the plaster (soaked material) then hardened into a ‘shell’ that was
encrusted onto the surface of my body. Body hair, trapped within the drying plaster,
became a corporeal link between my own embodiment and the visual-material image I was
creating of/on my body.

Because the matenials that I used shifted from liquid to solid form during the
process of engagement, the ‘entrances’ and ‘exits’ were pivotal concems in the choice of
pose, which shaped the ﬁnal form of each piece. Thus in terms of a psychical corporeal
performance, it was the pre-empted trauma of (hair-splitting) separation, the need to
establish boundaries and distance between my embodiment and the (plaster soaked)

material, that dictated the passage through the subjectivising act of textual production.

I want my erotic life to be located in my art work. I want to feel the sensuality of
my materials and make ‘love’ to myself through my casting [coatings]. I want men
and women to look at my work and be aroused and stimulated by the process of
making I have used. I want to make ‘love’ to my viewers through my work and my
body. I want my studio to be a place of sensuous desire for me. Where I go to
release my desire in an autoerotic manner (Diary of RyyA. Bread© 21/7/97).

I want to inhabit the ridiculous of jouissance. I want fo be there and I want others

to recognise and acknowledge with humour and respect this place I have been. [

want the viewers to be aroused by the knowledge that I was there first, so that an

intimacy is formed between the viewer and myself over the acts (Diary of RyyA.

Bread®© 25/7/97: 25-26).

The sentiments extracted from my journal (above) can be read in relation to Freud’s
discussion of inverts. For inverts, Freud claims, the exclusive aim in sexual intercourse is
‘frequently’ masturbation (Freud 1905: 58): ‘[...] while mutual masturbation is the sexual

aim most often found in intercourse between two inverts’ (ibid: 65). In my praxis, I have
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The artist, too, has this feeling of Weltschmerz in common with the handicapped neurotic; but here
the paths diverge, since the artist can use this introverted world not only as protection but as a
material; he is thus never wholly oppressed by it — though often enough profoundly depressed — but
can penetrate it by and with his own personality and then again thrust it from him and re-create it
from himself (Rank [1932] 198%: 377).

To sleep through the hours designated for the production of work is perhaps the
ultimate statement on the embodiment of my practice, but it still requires waking effort to
justify such an action. These waking hours are often very late at night, since this is a
subjective specific time of peak productivity for me, especially in the scholarly tasks of
reading and wniting. Thus, my propensity for sleep is countered with ‘perverse’ work
schedules, Insofar as sleep is framed as a form of ‘work’, as often as not, it is the dayshift.

My refusal to read my excessive sleeping patterns as symptomatic of inherent
illness is based on an ideological assertion that my daily activities be framed within the
context of creativity. I wanted to be motivated to work by something other than fear of
failure, a need for approval or sexualised/romanticised desire; another Other beyond the
‘a’s in Ryya Aviva Jacobs/Sanders cum RyyA. Breado. All of these paths require a
preoccupation or dependency on another’s response as fuel for my production. It was my
hope that by turning the focus of my thesis specifically onto the question of my subjective
specific multiplicity, I would engage with an auto-erotic model of desire as an alternative

structure for accessing a sexually specific auto-authorisation.
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Performance Text II:

ACT of ALIENation

NOTE:

What follows is an edited version of ACT of ALIENation. This was a short live
performance devised for a regional research seminar (Theorama) that was hosted by the
Falmouth College of Arts research students in May 1999.

One aim of the text was to incorporate my photography into the representation of my praxis.
Two slide projectors were used in the performance. Slides from my photographic work
were juxtaposed with others of my most recent sculptural installation (Tongue Tied, March
1999). This was done in part to demonstrate the distinction and overlaps between
documentation and representation, and in part to provide a visual component to the
embodied actions of the piece.

A further objective of the text was to emphasise spoken verse (parole). To this end the
script was memorised and recited, rather than read off the page.

At the beginning of the piece an orange page with the title of the piece and two dictionary
definitions (psychoanalytic and psychological respectively) of the term ‘alienation’ was
distributed to the audience (see next page, where the [visual-}scripted text has been enlarged
to be legible in this reproduction).

209















with you. I may as well go on working by myself, playing with myself in my
own private fantasies.

But I take on the Martian approach in the hopes that I can seduce you, and
that being fucked by an alien is not the same as being fucked by another
person. Perhaps aliens are better lovers. As I stand here, I try to imagine
what it would be like to be fucked by you, or better yet, for me to fuck you.

But the only one I am really interested in seducing isme. This is why the

suggestion of an imaginary encounter with an alien is ironic, because I am
the alien. I am always imagining this encounter through my interactions
with others. I am always preparing for first contact through my labors of
love that are my work.

My fantasy is not merely to fuck you, but to have an alien enter my space
and participate in my masturbation. 1 should like my meeting with you to
be a process of mutual masturbation that included an acknowledgment of
such implications. And so, until such time as my first contact with an alien
actually occurs, the only thing left for me to do, and I invite you to do the
same, is to fuck off.

Thank you for taking part in this act of alienation.
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Chapter Four: A SUBJECT SPECIFIC INTERPLAY

I. Subjective Specificity

[IIt is precisely the minor differences in people who are otherwise alike that form the basis of
feelings of strangeness and hostility (Freud [1918]: 199).

It is precisely the differences in people that form the basis of...subjective specificity. (RyyA.
Breade)

The passage between things and objects indicates a primary minimal measure of human difference.
This primary measure before repression points to different “holes™ in the Real (Lichtenburg Ettinger
1995: 15).

I have referred above to two points that Irigaray makes with regard to Freud’s ‘fort-
da’ example: first, the German words for ‘far’ and ‘near’ do not carry the same corporeal-
linguistic significance when translated into another language; second, the subject of the
‘fort-da’ event is necessarily a little boy. Both of these points converge with her explicit
assertion that ‘[SJubstitution is not always possible, least of all as concerns sexual
difference’ (Irigaray [1987] 1990: 132). In this way, Irigaray grounds her argument for
sexual difference alongside ‘linguistic specificity’, in terms of constructing and reading

theoretical texts:

Freud is writing in German; moreover, he is Jewish, which means that for him the opposition
between vowels and consonants will be particularly important. We must bear in mind that such are
his culture and language, we must understand this, and not blindly transpose a model constructed in
one language onto another (ibid: 131).

When | read Freud, I am reading English translations of German texts, written by a
Jewish German man who studied in France. When I read Lacan, I am reading English
translations of French texts written by a French theorist who is informed by Freud's words
and sentiment (read in German, French and English).”® When I read Irigaray, I am reading
English translations of a French woman theorist’s words and sentiments contesting
German and French male theorists who have been read, at least, in French translations.
When I read Rank, I am reading English translations of another Jewish German man, who
also migrated to France and then to the United States. When I read Lichtenburg Ettinger
(below), I read English translations of a Jewish woman theorist who was born in Israel,

lives in both Paris and Tel Aviv, and writes in both Hebrew and French. Like Ingaray,
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Lichtenburg Ettinger confronts the German and French texts of Freud and Lacan from a
feminist position that recognises sexual difference.

Unlike the other psychoanalysts in this list, but leaning towards an alliance with my
praxis, Lichtenburg Ettinger’s psychoanalytic engagement coexists alongside her own art
practice.’’ I will say more later on about the relationship between these two modes of
signification within her process of making meaning. For now, it is enough to note that
Lichtenburg Ettinger frames her artistic practice in terms of ‘painting’. This is not a genre
that is included in my own praxis. However, Lichtenburg Ettinger herself does not restrict
her understanding of this term to a conventional understanding of paint on canvas. 2 As
such, shared ‘holes’ of interest can be found within our respective visual-material
approaches.

Returning to the list above, none of the theorists share with each other the same
reiation to the languages théy read and write in (the closest in this list being Freud and
Rank). In a discourse that implicates the structures (/angue) and use (parole) of language
into the understanding of subjectivity to the extent that psychoanalysis does, these
differences are, as Irigaray points out, extremely significant.”®> In so far as ‘the
unconscious is structured like a language’, it is important o ascertain not only whose
unconscious is implicated within a process of interpretation,” but also what particular
language structure(s) it is informed by.

As analysts, the language that these theorists share is psychoanalysis. Yet they are
not situated within this language in the same way and their distinct positions within the
discourse of psychoanalysis problematically resists the notion of a unified understanding of
its vocabulary. Indeed, Rank, Lacan, Irigaray and Lichtenburg Ettinger are important
contributors to {psychoanalytic) discourse because they each, respectively, re-define and
inscribe new meanings to Freud’s founding formulations from their own subjective
specific speaking positions. What is more, they are positioned differently within a broader

discursive field through their engagement with other disciplines, for example: Rank
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focuses on literature; Lacan on Surrealism; Irigaray on philosophy and Lichtenburg
Ettinger on what Florence and Foster (2000) called ‘idifferental aesthetics’.

Since English is neither the first language nor the written language used by any of
these theorists, I sit outside their linguistic departure points, in so far as I read only their
English translations. These are mediated by the interpretations of a translator. Thus, not
only am I dependant upon a translator’s ability to transfer meaning from one language to
another, but I am restricted by the limitations of translation to express specific concepts
arising from a particular linguistic framework. These limitations are worth noting, and
would be even more problematic if the aim of this thesis involved a comprehensive
appreciation of psychoanalytic discourse on its own terms. However, with respect to (my)
subject(ive) specificity, my meanings are drawn from the sources I can, and have, accessed
and they remain significant, albeit circumscribed, within this context.

The fact that [ am not a trained analyst engaged in the practice of psychoanalysis
further distances me from the linguistic field that these theorists operate within. My
understanding of their praxis is limited to an academic appreciation of the theoretical
aspect of their works, divested of clinical application and implications. Such readings are
appropriated to further the insight and articulation of my own praxis elsewhere. Thus my
reading of their sentiments is translated not only from one verbal language to another
(through a series of others), but from specific discourses to another (with some exception
in the case of Lichtenburg Ettinger).

Moreover, my relationship to the English language, from which I register meaning
of these texts, is split between American/USA - English and English spoken in Britain,
where I have now lived for seven years. ‘English’ is used, and signifies, differently
between the USA and Britain: each country having its own distinct socio-historical
relations (and internal variations) to the language. While this distinction may be negligible
in terms of interpreting the written word, it is more obvious when it comes to my own

utterances. My specific understanding and enunciation of the seemingly ‘same’ language
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is a continual site that marks my difference, my foreignness, my other-ness, to the place in
which I live. At the same time, by living in this other place, my own relation to language
is effected, which subsequently affects my subjectivity (and visa versa). This condition
informs my daily, embodied experience and renders me to a constant state of linguistic and
contextual translation and re-inscription, To this end, the subtlety of the cultural
distinctions makes the effects and affects all the more insidious.

Such a relation to language suggests that parole is a symptom of subjective specific
positioning within specific spatial-temporal locations. A corollary to this is that both
langue and parole have a corporeal dimension within the psychical-corporeal subject.
Having no recourse to an operative language is tantamount to having no corporeal ‘place’
(Butler 1997: 4). At the same time, the specific relation to language that each individual
has also means that more than one linguistic place can be occupied simultaneously.
However, within such a fragmented occupation of language, each respective location is
subjected to a state of mutual mutation.

Nin spoke three languages: Spanish, French and (American/USA) English. Spanish
was her first language, but French was the language she associated with her Spanish father,
who adopted it for his professional career (Fitch 1993: 12). Nin wrote her journals in

French from the age of eleven to seventeen (ibid: 424 n.9).

At seventeen, she chose English as the language she would write in for the rest of her life. It was
her third language, and she resisted learning it for some time after arriving in New York. Her
resistance stemmed in part from her father’s letters, in which he disparaged English and asked her to
renounce both it and Spanish in order to keep her French identity (Richard-Allerdyce 1997: 19).

Bourgeois, who began writing her diary when she was twelve, also writes in three
languages: French, English and ‘drawing’. ‘Her memories of childhood and of places in
her life are written in French; all of her published texts are in English’ (Bernadac [ed.] in
Bourgeois 1998: 20). The drawing diary, however, is the language that Bourgeois
privileges out of the three. In describing the significance of this language, she says, ‘The

images are personal. [...] Especially, I recollect the life I led near the water, in both France
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and New York. I have always lived near the river. The murmur of the water, the memory
of that musical murmur, is calming’ (Bourgeois 1998: 304-05).

Language is indicative of cultural history and auto-historical identity. As such,
a/the subject’s relation to language is bound up with the psychical-corporeal identifications
and refutations of their inhabited environments. Although Nin primarily wrote in English,
she often reverted to French expressions (and more occasionally Spanish) in her journals to
express linguistic specific sentiments whose full meaning was ‘untranslatable’. For
example, Nin writes, ‘{When I told a lie it was a mensonge vital, a lie which gave life’
(Nin 1993: 235). The phrase ‘mensonge vital’ denotes the double meaning connoted in
Nin’s passage: the lie was both ‘necessary” and ‘life-giving’.

The implications of language specific sentiment can also be seen in operation with
regard to the theoretical writing of those psychoanalysts listed above, Lacan’s emphasis on
the ‘Name-of-the-Father’ (le nom du pére), for instance, carries particular significance in
the French language with which he works, as noted earlier in a quote by Spitz. In French,
the closeness of the words ‘name’ (nom) and ‘no’ (non) contribute to, and reinforce,
Lacan’s assertion that the Name-of-the-Father initiates subjectivity by resurrecting a
prohibitive bar (across the ‘S”) that represents the Law of the Symbolic Order.

Irigaray’s consideration of the implications of the French word for ‘mother’
(maman), in terms of linguistic-corporeal signification, is another example that is

consistent with her emphasis in the maternal-feminine:

These same [tantric (sic)] traditions tell us that, in order to indicate that which is not yet manifest,
one must say m, keeping the lips together. We often find the m in the word for mother. In French
maman signifies, phonetically at least, that which remains unable to represent itself, speak itself,
master itself, that which delays absorption but favours respiration, that which covers the whole of a
black expanse expressed by the m and which is accompanied potentially by every possible colour
thanks to the @. This name is one of the most perfect words possible. (Irigaray [1987] 1990: 135).

