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Proceedings of the 22nd International Conference on Literature and Psychoanalysis: 3-8

Shakespeare and trauma of war in Macbeth

JOANNAMONTGOMER BYLES (*)

As a dramatist of the late sixteenth and early seventeenth centuries, Shakespga®stntations
of the culture of war and the enactment of traumatic experience can suggest an understanding that on
the collective level, the lack of inhibition of the aggressive impulses, owing to whickilirg was
required and sanctioned by the state, presented important and complex psychological, political and
moral problems. Such problems continue, but with added ferocity and compiexharacterize our
own times.

Shakespearg’attitude to waras far as it can be analysed from his plays, particularly his English
History plays, varies a great deal, and is often ambiguous and skeptical. Indeed the plays contain many
strategies of ambiguity that make us realize the impossibility of simple solutions to certain complex
problems. These plays contain manyfefiént ideas about war and the psychological and moral
complexities of warso that | do not think it is possible, much less desirable, to derive a coherent
Shakespearean view of this problematic subject mdtter holding of contradictory ideas, views and
feelings, and the overlap between them, is itself typically Shakespearean. Indeed Shakespgalexity
is always undermining his themes as Norman Rabkin pointed out long ago, in other words, there is a
considerable subversiveness in many of Shakespduastirical dramas. Certain themes recur especially
that of civil war and military honoumdeed Shakespeare seems very much aware not only of the heroism
and courage of his famous protagonists such as Henry, Remyn as Hotspuand Prince Hal who
becomes King Henry the Fifth in 1413, but also of their weaknesses: Hotspur values the ideals of chivalry
more than life itself, and Prince Hal is an unscrupulous politician, but he also carries with him the
guilt of his fathets usurpation and involvement in the murder of King Richard the Secomndrds
the end of his careegBhakespear®dramatization dflacbeth based like his other histories, ldnlinsheds
(1587) Chronicles of England, Scotland and Ireland, can be thought of as the culmination of his exploration
of the efect on the psyche of the trauma and experience of killing initgatestructive violence and
cruelty, as well as the feaanxiety and suiéring it causes.

Our own knowledge of how traumatic events hafeaéd the psychological functioning and
adaptation of the victims of war has developed gradually from Fseaatly formulations of “war
neurosis” in Vrld War One, also known as shell-shock, to ther/War Two concept of Combat
Stress, to our present ideas of Posttimatic Sress DisorderShell-shock was a medical term that

(*) University of Cyprus, Department of English Studies, PO Box 20537, Nicosia, Cyprus.



came from the need to find a suitable name for the number of cases of functional nervous incapacity
which were continually occurring among the fighting units duriragltMWar One. Although there are

some references in history to hysteria among soldiers, there is little evidence of shell-shock in wars
previous to the first world wall his is not extraordinary considering the massive use of high explosives
and the mechanized violence developed in that war were virtually unknown in conflicts before 1914.

The chaging of the enemy with guilt by which the superego of #fa¢eSmobilizes the individua!’
superego seems to be of fundamental importance in escaping the sense of guilt which war provokes
in those engaged in the killing; yet, for some individuals, the mobilization of superego activities can
still involve self-punitive mechanisms even though most of the indiviglgaiilt has been projected
onto the enemy in the name of his/her own group, nation or la&ddmow that this guilt can become
a problem during wartime and especially at the end of aleeading to various degrees of misery and
mental illness. For some, the trauma of killing an enemy and a stranger cannot be truly mourned, and
in this incomplete mourning there remains a blank space, an irretrievable act or event to be lived
through over and over again. The long-term consequences of killing, and seeing others being killed in
war can shatter the self and the meaning of self. The paradoxical permissive and prohibitive superego
has much to answer for here.

Facing up to the act of killing in war and the long-term reactions of psychological, physiological
and emotional disturbances has eventually led to the concept ofostalic fess Disorder (PTSD)
which has been generally defined as a “serious psychological reaction that develops in some people
following experience of overwhelmingly frightening or traumatic eventsdumatic events usually
include “combat, assault, natural disaséecident or torture.” all of which are life-threatening. (Internet,
PTSD General Information, Brochure 1). The psychological reaction that develops in these individuals
stimulates in them feelings of feaadness, anger and guilt. These symptoms have been divided into
three separate categories under the headings: intrusive ireagedance/numbing and arousal symptoms.

Intrusive symptoms relate to frequent and repetitive memories and images of the traumatic events
which may “intrude into the lives of the individuals” (Internet, Brochure 2). This intrusion can happen
during the daybut especially at night in dreams. These distressful memories of the past event usually
occur suddenly and without obvious cause, and often take the form of flashbacks. They are accompanied
by intense emotions such as grief, guilt, fesrger/rage. At times they are so vivid that the individual
believes that the trauma is re-occurring and a kind of physiological reactivity such as sweating, heart
racing emages. Intrusive symptoms such as these are generally considered as key elements in the diagnosis
of Post-Taumatic &ess Disorder; howevghey are not sfi€ient for a complete and successful diagnosis
to take place.

The second group of symptoms is referred to as “avoidance and numbing” and these represent
the attempts to block out unpleasant memories and feelings. Since the traumatic memories are very
disturbing and unpleasant, the traumatized person usually avoids situations, people or events which
remind him/her of the causal event. They also avoid conversations that may bring to the surface feelings
and thoughts associated with the trauma. In some instances, the individual becomes “numb” and loses
any interest in social or any other sort of activitiey withdraw into themselves in an attempt to shut
out painful memories and feelings. This withdrawal into themselves obviotestysatheir relationships
and emotional contacts with others. Feelings of detachment from family members and friends, an inability
to feel any kind of emotion for someone once close to them is part of the syndrome.

The third group of symptoms are described as “arousal or{aypasal” (Internet, Brochure 3).

A traumatic event usually causes individuals to “feel at risk of further traumatization” and also to fear
the repetition of the pain of the past experience. This makes them feel “jumpy and constantly on guard”
so that they often make exaggerated startle responses and may show extreme watchfulness at times
when this is not necessafRurthermore, their sleep is usuallyfidifilt and disturbed by horrible images

of the traumatic experience they have gone through. These constant re-visitations of the haunted memories
of the past result in concentration and memory problems and these, in combination with other symptoms,
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may cause them problems at work and may alienate them from their families and friends. They usually
feel angry and are in conflict with themselves as well as with others around them.

MACBETHAS A DRAMATIZATION OF POST-TRAUMATIC STRESS DISORDER:

Macbeth is one of Shakespeamiost violent plays, in it he dramatizes the psychological symptoms
which are the response to having killed. The violent killing to start withfistage, for example there
is the reported carnage of the battle Macbeth wins with his “brandish’d steel, / Which smok’d with
bloody execution” having “unseamed” his opponent from “the nave to th’chops, / And fixed his head
upon our battlements.” (1.ii.15. Arden Muir980, All further quotations from this edition). Both Banquo
and Macbeth are represented as merciless killers in battle, as reported by the Captain when describing
them in action redoubling their blows upon the foe as if “they meant to bathe in reeking wounds / Or
memorize another Golgotha.” (1.ii.40-41) The imagery prepares us for the “bloody butcher of Scotland”
Macbeth becomes at the end of the play

The murder of Duncan is the central act of the drama. The anticipation of this horrific deed is
initiated by the hallucinatory dagger whose “blade and dudgeon” has “gouts of blood” on it (l1.i.45).
After the murderShakespeare continues to emphasize the symptoms of the trauma of the killing by
the use of intrusive imagery dramatized by Maclsetlaized horrgranguish and guilt as well as Lady
Macbeths cruel defiance: “A little water clears us of this deed.” (11.i.66) But Macbeth fears he has
damned himself; he cannot say Amen, it sticks in his throat. His mutism around the word “amen” is
an expression of the psychic trauma he has inflicted upon himself.