There are also certain psychoanalytic concepts that remain denoted in the language
they are conceived within, in order for them to carry an expressed meaning. Thus
particular words, such as Spaltung, jouissance and objet petit a, remain *‘fixed’ in their

original language and pass through discourse in an un-translated state. The language of
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psychoanalysis is permeated with these linguistic marlfs left by the embodied locations of
the theorists who contribute them; thus inscribing the respective term with a socio-
historical context. Psychoanalytic terminology is precise and complex, and is layered by
the evolution of concepts within individual theorist’s own auto-historical development of
formulations, and from the critical responses/overlay of others. In this respect, it can be
overwhelming to engage with the language of this theoretical discourse, since each term
carries with it a history of the movement and the inter-relations of its members.

Lacan’s use of language is deliberately seductive and deceptive, especially with his
use of sophisticated wit and linguistic puns. His indulgence in ‘Lacanian algebra’ tends to
obscure rather than to clarify his theoretical equations. I have often felt that the moment I
attempt to understand Lacan on/by his own terms, is the moment when I enter defeat in
terms of establishing my own articulated position. His equations seem to be rigged with a
self-effacing mechanism for those who attempt to trespass on his territory. Grosz, who
demonstrates an appreciated ability to outline Lacan’s concepts with lucidity and insight,

expresses a similar sentiment in the following passage:

Lacan’s work seems to demand an either/for response in feminist terms. Given its difficulty,
sophistication, and obscurity, undertaking to read his work with the aim of, as it were, independently
evaluating it seemns impossible. If one is to comprehend even some of his work in depth this is to be
already committed to supporting it. As Lacan himself said in describing his work: ‘I prefer there to
be only one way in, and for that to be difficult...”[...]. This ensures that the ‘way into’ his texts is
his way. It is only by a willing, if provisional, suspension of logical judgements and a belief in the
underlying coherence of his work that there is any possibility of understanding it (Grosz 1990: 141
italics in original).

In the respective work of Irigaray and Lichtenburg Ettinger, the language that is
deployed borders on cryptic in its complexity at times, precisely because they are equipped
and prepared to enter into direct dialogue with Lacan specifically’’, and psychoanalysis in
general. They do so on/in his (and Freud’s, et al) terms in order to contest these terms. In
so doing, they are forced to take up...and make up, new terminology, since there is a point
in which existing language fails them in their sexually specific rebuttals. Their respective
languages are comprised of precisely invented jargon constructed in response to earlier

precise inventions laid out in dominant psychoanalytic discourse.
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To this end, it is the challenges posed by the practical construction of her own
linguistic texts that informs Irigaray’s calling for a new language to be created by and for
women. Lichtenburg Ettinger has much to offer in terms of a new model of language
(langue), which elaborates Irigaray’s notion of the ‘maternal-feminine’ into what she terms
matrixial-feminine symbolic. However, in my view, her use of [(visual-)scripted] language
(parole) fails to provide a satisfactory answer to the problems posed by redressing
psychoanalytic terminology. I assume that much of the difficulty in reading her texts
arises from the translations into English of already difficult material; a view upheld by
Griselda Pollock in the ‘Preface’ of Lichtenburg Ettinger’s The Matrixial Gaze (1995).
Nonetheless, it is ironic and disappointing that her obviously important work should be so
obscured by its linguistic signification when her thesis ingeniously argues for an
understanding of the matrixial-feminine that, unlike Irigaray’s formulation, has Symbolic

significance and representation...and is communicable.*®

Signification is a good thing in the theory of the matrix, which is not nostalgic for the chaos of the
prelinguistic or the possible psychosis of those who cannot find themselves in language. In this
theory, the direction from the Real to the Symbolic is emphasized, for it is not only symbolic
signification that is at stake, but also desire’ (Pollock in Lichtenburg Ettinger 1996: 90).

In Taboo of Virginity (1918), Freud refers to the notion of the ‘taboo of personal
isolation’ in Crawley’s anthropological text, The Mystic Rose: A Study in Primitive
Marriages (1902).98 Crawley’s concept is primarily about man’s relation to ‘fellow’ men.”
Freud, however, in this early piece on ‘the narcissism of minor differences’ shifts the
source of hostility and strangeness from between men onto the site of ‘woman’. Thus his
own notion is to do with man’s rejection of woman as the opposite sex (‘but otherwise
alike’ as he astonishingly puts it); what Pellegrini frames as, ‘the woman question’. 100
Pellegrini suggests that the normative assumption that ‘woman’s difference provokes
man’s performance anxieties’, is actually reversed: ‘It is man’s performance anxieties that

demand and construct woman’s difference, that demand and construct woman as

difference. This demand is the narcissism of minor differences’ (Pellegrini 1997: 31-32).
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My own understanding of subjective specificity can be read in relation to both
Crawley’s ‘taboo of personal isolation’ and Freud’s ‘narcissism of minor differences’,
(only) in so far as it is concerned with identifying the perimeters of the psychical corporéal
subject in relation to other embodied individuals. However, rather than a homogeneous
heterosexual framework that posits sexual difference as part of the same, as Crawley and
Freud’s formulations imply; my understanding of subjective specificity is to do with sexual
difference in terms of heterogeneous homosexuality and the psycho-symbolic significance
of inter-personal (and inter-sexual) dynamics. Subjective spectficity is thus framed, not in
terms of binaries, but rather, with regard to sites that help to locate an individual’s own
position in the mapping of psychical corporeal identifications and definition,

Nor is my understanding of subjective specificity rooted in ‘hostility’ or
‘strangeness’. Part of the process of identification is reconciling those points of non-

*191 1 the same-sex identification between women

slippage; defining the edges of the ‘rim
this is particularly important because, although there is an assumption of sameness, within
this space there exists, simultaneously and often in tension, a multitude of differences
corresponding to both sex and gender; as well as auto-historical and socio-cultural
considerations. Thus, (the narcissism of) subjective specificity is about the process of
weeding through the overload of meanings inscribed and described in and through relations
between both men and women; even when the site of negotiation is another woman
(subject of the same sex).

For example, when I read women as ‘feminine’ it is an externally imposed reading
of gender that speaks for men, which is not to say that I derive no pleasure from it.
However, when I read myself in relation to ‘femininity’ it is experienced as an improper
identification because I invariably fail to measure up to it. In contrast, when I read women
who are speaking for woman in terms of sexual specificity as ‘woman’, it is an articulation

that illuminates and breaks through the male impositions. Thus, I read against men and

their construction of women as ‘feminine’ to preserve my own integrity. And when I read
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myself towards ‘woman’ (and other women), it is a proper confirmation of my own
identity as belonging to a different sex. Nevertheless, I still must distinguish myself from
other women to shape my own ‘I, that is, in [O]rder that I can speak of my own

understanding of embodied experience and make these meanings articulate.

In the Hebrew Bible, one of the many names for God is E! Harahmim translated as ‘God full of
Mercy’ or compassion, and also as misereri, ntisericordiam, caritas, pietas, gratia and so forth.
These are indeed the figurative meanings of Rahamim. But the literal meaning, the signifier, is:
wombs, uteruses, Matrixes. The text literally signifies a ‘God full of wombs® or (in Latin) full of
‘matrixes’. [...] When we read in Genesis 43,14: ‘and God Almighty gives you mercy’ we hear in
Hebrew: ‘and God's Breasts give you wombs/matrixes’. These meanings are abolished in all
classical translations of the Bible. The abolition of the wombs and the breasts from God’s name in
translations from the Hebrew constitutes, in my view, not only the elimination of conventional
feminine imagery from God’s Image, but also a foreclosure of a matrixial-feminine symbolic
dimension of alliance (Lichtenburg Ettinger 2000: 202).

Lichtenburg Ettinger’s concept of a matrix offers a framework for understanding
the “sites’ of subjective specific navigation that I speak of. Historically moving forward
from and with Irigaray’s contributions that remain silenced in the ‘not-I’ of the ‘I/not-I’
binary, Lichtenburg Ettinger constructs a framework for relations predicated on severality:
creating ‘borderlinks’ between ‘I’s and ‘non-I’s (Lichtenburg Ettinger 1996: 98).'"? The
‘originary formation’ from which the concept of the matrix is modelled is located within
the womb of a/the woman at the late prenatal stage of pregnancy. However, Lichtenburg
Ettinger is explicit in distinguishing her reference to this site from either an ‘organ’ or an
‘origin’, as it is usually referred to (Lichtenburg Ettinger 2000: 193-95). Instead, she

defines this site as:

[...] a shared borderspace in which differentiation-in-co-emergence, separation-in-jointness and
distance-in-proximity are continuously reattuned by metramorphosis created by, and further creating
— together with matrixial affect — relations-without-relating on the borders of presence and absence,
subject and object, among subjects and partial-subjects, between me and the stranger, and between
those and part-objects or relational objects. Co-emerging and co-fading Xs) and non-I(s) interlace
their borderlinks in metramorphosis (ibid: 193-94, italics in original).

Thus, the womb functions as a space, and a structural model, for recognising
subjectivity not in terms of (the) One against (and only known through) an-Other, but
rather as forming in/a relation with each other. The womb is a ‘shared’, embodied space

that signifies differently for the participants involved. It is the site as ‘space’, ‘aerials’ and
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‘interplay’ that is emphasised here, instead of ‘subjects’ and ‘objects’ themselves and/or
separately. ‘In the matrixial stratum of subjectivization’, Lichtenburg Ettinger asserts,
‘subjectivity is an encounter’ (Lichtenburg Ettinger 1995: 45 italics in original).

Both the ‘I’ and the ‘non-1" are simultaneously ‘partial-subjects’ and ‘*partial-
objects’ for, and defined by, each other: ‘“‘grains’ of I and non-I and not yet ‘mother’ and
‘infant’ — constitute a cluster of feminine rapport’ (Lichtenburg Ettenger 1996: 100). The
‘I’ in Ettinger’s formulation is ‘the becoming-subject-to-be’ and includes both male and
female (the becoming-) subject(s) (-to-be). The ‘non-I’ is understood as, ‘‘woman’ as its
becoming-archaic-m/Other-to-be’ (Lichtenburg Etinger 2000: 196). To this end, the term,
‘non-I’, corresponds with Irigaray’s notion of the maternal-feminine. However,
Lichtenburg Ettinger posits a framework whereby matricide is not the only outcome
afforded to this sexually specific, and symbolic, recognition of woman and woman’s

sexually specific desire is not necessarily foreclosed by the phallic Order:

In my view, these two complexes (matrixial and castration) constitute different psychical
dimensions, heterogeneous to one another, whereby feminine difference does not stem from
masculine difference (ibid: 197).

Lichtenburg Ettinger’s framework contends with Irigaray’s ‘(at least) two modes of
Jouissance’. As such, it recognises the phallic Symbolic, while simultaneously broadening
the understanding of the Symbolic structure beyond Lacan’s narrow view (ibid. p.100).
The matrixial gaze is pc;sitioned in a parallel relation to the phallic gaze of Lacan’s
theoretical construct. While the phallic gaze is organised around the trajectory of a
straight line, the matrixial gaze is spread out; it ‘diffracts’ through ‘webs of links’ and
encompasses the phallic angle within a broader (but not infinite) expanse (Lichtenburg
Ettinger 1996: 103). Importantly, Lichtenburg Ettinger asserts that ‘...] the phallic gaze
can’t master the matrix’ (ibid. 109).

The phallic and the matrixial economies co-exist, and the definition of subjectivity
is contingent upon both. The ‘co-emerging’ and ‘co-fading’ that occurs within the prenatal

site of the womb, also defines the relations between the phallic and the matrixial
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‘stratums’. Thus, the matrix is the more dominant active stratum in the “subjectivising
process’ during the prenatal phase, but it fades in the post-natal phase when the phallic
stratum emerges as dominant. In this framework of ‘relations-without-relating’,
Lichtenburg Ettinger posits two ‘autonomous’ objet a, one for each respective stratum, and
the matrixial objet a, ‘either precedes or co-exists with the phallic objet a’ (Lichtenburg
Ettinger 1995: 45). In this way, the matrixial objet a corresponds with Irigaray’s
placement of maternal-feminine, whose matricide prefigures the death of the father that is

superimposed over the dead mother in Freud’s phallic Order.

Female subjects have a double access to the matrixial sphere in the Real, since they experience the
womb both as an archaic out-side and past site, out of chronological time — which is true for males
as well — and as an inside and future site, whether they are mothers or not — that may (or not)
become present (Lichtenburg Ettinger 2000: 196).

Lichtenburg Ettinger’s framework of a matrixial symbolic order takes on board
psychical corporeal sexual difference at the same time that it offers a shared space for both
sexes to (co-)emerge from. The mother-daughter relation that Irigaray can be seen
mourning for with her acute awareness of cultural matricide, is given signification and
special significance within Lichtenburg Ettinger’s model. However, within the process of
subjectivization, this privileging does not diminish other participant’s relation to the
maternal figure or to other others. Instead it provides a framework for ‘plural’ relations
among several to be established and sustained as simultaneous, yet distinct (specific),

heterogeneous, inter-personal and inter-sexual. ..intersubjectivities.
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II. ‘Relations without relating®

[Rlank believed that Freudianism would provide the intellectual tools with which to prebe the
gnarled roots of artistic creativity (Spitz 1991: 237).

Discussing art in the psychoanalytical context is inseparable, to my mind, from debating sexual
difference, since we enter the function of art by way of the libido and through extensions of the
psyche closest to the edges of corpo-reality (Lichtenburg Ettinger 1996: 92, italics in original).

Lichtenburg Eftinger is especially relevant to this thesis because her theoretical
investment in psychoanalysis explicitly, and inextricably, includes engagement with (her)
artistic (visual-material) practices. In this respect, she and Rank both concern themselves
with discussing the artist’s relation to art in psychoanalytic terms of subjectivisation. An
important distinction between Lichtenburg Ettinger and myself, however, is the
acknowledgement afforded to Rank. Therefore, before taking up the question of how
visual-material textual production is implicated in Lichtenburg Ettinger’s praxis, and how
this relates to my own thesis, it is necessary to situate Rank within our respective
formulations.

Lichtenburg Ettinger makes reference to Freud, especially using his comments
regarding ‘intra-uterine existence’ and ‘womb-fantasies’ in The Uncanny (1919), to
establish discursive precedent for her own theory on the matrixial stratum (Lichtenburg

Ettinger 1995: 7-8):

In my view, the conception of such an awe-inspiring highway 1o hell is linked to the fact that the
followers of Freud did not develop his sporadic remarks about phantasy and the complex of intra-
uterine existence into a different web of meaning donation/revelation, while the phantasy and the
complex of ‘castration’ received majestic treatment, ennobled with variegated implications, all
leading harmoniously to the creation of One sovereign, phallic-Symbolic, expelling all the remains
of the other fantasies onwards to predictable destinations (Lichtenburg Ettinger 1995: 14, italics in
original).

In my view, Rank was the follower of Freud that Lichtenburg Ettinger laments after
and yet fails to recognise. As my earlier discussion of Rank has emphasised, the split ego
represented by the conflict between art and artist in his formulation is not Oedipal in
origin, but modelled on the trauma of birth and the implicit separation from the maternal

body. In further support of Rank’s relevance here, it is worth reiterating that in 1919,
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when Freud wrote The Uncanny, he still l"ega:ded Rank as his protégé and a valuable asset
to the psychoanalytic community. Moreover, at least five years earlier, Freud had
favourably received Rank’s thesis in The Myth of the Birth of the Hero (1914), which
undoubtedly influenced Freud’s remarks regarding the significance of the womb in this
text. Finally, when writing The Uncanny, Freud had yet to cement the Oedipus Complex
into his framework to the extent that he was to do so in The Ego and the Id (1923); which,
as noted earlier, is the point at which Rank’s theoretical position became intolerable to
him.

Nonetheless, within the three texts written by Lichtenburg Ettinger that I cite, there
is only one mention of Rank’s name. Moreover, this reference is imbedded within a quote
from Lacan’s “Le malentendu”, in Ornicar? (no.22 1980), and functions as negative
reinforcement in her passage. Firstly, Lichtenburg Ettinger inserts Lacan’s quote to
support her discussion of how the phallic Order forecloses female desire and deepens the
‘misunderstanding into which each subject is born.” Secondly, by way of Lacan, who in
this instance lends credence to Lichtenburg Ettinger’s argument, Rank is dismantled by
relegating the ‘trauma of birth’ to the Real and therefore demonstrating the perpetuated

misunderstanding of how desire functions within the Symbolic Order:

The desire of the woman as subject within such singular series of encounters is already a webbed
desire, further composited but not fused or mingled with the Name of the Father. Her-desire is both
phallic and matrixial. An exclusively phallic desire in such a meeting, which would have designated
the reduction of the libido as masculine (only) to the signifier at the price of the destruction of
supplementary feminine eroticism, would only have deepened the misunderstanding into which each
subject is born: “Otto Rank came close to this when he spoke of the trauma of birth. There is no
other trauma: Man is born misunderstood...That is what it has transmitted to you by ‘giving you
life’....There is no other trauma of birth than that of being born desired. Desired, or not — it’s all the
same since it comes through the by/speak-being (parl’étre)”’ (Lichtenburg Ettinger 1996: 101 italics
in griginal).

I would argue, however, that Rank’s formulations on the psychology of the artist
not only have historical importance with respect to Lichtenburg Ettinger’s work, but also
have an ideological affinity. Despite his theoretical limitations with regard to sexual
difference, he and Lichtenburg Ettinger both share a privileging of the intra-uterine

relationship between the mother and infant, and take this as the basis for their respective
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symbolic structures in which to locate the understanding of artistic subjectivity and the
creative process.

‘While Rank is imﬁlicated in Lichtenburg Ettinger’s dismissal of frameworks that
treat the womb as ‘origin’, his theory does not call for a return to the original source. In
Rank’s schema, the artist’s conflict between art and life manifests either as failed attempts
at narcissistic identification with anOther and, more constructively, through artistic
production. These acts are gestures of reconciliation that are framed as compensation for
the inira-uterine state of (co-)existence, which continues to inform and motivate the
creative subject upon entering the Symbolic Order.

At stake in the attention given to Rank (or not), is the significance attached to the

ego, which was one of Rank’s fundamental divergences from classic psychoanalysis:

The precondition, then, of the creative personality is not only its acceptance, but its actual
glorification, of itself (Rank [1932] 1989: 27).

It is through an emphasis of the ego that the artistic type is differentiated from the neurotic
and is able to establish a productive creative process. Moreover, in Rank’s framework, it is
at the level of the ego (rather than the unconscious) that the conflict between artist and art
is located. Thus, the reason Rank was so helpful for Nin was that he encouraged her to
embrace the identity of a/the artist by arficulating rather than repressing her ego
identifications (for better or for worse).

The significance of the ego cannot be overemphasised in terms of my embodied
auto-erotic methodology and my understanding of subjective specificity. It is through the
(glorification of the) identity text of RyyA. Bread© that meanings are made of my research.
And it is through the act of psychical-corporeal investment (ego-libidinal arousal) and
definition (auto-authorisation) that the research is located within a broader framework
while retaining its original contributions. In this way, my thesis embodies the conflict
between the artist, or rather the Scholarly Exhibitionist, and her introjection of the

dominant {or pre-existing) (art) ideologies. At the same time, it also reflects a/the
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(scholarly) daughter’s need to differentiate from the (theoretical) mother’s presence in
[O]rder to signal, within discourse, her own specific voice of maternal-feminine
recognition.

In contrast to Rank, Lichtenburg Ettinger dissolves the significance of the ego in

favour of the matrixial ‘borderspace’ between individuals:

[B]y the concept of the matrix the basic notion of subjectivity as leaning on a unit of One (separate
or fused) is questioned, and the sub-symbolic One-less seeps onto the symbolic. The one-less
matrix is subjectivizing {Lichtenburg Ettinger 1995: 47).

Insofar as my understanding of subjectivity is multiple, fluid, shifting and refers to
others within the process of auto-authorisation, my auto-erotic framework can be read in
terms of Lichtenburg Ettinger’s understanding of the matrixial gaze as, ‘linked to a
feminine One-less desire’ (ibid: 50). Nevertheless, this does not eradicate Rank’s framing
of the conflict between art and artist, nor does it alter my desire to establish my singularity,
as an individual comprised of an indefinite number of subject positions, with(-in) matrixial
‘differentiation-in-co-emergence, separation-in-jointness and distance-in-proximity.’

Just as the phallic gaze cannot master the matrix, neither can I (which is not to say
that I can, or should, be conflated with the phallic gaze). Nor do I desire to master it,
although I do strive to comprehend and situate/define my subjective specificity within it.
There is space within Lichtenburg Ettinger’s framework for me to occupy without having
to abandon my sense of distinct identities or needing oppose her in [O]rder to define my
own embodied presence.

The symbolic framework constructed by the matrixial stratum encompasses the/my
‘I" within its definition: ‘[...] a matrixial multiple plural subjectivity is also singular and
partial. It emerges from joint corporeal resistance, shared affected instances, from
exchanges of phantasy relating to non-Oedipal sexual difference, and from inter-
connectivity’ (ibid: 27). The matrix is predicated on the co-existence of several ‘I’ and
‘non-I" participants who remain distinct, ‘shared-but-singular (or particular)’ (ibid: 28).

Thus the act of auto-authorisation, which is important for establishing my ‘I’ as distinct,
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does not necessitate a rupture but simply a marker that fraces the edges of my psychical
corporeality and inscribes this into a web of links and borderspaces. The embodied
enactments of this tracing and inscribing are what I call psychical corporeal performances.

Subjectivisation of the ‘I’/infant in the prenatal intra-uterine state is not only an
encounter with the ‘non-I’ of the other participants (i.e. the maternal figure) in the shared
(border)space of the womb, but also an ego-libidinal auto-erotic encounter between the
(emerging) ‘I’ and its own corporeality. Thus, auto-eroticism functions in my thesis as a
structural symbolic framework to signal the distinct identities of a/the subject, in an
analogous and corresponding manner to Lichtenburg Ettinger’s utilisation of the late
prenatal womb as a structural model for the encompassing matrixial-feminine symbolic.'®

While Lichtenburg Ettinger focuses on the encounter between the (co-)emerging
subject and mother to define the matrixial stratum of inter and intra-subjective relations
between several; my oﬁ emphasis is on how this stratum is played out specifically
on/within the site of the emerging ‘I’: ‘I’ as matrixial participant; ‘I’ as a linguistic
signifier; ‘I’ as a visual-material form; ‘I’ as the embodied subject RyyA Breado©; ‘i*’ as
my psychical corporeal relation to my specular imagé; and ‘@’ as ‘T, RyyA., who has
rediscovered the misplaced objet a of maternal-feminine identification through
methodological embodiments.

In this way my process of auto-authorisation involves the shaping and tracing of /'’s
in a2 matrixial (border)space where 7 am simultaneously ‘I' and ‘non-I’. Since my auto-
erotic methodology rests within Lichtenburg Ettinger’s model of the matrix, she can be
read as a theoretical mother to my own work. What distinguishes her from other m/others
1 my theoretical genealogy, such as I\Iin, Bourgeois and Irigaray'®, is that Lichtenburg
Ettinger literally offers her (matrixial) womb (as discursive precedence), from which my
identity text(s) (subjective specific positions as/and [em]bodies of work) can (co-e)merge

from/with-in ‘maternal’ and matrixial-feminine symbolic [O]rder.
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III. Dotting I’s within and through theory (with a small ‘t’)

[Tlhe insistence that autobiography ‘proper’ is essentially a prose-form-[but it] also adds
considerable support to the belief that autobiography is by nature a literary kind (Marcus 1994: 40).

Thus after modernism, we pose feminism. That is, 1 present what I have outlined as critical
feminism, as the place where theory, art/literature, and autobiography are conjugated. Here,
struggling with the complexity of subjectivity and its inscriptions, articulated with the riddles of
sexual difference and the politics of feminine alterity, we might decipher the inscriptions of the
feminine, of what is uncannily familiar, and even a graceful solace, a jouissance that can be touched
at the matrixial threshold where art, working “in an of the feminine” — inscribing the resistance of
the feminine — opens for us to glimpse “a beyond that is inside the visible” (Pollock 1996: 85).

With regard to methodology, the specificity of practices that constitute a particular
praxis is as important as the linguistic and sexual specificity of the practitioner. The
specific mediums and materials that are utilised in the process of textual production not
only shape, but inform, the meanings that are made. Indeed, while the psychoanalytic-
linguistic and visual-material practices in Lichtenburg Ettinger’s praxis makes her a strong
contemporary model in which to relate my thesis, in terms of methodological and
ideological affinity, the different mediums that we deploy point to our embodied subjective
specificity, which is significant within our respective projects. Thus, although links can be
traced within our respective practices, the alliance that I propose between Lichtenburg
Ettinger and myself is based, not so much on our distinct material engagement, as in our
shared emphasis on the interplay between visual-material and linguistic theoretical textual
productions.

Rank and Nin both used a broad(est) definition of ‘artist’ in their discussions of the
creative process. At the same time, they both worked, almost exclusively, within literary
practices where the medium of arriculation privileges the patemal signifier of the ‘word’.
Within my project, literature was tnitially taken up in relation to the plaster coating
exercise, as an exercise explicitly concerned with translating the literary genre of
‘autobiography’ into the visual-material form of auto[erotic]-representation(s). Neither
Nin nor Rank were ‘in the frame’ of my research when the plaster coating exercise was
established. In so far as modes of signification pertain to the relation between the Real and

the Symbolic and can be discussed in sexually specific parental terms, my focus was on
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‘writing the/my body” through engagement with mateniality rather than words, in [O]rder

to encounter and signal a maternal, rather than paternal, mode of signification:

Where do we meet this real? For what we have in the discovery of psycho-analysis is an encounter,
an essential encounter — an appointment to which we are always called with a real that eludes us.
[...] First, the fuché, which we have borrowed, [...], from Aristotle, who uses it in his search for
cause. We have translated it as the encounter with the real. The real is beyond the automation, the
return, the coming back, the insistence of the signs, by which we see ourselves governed by the
pleasure principle. The real is that which always lies behind automation, and it is quite obvious,
throughout Freud’s research, that it is this that is the object of his concern (Lacan 1998: 53-54 italics
in original).

A ‘borderlink’ between Nin, Bourgeois, Lichtenburg Ettinger and myself is the
practice of journal keeping that informs other, respective modes of making in our work:
Nin culled her journals to create her literary ‘fictional’ texts; Bourgeois’s ‘constant practice
of [diary] writing goes hand in hand with that of drawing’ (Bernadac [ed.] in Bourgeois
1998: 18); Lichtenburg Ettinger finds ‘grains’ of theory in her ‘notes’ on her visual-
material practice (Lichtenburg Ettinger 1996: 92); and the journals that I kept during the
plaster coating eiercise initiated and (in)formed the basis of my linguistic investigation
(where Nin, Bourgeois and Lichtenburg Ettinger are situated) within my academic thesis.