Macb. | could not say “Amen,”
When they did say “God bless us!”
Lady M. Consider it not so deeply
Macb. But wherefore could not | pronounce “Amen?”
| had most need of blessing and “Amen”
Stuck in my throat.
Lady M. These deeds must not be thought
After these ways; so, it will make us mad. (11.ii.2p f

But the madness she speaks of is no metaphor; it is the psychic trauma of guilt projected now
onto his hands, his “hangmarhands;”: “What hands are here? Ha! they pluck out mine eyes.” and
his terrified self-revulsion: “@ know my deed, “twere best not know myself.1(il.72) Then there
is his painfully remorseful reply to the insistent knocking at the gatak&Muncan with thy knocking:
| would thou couldst!” (11.ii.73) ¥t another symptom of Postalumatic ess Disorder is Macbes’
realization that he has robbed himself of that precious necessity of nature, sleep. In his state of extreme
anxiety he imagines he hears a voice t®eep no more! Macbeth does murder sleep.” (l1.ii.26) The
whole scene is an impressive representation of the grief, guilt, anger and rage and the horrendous
memories that are symptomatic of PTSD. Shakespedramatization of the terrifying and powerfully
traumatic effect of guilt on the perpetrators of a violently murderous act is profoundly disturbing.

As an example of the intrusive imagery of PTSD, the hallucinatory nature of Maobetinmous
blood guiltiness in the banquet scene is very powerful and mostly achieved through the blood imagery:
“... the time has been / That, when the brains were out, the man would die, / And there an end; but
now, they rise again, / Wth twenty mortal murthers on their crowns / And push us from our stools.”
(IlLiv.77-81)

The spectrally intrusive presence of the violently murdered Banquo could be seen as a PTSD
symptom in the form of a dramatized flash-back to the actual traumatic event arranged by Macbeth,
registering the physiologicalfetts in the form of the “startlefett”, sweating and pallpas well as
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anger and rage. Lady Macbeth derides him as being “unmanned by fear; she warns the assembled
Lords, “I pray you speak not; he grows worse and worse; / Questions enrage him11@+120)

By the end of this violent and intensely disturbing scene, Macbeth is exhausted: “It will have blood,
they say: blood will have blood.” And “the secsétnan of blood” has lost his sense of time, yet another
symptom of the intense stress he has been under: “What is the night?” and the reply comes from an equally
exhausted Lady Macbeth, “Almost at odds with morning, which is which.” (lIR#&, 126-127).

As has been frequently stated by various critics, Lady Macbeth plays a crucial role in initially
motivating Macbeth to murder Duncan. Indeed Duncan would not have been murdered in his bed had
husband and wife not both planned it togethéhen he falters, “Wwill proceed no further in this
business” (1.vi.31) she ges him on; when she is unable to kill the King because he looks like her
father “Had he not resembled / My father as he slept, | hadtdd(l.i.12-13) Macbeth follows
through with their plan, alone. After the deed, we feel deeply disturbed by her unnatural instincts, her
scornful words about her own hands that have “gild the faces of the grooms,” with Bubleerd:

“My hands are of your colour; but | shamed Wear a heart so white.” (11.ii.64-65) She is bent on
covering up the killing driven by her own ambitious desires.

The psychic impact of this murderous action against one who is her guest and her bughand’
is yet to come; but when it does, we see the full panoply of symptoms offaastafic &ess Disorder
dramatized: intrusive imagerffash-backs, grief, guilt, angeand nightmares. As the doctor says, she
suffers from “a great perturbation in nature”.i{¥0) and he admits “This disease is beyond my
practice.” (Vi.54) He is unable to reframe the painful memories that are the cause of her nightmares.
What she needs is for the doctor to establish a therapeutic relationship with her and her terrifying
inner world.

“Out, damned spot! Out, | say! One - two - why then ‘tis time ta.d¢ell is murky... Yet,
who would have thought the old man to have so much blood in him33\84

“What will these hands ne’er be clean? No more of that, my lord, no more o’ thathar
all with this starting.” M.40-43

“Here’s the smell of the blood still. All the perfumes of Arabia will not sweeten this little
hand, Oh, oh, oh!” (W.47-48)

“To bed, to bed! Therg’knocking at the gate. Come, come, come, come, give me your
hand! Whats done cart’be undone. @ bed, to bed!” (\.61-63)

In her sleep-walking and talking, Lady Macbeth re-visits or re-runs the murderous events she has

enacted either directly or indirectlgnd she relives the associated emotions of deif, helplessness
and guilt. Howeverin her nightmare world, the remembering of the violent traumatic events of the
past in which she is still deeply involved, does not helpHealing of her traumatized psyche does
not occur Shortly after this episode, she takes her own life. The Doctor had it the wrong way round
when he said, “More needs she the divine than the physician8g)} Of course, from a religious
point of view the Doctor is right, she does needyfeeness; howeveher greatest human need is for
psychological help and understanding. Shortly after the sleep-walking scene, Macbeth questions the
power of medical practice to cure a mind overwhelmed by traumatic events: Macbeth asks the physician:

Cant thou not minister to a mind diseased,

Pluck from the memory a rooted sorrow

Raze out the written troubles of the brain

And with some sweet oblivious antidote

Cleanse the sttéd bosom of that perilous sfuf

Which weighs upon the heart?.i{i¥40-45)
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The Doctors reply “Therein the patient must minister to himself.”i{Mi6-47) maddens the
traumatized, guilt-ridden Macbeth as he defiantly rejects the sort of help he himself so desperately
needs:

“Throw physic to the dogs, I'll none of it!” (.47)

After the atrocious killing of Macdfifs family, including the most repugnant act of killing in the
play, child-murder Shakespeare dramatizes the extreme psychic trauma of the multiple murderer
Angus expresses the general view of Maclsetlepravity:

Some say he is mad. Others, that lesser hate him,
Do call it valiant fury But for certain

He cannot buckle his distempered cause

Within the belt of rule / Now does he feel

His secret murders sticking on his handsii(¥7)

Macbeth himself admits his mind is “full of scorpions,” a most terrifying example of intrusive
imagery and that he has “supped full of horrors” that life signifies nothing, and, as we have just seen,
he is terrifyingly aware that there is no known way to “cleanse thiedtbbsom of that perilous sfuf
/ Which weighs upon the heart” .(M40). His only relief is to prepare for more killing and with a
desperate readiness he puts on his armour for the crucial battle of his life: that against. Batduf
there are moments when Macbeth ifeefless, showing the PTSD of numbness. For example, just
before he hears that the Queen is dead there is a cry of wofaggef to which he responds:

I have almost fagot the taste of fears:
The time has been my sense would have cooled
to hear a night-shriek, (¥10)

In MacbethShakespeare dramatizes the terrifying and powerfetedf psychic trauma caused
by the guilt of perpetrating violently murderous and atrocious acts. In the end we see what Shakespeare
emphasizes is not only a question of what the Macbeths did to others, it is also a question of what they
did to themselves.

Unfortunately so far the concept of Postrdumatic &ess Disorder being a consequence of killing
may or may not impact killing in wars and it has not been used agament against the socially
sanctioned activity of war at the national or international level. Howevany anti-war groups are
aware of this ggjument, including the thousands of veterans, most recently those who have served in
Viet-Nam, the Gulf Vdr and Iraq, who endure thdexft of PTSD in their every-day lives.
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Don Quixote rides again: lllusion and delusion
In Conrad’sLord Jim: A Tale

JORGESACIDOROMERO (*)

““Y ou are an incorrigible, hopeless Don Quixote. Thathat you are.” (Conrad, 1946b, 44)
Fifteen-yearold Konrad Korzeniowski (Joseph Conrad) heard these admonitory words from the lips
of his tutor a Krakowian college student instructed by his maternal unelée(isz Bobrowski) to
convince his nephew to give up his wish to be a seaman. The link between young Cdesaé’ to
become a sailor and the renowned knight of La Mancha is not a casual one. In his writings, Conrad
generalises the particular case of his vocation for the sea by focusing on romances of adventure as the
main cause prompting young men to join the maritime profession. Thus, for instance, in the autobio
graphical work in which the words of his dear tutor are quodddgrsonal Recal), Conrad refers to
Victor Hugos Toilers of the Seas his “first introduction to the sea in literature.” (1946b, 72) In
“Tales of the Sea” (1898) — an earlier piece written when he was already engtgedoimposition
of Lord Jim: A Ble— Conrad speaks of how Frederick Marryat and James Fen@ooger the creators
of sea fiction, “influenced so many lives and gave to so many the initial imjowseds a glorious or
a useful career”. (1949, 56) Later essays likel\@one” (1918) or “Geographgnd Some Explorers”
(1924) highlight the role played by romances and books of exploration in triggering yourgy men’
desire for a life of adventure at sea, Corsadtluded. In the latter he calls NUfiez de Balbaaian,

Torres, Cook or Franklin “the first grown-up friends of my early boyhood”, their nautical feats having
been an inspiration for him. (Conrad, 1955, 10) IretMDone,” the imaginative nature of the force
impelling young boys to follow the sea is clearly underlined: “Chance or desistly desi) had set

them apart, often in their very childhood, and what is to be remarked is that from the very nature of
things this early appeal, this early desire, had to be of an imaginative kind.” (Conrad, 1949, 184,
emphasis mine)

Conrad uses quite systematically the word “illusion” to refer to the frame of mind in which the
youngster leaves home for the sea. This state of purely narcissistic exultation derives from an identification
with a hero in an adventure bobKhe prototypical youngster in Conradvorks assumes the image

(*) Departamento de Filoloxia Inglesa, Universidade de Santiago de Compostela, Avda. Castelao s/n, 15782
Santiago de Compostela, A Corufa, Spain.

* The notion of “identification” is used everywhere in psychoanalytical theory to refer to the process at work in
the formation of the “ego”. Suffice it to recall the way Jacques Lacan defines the mirror stage in his famous essay:
“We have only to understand the mirror stagean identificationj...]: namely, the transformation that takes place
in the subject when he assumes an image”. (1977, 2) For a technical definition of “identification” See Laplanche and
Pontalis. (1985, 205-208)
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of the indestructible hero of adventure books and expects to continue to be one in the real context of
the maritime profession in which the adventurous circumstances he had read about are to be reproduced.
This is the realm of “fantasy-making” to use Freui#rm in his essay on the two principles of mental
functioning. (1957, 42) In it, the reality principle is suspended and the mind works by following the
pleasure principle alone. Mediating restrictions — all the components of the reality principle, from
physical limitations to the rules imposed by society — are not operative, so much so that the actual self
and the ideal (omnipotent, perfect, heroic) become one.

In Lord Jim: A Ble (1900), the title-her@ maritime vocation and his early days on board ships
bear the characteristic marks of Conradian illusidihe third person narrator (who speaks in the
initial chapters of the novel and introduces the narrative of theshiagi’days much later in the text)
gives the following account of how Jim, living in his fatlsetremote parsonage, declared his intention
to follow the sea:

when after a course of light holiday literature his vocation for the sea declared itself, he was
sent at once to the ‘training-ship foffioérs of the mercantile marine.’ [...] He could see the
ships departing, the broad-beamed ferries constantly on the move, the little boats floating far
below his feet, with the hazy splendour of the sea in the distance, and the hope of a stirring
life in the world of adventure.

On the lower deck in the babel of two hundred voices he wouddtfbimself, and beforehand

live in his mind the sea-life of light literature. He saw himself saving people from sinking
ships, cutting away masts in a hurricane, swimming through a surf with a line; or as a lonely
castawaybarefooted and half naked, walking on uncovered reefs in search of shell-fish to
stave of starvation. He confronted savages on tropical shores, quelled mutinies on the high
seas, and in a small boat upon the ocean kept up the hearts of despairing men — always an
example of devotion to dutand as unflinching as a hero in a book. (Conrad, 1946c¢, 5-6)

However the model of formation of the seaman derived from Cosaradts establishes a second
stage (“initiation”) in which the overlapping of reality with the fantasies of illusion is to be surmounted
and (if anything) confined to the private realm of daydreaming and/or evocation where it is kept from
interfering with professional obligations and the rest of real-life restrictions. In a secfibe diror
of the Se41906) titled “Initiation” Conrad gives an account of the major turning-point in his sea.career
He was working as third mate on board a ship when they came across a Danish brig about to sink in the
middle of the Atlantic Ocean. Conrad was appointed commandiigeodf one of the two boats sent in
rescueof the nine Danish sailors and recalls his reaction on seeing the state of exhaustion and
helplessness of these brave men:

The cynical indiference of the sea to the merits of humaifiesirfg and courage, laid bare

in this ridiculous, panic-tainted performance extorted from the dire extremity of nine good
and honourable seamen, revolted me. | saw the duplicity of treermeat tender mood. [...]

I had looked coolly at the life of my choice. Its illusions were gone, but its fascination remained.
| had become a seaman at last. (1946a, 141-42)

“Initiation” means, therefore, the acceptance of the mediation of the reality principle: that is, the discordance
between the imaginative mind and the external world, the falsity of omei heroic indestructibility

the indiference of the sea to mereforts and fantasy projections, and the necessity to abide by the
laws of the craft. The youngster must trade the immediate identification with the book hero for the
identification with the model of seaman invested with the features of theléawic grandeur disengaged

2n connection with this see Bruss (1979), Mitchell (1986), Hampson (1992, 116-136), Cox (1973) and Watt
(1980, 342-43).
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from the real circumstances of the profession must be substituted by what Conrad cadis Dofwy”
“seamers primitive virtues”: alertness, self-confidence, responsib#itglurance, courage, hardihood,
self-possession and sobriety (to name just a few). (1949, 192) This is the passage from what Freud, in
his monographic essay on narcissism, calls the “ideal ego” to the “ego-ideal”, a terminological dis
tinction that Lacan establishes in a more systematic w8gininar |(Freud, 1952, 407; Lacan, 1988,
129-142) The youngster internalises the norm of the craft and finds compensatory satisfaction in the
(for the most part, yet not completely) unadventurous, prosaic life at sea. Thus, he becomes what Conrad
calls in the same section Dfie Mitror of the Sed‘a real seaman”: that is, a seaman of the reality principle.

But, as the third-person narrator at the beginning of Chapter 2 of the novel tells us, Jim found no
compensation in sea life, “whose only reward is in the perfect love of the work.” (1946¢&{€10)
remains attached to his identification with the literary ideal of his dreams, and when the opportunity
to act heroically comes on board the steaR&ng he fails and is looked upon as a criminal coward
(he had joined his fellow Gters in their defection from the steamer carrying eight hundred Muslim
pilgrims and a native crew)oTJim’s disgrace, the ship is rescued and towed safely to an Eastern port
by a French steameh court of inquiry is held to look into the case and Jim is the offiigesfgiving
evidence before the court.

On the quite night right before the local steaPainaruns against an unidentified derelictlire
Arabian Sea, Jim, on the bridge, is given over to his illusion of heroic adventure and divine omnipotence.
“At such times,” the third-person narrator tells us, “his thoughts would be full of valdemds: he
loved these dreams and the success of his imaginary achievements. They were the best parts of life,
its secretruth, its hidderreality. [...] They carried his soul away with them and madiruink with
the divine philte of an unbounded confidence in itself.” (Conrad, 1946¢c, 20. Emphases mine) Later
on, Captain Charlie Marlowielling the story of his anxiety-ridden involvement in Jmase to an
audience of white men, sketches the process of formation of a normative subject of the craft in terms
similar to those used by Conrad in the texts referred to above:

“There is such magnificent vagueness in the expectations that had driven each of us to sea,
such a glorious indefiniteness, such a beautiful greed of adventures that are their own and
only reward! [...]In no other kind of life is the illusion moide of eality— in no other is

the beginningall illusion — the disenchantment more swift — the subjection more complete.”
(1946c¢, 129. First emphasis mine)

The problem with Jim — what defines and determines his predicament throughout the novel,
including the period spent as a commercial agent in the remote outpost in Patusan in the Island of
Borneo — is his incapability in keeping the realm of illusion separate from that of reality which belies
his heroic grandeur and with which he should come to terms. (“Initiation” [“disenchantpiast”
“subjection” in Marlows words above] never takes place in his case).