The journals that I wrote, primarily during the intensive phase of the plaster coating
exercise, culminated in a self-assigned (visual-)scripted text entitled, Transgressing The
Boundaries of Acceptability: A Progress Report (September 1997). Although this
‘progress report’ left some themes noted and yet undeveloped, it nevertheless began the
process of negotiating my subjective position within linguistic signification. Moreover, it
identified theoretical implications of the plaster coating exercise and mapped out the
terrain in which my subsequent linguistic investigation was concerned. Thus the ‘progress
report’ that came out of the plaster coating exercise, via the journals, has been one of the
most important guiding texts to shape the direction of the research, and the remaining
themes have been picked up and developed in other texts.'%

The methodological juxtaposition of literary autobiography with visual-material
auto[erotic] — representation(s) in my thesis, is bound up with the investigation of what

remains un-translatable from one mode of signification to another. In her essay, ‘Working
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Hot: Materialising Practices’, included in the newly released volume Differential
Aesthetics: Art practices, philosophy and feminist understandings (Florence and Foster

2000'%), Barb Bolt critiques Butler’s theory of performativity in terms of this question:

The risk in the privileging of language, is the conflation of ‘to matter’ and 'to materialize’ with
meaning or signification. In returning matter to the sign, instead of establishing the facts of matter,
*matter’ slips away [...]. If we have to return to the matter as sign what happens to the matter of
bodies and the matter of materials in this materialization? Is there a space for an actual concurrent
production, a materialization of matter that does not just mean, but has effects? (Bolt 2000: 320).

Bolt identifies similarities between ‘the way in which ‘art’ materializes’ and
Butler’s project that ‘specifically addresses the way in which sex and gender are
materialized’ in so far as, ‘Art practice is performative [...] it enacts or produces ‘art’ as an
effect.” However, Bolt draws attention to the ‘disempowerment’ of materialization within
Butler’s theory that is, ‘unable to account for the materialization that occurs in the
interplay between the matter of bodies, cultural knowledges, or discourse, and the
materials of production’ (ibid: 319-20, italics in original). Thus for the sake of positioning
her art practice within cultural knowledge, in such a way that it retains the significance of
the material engagement of practice, Bolt posits the concern of ‘materialization’ alongside
the notion of performativity; as a matter of what I have called ‘subject’ specific
significance. With the exception of Butler’s contributions, both my theoretical framework

and art practice differ from Bolt's praxis. '’

Nevertheless, the need to locate
materialization (fo use Bolt’s term) within the performative act of theoretical textual
production is a shared theme, with which Lichtenburg Ettinger is also concerned.
Lichtenburg Ettinger poses the question: ‘Through making art and reflecting on it,
is it possible to formulae (sic) theoretical paths that are not a tear or a cut and that do not
collapse onto the royal way of the phallus?’ (Lichtenburg Ettinger 1996: 98). In describing
her praxis, Lichtenburg Ettinger does not qualify her use of the term ‘theory’. She does,
however, attempt to define it in relation to her praxis. As such, she juxtaposes her

production of ‘theory’ with her ‘artworking’, and then negotiates the relationship and

‘borderspaces’ that these two terms share with one another. To this end, Lichtenburg
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Ettinger is engaged in expanding the normative understandings of theory with respect to
methodology in such a way as to make space for the aesthetic affects and effects of visual-
material engagement.

Griselda Pollock has been described as ‘a powerful advocate’ for Lichtenburg
Ettinger (Florence and Foster [eds.] 2000: 176). As a prominent and pioneering feminist
art historian, invested in the aesthetics of difference, Pollock’s support and theoretical
interest is currently raising awareness and broadening the impact of Lichtenburg Ettinger’s
work within a critical art context. Moreover, she is doing this in such a way as to retain the
psychoanalytic specificity of Lichtenburg Ettinger’s methodology as theoretically and
politically significant. Pollock stresses the need to take art more seriously, and to
recognise the political significance of the aesthetic sphere, rather than to merely reduce it
to the ‘cultural or entertainment end of our movement’. Thus, she calls for politically
going to the borders of ‘what is known aesthetically’ to access radical new ways of
theorising (Pollock 1996: 85). Lichtenburg Ettinger, whose praxis sits within, and
stretches, the ‘borderlinks’ between sexual difference, aesthetics and psychoanalysis

provides an exemplary response to Pollock’s call.

Close (Parental) Encounters of the Triadic Ki[n]d:

Within my visual-material artistic practices, the plaster coating exercise marked the
first step towards addressing the specific affects and effects of matter in the materialisation
of signification, while my subsequent (scholarly) engagement with Nin literarily informed
an investigation of what remains distinct with regard to linguistic signification. Through
my reading of Nin, in relation to various psychoanalytic frameworks, the significance of
including literary references within my thesis became (more) a[plparent, methodologically
speaking. From my position as a (theoretical) daughter, like Nin, I have needed to identify
with the paternal linguistic signifier in [Ojrder to establish enough distance to engage with

the maternal-feminine without being submerged in, or confused by, it.
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Bourgeois experienced Breton and Duchamp as ‘too close’ to her and had a “violent
objection’ to them. Yet, despite their (theoretical) proximity, Bourgeois was alienated by
‘their pontification’, which points to her differing position(s) and concerns with regard to
materiality (Bourgeois [1992] 1998: 229-30). In somewhat of a reverse situation, I, at
times, experience artists who are engaged with visual-material auto-authorisation as ‘too
close for comfort’ at the level at which identification matters. In this way, recourse to Nin,
as a literary interlocutor, provided a necessary distancing strategy from the maternal-
feminine implicated within my framing of visual-material textual production.

As I have discussed earlier, Nin created distance from the sexual specific identity of
her mother (and herself) by identifying with her father who, for her, represented both
genders within the identity of the artist. I, on the other hand, have established distance
from same-subject artists and their visual-material practices, by identifying with Nin who,
for me, represents the embodiment of a/the woman artist engaged in the act of auto-
authorisation.. .elsewhere. In this way, the definition of my own embodiment remains the
pivotal axis of my artistic visual-material practices while the Other is moved to another
(academic) context whereby its relevance to my psychical corporeality can be appreciated
and arficulated.

As such, Nin is not only positioned as a theoretical m/other, but as a paternal
‘signifier’ as well: one whose own work challenges the cultural-historical assumption that
linguistic signification is a male prerogative, while simultaneously retaining the sexual
specific function of the linguistic signifier as paternal. Just as Nin’s distancing strategy
ultimately led her back to an embrace of the maternal-feminine, my distancing strategy
also leads back to a site of interdisciplinary practitioners, whose work touches the concerns
I have identified through my own subjective specific auto-erotic encounters.

The ‘shifting’ (and multiplying) tactic I have described here is consistent with my
definition of subjectivity, and the methodological approach I have taken to my thesis

throughout. The interplay between my multi-practic[e]al praxis is mediated through my
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own subjective specific embodied identity text, RyyA. Bread®. As a linguistic signifier,
this authorial name binds a multitude of fluid and shifting ‘intersubjectivities’ implicated
in, and emerging from, the process of auto-authorisation.

Lichtenburg Ettinger’s matrix is predicated on the notion of ‘several participants’,
yet her own emphasis is primarily on the relation between the (co-)emerging participants
of infant (I) and mother (non-I) (to be). The ‘duality’ of this focus is reflected in the two
practices of ‘theory’ and ‘painting’ that, by her own defimtion, comprise her praxis. As
my earlier discussion of her specific practice interplay revealed, the way in which
Lichtenburg Ettinger engages with and frames this duality clearly distinguishes her two-
fold praxis from traditional binary readings, such as theory/practice. Moreover, within
these two (broad) terms, several mediums and modes of signification are implicated.
Nonetheless, the difference between Lichtenburg Ettinger’s framing of a two-form praxis
and my own staging of a fripartite interplay is significant.

My engagement with Nin’s identity text led me to enquire where and how the
‘mother’ was situated, within her literary signification specifically, and linguistic
significance more generally. Classic psychoanalysis constructs a ‘not-mother-no-
daughter/Son-[dead] Father’ family scene of subjectivisation. This emphasis on the part of
Qedipal sons, conflates the daughters’ experience with either the son (first erogenous zone)
or the mother (second erogenous zone) without any recognition of sexual difference, or of
the distinction between daughters and mothers.

Both Irigaray and Lichtenburg Ettinger redress this situation by evoking their
respective maternal-ferninine and matrixial-feminine sites of encounter. However, in
privileging the maternal significance, neither of these theorists attempts to resuscitate the
‘dead’ father from the morgue of signification. Although Lichtenburg Ettinger does posit a
co-existing relationship between the phallic and the matrixial stratum, the question of how

to encounter (fuché) the ‘father’ from within the matrix remains open for exploration:

The Name of the Father appears on the level of whole objects. It is not the specific paternal image
that is determinate in the father’s role as personifying the paternal-function, but the fact that he
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represents language and “carries” the symbolic dimension which enables the infant to create a
distance from the mother as a source of originary experience. The Ideal of the I has a calming
influence, it is a “sympathetic” paternal being in the sense of that which (or whoever) helps us
distance ourselves from the archaic symbiotic and incestuous phallic mother — who, in her
connivance with the fragmentary body, threatens us with her infinite, engulfing power. The Ideal of
the [ is a brick-on-edge course reabsorbed into the relations with the symbolic Other beyond the
mother, while the archaic part-objects (including the archaic bodily phallus as a part-object) which
are ascribed to the mother resound, from time to time, from the reliquary of personal unprocessed
history (Lichtenburg Ettinger 1995: 11-12, jtalics in original).

Lichtenburg Ettinger refers to the paternal function as the /deal of the I, which
functions at the level of whole objects, while the archaic m/other (non-I) functions at the
level of part objects. Yet within the matrix, the ability to conceive of a subject as ‘whole’
is thrown into question, as subjectivity is defined as always ‘part’ of, and through, an
encounter with other participants. Thus the Ideal of the I, like Lacan’s $, remains a
signifier that cannot be embodied.

In situating the significance of the paternal function in relation to the matrixial-
feminine symbolic, Lichtenburg Eftinger takes care not to revert back to a Freudian
equation of penis as sign of the phallus, or to privilege the paternal signifier in such a
(Lacanian) way as to foreclose maternal significance. I concur with Lichtenburg Ettinger’s
position on these two points, at the same time that I suggest that within my understanding
of an embodied methodology, ‘the specific paternal’ function of the father is not the ‘ideal’
of ‘I'. In my view, the ‘father’, as a single/individual parental signifier, is no more capable
of ‘representing language’ for the daughter than, alone, a/the mother is.

The mother and the father function with relative degrees of ability to ‘carry’ the
symbolic dimension. The signifier, in remaining distinct from a sign, is embodied (in part
only) by both sexes who have differing ways of approaching signification, predicated on
sexually specific departure points. Ideally speaking, both the maternal and paternal
signifier have a part to play in a/the daughter’s process of auto-authorisation, and the
articulation of ‘I’. In my view, the intercourse of parental functions has been ignored
and/or desecrated on too many times in an attempt to annul or kill the significance of ‘one’

or the ‘Other’ (to the signified).
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In [O]rder to (re-)produce my identity text(s) as ‘T’, I would therefore argue that the
maternal and paternal functions must again be wed (for, by and within the daughter), and
that the notion of a multiple-triad must be reconsidered; as a template cellular unit for a
multiplicity of cells laid out within what Lichtenburg Ettinger has identified as a ‘matrix’.
While the matrix is formulated around the ‘coexistence of mother and unborn child’, the
triad of my cellular unit is comprised of a maternal-daughter-paternal (I*) configuration.

‘I’ cannot conceive of this triad alone because there are so many layers (of words) covering
it over; in other words, closing it up/off. Thus I turn, incestuously, to literary and linguistic
m/others, women theorists whose precedence paves the way for me to speak as a sexually
specific woman as ‘I’ and have it register meaning.

What is more, I turn to the (predominantly) visual-material ‘theorist’, Louise
Bourgeois who, as indicated in the the title of her book Louise Bourgeois: Deconstruction
of the Father/Reconstruction of the Father — writings and interviews 1923-1997 (1998),
(re-)calls for the paternal function to be present alongside the maternal in her process of
auto-authorisation. Bourgeois does not formulate subjectivisation in relation to
(psychoanalytic) linguistic theory to the extent that the other sources I have drawn on do,
however the ‘material’ she engages with touches shared theoretical concemns: ‘But being so
three-dimensional and tangible, I am interested in a three-dimensional reality much more
than theories. As far as theories go I am interested in the differences between things’
(Bourgeois [1994] 1998: 263, my emphasis).

The triad configuration of maternal-daughter-paternal (I?) is reflected in the
tripartite form of my final thesis submission, as well as in the interplay between the
linguistic and artistic practices that recognises embodied (live) (psychical corporeal)
performances as a (third) practical subject within the interplay. Importantly, however, this
triadic cellular unit is not limited to three participants. Just as my understanding of
‘mother’ and ‘father’ is doubled within my auto-historical experience of the family unit,

my subject positions are multiple within the identity text of RyyA. Bread©, and my praxis
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is comprised of various mediums within the inter-playing practices — the theoretical
parental structure is indefinite in potential identification and adopted alliances.

Thus, the maternal-daughter-paternal triad (I°) is not defined by biological
reproduction but rather textual (re-)production, where the subject that is born out of
theoretical engagement is the author as much as the texts. Like Rank’s notion of the
second ‘self” birth of the artist, this birth of the subject is predicated on (methodologically
embodied) auto-authorisation rather than biological parents. At the same time, many
parental figures emerge and are adopted, as the influential work inherited by others is used
as ‘steps’ in the (re)productive ladder of cultural knowledge that, in the case of some
feminist theory at least, leads back to the maternal-feminine through a matrix of co-

existence.

That an entity is not the causa sine qua non does not proscribe against its being the causa causans.
Observing light through a prism (though ‘we know’ that the prism is not the absolute origin of the
resplendent spectacle before us) we do not deny its effect upon the light, still less call for the death
of the prism. That the author can only be conceived as a manifestation of the Absolute Subject, this
is the root message of every authocide. One must, at base, be deeply auteurist to call for the Death
of the Author (Burke 1992: 27).

Burke argues that the centrality of the (classic) subject lies at the root of Barthes’s
call for the ‘death of the author’. Although my framework calls for the ‘glorification’ of
subjective specific identity (texts), the process of deﬁning the psychical corporeality of
a/the author implicates a multitude of others, both imaginary and embodied, into the
author’s (identity) text(s). Thus, the paradox of my auto-erotic embodied methodology is
that to call for(th) RyyA. Bread®© is to call on the lives of other individuals. Regardless of
whether they are deceased and living, the Others that are called to [O]rder, in the calling

on/of RyyA. Breado, live on in their significance and are given (encoded) signification.
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ENDNOTES:

! The Four Fundamental Concepis of Psycho-analysis (Lacan 1998) was first published in 1973 and
translated in 1977. The text is a translation of a Seminar held in 1964 (Miller [ed.] Lacan 1998: title page).
All references to this 1998 edition can therefore be assumed to have been delivered by Lacan in 1964 unless
otherwise noted, as in this first reference which is part of the “Preface’that Lacan added in 1967.

2 “The Death of the Author’ (1968) by Roland Barthes is considered to be the seminal text regarding the
status of the author in modern textual production (Burke 1992: 19). Here, Barthes makes a radical move to
murder the classic author, in order to emphasise the written word, insisting that the text speak only for and
about its linguistic elements; écrifure. In so doing, Barthes calls for the end of writing as a form of
expression and/or representation, in order to open up a multitude of potential interpretations. This
proposition denies the status of the author as privileged over that of the ‘reader’ in the hierarchy of
interpretation and would seem to refute my suggestion that Barthes premise is predicated on the power of the
‘One’. Indeed, in many ways this proposition is in accordance with the objectives within feminist theories of
textual criticism. Feminism itself, as a critical theoretical project, has evolved out of the re-evaiuation of the
issues inherent in the term author. Nonetheless, his declaration sought to disempower the role of the author
at a particular historical moment when white, Western males who had traditionally occupied the authonial
position were threatened by an infiltration of emerging marginalised voices (Miller 1993: 23-24). Thus in his
dismissal of the anthor’s position, Barthes’s simultaneously reinforces the exclusionary monopoly on
interpretation invested in traditional knowledge production.

3 The issue of ‘essentialism’ has been a source of contention within feminist discourses. Essentialism, within
a feminist context, refers to theories that place an emphasis on the biological body in the definition of
‘woman’. For example, Irigaray has been accused of being essentialist in her attempts to define the female
sex in terms of an inherent difference arising from same-sex relations with the maternal body. The other side
of the continuum posits that woman is culturally constructed and defined by the status she is afforded within
the social domain. This view was first put forward by the philosopher Simone de Beauvoir in The Second Sex
[1949] (1952) who was instrumental in the rise of second wave feminism in the 1970s (see Schor 1989).
Both Butler and Grosz, through different routes, provide respective approaches to defining ‘woman’ that
move beyond the essentialist debate. Butler examines how both sex and gender are culturally inscribed and
posits a model of performativity (bom out of her own focus on ‘queer theory’) as a means of understanding
how subjectivity is continually re-inscribed through repeated signification. She suggests a possibility for
subversion within the gaps of re-inscription (see Butler 1990, 1993). Grosz returns to the Freudian model of
‘psychical corporeality’ in order to elaborate on the way in which the body mediates between simultaneous
inscription and description. In other words, the body becomes the site through which all understanding
passes both ‘outward’ into the symbolic realm of signification and ‘inward’ to the imagination where
meanings are interpreted. Thus the body embodies the binary of ‘inside/outside’ and as such demonstrates
that it is not a dualistic relation, but rather a constant flow of mutual formation (Grosz 1994).

4 Prior to Structuralism, the author was privileged as the ‘man behind the word(s)’, just as the artist was
endowed with ‘genius’ in regard to art. In this definition both the author and the artist precede their
creations. They are accorded with the virtue of having direct access to the “truth’ through their creative
engagement in their respective practices (thal are often conflated within discourse). The role(s) are
understood to be that of mediator between the ‘Creative Spirit® and the final text, what Barthes refers to as
‘the ‘message’ of the Author-God’ (Barthes [1968] 1977: 146). The critic’s function within this economy, is
to access meaning from the text by demonstrating, and theorising, the connection between the work and the
author/artist as a creative individual.

5 Ecrits (1977) is a collection of Lacan’s major papers that was published in 1966 and a selection
subsequently appeared in English in 1977, The dates given in brackets next to the 1977 date in my references
are therefore a part of this edition.

6 My objects of play are understood in terms of ‘primary’ and ‘secondary’ objects. ‘Primary’ objects pertain
to my own textual products and directly to my identity text as RyyA. Breade, for example: clothes; articles of
personal hygiene; home fumishings; tools and equipment; and ‘raw’ materials. ‘Primary’ objects also relate
to things that have been given to me by other people, often in the form of a ‘gift’. These sometimes overlap
with the type of objects cited above, but also include a much wider range of ‘artefacts’. In many cases these
have been made by the person who has bestowed the object upon me, and thus are visual-material textual
products that have significant, additional aesthetic value. ‘Secondary’ objects are things that I specifically
acquire, or designate as such in my psycho-symbolic schema, because they are associated with a particular
individual (or event). Insofar as secondary objects can include ‘purchased’ items, they enter my menagerie as
‘ready-made’ and have a pre-existing place in (popular} culture. Secondary objects are distinct from primary
objects in that they do not originate from the source that I attach to their significance. Primary and secondary
objects cross-reference each other and create new configurations of object-relations during the process of
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play. It is through this type of engagement with the object of playing that the colour schema and co-existing
subject positions that structure my thesis have emerged.

” The building of a set of seven lime-green bookshelves for my flat was one of the most pleasurable making
experiences within my research process. This was because it fulfilled a functional purpose and therefore
improved my sense of order within my thinking environment. With the shelving completed I was able to
order my books and files in an accessible manner that displayed to me my working process. The
incorporation of the ‘shelf-unit’ as a structural form for my photographic portraits was in part an attempt to
retain and translate this moment of pleasure found in the construction of this particular form. The fact that
there were seven shelves built for my flat and seven Sfhjelf portraiis is a coincidence that has only revealed
itself to me in this writing process. Nonetheless, I believe it supports my assertion that the structure of this
site was inspired by the significance of shelving within my making environments.

% In the bottom shelf, the rope is coiled into a bottle resting horizontally on a mound of sand. The
combination of this and the envelopes that are affixed to the inner walls of the shelf, suggest the link between
‘message in a bottle’ and finding a safe haven within my marital relationships. It also pays tribute to the
seven years during which my present husband and I wrote to each other prior to our marriage.

? Lippard is a feminist art critic of the 1970s through to the present who in her early work especially was
invested in making women artists visible within critical discourse and defining what could be termed a
‘feminine aesthetic’. It was her book, From the Center: Feminist Essays on Women's Art (1976a) and her
critical reading of Eva Hesse in a book of the same title (Eva Hesse 1976b) that I read during my BA. In my
MA dissertation, The Ship That Launched 1,000 Faces: Masquerade and the Body (1996) 1 discuss the
problematic issues implicit in the notion of ‘feminine aesthetics’, which raises questions about what it means
1o be ‘feminine’ and a ‘weman’ along continuums of sex and gender (Bread (Sanders) 1996: 27).

' Hesse died of a brain tumour connected to her use of synthetic materials of high toxicity which she worked
with in her shared studio/living environment (Lippard 1976b: 154).

"' The mediums, scale and ‘subjective perspective’ have shifted over this span of sixty years, as has her role
in public appreciation; yet her underlying theme of positioning subjectivity (and sexed identity) within formal
and psycho-symbolic language has remained consistent.

12 Aside from seeing several pieces and installations in various New York galleries in the early 1990s, I also
heard Smith speak at her exhibition Kiki Smith: Unfolding the Body — an exhibition of the work in paper at
Brandeis University, Mass. 3™ October — 15" November 1992. This particular exhibition stands out in my
mind as especially concemed with the representation of the female body in terms of fluids and flesh. Some
of the other work was more focused on internal body organs cast in metal and concerned with fragmentation
and displacement/de-contextualisation from the body into aesthetic form.

3 The terms thesis, dissertation, praxis, practice;, text and work have specific functions within my
methodological vocabulary. They relate to the particular formal elements of the research project that overlap
with each other and could become confusing. Thus, what follows are my own working definitions of these
terms: ‘Thesis” denotes the ideological argument of the overall project. ‘Dissertation’ refers specifically to
the (visual-)script-based document included in the final submission. ‘Praxis’ pertains to the thesis in relation
to the linguistic, artistic and performative practices that inform it. The term ‘text’ is applied to the products of
these various practices. ‘Visual-material’ texts are specifically non-script based, in two and three-
dimensional form. ‘(Visual-)script-based’ texts are constructed through words that may, or may not, have
juxtaposed images. ‘Text’ also pertains to the notion of ‘identity texts’, as constructions of subjectivity and
embodiment. Live performance is considered a visual-material text even when it includes a (visual-)scripted
element because the words are delivered through spoken verse and therefore have a pronounced materiality.
Finally, there is the word ‘work’ (as a noun) that remains a polyvalent term referring to various combinations
of the descriptions I have just outlined.

" The claim for interpretative authority over the treatment of paticnts was often a source of colleague rivalry.
However, conflicts over power have also, throughout the history of the discipline, focused around the
methods of training. The most noted example of this is the politics that ensued between Anna Freud and
Melanie Klein over training in child analysis. Lacan’s excominunication from the International Psycho-
Analytical Association was also connected to his approach to training analysis (Macey [1994 intro.] in Lacan
1998: xi-xii). The influential works that informed the training became absorbed as common practice so that
the stakes involved in this aspect of the praxis were great with regard to an analyst’s career. What is more,
the two issues are interrelated since traditionally the training of an analyst includes their own undergoing and
successful completion of analysis.
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% The psychologist Jean-Martin Charcot introduced ‘hysteria’ into medical discourse in the late 1800s
{(Wright [ed] 1992: 163). Freud moved to Paris from Vienna around 1885 specifically to study under him.
The Studies on Hysteria (1895), which Freud co-published with Breuer, was based on five case studies of
women that they treated together for hysteria under the influence of Charcot. This work established the
introduction to *psychoanalysis’ and laid out the questions that concemed Freud for the remainder of his
career. (ibid: 127-128)

'® Initially it was anticipated that my engagement with Nin would be restricted to the chapter on ‘Linguistica’
because of the literary medium Nin used to articulate her embodied experiences. As it has transpired,
however, the full implication of my involvement with her continues to be revealed throughout the remainder
of the dissertation. This has occurred because the significance of my relationship to Nin is so implicitly
bound up in the praxis as a whole.

" Noted thanks to Duncan Reekie for introducing this term to me and demonstrating it so well.

18 The Code of Anonymity questionnaire elaborates on the use of the symbol ‘I’ as a structural device. A
sample document was created with the letter ‘I’ displayed in a variation of fonts. This was then circulated to
family and friends with a cover letter and questionnaire asking them to choose three fonts that they identified
with and why. Additional questions related to identification with flowers, food, colour and something of
their choosing was also included. Finally they were asked to write the letter ‘I’ and their name in a blank
space provided. The cover letter was a facetious deliberation on the need to protect the anonymity of those
around me, as 1 become a celebrated Artist and historians delve into my background. Explicit in this
sentiment was the need to establish a self-referential method for denoting specific personalities and events in
my auto-history without compromising confidentiality or portraying recognisable likeness. The Code of
Anonymity was both a collaborative and performative approach to cataloguing inter-personal relations in a
systematic schema. It was an exercise that addressed the audience of those who know RyyA. Bread®©, and
more importantly that I know personally. This schema (and the responses that came back from the
questionnaire) was put to one side as something to be explored in greater detail afier the doctoral research
because of the scope of the project.

' D.H. Lawrence: An Unprofessional Study was first published by Edward Titus in 1932 with a run of just
over 500 copies; it was reprinted in 1964 by Swallow Press (Richard-Allerdyce 1998: 22). This was the
second piece of writing to be published by Nin. The first was a prelude to it entitled, ‘The Mystic of Sex: A
First Look at D.H. Lawrence’ [1930] published in The Canadian Forum: A Monthly Journal of Literature
and Public Affairs {October, 1930) (Market 1997: 223). Initially her second manuscript on Lawrence was
entitled D.H. Lawrence: A Study in Understanding (c.1931) (Fitch 1993: 93). After reading Potter’s First
Study, Nin was forced to re-evaluate her own notes and decided to focus more on the sexual aspects of
Lawrence’s work, as this was of particular interest to her and she had been surprised to find that Potter had
completely neglected it (Market 1997: 225). Nin was the first woman to critically write about Lawrence
{(Jason 1996: 1). She was also the first to discuss several themes that were not to be taken up again until
much later in critical studies of Lawrence’s work. Both of these factors mark her as an original contributor to
the study of this Modem literary figure (Market 1997: 223-235). Nonetheless, Nin’s study has been greatly
ignored and/or easily dismissed from when it was first published and continuing through to present critical
studies of Lawrence. Market cites several examples of recent critics who write about insights Nin explicitly
identified in her study and/or referred to in her Diaries that are presented afresh with no acknowledgement to
her (Market 1997: 223-235).

20 Rank worked (himself) out of a Freudian departure point, going on to develop his own theories of
creativity that privileged the maternal significance and rested heavily on literary sources. Although Nin
influenced him in terms of the inclusion of women within the artistic sphere, Rank’s recagnition of woman as
a potentially creative subject was not politically motivated, nor did it have a significant impact on the
discourse of his time. Later he contributed to the founding of ‘social work® in the United States, which after
being written out of much of the history of psychoanalysis, is where his mark is most inscribed and visible.

2! While Spitz uses the examples of both Rank and Erik Erikson to consider this question, it is Rank that is
pertinent to my own concerns.

2 In her 1968 forward to Art & Artist, Nin identifies three ‘impulses’ that she considered vital for an
understanding of Rank. The first impulse, like Spitz’s portrait, frames Rank as a ‘rebel’ to the symbolic
father, Freud. The second impulse that Nin states with regard to Rank also substantiates Spitz’s reading of
him. Rank is an artist himself, of a literary kind, engaged in the creative process, which his theories espouse.
The third impulse that Nin notes is Rank’s investment in society beyond individual therapy, including his
emphasis on education and the training of social workers (Rank 1989a: vii-viii). This third impulse is
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particularly relevant to Nin’s own creative process, since she was often accused by her critics of being too
subjective to be of value to anyone beyond herself.