Jim’s illusion throughout the narrative is, indeed, characterised by its excess, by his unmovable
and irrepressible tendency of forcing the scenario of his heroic omnipotence upon the reality of facts
and norms, of keeping the reality principld tfe boundaries of the pleasure principle. It is this
propensity to subsume reality under the sphere of illusion in spite of their non-coincidence what

® For Conrad, the ship’s routine must be worthy of a seaman’s love: “He who loves the sea also loves the ship’s
routine.” (1946a, 7) On the other hand, sea-life is not completely unadventurous: adventure may come to seamen,
but, of course, in it is not the product of pure voluntarism as Jim thinks. As Conrad stdtesMirror of the Sea
(referring once more to Don Quixote): “No adventure ever came to one for the asking. He who starts on a deliberate
quest of adventure goes forth but to gather dead-sea fruit, unless, indeed, he be beloved of the gods and great
amongst heroes, like that most excellent cavalier Don Quixote de la ManchaoBlnasy mortals of a mediocre
animus that is only too anxious to pass by wicked giants for so many honest wirstiwdietures are like visiting
angels. They come upon our complacency unawares.” (Conrad, 1946a, 155-156)
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makes Jim cross the dividing line (theoretically drawn by Freud and — more or less explicitly — by
Conrad and Marlow) separating “illusion” from “delusion”. “lllusion,” Freud write3re Futue of

an lllusion is, like “delusion,” “derived from human wishes.” (Freud, 1989, 3&) ¥nlike delusion,

which is by definition “in contradiction with reality” (as in Don Quixatease), illusion “sets no store

by verification” as “its relations with reality” are to be disregarded. (Freud, 1961, 39-40) Beuring this in
mind, we should interpret the third-person narrataords quoted abovierally: for Jim, his “imaginary
achievementséare the “hidden reality” of “life,” more real than reality itself. Likewise, we would do
well not to miss the connotation of intoxicated omnipotence as characteristic of his mental state in the
narratofs phrase when he says that dirfsoul” was tdrunkwith thedivine philtre of anunbounded
confidence in itself.” (Conrad, 1946¢, 20, emphases added) Indeed, Jim carries the logic of intoxicated
omnipotence to its ultimate consequences when, failing to be up to his position of charismatic leader
he meets his death at the hands of the Patusani chief Doramin while uttering for the last time his
famous refrain “Nothing can touch me.” (Conrad, 1946¢, 413)

Certainly the connection between the workings of dimind/soul and the state of more or less
immoderate drunkenness is a recurrent one in the novel. When Marlow (in his oral tale) advances
Jim’s future success (which would end up in failure, of which Marlow gives a written account to the
“privileged man”) he states: “Felicifyfelicity — how shall | say it? — is quafl out of a golden cup
in every latitude [...] He was of the sort that would drink deep’. (Conrad, 1946¢; A15) later,

Marlow speaks about his concern of how Jim “‘would go out™ in Patusan and says: “‘He wdetdn’

me foiget how imaginative he was, and your imaginative people swing farther in any direction [...]
They do. They take to drink, too.” (Conrad, 1946c, 224), Yhe longest and most relevant instance

of the connection between Jerexcessive imagination and drink as examples of delusive intoxication

is the one found in Chapter 5 of the novel, which marks the beginning of Msaudoal'tale after four
chapters of third-person narrative. Among iffiellow oficers of thePatng the chief engineer is the

one that receives the greater attention in the text. He is a drunkard whose demeanour the third-person
narrator had previously compared to “the imbecile gravity of a thinker evolving a system of philosophy
from the hazy glimpse of a truth”, just one instance of Cosrai@w of pure intellectual speculation

as useless and, even, pernicious. (Conrad, 1946 &fre the court of inquiry was held, the chief-
engineer had been drinking for three full days at the end of which he ran into the street panic-stricken
by horrid hallucinations, was sent to hospital and taken care of by one of the resigeansuhere.

Marlow went to the hospital to visit a friend and had a conversation with the chief-engineer in order
to know more about the fafr of thePatna On hearing the name of the ship he had defected, the
engineer is startled and states that, because he is the possessor of outstanding powers of eyesight, he
could see the ship sinking “full of reptiles,” which were now the “[m]illions of pink toads” under his

bed ready to attack him and which, at the end of the intepdevitrample” on him. (Conrad, 1946c,

51 and 54)This hallucinating, delusive character is associated with the figure of a heroic cavalier akin

1

4 See Conrad (1946c, 23-24, 241, 246, 293 and 325) for other instances of this refrain-like phrase.

* Not knowing yet at this point the tragic outcome of the story, Marlow somehow tempers the connection
between Jim’s mind and intoxication by saying immediately afterwards: “I found him, if not exactly intoxicated,
then at least flushed with the elixir at his lips.” (Conrad, 1946¢, 175)

¢ See als®\ Personal Recor946a, 92)Nostromo(1947, 379); or Conrad’s letter to Edward Garnett of March
15, 1895 (1983, 205).

" The “[m]illions of pink toads” the chief-engineer says are under his bed are, of course, the hallucinated counterpart
of the eight hundred pilgrims on board, and their attack on him stands for his fear that they would start a row once
they became aware of the danger. For lan Watt, the reason why Conrad is giving such a detailed account of this
meeting is that he is using “symbolic deciphering,” a technique that is more demanding for the reader than the
impressionistic “delayed decoding” used by Conrad in the famous passage of the sticks-that-happened-ts-be-arrow
in “Heart of Darkness.” Watt does not go any further in his examination of the implications of Marlow’s conversation
with the engineethan simply stating that in the latter we find a pre-figuration of Jim’s fears “that the pilgrims on the
Patnamight panicf the alarm were raised.” (1980, 275)
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to Don Quixote: “a long individual in a blue flannel coat, as dry as a chip and no stouter than a
broomsitck, with dropping grey moustaches”; “a pretty notorious personality”; “[h]is lean bronzed
head, with white moustaches, looked fine and calm on the pililksvthe head of a worn-out soldier

with a childlike soul”; “his face [was that] of an old soldieith its noble and calm outlines”; ending

with the sugeon calling him “Noble-looking old boozer”. (Conrad, 1946c, 40, 46, 50, 53, 55) Alcohol
makes him both an omniscient observer and a terrified, helpless being. The same applies to Jim, but
instead of alcohol, his intoxicants are romances of adventure. (Notice hawdading material was
introduced by a word that connotes ‘body ingestion,’” ‘food or drug intake€otaseof light holiday
literature” [Conrad, 1946¢, 5. Emphasis mine]) Like the engjn&er also saw th@atna“going

down, down, head first under me. ...”, as he tells Marl@wnrad, 1946¢,1D) And, as Marlow is to
witness in his interview with the youngster at the Marabar House, both dmmipotence and his
sense of helplessness before imminent disaster find their source in his forestalling imagination, in his
pre-empting power of (quoting Marlow) “foresight” induced by his reading. (Conrad, 1946¢505).

while Marlow saw Jim “penetrating deeper into the impossible world of romantic achievements”, he
did also become aware of how

[h]is confounded imagination had evoked for him all the horrors of panic, the trampling
rush, the pitiful screams, boats swamped [...] the sudden swing upwards of the dark sky-
line, the sudden tilt up of the vast plain of the sea, the swift rise, the brutal fling, the grasp
of the abyss, the struggle without hope, the starlight closing over his head for ever like the
vault of a tomb — the revolt of his young life — the black end. (Conrad, 1946c, 88 and 96)

Captain Marlows interest and involvement in Jisncase derives from the mystifying anomaly
that the youngster represents from the professional point of view as this lagleaviour subverts the
traditional patterns of normative subjectivity that ruled the seapattice. The keen interest of the
resident sugeon in his alcoholic patient mirrors and prefigures Madadisorientation in his professional
concern for Jins case. This is the docterdiagnosis as told to Marlow:

“A curious case. D. Ts of the worst kind. [...] The head, ah! The head, of course, gone, but
the curious part is theesome sort of method in his raving. | am trying to find out. Most
unusual — that thread tfgic in such a deliriumTraditionally he ought to see snakes, but he
doesnt. Good old traditions at a discount nowadays. Eh! His — er — visions are batrachian.
Ha! Ha! No seriouslyl never remember being so interested in a case of jim-jams before. He
ought to be dead, ddryou know after such a festive experiment’J(55. Emphases mirfe)

The doctor is interested in the workings of his pattentind and tries to unravel the logic of his
hallucinations, which do not fit the standard descriptions of traditional medical science that were part
of his professional training. At the beginning of the following chapter of the novel — coming immediately
after his brief encounter with the residentgaon — Marlow states that all those who attended the
inquiry and who were in any way related to sea (sailors and waterside businessmen) were driven there
by an “interest” that “was purely psychologicalJ(56). But, Marlow goes on saying, their expectations
were frustrated by the way the judges conducted the examination, because theolatteaiined by
the precepts of legal discourse, were simply interested in the objective facts (“the superficial how”)
and not in the psychological reasons (“the fundamental why"»). Marlows criticism of the judges

& See in particular see chapters 7-9 of the novel. (Conrad, 1946¢, 77-111)