3 The ‘double’ (Der Doppelginger) was of long standing interest to Rank. The first two publications in
1914 and 1919 constitute his main development of the theme; what the English translator Henry Tucker Jr.
{ 1989b) calls the ‘original article’. The 1925 version is an expansion of these earlier texts into a separate
publication. For the French translated version in 1932 he joins the theme of the ‘double’ with the legendary
figure of Don Juan about whom he had also previously written. Parts of the 1925 version of his study were
then translated in English in his text Beyond Psychology ([1941] 1958). In 1971 the full English translation
of the final German version of 1925, The copy I have is the re-published edition of 1989 (Tucker, Jr. (tr. and
ed.) in Rank 1989: vii-ix):

[1914] ‘Der Doppelgiinger’ in Freud, S. (ed.) (1914) Imago: Zeitschrift filr Anwendung der Psychoanalyse
auf die Geisteswissenschaften. Leipzig, Vienna, and Ziirich: Internationaler Psychoanalytischer
Verlag. Vol.ITI: 97-164.

[1919] ‘Der Doppelginger’ in (1919) Psychoanalytische Beitrdge zur Mythenforschung: Gesammelte Studien
aus den Jahren 1912 bis 1914, Leipzig and Vienna: Internationaler Psychoanalytischer Verlag: 267-
354,

(1925) Der Doppelgiinger: Eine Psychoanalytische Studie. Leipzig, Vienna, and Ziirich: Internationaler
Psychoanalytischer Verlag: 117-27.

(1932) Don Juan. Une étude sur le double. Lautman,L. (tr.} Paris: Dencél and Steele: 9-163.

[1941] *‘The Double as Immortal Self” in Rank, O. (1941) Beyond Psychology. Camden, N.).: Haddon
Craftsmen, Inc.: 62-101.

[1941] ‘The Double as Inunortal Self® ir Rank, O. (1958) Beyond Psychology. New York: Dover
Publications, Inc.: 62-101.

(1971) The Double: A Psychoanalytic Study. Tucker, Jr. H. (tr. and ed.) Chapel Hill, N.C.: University of
North Carolina Press. :

[1971] (1989) The Double: A Psychoanalytic Study. Tucker, Jr, H. (tr. and ed.). London: H. Kamac (Books)
Lid.

* The predominant features of the double in literary representation include: a *likeness’ that is perceived by
the main character as a ‘reflection’; a relation with the reflection that is at ‘cross-purposes’; a ‘catastrophe’
that pivots around a relationship with a woman; and a tendency for the main character to commit suicide - a
death intended for the double likeness. Often, Rank notes, these stories overlap with a ‘system’ of paranoiac
delusions (Rank 1989b: 33).

2 In 1949, Nin achieved a symbolic transformation in her own identity as Hugh Gulier’s wife (or not)
without having to alter her own name. Nin played an influential role in the shift from Hugh Parker Guilier,
the banker, to ‘Tan Hugo’, the artist. On one hand this ‘encourages her to view the marriage as an artistic and
professional union” (Fitch 1993; 265). At the same time, I would note that it also allowed her to further
conceal her identity as ‘wife’ when it suited her.

%% In the spring of 1934, Nin's position with regard to Rank shifted from ‘patient to pupil® when she enrolled
in classes at the Psychological Center of the Cité Universitaire, which Rank had founded (Jason 1978: 86).
‘While in a formal sense Nin was Rank’s student,” Jason asserts, ‘in another sense he was hers — he was a
student of her behavior and her work’ (Jason 1986: 15). In November of that year, Nin followed Rank to
New York to work with him as his secretary, translator and a lay analyst herself until the late spring of 1935
when she returned to France. Nin last met with Rank briefty on a visit to New York in 1936 (Jason 1978:
86). He died three years later (1939) after having re-married and settled in the States (Jason 1986: 14).

%’ While most sources discuss the nude photographs taken by Nin’s father in terms of just Nin, in this
reference to Richard-Allerdyce (1998: 17) it is suggested that all of Nin’s siblings were subjected to the
experience as children.

2 The first time was in 1924 when Nin returned to France with her husband Hugh Guiler, after ten years of
growing up in the USA (Nin 1993: 406-407). During this first reunion Nin played the role of ‘ambassador’
to her parents acrimonious divorce (Richard-Allerdyce 1998: 20).

% This study is conducted through readings of Nin's fictional works cited above, of which ‘Stella’ and ‘The
Voice’ are included as part of Winter of Artifice (1939); and A Spy in the House of Love (1954). Jason
believes this later novel to be a mature rendition of the Don Juan/doubles motif that deals with the *origin of
the Don Juan personality’ more extensively. In his words this novel is ‘a veritable feast of artistic extensions
of Rank’s speculaticns on the double and the Don Juan figure, first encountered by Nin as we have observed,
some twenty-two years before her publication of this novel’ (Jason 1978: 90).
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% In A Spy, the ‘lie detector’ fades from a tangible character into a ‘shadow” of guilt that haunts the main
character, Sabina writing down his observations of her in a notebook and preaching ‘psychoanalytic doctrine’
that ‘no one except for Sabina seems to hear.” He represents ‘that part of her that wishes to be caught and to
atone’ (Jason 1978: 93). In Nin’s earlicr story (The Voice 1939), The Voice is an analyst who serves as a
‘double’ for the character of Lillith by returning her to a *hidden’ self. Lilith’s love for him is thus framed as
‘another form of self-love’. While The Voice ‘appears as a composite character,” Jason argues that ‘it is hard

to find a detail of appearance, situation, or psychology that does not harken back to Nin’s sketches of Otto
Rank’ (ibid: 87-88).

' According to Spencer, Nin unmasks both her father and “The Voice’ in the Winter of Artifice (1939)
through their depiction as impotent men beneath her own projections of omnipotence (Spencer 1997: 106).
In his essay ‘Erato Throws a Curve: Anais Nin and the Elusive Feminine Voice in Erotica’ (1997), Edmund
Miller also notes how Nin’s personal agenda, to ‘explore sexual variety’ in her erotica, sabotaged the original
collector/patron’s reception of the work. Miller’s critique of Nin’s erotica takes her to task for her inability
to arouse a male reader: ‘[...] the characteristic Ninnian situation is a woman squashing an aroused lover.’
Impotence is cited as a prevailing theme in Nin’s erotic representations of masculinity, despite such
descriptions being the ‘very last thing a man wants in erotica.’ For example, in the title story of ‘Little
Birds’, impotence is coupled with the male character’s pathetic attempts at exhibitionism directed at a group
of young schoolgirls...the ‘little birds’ (Miller 1997: 172-3).

%2 yolume One: 1931-1934 was published in 1966.

* In this passage Nin claims that such omissions are enacted out of ‘affection’ for the journal itself. Yet her
reference to omissions touches deeper concerns regarding her futile attempts to capture all of her embodied
experience in words, and her deliberate expurgation of the diaries. The comment that ‘there are still so many
omissions!' is cryptic in this respect, considering Nin's hopeful awareness of a future audience for her diaries
(Nin 1993: 109-10).

* In The Double, in his discussion of the narcissistic identifications that occur in fraternal relations, Rank
quotes 1.B. Schneider: “The relationship of the clder to the younger brother is analogous to that of the
masturbator to himself’ (Rank 1989b: 75-76).

%5 Rank relates ‘nomenphobia’ to superstitions in European cultures whereby *if two offspring of the same
family bear the same name, one must die.” He also links it with the notion of ‘name magic’; ‘the invocation
of spirits by calling their names’ (Rank 1989b: 53).

* When Michael inquires as to how Maia will pay for the gifts she is picking out, Maia replies, *“the whole
point of Christmas is that things should be given away, isn’t it? Besides what could I pay with? We have no
money up there [in the stars].” And she laughed at the mere suggestion of such a thing® (Travers 1934: 188).

37 All references to the Bible are taken from the King James version.

* 1.acan’s denotation for the ‘s’ with a bar through it is not intended to be the dollar sign that [ use to refer to
it. This has been deployed in my own denotation because it is a ‘s’ with a bar through it and it is available on
the keyboard, whereas Lacan’s denotation requires its own special icon.

** This is the point of Lacan’s well-known story of the sardine can that appears within this passage (Lacan
[1973] 1998: 95-97) and relates to his larger work on perspective and pictorial representation.

* Nin’s ‘synchronic moment’ in art ‘whereby the forms and colors of Modemist art and jazz music provide a
model for accessing one’s inner patterns’ (Richard-Allerdyce 1998: 159) is discussed in Richard-Allerdyce’s
text in terms of a ‘somatic experience of language’ (ibid: 5). This concept, she argues, breaks down the
polarities of gender and makes space for a fluid understanding of subjectivity while still establishing a
structural framework (ibid: 164).

*! Butler makes a similar point with regard to the ‘general understanding of the proper name.’ As she says,
‘[Wlhether the name is shared by others, the name, as a convention, has a generality and a historicity that is
in no sense radically singular, even though it is understood to exercise the power of conferring singularity’
(Butler 1997: 29).

“2 Butler outlines J.L. Austin’s distinction between ‘illocutionary’ and ‘perlocutionary’ speech acts, in How
to Do Things With Words (1962), in order to discuss the ambiguities of locating the utterance within what
Austin terms a ‘total speech situation’,
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* The preceding chapter from the one Spitz wrote on Rank is entitled, “New Lamps for Old: reflections from
and on Phyllis Greenacre’s Childhood of the Artist (ch.11: 221-231). Here Spitz reads the analyst,
Greenacre’s work on creativity and the ‘splits in the self-representation of the artist’ through the story of
*Aladin and the Wonderful Lamp’ from The Thousand and One Nights. While both Greenacre’s work and
Spitz’s essay pertaining to it are compelling in relation to Rank, it goes beyond the scope of what can be
included in my thesis. By drawing attention to this text, my intention is not to add yet more *stories’ to the
myth-making process of my dissertation. Rather, I refer to this merely to situate The Thousand and One
Nights within my own narrative, through the few references that Spitz makes to the ‘frame story’ while
locating Aladdin's fale.

 Earlier verses make reference to this encounter (Genesis 32.24-32:30) and it is then repeated here. Ihave
chosen to quote the later version to make reference to the blessing.

% All references to Freud are taken from The Standard Edition of the Complete Psychological Works of
Sigmund Freud (1974), edited by James Strachey in collaboration with Anna Freud, assisted by Alix

Strachey and Alan Tyson, editorial assistant Angela Richards (Hogarth Press, twenty-four volumes, 1953-
1974).

* In this passage Pellegrini is making reference to findings from the following; Gilman, S. (1993) Freud,
Race, and Gender. New York: Routledge: 38-39.

“7 After writing my own metaphor of the kitchen in this piece, I was surprised to find that in The Four
Fundamental Concepts of Psycho-analysis {1998), Lacan uses the metaphor of the ‘menu’ twice in reference
to the oral drive and satisfaction. First, to suggest that it is not food that satisfies, but the ‘pleasure of the
mouth’ itself, which in the analytic situation does no more than ‘order the menu® (Lacan 1998: 167). In the
second passage, Lacan is more provocative in re-tetling a fable of a beggar at the door of a restaurant that
requires the assistance of the ‘patronne’ to de-code not only the foreign language but also the unfamiliar
Chinese food that is served within. Out of nowhere Lacan suggests that it would be more appropriate to, ‘if
you felt like it, and if the opportunity presented itself, to tickle her tits a bit?’ since ‘one goes to a Chinese
restaurant not only to eat, but to eat in the dimensions of the exotic’ (ibid: 269-270). This comment confirms
the sentiment that I was initially aiming to express in reference to Freud and the “kitchen’.

% The belle juive is an excessive and specifically racial form of the prevailing image of the ‘femme fetale’.
Like the femme fatale, the belle juive is erotic and seductive to the same degrees that it marks danger. Since
the belle juive is doubly cast as other with regard to gender and race, the danger and seduction is intensified
in the identity of the Jewish woman.

* Reference to selected transcriptions of Anais Nin’s lectures entitled, A Woman Speaks (1975).

*® The money that Nin received for her erotic writing was an explicit motivation for her engagement with this
genre. The commercial success of the erotica benefited the men in Nin’s life perhaps more directly than it
helped her. When Nin first wrote the erotica in the 1940s, the money she made from this endeavour
supplemented her adulterous relationship with, and professional support of, Henry Miller. It seems fitting
that the later, more substantial, proceeds of the same material should end up aiding her husband, Hugh (Fitch
1993: 408), whose income she had relied on 1o enable both her own writing career and others’, as well as the
sexual exploits that fertilised her writing.

5! “The Bodily Encounter with the Mother” in particular, along with Irigaray’s more general thesis on sexual
difference from other texts, is of primary consideration within my former MA dissertation (1996); where the
specific significance of Clytemnestra is looked at in greater detail with regard to masquerade. In the MA
thesis I argue that, ‘[W]hile Helen of Troy is the Face Which Launched 1,000 Ships, 1 read Irigaray’s account
of Clytemnestra as the Ship Which Launched 1,000 Faces because it signifies a shift in the understanding of
worman from ‘other’ to a corporeally present being’ (Bread (Sanders) 1996: 14). Hence, the title of my
thesis, The Ship That Launched 1,000 Faces: Masquerade and the Body, reflecis the importance of Irigaray’s
re-reading of Greek mythology. While the MA thesis located Irigaray in relation to Butler and Grosz, it did
not develop the significance of her thesis with regard to Lacan and linguistic signification specificalty. Thus
it is for this reason that the same material is taken up again in this context.

52 In the “fort-da’ incident that Freud relays in Beyond the Pleasure Principle (1919), the little boy’s gestures
of throwing the reel away from himself and reeling it back in, correspond with saying ‘0-0-0-0’ (fort} and
‘da’. The combination of gestures and utterances that takes place in this event, are interpreted by Freud, as a
child’s (in this case Freud’s grandson, Emst) attempt to ‘master’ the absence of his mother. Irigaray
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conducts a close analysis of the corporeal implications to the mouth of uttering the words ‘fort’ (far away)
and ‘da’ (near) with respect to their signification in ‘the economy of consonants and vowels’,

*‘Irigaray notes how in the absence of her mother a girl’s gestures are not the same as the boy’s which Freud
observed. Irigaray explains that the little girl; 1). Becomes anorexic in every way due to the distress; by
anorexic she means that the little girl literally closes up. 2). Plays with a doll in order to organise symbolic
space, and 3). She dances to construct a vital subjective space. Iriparay’s observations demonstrate that
gestures themselves can have sexed meanings and convey sexed understandings of subjectivity’ (Bread
(Sanders) 1996: 24). In my MA thesis, Irigaray’s comments on the little girl’s differing response to the
absence of the maternal figure are paraphrased (Irigaray [1987] 1990: 132) so as to ground my reading of the
significance of the maternal-feminine within a specific visual-material example pertaining to marking
boundaries of self-defined space. In a footnote to the former summery, a further note is made: ‘Irigaray’s
emphasis on space is significant to her theory of how the mother/daughter relationship proceeds. Because the
daughter has no cultural validation as an active subject she can only identify herself as part of her mother, she
has no means of self-definition. For the mother there is fear of being literally consumed by the daughter’
(Bread (Sanders) 1996: 43 n.18).

* In both instances, it is the identity of a/the ‘man’ (as an empty signifier) that is thought to be protected by
such concealment. Thus, a further tragedy is that men cut off their own nose to spite their face. For in
restricting women to a mirror image of their own desire, men deny themselves the pleasure (jouissance) of
knowing woman in her (the) full sense. It would not be wrong to say that men fuck themselves when they
fuck women...and of course on some level this is known, which is why both virgins and whores are regarded
with such high esteem...and why little is said about woman beyond these two mythic extremes.

* Nin turned first to the Jungian analyst, Dr Martha Jacger, from 1943 until 1945; and then to Dr Inge
Bogner, from 1946 until Nin’s death (1977).

* Rosa Culmell de Nin was of Danish-French ancestry (Nin 1993: 409). She met her husband, Joaquin, who
was eight years her junior, in a music store in Havana in 1901, where she was buying sheet music for her
vocal lessons with one of her sisters. Joaquin became Rosa’s singing tutor. Although her singing career did
not match the success of Nin's father’s profile as a Pianist, in the New York Cuban community that Rosa
brought her children to when she left Europe after Joaquin's abandonment, she was respected as a musician
and taught voice.

%7 Cities of the Interior included Ladders of Fire (1946); Children of the Albatross (1947); The Four-
Chambered Heart (1950); A Spy in the House of Love (1954) and Seduction of the Minotaur (1961). The
novel that followed, Collages (1964), was the last fictional work that Nin wrote. In 1966 she published the
first volume of her expurpated Digries having finally come to validate this form as her sexually specific
contribution to literature.

%8 Nin and Henry Miller would visit Duchamp in his studio and in 1934 she brought a portfolio of his reprints
to NY with ker to show to galleries (Fitch 1993: 177). In Incest, Nin makes a reference to a studio visit that
she and Henry made just before her departure to NY in 1934: ‘Marcel Duchamp. Book of his notes —
sketches for a book never written. Symbol of the times. Henry said he would like to have his lefters
published. [ said, ‘Yes, pre-posthumous letters.” We laughed’ (Nin [1934] 1993: 400 italics in original).

* Duchamp’s Nude Descending a Staircase (1912) is cited in her Diaries as well as in her fictional pieces
such as Cities of the Interior (1954), A Spy in the House of Love (1954) and more generally as a theme in
Seduction of the Minotaur (1961) (Richard-Allerdyce 1998: 128, dates cited from Fitch 1993: 495).

% Between 1932 and 1933, during the same period that they discovered Rank’s work, Nin and Henry Miller
began reading as much Surrealist material as they could find, including This Quarter and transition (sic).
Nin heard Dr Allendy, her analyst at the time, speak on the Surrealists during his Sorbonne lecture entitled
‘Metamorphosis of Poetry’ in January 1933. A few months later, Allendy introduced Nin to the French
Surrealist playright, Antonin Artaud, with whom she became close friends (Fitch 1993: 139-143).

% The femme-enfant was characterised as fermale youth and innocence expressed through uninhibited
behaviour, creative spirit, and a willingness to defy social convention. The ‘prototype’ for this identity text
was illustrated by a photograph of a ‘school-girl® in L 'Ecriture Automatique (1927) and was depicted again in
Julian Levy's poem ‘The Queen of Diamonds’ and Breton’s story of Nadja (1928) (Chadwick 1985: 33-4).
The notion of the femme-enfant was the Surrealist search for a ‘woman-child’ that was *capable of
bewitching the male-artist and leading him away from the confining world of the real’ (ibid: 49). This
identity-text limited the subjectivity of women within a specific identity that presented cbstacles to their
careers as artists and led them dangerously close to clinical insanity (ibid: 74). Nonetheless, the majority of
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- women Surrealists embraced this role willingly because it allowed them to ‘play’ with their own femininity
and break out of conventional societal roles. Among those identified by Chadwick as representative of this
image are, Marie Berthe Aurenche, Gala Dali and Meret Oppenheim, to name but three,

52 The femme-fatale was not an explicitly named identity text of the Surrealists in the way that the femme-
enfant was; nor is it mentioned in Chadwick’s consideration of Surrealist women. Nonetheless, Doane has
described the femme-fatale as, ‘the most persistent incarnation of femininity” within Modemity (Doane 1991:
1). The femme-fatale can, in some ways, be understood as the ‘woman-child’ who has lost her innocence. It
is the image of a seductive and dangerous woman whe lures men into her powers with malicious intent to
overpower them.

% In distinguishing, ‘a difference between archaic love of the mother and love for women-sisters’, Irigaray
hesitantly uses the term ‘“secondary homo-sexuality’ (sic) (Iriparay [1981] 1991: 44-45).

® June Miller (also known as June Mansfield) was bomn in 1902 in Austria-Hungary as ‘June Edith Smerth’.
The Galician family name was changed from ‘Smerth’ to ‘Smith’ when they emigrated to the USA in 1907,
Settling in New York with her parents and four other siblings, in 1917 June dropped out of high school in
Brooklyn to ‘become a taxi dancer’, In 1923, while working at Wilson’s Dance Hall on Broadway, June met
Henry Miller who, at the time, was married with a five-year old daughter. A year later, following his
divorce, Henry and June married. In 1930 June encouraged Henry to go alone to Europe and concentrate on
hig writing. Although he left with June’s promise to financially support him, Henry found, once in Paris, that
her money was not forthcoming. Thus, Henry was forced to find other ways of getting by, which included
accepting Nin's more than generous financial contributions to his personal cause. After June’s two visits to
Paris between 1931 and 1932, they ostensibly broke off their relationship, and were officially divorced in
1934 (Stuhlmann [ed.] in Nin 1993: 408-409),

5 Aside from shedding new light on the literary reception of both Nin and Henry Miller, it has also received
a great deal of public exposure through the Philip Kaufman film version, Henry and June (1990).

% In conjunction with this, Nin realised that like the other men she has been attracted to, Henry is ‘also
sexually passive' underneath his ‘masculine’ fagade (Nin 1993: 56-57, italics in original). He relies on
dominant women to ‘lead’ the sexual act, and tries to teach Nin to do so as well.. .but this offends Nin’s sense
of ‘fermninity” and she reads it as a failure of Henry ‘to take responsibility for his desire.” Nin desires a ‘real
man’ who can lead in sex and affirm her ‘passivity’, thus validating her womanliness as she paradoxically
strives to be an artist (ibid.). Insofar as this is so, this position is consistent with Riviere’s reading of
masquerade (Riviere [1929] 1986). -
%’ In the dictionary ‘onanism’ is defined as both ‘masturbation’ and ‘coitus inferruptus’, which makes this a
particularly accurate term for Nin (o use in this context because of its presumptuous contradictions. It is
worth noting that Onan is a man in Genesis who is punished by God for letting his ‘seed’ fall to the ground:
‘And Er, Judah’s firstborn, was wicked in the sight of the Lord; and the Lord slew him. And Judah said unto
Onan, Go in unto thy brother’s wife, and marry her, and raise up seed to thy brother. And Onan knew that
the seed should not be his; and it came to pass, when he went in unto his brother’s wife, that he spilled it on
the ground, lest that he should give seed to his brother. And the thing which he did displeased the Lord:
wherefore he slew him also’ (Genesis 38.6- 10, italics in original). (Special thanks to Angeline Morrison for
pointing out this reference.)

%8 The Steelmakers was commissioned by the Youngstown Area Arts Council for the Federal Plaza pedestrian
mall. This was also Segal's most rewarding public sculpiure commission because it supported the common
bond of the local community during a threatened period of factory closures, and was therefore well-received
by the people of the town, as well as an art community (Hawthorne and Hunter 1988: 108-115).

69 My personal identification with Judaism as discussed in ‘Linguistica” is accessed through Segal’s piece,
Jacob and the Angels (1984) most out of these examples cited above. For me the psycho-symbolic
significance of Jacob’s Ladder is bound up in my patemal surname, *Jacobs’, and consequently my
associations with my father and his Jewish family history: which is different again from that of my mother’s.
The image of ‘Jacob’s Ladder’ that Segal depicts in Jacob and the Angels has strong visual-narrative
associations for me with my own psychical corporeal mapping of the relation between my father, his son (my
[half] brother) and myself.

™ The Holocaust (1983) was commissioned by San Francisco’s Committee for a Memorial to the Six Million
Victims of the Holocaust {Hawthome and Hunter 1988: 132).
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™ In this chapter my own journal entries have been quoted in italics and twelve point type (rather than ten
point) in [O]rder to keep them distinct from the (indented) quotes of Others, and on par in significance to the
body of the text,

21 first discovered Little Birds, among a stash of ‘dirty’ magazines in a house I would frequently visit as a
young girl.

7 Reference to “introduction’ of Hinz and Fraser (eds.) (1978) The World of Anafs Nin: Critical and
Cultural Perspectives. Winnipeg: University of Manitoba Press. (MOSAIC, X1/2): 3.

7 The artist Hannah Wilke, most noted for her filmed and photographic pieces of the 1970s (Meskimmon
1996: 52} is a link between Segal, Duchamp and myself. Two pieces in particular support this reading. The
first is Venus Pareve (1985) that was included in the exhibition too Jewish? (1996). The second is Wilke’s
1976 documented performance C'’est la Vie Rrose which was a parody on the ‘legacy’ of Duchamp. C'est la
Vie Rrose particularly implicated Duchamp’s identity text as Rrose Sélavy, Large Glass (1915-23) and his
staged ‘semi-retirement’ from art to play chess (Meskimmon 1996: 52). Wordplay, identity specific titles,
and female (as artist) representation are central themes in both these examples and are at play in much of the
work of both Wilke and myself. These concerns are also taken up in the work of Duchamp. Venus Pareve,
comprised of twenty-five hand-modeled self-portraits cast in both plaster and edible chocolate, relates
directly to my plaster coating exercise and Segal’s figurative plaster work. Wilke, like myself and unlike
Segal, is positioned as both the *artist and sitter’. Both Wilke and Segal, unlike myself, use casting as part of
their process, although Segal also deployed a technique of ‘coating” with no moulds, The familiar Latin
word, with all its associations to Western art and culture, is juxtaposed in the title of the piece with the
Hebrew word, Pareve that would be unfamiliar 1o ‘nonreligious Jews' (such as myself). As such, the title
‘immediately identifies Wilke [...] as Other’ (Klablait 1996: 8-9). Wilke embodies ‘otherness’ as an
assertion of her subjective inclusion within traditional Western art discourse. My own engagement with the
Other is distinct in that it is framed in terms of auto-(erotic)-authorisation. Thus the Other is positioned
within my work as external embodied subjects (and objects) that contribute to the formation and
understanding of my own psychical cerporeal definition.

75 Chadwick (1998) notes that Duchamp, in wanting to embody an ‘Other’, had initially considered using a
Jewish name but ‘then decided to change gender® instead because it was ‘much simpler’: ‘““Rose” he claimed,
was a popular and thoroughly banal name in the 1920s, and “Sélavy” obviously puns on “c’est la vie” while
whispering “Levy,” and so intimating his initial choice. Given the anti-Semitism rampant in the United
States and France, a Jewish guise would surely have pushed Duchamp toward the margins, but changing
gender decisively sent him to the edge and over, projecting him into a free fall of gender indeterminacy as he
played out the persona of Rose [as her name was initially spelled]’ (Chadwick 1998: 41). Chadwick suggests
that emphasising gender rather than race was a more radical gesture on Duchamp’s part. However, in light of
my discussion of Freud in relation to race and gender in chapter two (‘Linguistica’), 1 would argue that
instead Duchamp uses gender, like Freud, to move away from the stigma of Jewish identity that might
undermine his own status as a/the (male) ‘artist’. To this end, adopting the female persona of Rrose Sélavy
reinforces his own masculinity (as Duchamp) by contrast, and perpetuates the discourse of a/the (male) artist
in relation to femininity that is already at play within the culture at that time. Thus, Duchamp’s work is read
as radically ambiguous, yet it stays within accepted ‘margins’ of dominant thought, rather than work through
a Jewish guise as too marginal (too Jewish).

76 There is a discrepancy here. Fillin-Yeh (1995) claims it was Grace Ewing who collaborated with
Duchamp in Man Ray’s photographs, contributing both hat and hands to the image (Fillin-Yeh 1995: 33).
However, Chadwick (1998) cites Germaine Everling as the female participant (Chadwick 1998: 44). Seigel
(1995), on the other hand, makes no mention of a female collaborator at all. T am suggesting that this is a
notable oversight by Seigel, rather than a claim by this author that Duchamp had no outside intervention.