°® Recent medical study atelirium tremensstates that snakes are thest frequent hallucinated animals along
with cats and dogs. W. E. Platz, F. A. Oberlander and M. L. Seidel, “The Phenomenology of Perceptual Hallucinations
in Alcohol-Inducedelirium Tremeng Psychopathology28/5 (1995)247-255.
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chimes in both with the third-person narrasaronic comment on the uselessness of facts in Chapter
4 and with the resident gggons interest in the workings of chief engineemind:

“the questions put to him [Jim] necessarily led him away from what to me, for instance,
would have been the only truth worth knowinguYcant expect the constituted authorities
to inquire into the state of a marsoul — or is it only of his liver?’Lg 56-57}°

Like the sugeon, Marlow is interested in the psychological, mental side of thie @h Jim’s “soul”)

and not only in the purely factual, measurablgaoic part (“his liver”}* For the sugeon the chief engineer

is the “[m]ost extraordinary man | ever memmedically of course™ (LJ 55. Emphasis mine). Like a
researcher busy with a case-stutlye doctor hopes to find some rational explanation for his
anomalous hallucinations. Marlosvinterest, howevegoes beyond the doctsrscientific curiosity for

the object of his professional concern, from which the latter maintains a clear distance (both scientific
and ironic)?? Jim’s behaviour décts Marlow personally as a member of social group: it threatens to
disrupt the whole set of values and patterns of conduct that seamen internalise and from which they
obtain a sense of identitWhile the doctor is “medically” concerned with “the logic in [... the chief
engineeis] delirium,” Marlow is “unconsciously” and “ardently” involved in Jgicase and comes face

to face with what he dubs “a sort of profound and terrifying logic” at work in the youtggsiird that

would lead the latter to an eventual suicidal act in PatushB5, 50, 51 and 342).
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Proceedings of the 22nd International Conference on Literature and Psychoanalysis: 17-21

Don Quijote and the neur oscience of metafiction

NORMANN. HOLLAND (*)

What is metafiction? Its original meaning was “a fiction that both creates an illusion and lays
bare that illusionBut the term has expanded and expanded to include any fiction that even mentions
the idea of fiction. That can cover a lot of things, starting with the liad.

I'd like to go back to the original idea. In my understanding, metafictions tell stories intiadnjaiysical
medium of the stgrbecomes paof the stoy. Among contemporary writers of fiction one could mention:
my erstwhile colleagues John Barth, Donald Barthelme, and Ray Federman. Othergese@avino,
Nabokoy Umberto Eco, John Fowles, Salman Rushdie, and on and on. Metafiction has become very
popular in our questioning centuries, the twentieth and twenty-first. But, from previous times, one
could point to Dideros Jacques le Fatalister Sernes Tristram ShandyThe events ofristram Shandy
include the very copy ofristram Shandy am holding in my hand.

Metafictions lead to some of the more dizzyinfgefs possible in literature. In Doris Lessing’

The Golden Notebookor example, one of the notebooks tells about a novelist trying to write a novel.
A friend asks her to give him the first sentence, and the novelist rattlg® dirst sentence dfhe
Golden Notebookself.

Drama — metadrama — gets thikeef in the metatheatrical tradition of Pirandedi8ix Characters
in Seach of an Authoor Henry 1V, and many of the absurdists like Genet or lonesco @s$Vin
which characters point to the “play” they are acting in. In movies, you could also poirdadyW
Allen’s Purple Rose of Cairor Begmans Personaor Alejandro AmenabaAbre los Ojosand especially
Spike Jonzes 2002 movieAdaptation

Adaptationshows us Charlie Kaufman (a real-life screenwriterfesifg from writef's block as
he tries to write a movie based on a factual article about orchid stealing. But real-life Charlie Kaufman,
who is a character in the movie, is outdone as a screenwriter by his devil-may-care twin brother Donald
(who is totally fictitious, but played by the same achicolas Cage. who plays Charlie). (By the way
both real-life Charlie and fictitious Donald appear in the credits for the film.) In the course of the film,
the writer who wrote the article comes to see the real-life orchid thief. As the plot develops, the

(*) Department of English, University of Florida, P. O. Box 117310, Gainesville FL 32611-7310, USA.

*Waugh, 1984, 6; Gass, 1970.

2 See for example a website that discusses the films of Peter Greenaway: http:/Mmww.btinternet.com/~paul.melia/metal.html.
Accessed September 13, 2005.
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writers of the film become characters in the (fictional) film that they are writing and | am watching.
Adaptation writes itsNew Yrk Timesreviewer A. O. Scott, “is ... a movie about its own nonexistence.”
Scott describes his reaction in terms like “panic,” “frantic anxiety“paranoid.® Like Scott, | too
feel dizzy and uncertain — and delighted at this toying with levels of reBlitywhy “panic’? Why
“anxiety™?

A cute, short example of metafilm comes in the Marx Brothdmse FeathersGroucho turns
to the camera, that is, the audience — us — and comments on the movie he is in: “I've gotta stay here,
but theres no reason you folks shouldigo out in the lobby till this thing blows over

You can create such an exotifeef even with criticism. One of my favorites in the world of metafiction
occurs in a comical book by Charles Simmons c#leddeed EggsPowdeed Eggsncludes a supposed
review ofPowdeed Eggs The reviewer concludes:

There is even, in the last section of the book, a harsh mock review of the book itself, intended,
| imagine, to disarm criticism. @, it fails entirely Many is the book reviewgl suspect,

who, like myself, will see in it his own distaste articulated. In fact, | am now quoting word
for word from the same mock review

You can even create thefeft with a single sentence as in John Barfamous exclamation,
“Oh God comma | abhor self-consciousness.”

But surely the genial grandaddy who sired all thegectd, is that first and greatest of novels,
whose 400th anniversary we celebrate this,y@an Quijote Don Quijote although it is the earliest
of the great fictions, already plays metafictional games.

The book begins in uncertaintpr we are not sure where Don Quijote comes from or what his
name is grindeed, who is writing the book. What are we to believe? This fictional lunatic chooses the
sobriquet “Knight of the Sad Countenance” — why? The book tells us it is not from a fictional impulse
from his fictional brain, but because the (real?) writer of his history makes him do so (I.xix). Is this
then a “real” history or just something the writer (whoever he may be) imposes?

The book turns fully metafictional when Part | (published in 1605) becomes a cause of events in
Part Il (published in 1615). In one chapter of Part 1l (1l.iv), a roguish scholar starts toying with Don
Quijote’s fancies. The scholar tells us that the supposed author of Part I, the Moor Cide Hamete Benengeli
will produce a Part Il, which, of course, we are reading at that very moment. The fictional chafacters
Part Il go on to discuss errors and distortions and even the sales figures of Part I.

The Don finds, as he proceeds through Part Il, that the people he meets know about him and his
goofy knight-errantry because so many people have read Part |. These readers — are they real readers
or are they fictional readers? — these readers go on to have discussions and play tricks on the Don
motivated by Part I.

Theres more. Somebody namedallaneda has written a false sequel to Part | (and there was in
reality such a book). Don Quijote makes a point of discrediting it: its Don and Sancho are not at all
like the “real” Don and Sancho. The “real” author of the novel (Benengeli? Cervantes?) then causes
a reader of the fakBon Quijote Part I, to swear an oath that the “real” Don and Sancho are not at
all like the ones in the false novel (ll.Ixxii).

In short, Cervantes’ metafiction puts the physical Part | into the fictional Part Il and even has it
cause events in Part Il. Part Il gives us a madmalu'sions within the reality known to fictional
readers within a fiction which is itself physically real because it is the book we are holding in our
hands at that momento¥ find that confusing? | canimagine why

As for me, | feel these metafictionafedts as unsettling, disconcerting, slightly anxious-making
—why? | feel somewhat a bit like A. O. Scott, the NeavkYTimes critic after seeingdaptation he

¢ Scott, 2002.
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felt “panic,” “frantic anxiety’ and “paranoid.” | dort’know that | feel “panic” or “frantic anxiefyBut
| do feel edgya little nervous. Why?

* % %

In all these metafictional works, | am getting that strange feeling Freud called “The Uricanny
It is the feeling we get from reading stories about doubles, ghosts, or the undead. It is the vertigo we
get when something familiar suddenly seems strange and unfamiliar

Freud describes and explains one form of the “uncanny” this way: “An uncanny experience occurs...
when primitive beliefs which have been surmounted seem once more to be confitriireak; then,
that, when real books slide into the fictional stories they tell, we get an uncanny feeling because we
lose our adult certainty that we can clearly separate the real from the unreal.

But why does the purely intellectual puzzle of metafiction make me slightly anxious? Why do
| tense up? This is not just an intellectual puf&tenething is happening in my braihat is that something?
(And the answer to that question is also the answer to tiex lguestion of why this form of the uncanny
the return of an outgrowpelief, a purely cognitive idea, should make us feel an emotion — anxiety

From a neurological point of viewhe place to start is with the basic function of a brain. What
is a brain for? Ultimately a brain has only one function: to move gangsm through the world so
that that oganism can survive and reproduce. All the other fancier functions of the brain, its sensory
perceptions, memoyyand particularly the executive function in the frontal brain all serve that one
purpose, moving us around.

Now, to move, to plan actions, we imagine situations. That is, if | want to push the copwn of
Quijotein front of me aside, | have to imagine where | want the cofoof Quijoteto be in order to
tell my arms and legs to make the necessary moves. | have to imagine something that is not actually
the case. Neuroscientists call this a “counterfactual.” | feed forward to my systems for planning
motions the future position of the copy@dn Quijote which is not what “is.” Our brains seek our
survival and reproduction through goals that we must imagine ahead of time.

In general, we humarsmulatein order to arrive at the best, the most appropriate physical
actions. If I do X, then Y will happen. If | do A, then B will happen. | have to imagine X, ¥nd
B — because none is real. Each is a counterfactual. Therfiedl¥vorse than B, | choose A. In short,
we generate counterfactuals in order to see how they feel, and we select the one that feels best to us.
Ultimately, emotions guide our choices.eVct out what feels good and righteWbey Freud
“pleasure principle” or “unpleasure principle."&/Mvoid unpleasure.

From a neurological point of viewve begin to test reality when we act or plan to act in response
to a stimulus.Let me quote some neuroscientists to back up that assertion.

“Perception,” according to Andy Clark, “is itself tangled up with specific possibilities of action
— so tangled up, in fact, that the job of central cognition often ceases to® éistlier neuroscientist,
Rodolfo Llinas, writes, “What | must stress here is that the Israimderstanding of anything, whether
factual or abstract, arises from our manipulations of the external world, by our moving within the world
and thus from our sensory-derived experience of Atid two specialists in frontal lobe function,
Robert T Knight and Marcia Graboweckgay “Reality checking involves a continual assessment of
the relation between behavior and the environmént.”

*Freud, 1917h, ch. 11l

®Hobson, 1995, ch. 6; Chelazzi et al., 1998; Rolls, 1995; Knight and Grabowecky, 1995; Kahneman and Miller,
1986.

¢ Clark, 1997, 51.

7 Llinas, 2001, 58-59.

& Knight and Grabowecky, 1995, 1360.
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In short, without movement or the impulse to move or some plan to move, we need not check the
reality of what we perceive, ande dont. If we cant act towards something, st’doesrt matter
whether its real or not real. It is a fiction, like Don Quijote riding Rosinante across the plains of
Spain. | am not motor connected to Don Quijote or Sancho or any of it. | am not there. But | can act
toward this book, this physical copy Bbn Quijote | can turn its pages, | can pick it up, | can put it
down — its real therefore.

And that is how you can go into that trance-like state that you enjoy when you are really “into”
a movie. Yu cease to be aware of your bpgdgu cease to be aware of your environment — and, in
Coleridges phrase, you willingly suspend your disbelief. That is, you you neither believe nor
disbelieve because you have stopped testing the reality of the fiction because you know you cannot act
on the fiction.

Now, ordinarily we are clear in our minds as to what is the fictional part of a story and what is
part of the real world. But what happens in your brain when in Part Il, Sancho and the Don start
talking about how many copies Part | has sold? Ngwu are motor connected to the bdd&n
Quijote You are turning its pages. In a spatial sense, you are with it. But sudtiénfyhysical book,
the thing | am holding in my hand or looking at — acting toward — becomes a part of the unreal fiction
that it represents, the thing | cannot act toward.

In a neurological sense, this shift between reality and unreality mobilizes your systems for
attention. Our brains are so wired, as all animals’ brains are wired, that whenever any new thing pops
into our environment — you have to pay attention to it. It could be a threat or an opportunity for sex or
maybe just food, and thatwhy you have to pay attention. What should | be doing about this new
thing? How will | cope with this? This noveltthis confusion of the two levels, corresponds to what
Freud described as “a signal of unpleasure” or a “signal of anxiety” that mobilizes your defenses, that
is, your coping mechanismi$n brain terms, you are calling on your dorsolateral prefrontal cortex, the
highest part of your brain that initiates actionsuMre asking the dorsolateral prefrontal cortex to set
your brain both for non-action and acti8n.

That is, for a given piece of the world (the book), the executive function of your brain is getting
two inconsistent signals. One says, Be ready to act. The other says,aborih efect, you are
grinding your mental gears, because you are in drive and neutral at the same time. And you will begin
to feel uncomfortably uncertain about your own situation as well as Don Qsijdtes confusion of
reality and unrealty in short, gives you the slightly anxious feeling that Freud called “the uficanny

With any metafiction, | am in a somewhat spooky hall of mirrors DRuit Quijotegoes even farther
into this hall of mirrors than most metafictions. This novel builds on the very premise that metafictional
uncertainties are playing with. And that, to me, makes for one of the brilliancies of this great novel.

That is, metafictions play with the fact that fictions are unreal and we are not going to act on
them. But what is this book about?slfibout a man who reads these stories about knights-errant and
dragons and princesses and wicked enchanters, athelseact on them. $t'about a man who does
act in response to fictiondde believes they are not stories but histories.dbout a man who reads
fictions but instead of not acting as an ordinary reader would not act, he puts armor on and tilts at
windmills, he chases sheep, he steals a barlasin for a helmet — he does all his other glorious
antics. Heacts

In short, its a book about a man who is a fictional character who denies he is a fictional character
It's about, therefore, a fictional man who is really a metafictional man, who even — sometimes — seems
to know that he is metafictional, and that is wibgn Quijoteis such a wonderfully funny trick on
readers like us.

°Freud, 1926d, 92; 83.
° passingham, 1993, 222-237.
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Uncanny fish in Plath and Hughes

DIANNE HUNTER (*)

Sylvia Plaths 1960 poem “Mirror” builds up to the appearance of a terrible fish, an internalized
counterpart of the watching consciousness under the dark pored ¢fughes 1958 poem “Pike.”
Whereas Hughes'poem evokes the spirit of the place and the genetic residue of Esglaridnt
past, a version perhaps of Claremsc#dfeam of the sea of fish-eaten victims of thers\bf the Roses
in Shakespears’history playRichard I11, Plaths “Mirror” narrates a lifetime of interactions with a
nameless, faceless woman and imagines aging as disfigurement. In Bughes, pike are both
weapons (cf. a “pike” as an instrument of warfare) and vital presences in the physical world that
provide inspiration for his poetic vocation. In Platpoem, a fish resides in the mirrarmonstrous
figuration of coming to recognize oneself as an aging, vanishing facade. The poet speaks through the
voice of her mirror

Exploring timeless, primitive, ruthless fish, “Pike” chronicles a series of vignettes that, says
Matthew Fisherbegin in plain diction, giving an objective, scientific description: “Pike, three inches
long, perfect / Pike in all parts, green tigering the gold.” The word “tigering” in the secongddaee,

Fisher perhaps evokes Wam Blake’s “Tiger, tiger, burning bright / In the forest of the night,” an
image of the destructive, devouring element of Creation. The green and gold in KUgketihe

may recall Ovid$ description of the Golden Age, when “golden honey was trickling from the green
oak”; and closer to home, the green and golden “Fern Hill” of Dylan Thomas. But Hsighestion

has stillness and horror at its core. Line three of “Pike” introduces the interpretive, poetic image “Killers
from the egg,” suggesting the paetiew of elegant death-by-design at the origin of life, a universe
thriving on streamlined predation (Port#®74). These green and golden three-inch pike have “grahdeur

for they are a “hundred feet long in their world,” an example of the ppetting his perspective
inside a nonhuman microscope, submarine and animate. The three-inch pike knead quietly under water;
their underjaws form “the malevolent aged grin,” “hooked clamp and fangs / Not to be changed at this
date,” permanent expression of “A life subdued to its instrument” (lines 3-15), a weapon of death/eating.
In this first vignette, three-inch pike “dance” on the pond surface among flies or move in “submarine
delicacyand horror’ They are beautiful and deadly species contained within their natural habitat.