7 My discussion of parody with regard to Benglis is paralleled by Meskimmon (1996) with respect to
Hannah Wilke's self-representations as well (112-13). The advertisement for a 1973 exhibition, in which the
artist was ‘clearly’ and problematically ‘more the object than her artworks’, is cited here along with the
documentary material for the performance piece So Help Me Hannah (1985). Meskimmon uses these
examples to discuss the ‘difficulties facing women artists who attempt to confront frankly female sexuality in
their self-representations’ (Meskimmon 1996: 113).

™ Jones cites Vincent van Gogh and Paul Cézanne as two outstanding examples of the artist *as worker’
during the late 1800s in Paris, and goes on to show its steadfast presence in later artists such as Jackson
Pollock in New York (Jones 1995).
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™'To Peer’ was included in a joint exhibition at The Look Gallery, Exeter, UK; by Deborah Robinson and
myself, entitled /dentity Texts. This event was put on to run parallel to the Practice, history and theory
conference: the relationship of making fo writing (sic) held at the University of Plymouth at Exeter,
Septerber 1998; where I performed the paper, A4/d]Dress rehearsal: the embodiment and Spectacle of
Praxis. This was subsequently published in Point: Art & Design Research journal, no.7 (Spring/Summer
1999). It is worth noting that The Look gallery is located in the front room of a hair salon: hair, like clothing
being a material signifier manipulated by cultural intervention. Hair is distinct from clothing however, in that
it is already ‘manufactured’ by the material sign/site of the body.

% Remodelling Photo History: 198110 1982 was first published as an article in Screen, vol.23, no.1, 1982.

8 Florence’s direction to the ‘interior theatre’ of Mallarmé, as a *site of artifice, transformation and
masquerade’(Florence 1998: 257) can be read in relation to this ‘photo-theatre’ technique coined by Spence
and Denneit. Both of these frames of reference are instrumental in understanding the relationship between
clothing and my own embodiment within my praxis.

# Within *To Peer’ the practice of photography appears alongside the verb (and noun), ‘study’. The
corresponding photographic image includes an anthropomorphic ensemble of clothes positioned in relation to
a camera on a tripod that is pointed down at a sketch book resting on the ‘lap’ of the signified subject. The
book is opened to a page with a photograph of myself on it (although this is not apparent from the actual
image used in the final version). '

% mitially I planned to sew textile photocopies of my high school diploma and subsequent degree certificates
as a way of displaying my scholarly achievements as academic investment. When I got the suit, it was
already psychically inscribed with this symbolic meaning, and therefore the inclusion of the patches seemed
less urgent. In the mean time, I took to wearing the suit to perform the laborious tasks within my domestic
and artistic practices and thus the completion of the envisioned ‘piece’ was suspended...in my mind’s ‘1",

% Taken in collaboration with Clare Hareford at the outset of my Research Studentship.

55 At the time this photograph was taken the feather was worn to signal my identity as a ‘native American’
currently living on foreign ground. The feather was further intended to allude to the ‘feather in one’s cap’. It
can also be linked to the feathers of Nin’s ‘little birds’. In retrospect, however, although the feather is a
strong feature in the structure of the photographic image, I now view it as both a problematic and
unsuccessful element of the picture.

% Freud’s theories of seduction and the implications of this for women's subsequent accorded place within
classic psychoanalysis is a theme that was controversial from the start and goes beyond what can be
discussed here.

¥ In discussing Nin’s treatment of lesbianism in The Voice, represented through the character of Lilith,
Richard-Allerdyce includes a dubious footnote reference to Lacan and ‘fetishism’ (Richard-Allerdyce 1997:
64, 184 n.44). The reference is dubious, in part, because it conflates ‘fetishism’ with a range of specific
perversions. It is also dubious because Lacan’s notion of a lack is problematically equated with a female
subject that in classic psychoanalysis cannot become a fetishist. Nevertheless, the fleeting and undeveloped
connection that Richard-Allerdyce makes between Nin and fetishism is not to be abandoned on account of
the reference’s shortcomings.

¥ Grosz identifies three choices that feminist theorists have with regard to classic psychoanalysis: First, to
accept their formulations unproblematically, as Richard-Allerdyce appears to do in this instance at least.
Secondly, to reject the discourse completely, but in so doing lose ‘an account of psychical and fantasy life’.
Or third, in what would be the fetishist’s solution, combine a little of both, ‘developing paradoxes and
contradictions to see how the theory itself copes (or does not cope) with its own unspoken or
unacknowledged implications’ (Grosz 1995: 154).

% This process could be repeated up to three times within one “plaster coating’, but more than once was an
elaborate and problematic situation. After the first ‘batch’ was applied to my body, my movement was
severely restricted to my arms and hands. The water could not be added to the plaster until just before it was
used, and soaking the cloth was difficult to do in a stationary state. This comic set of circumstances was
compounded by the temporal urgency that required such tasks to be performed quickly.

* In a passing comment 1o his students, to do with reading Freud’s texts on the ‘drives and their vicissitudes’,
Lacan unsurprisingly posits the original German version as ‘eminently desirable’ over the French and Engtish
translations that he deems, ‘always more or less improperly translated.” However, Lacan goes on to
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designate the English translation as the lesser of the two translated evils when he says, ‘[...] I certainly give
the worst marks to the French translation, but I will not waste time pointing out the veritable falsifications
with which it swarms’ (Lacan 1998: 175).

! ILichtenburg Ettinger has had solo exhibitions in major museums including the Isreal Museum, Jerusalem;
Le Palais des Beaux-Aris, Brussels; Le Noveau Musée, Villeurbanne and the Museum of Modern Axt,
Oxford. She has also participated in numerous contemporary group exhibitions, including Face a I'Histoire
(Pompidou Centre, Paris) and Kabinet (Stedlijk Museum, Amsterdam) (Florence and Foster (eds.) 2000: xvi).

?2 Lichtenburg Ettinger’s paintings bring together on paper; acquired family photographs, (visual-)scripted
text and ink. They are constructed through the ‘false memory machine’ of the photocopier, whereby the
photographs are repeatedly reproduced through a series of copies until the original image is all but traceable
on the page. Marks are then added onto the defaced surface with additional (fluid) coloured ink. The
(visual-)scripted text is incorporated at various stages of this process (Buci-Glucksmann 1996: 281-289).
Lichtenburg Ettinger refrains from describing her artwork in detail in her theoretical writing. As such, I
have drawn on Buci-Gluksmann’s (1996) critical reading of her artwork to provide additional insight into her
visual-material work.

%) The terms ‘langue’ and ‘parole’ were introduced into the discourse of semiotics by the Swiss linguist
Ferdinand de Saussure, working in the early 1900s. Heath sets out the definitions of ‘langue’ and ‘parole’ in
the beginning of Barthes text Image Music Text (1977), because of the importance of these terms to Barthes'
semiotic approach to language and narrative. (Heath 1977 p.7) While Freud distanced his understanding of
the significance of language from Saussure, by emphasising the importance of the ‘body” in speech, in the
1960s Lacan’s shift to the emphasis of the signifier rather than the sign brought psychoanalysis closer to
Saussure’s linguistic model. (MacCannell in Wright 1992 pp.209-215)

* In discussing the ‘two extremes’ of the analytic situation, Lacan identifies on one hand, the ‘primal
repressed’ signifier as symptom,; and on the other, “interpretation,” which he links to desire: ‘Interpretation
concerns the factor of a special temporal structure that I have tried to to define in the term metonymy. As it
draws to its end, interpretation is directed towards desire, with which, in a certain sense, it is identical.
Desire, in fact, is interpretation itself’ (Lacan 1998: 176 my emphasis).

% Lichtenburg Ettinger’s primary interlocutor is Lacan. She attempts to situate her own framework beyond,
yet in relation to him, at a symbolic level. She particularly hones in on his late work. For example, in
Encore (1972/3), Lacan clearly identifies his understanding of the objet a from the ‘departure point’ of the
male position, which Lichtenburg Ettinger takes as a cue that ‘other possible “lacks” may exist’ (Lichtenburg
Ettinger 1995: 20). She also finds traces of these sentiments in Lacan’s late unpublished seminars, Les non-
dupes errent (1973-74) and Le Sinthéme (1975-76). These texts are significant because they each leave
borderline openings for possible subversion of the phallic stratum that otherwise dominates Lacan’s work,
both characterising and defining it as a closed Order.

% It is also frustrating that this kind of wordplay appears to be contagious and that by engaging in this type of
discourse I too contribute to the plethora of playful yet difficult terminology.

%7 The ‘matrix’ is posited as a symbol that replaces Lacan’s symbol of the phallus, but nonetheless functions
as an empty signifier that by definition has no intrinsic meaning in and of itself (Pollock in Ettinger 1996:
89).

%8 ‘Crawley, in language which differs only slightly from current terminology of psycho-analysis [...]" is
Freud’s introduction of Crawley’s text into The Taboo of Virginity (Freud 1918: 199). In drawing on
Crawley, Pellegrini notes that Freud is ‘joining the authority of psychoanalysis to the authority of
anthropology’ and that in so doing he ‘exposes the complicity of both discourses in the project of
colonization® (Pellegrini 1997: 31-32).

» Crawley’s “taboo of personal isolation’ is to do with the preservation of man in relation to other men. This
man to man relation is at times played out across an economy of women, Rather than in Western culture
where the bridegroom has the ‘privilege’ of deflowering women, in the primitive cultures cited it is another
man’s ‘job’ to perform the rupture of the hymen in order to protect the husband from incurring repercussions
(Freud [918: 194).

1% The “narcissism of minor differences’ appears first in The Taboo of Virginity (1918) with regard to sexual
difference, and re-appears in Group Psychology (1921) and Civilization and Its Discontents (1930) in terms
of national and cultural borders. In Pellegrini’s argument on the loss of female Jewish identity in Freud’s
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formulations, she asserts that ‘[N]ot only is woman's difference from man superseded by the male Jew’s
difference, but on this reading, his difference has been there all along. Accordingly, ‘The Taboo of
Virginity,” an essay ostensibly concerned with the management of sexual difference, is really and only about
the boundary crises Aryan/Semite or Christian/Jew* (Pellegrini 1997: 31-33).

1" Notable within the context of Freud’s discussion of drives and ‘sado-masochism’, Lacan uses the notion
of the ‘rim’ in his diagrams to denote the ‘erogenous zone in the drive’. The rim is linked to auto-eroticism in
so far as the drive (which is in fact defined as a “partial drive’) is circular and returns to surface of the
erogenous zone. However, Lacan distinguishes the drive from auto-eroticism because of the presence of the
objet a that marks the status of the subject within the Symbolic. Thus, the drive moves in an ‘outward and
back’ direction ‘in which it is structured’ but it is only (mis)recognised through the filter of the Other (Lacan
1998: 177-80).

2The references made here to Lichtenburg Ettinger’s work move between three of her important texts The
Matrixial Gaze (1995), ‘ The With-In-Visible Screen’ (1996) and ‘Transgressing With-In-To the feminine’
(sic) (2000). Despite her main points being outlined in the earliest of these sources, I have found that the
later texts often provide a clearer explanation and have thus cited them in such instances. While Lichtenburg
Ettinger’s thesis is consistent throughout these sources, the context remains distinct in each case, and places a
different emphasis on the various points of her overall framework. Thus, The Matrixial Gaze (1995) is the
most in depth in terms of detailing her theoretical formulations and situating them in relation to her primary
references. While the significance of her art practice is noted in this work, it emerges with more focus in the
two later texts, which are both included in respective books specifically conceming feminine/ist aesthetics
and art practice. In terms of theoretical inclusion, 'The With-In-Visible Screen’ (1996), offers a more
concise version of the 1995 text, while emphasising the relation to art practice. ‘Transgressing With-In-To
the feminine’ (2000), on the other hand, elaborates on her existing theory by introducing new material;
namely the psychoanalytic significance of the figures Tiresias (Freud 1919) (Lacan 1972, 1973), and
Antigone (Lacan's Ethics seminarl 959-60). )

1% My framing of auto-eroticism as a structural model can also be understoed in relation to the respective
construction of symbolic structures by the other psychoanalysts that I have called upon. For example: Freud
signals the fear of castration through the myth of Oedipus; Rank signals separation as the ‘trauma of birth’
through the maternal significance; Lacan signals the Name-of-the Father and Symbolic Law through the
Mirror Stage (related to the myth of Narcissus); and Irigaray signals the cultural matricide of the matemal-
feminine through the mythic figure of Clytemnestra.

' In such a familial mapping of my ideological genealogy, Irigaray would thus be positioned as a
‘grandmother’” who laid (down on) the ground for Lichtenburg Ettinger to formulate the matrixial stratum
that gives the maternal-feminine a signifying voice and a symbolic place to listen and be heard.

105 Transgressing The Boundaries of Acceptability: A Progress Report functioned as a ‘first draft’ for the
scripted component of the Afd]Dress Rehearsal performance piece that was written almost a year later.
Moreover, the final dissertation remains framed within the map of concems laid out in this ‘progress report’.
However, over the (three) more years it has taken to construct the final dissertation, these concerns have
become more fully embodied with/through the creative experience of further theoretical engagement.

1 Differential Aesthetics: Art practices, philosophy and feminist understandings (Florence and Foster [eds.]
2000) is, among other things an important, current and sophisticated contribution to the recent interest in art
practice as research and research as art practice, with which my thesis is concerned and located within.
Although its publication date comes late in the course of my research, many of the essays address familiar
issues that I have been engaged with for some time.

17 Bolt turns to D. Olkowski’s ‘science of the singular’ (1999), V. Kirby's recourse to quantum theory
(1997), P. Carter’s concept of ‘methexis’ (1996) and its relevance to Indigenous Australians, and C.S
Peirce’s ‘indexical sign’ (1955) to locate a framework for recognising the importance of materialization, Her
art practice is specifically engaged in the medium of ‘painting’, while I work with sculptural materials,
photography and installation instead. Nevertheless, we both are explicitly concerned with how our respective
practices, to quote Bolt, ‘implicate my body in the process’ (Bolt 2000: 315-333).
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