Stanza five introduces a second vignette, this one indoors, enclosed behind the transparent walls
of a figurative jungle with unusual inhabitants for a domestic aquarium — three pike. These are
specified. One pike is three inches long; the other two are férla pecking order of inches. These

(*) Trinity College, English Department, 300 Summit Street, Hartford, CT 06106, USA.
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three are subject to intimate observation: “Three we kept behind glass, / Jungled in weed: three inches,
four, / And four and half: fed try to them — / Suddenly there were two. Finally ongh/ag8ag belly

and the grin it was born with. / And indeed they spare nobody” (lines 17-22). These fish seem at first
to thrive in their enclosure, but then the fittest one survives the others. Though their devouring is
brought close for our inspection, the wall of the aquarium provides what Fisher calls “a symbolic
partition” effectively protecting the viewer from the savage encounter to be viewed (1989: 58).

A third vignette keeps us from mistakenly assuming the cannibalism demonstrated by the pike
“behind glass” was a result of captivity; and it examines self-destructive devouring (EB8@r58).
Depicting a gory scene that may owe something to Colesd@diristabel” (the green snake strangling
the dove) and to ivginia Woolf’s Between the Acts (the gagged bullfrog), the second half of stanza six
and the next stanza confront us with the corpses of mutually destructive pike in the wibd STX
pounds each, over two feet long, / High and dry and dead in the willow-herb — One jammed past its
gills down the othés gullet” (lines 23-26). This encounter with violent fish is close up; but it is on land,
in a human frame of reference eWee the pike from a dry world, where the fish are “High and dry
and dead in the willow-herb” (line 24).

But the eye of the outside fish has an iron stare — a fish-eyed, alien, blank, dead stare. Since the
observer is alive and the objects of his inspection are dead, detachment remains between human and
fish. The outer fish, its prey jammed down its throat, stares from a dead eye — “Though its film shrank
in death” (line 28).

At this point, the poem shifts to subjective meditation, narrating in the first-person a fishing
story in which the fishing line of the speaker connects him more deeply to the watery realm where fish
swim. This part of the poem culminates in an uncanfecebperating along principles Freud set out
in his 1919 essay “The ‘Uncanny’: having set up one reality poem now invades it with another
(see Freud, 1919, edtr&chey 250). Following the three vignettes described in various degrees of
scientific, cautious detachment, the poem reaches into deep time: “A pond | fished, fifty yards across,
/ Whose lilies and muscular tench [i.e. carp] / Had outlasted every visible stone / Of the monastery
that planted them — /£iBed legendary depth: / It was deep as England. It held / Pike too immense to
stir, so immense and old / That past nightfall | dared not cast” (lines 29-36). The “fifty yards across”
gives an objective sense of the size of the pond; the lilies and the tench that have outlasted monastery
stones contrast the time dimension of the survival reach of the denizens of natural habitat against the
ephemeral, medieval human institution of the monastery and its stone construction. The still, deep pond
is so old, it is legendayyrehistoric yet rich in historyas deep as England” (line 34). Its pike are
imagined to be so big, deep and old, they disquiet the spedkerdared not cast “past nightfall.” It
is transgressive and dreadful to be alone in proximity to such huge fish; but the poet fishes on, his hair
frozen as if in feamwaiting for “what might move, for what eye might move” (lines 38-39), as if expecting
a visitation from the drowned or dream world of the ancient dead.

Instructing Leonard Baskin in 1959 on the woodcut illustration he wanted for this poem, Hughes
stated that the pike are dead: “The skull of a pike would have been best, since the pike in the poem are
not really the living. Maybe something like a skull, or even just a jawbone, would be most subtly
explosive — illumine the undermeaning of the poem a bit and not overdefine the real pike in it”
(unpublished letter to Leonard and Esther Baskin, written from Boston, January 1959 [London: British
Library manuscript]). As in the poesitepetition of the word “three,” suggesting a third realm, Hughes
wants to both evoke and undermine reality: “not really the living.”

“Pike™s final stanza mees the outer scene with the imagination of the speaker as the woods
begin to float and the sound of the owls and the splashes on the pond grow frail on the ear in contrast
to the dream freed from the darkness deeper than sidgutkness. This deep dark dream, says the poet,
“rose slowly towards me, watching.” If one receives an image of the immense pike from prehistoric
times rising, one can imagine a meeting of consciousnesses — tregmakthe pika; the fisherman
has stirred a deep fish in the pond. This suggests both the stirring of a live fish and a recalling of the
dead. The d&ct might be a successful evocation of the animistic world in which, as in Celtic lore,
each pool has a genius of the place, and provides an opening into the underworld, an idea implicit in
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the pond of “legendary depth,” “deep as England” (lines 33-34). A pond has a surface that reflects,
with a deep world underneath it. This poem brings a suggderonsciousness to the surface of awareness
and reanimates the dead. This corresponds in two ways to &iaith that disquieting &fcts are
produced by the return of superseded modes of thought. In “Pike,” the scientific perspective of the
first seven stanzas gives way to the animistic, pantheistic perspective of the last four stanzas;
boundary-conscious, scientific voyeurism opens a line to Celtic animism, the spirit of the place and
of the dead, as well as to the prehistoric, genetic residue of the origin of evolutionary life in water
“Pike™ s final two words, “me, watching,” suggest ambiguously: | watched or sensed the presence of
another consciousness as the immense, prehistoric pike rose toward me, watching me — I, the speaker
was a watcher being watched; and, simultanegirsigo far as the immense old pike from legendary
depths corresponds to an aspect of the mind of the speaker and to his genetic past, the “me, watching”
is the “I” or “eye” of the poes identification with his meditatively freed genetic, feral heritage, his
vocation as a Merlin-like shaman casting a spell, and his survival as prddatown iron-eyed
awareness that by fishing he is partaking of what Sylvia Plath called (in “All the Dead Dears,” 1957)
“the gross eating game,” feeding on corpses. Hughmesmeric accuracy in making a cast with a fly-
line has been described by one of his friends as “Merlin-like” (MEMORIAL ADDRESS, WESTMINSTER
ABBEY, London, 13 May 1999). Hughes himself remarked that what goes out with the hook comes
back with the line.

The poens final image of dream darkness “beneath nigtiirkness” raising a primitive watcher
has a counterpart in Plastfish rising menacingly in “Mirror” and the spooky ancestral figures in “All
the Dead Dears”: “From the mercury-backed glass / Motirandmother / Reach hag hands to haul
me in, // And an image looms under the fishpond surface.” Whereas Hsiglsglieting pike are
external, environmental, cross-species genetic as well as part of the psyche of the peetuBladyed
presences are internal, psychological, familial. Hughpie are living and dead, and Platfish in
the mirror show disfigurement and death as personal deblilghess pond with pike in its legendary
depths seems to be refigured by Plath as a mirror in which ancestral imagoes claim the aging subject.
Thus “Mirror” can be read as shrinking Hugteesiythic grandeur into an introspective psychodrama.
If “Pike” is read as revisioning the image that “looms under the fishpond surface” in “All the Dead
Dears” (1957); “Mirror” (1961) can be read as Platieply to “Pike” (1959).

Plaths “Mirror,” confined to a psychic, imaginary realm, leaves out the dimension of reality Freud
thought necessary for setting the conditions for an uncafegt.ethough Platls’ poem demonstrates
a disquieting theme of the mirror image as encroaching death, it remains less uncanny than “Pike”
because by beginning with a speaking miredrla Snow White, Plath’poem is already in a fantasy
world before the terrible fish manifests itself (cf. Freud, 1919, tedcli&y 250). W have an intellectual
confrontation with the otherness of the self but not a suspension between worlds.
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Mourning and creativity: Sylvia Plath’s work

KEIKO KIMURA (*)

| am divocing daddy — Dybbuk! Dybbuk!
I have been doing it daily all my life ...

(Anne Sexton, “Daddy! ‘Daddy!”)

O thou that sleepest, what is sleep? Slespmbles death; oh, why not
let thy work be such that after death thou magttin a esemblance
to perfect life, rather than during life make thysefemble the hapless
dead by sleeping.

(From the manuscript of Leonardo dan#f)

Sylvia Plath was persistently preoccupied with her faghéeath when she was eight years old,
and her grief in losing him arose frequently: “Crying and crying with this terrible pain; it hurts,,Father
it hurts, oh, Father | have never known; a fateeen, they took from meJ(p. 124). The traumatic
loss of her father in her childhood had a gre&afon Plaths subsequent development, and her
fathers death was possibly the most traumatic occasion in her life. She was psychologically injured
by this fact. Object-relations theorist Susan Kavaléler writes: “If the father fails the daughter as
an adequate oedipal-stage fattogrif he dies, the little girl may not be able to mourn him, to separate
from him, and to internalize him as an integrated good enough objBat.toes this hold true of
Plath?

In “Mourning and its Relation to Manic-Depressiv@atss,” Melanie Klein (whose key concépt

(*) Kobe Women'’s University, Kobe, Japan.
* Susan Kavaler-AdleifThe Compulsion to Create: A Psychoanalytic Study of Women AéstsYork/London:
Routledge, 1993, p. 73).
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the “paranoid-schizoid positiof)’claims that the work of mourning is a reliving of the early “depressive
position.” | would like to quote Kleirs account:

My experience leads me to conclude that, while it is true that the characteristic feature of normal
mourning is the individuad setting up the lost loved object inside himself, he is not doing
so for the first time but, through the work of mourning, is reinstating that object as well as
all his loved internal objects which he feels he has lost. He is therefore recovering what he
had already attained in childhoodloge p. 362)

According to Kleins hypothesis, the loss of the present object in the external world brings with it the
mournets “unconscious phantasies” of having lost ereternal “good” objects as well. One ifliafed

by the pain of the inner loss in addition to the outer loss. Every time grief arises, it “undermines the
feeling of secure possession of the loved internal objeEts/y p. 77). If one reinstates the external
loved object successfullyat the same time one can regain the loved internal objects. On the other
hand, in mourning, one reinstates not only the actual lost objects but alsmdgaial objects, the
parental imagos, which make up oqhéner world. When the actual person has died, one feels in

2 From Melanie Klein’s point of view, in the “paranoid-schizoid position,” the infant sees her/his mother (and the
other people around it) through “phantasies” (Melanie Klein uses the word “phantasy” for unconscious tantasies
distinguish them from conscious fantasies and to clarify the definition of her theory) which are structured from
external reality modified by the infant’s own feelings. Out of the interaction between her/his feelings and her/his
perception of the external and internal world, the infant creates “phantasies” in order to understand that world. For
the infant, there is little distinction between “phantasies” and reality. On the basis of “introjective” and “projective”
processes, the reality of the infant’s internal world is structured by these “phantasies.” In the “phantasies,” the impulses
of the infant are pre-Oedipal manifestations of the “life drive” and the “death drive.” The former manifestations
are often gratifying or beneficent, and produce a loving relationship with parts of the mother. The latter manifestations
are often aggressive or envious, and produce a fear of annihilation.

In the first stage of the infant’s life, in the “paranoid-schizoid position,” the mother — first of all, her breast (called
a “part-object” because the infant takes the breast for the whole of the mother at first) — needs to be split by the
infant into “good” and “bad,” ideal and persecuting. A “phantasy” of a loving and good breast/mother needs to be kept
separate from “phantasies” of a dangerous and terrifying breast/mother which gives rise to anxiety. Asf ahaisult
the breast/mother is experienced as a “good” object and a “bad” object in turn by the infant. At one time, the infant’s
aggressive and envious impulses are directed toward the “bad” breast/mother, and at another time, the infant’s
self-preservative impulses towards the “good” breast/mother. The infant does not recognize thateblntyso
are directed to the same person. This is the stage before the infant connects these objects with the rediamémhole
being.

® The “depressive position” is another of Melanie Klein's key concepts. In the “depressive position,” the “splitting”
and “projection” of the infant decrease. As the infant feels that her/his ego is becoming stronger, s/he begins to
recognize a whole object and relate herself/himself to this object. As the mother becomes a whole object, so the
infant’'s ego becomes a whole ego. Conflicts inside the self are solved not by “splitting” and “projection,” but by holding
them within the self.

The infant begins to distinguish between what is “good” and what is “bad,” and the mother turns out to be the
object who can be at times good, at times bad, and who can be both loved and hated. The infant worries that her/his
own destructive impulses have destroyed or will destroy the mother that s/he loves and depends on. As a result of
this, the infant begins to feel loss, guilt and mourning acutely.

According to Klein, in the “paranoid-schizoid position,” anxieties are related with fears of annihilation by the
object. In the “depressive position,” the main source of anxiety is for the object. When the infant makes contact
with reality, s/he knows that s/he has destroyed the breast/mother (the external object) in “phantasy.” The feelings
of guilt and self-reproach arise from the sense that s/he has lost the mother through her/his own destructiveness.
These feelings of guilt awaken in the infant the wish to reconstruct her in order to regain her. But at first the breast
to the infant is the infant’s whole world, and the infant also knows that s/he is too small and helpless to repair the
damage to such a huge mother. The infant begins to discover her/his dependence on the mother. However, through the
repetition of experiences of loss and “reparation,” the “good” mother becomes better assimilated into the ego of the
infant’s self in “phantasy.”
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danger of losing ong’original parents as well. The mourner attempts to reinstate the “good objects,”
and to reconstitute the parental imagos. | would like to quote another account o$:Klein’

It is by reinstating inside himself the “good” parents as well as the recently lost person, and
by rebuilding his inner world, which was disintegrated and in datlygrhe overcomes his
grief, regains securifyand achieves true harmony and pealcevé p. 368)

“The attempts to save the love object,” writes Klein in “A Contribution to the Psychogenesis of Manic-
Depressive tates,” “to repair and restore it, attempts which in the state of depression are coupled with despair
since the ego doubts its capacity to achieve this restoration, are determining factors for all sublimations
and the whole of the ego developmeritbye p. 270).

Borrowing Freuds insights, Klein reformulated his original idea which states that “an object-loss
was transformed into an ego-logdri “Mourning and Melancholia$"Freud explains how the subject
internalizes the lost object when the object is lost through death or absence. Freud focuses on the pathological
aspects of failed mourning here, which is related to what he terms “melanchmkadter Freud norm,

Jahan Ramazani contrasts Freutiormal” mourning with the melancholic mourning of many modern
poets and dilutes “Freusioverly rigid distinction between ‘mourning’ and ‘melancholia’ to a matter
of emphases within mourning — while still allowing for the kind of ‘melancholia’ or ‘depression’ not
occasioned by deatfh Ramazani asserts that the concept of “melancholia” based ond-tlee’y may

help to clarify what he calls “Plath’'sadomasochistic mourning” (he conflates the speakers insPlath’
elegies with Plath herself). In the light of ambivalence towards the lost object shdmazdof “melancholia”
verges on Kleins idea of “manic defence,” which | shall explain later in this article. Both ideas deal
with unsuccessful mourning which never ends. Howewvkile Freud maintains that ambivalence caused
by “melancholia” turns normal mourning into pathological mourning, Klein maintains that “manic defence”
is not necessarily pathological.

After reading Freud “Mourning and Melancholia,” Sylvia Plath also applied Frewessays
insights to her own case, not to her father but to her mother:

An almost exact description of my feelings and reasons for suicide: a transferred murderous
impulse from my mother onto myself: the “vampire” metaphor Freud uses, “draining the ego”:
that is exactly the feeling | have getting in the way of my writing: Méshduatch. §, p. 279)

Although Plath did not do self-analysis using Freudea of mourning and melancholia, she seems to
have been much influenced by Frauilea as we see from Plalelegies.

Next, we will move to a consideration of the connection between mourning and creativity
Melanie Klein explored the basic conception of aesthetics and creativity first in hey ‘pafzertile
Anxiety-Situations Reflected in aatk of Art and in the Creative Impulse’dgve pp. 210-218). Klein
comments on the sources of the creative impulse and the creative process in this papeh she
describes it in relation to a destructive attack on or by persecutors in “phantasy” in the “depressive
position.” The creative &rt is a subsequent attempt to restore the damage to external and internal
objects. For Klein, creativity is regarded as a manifestation of “reparation.” Funtfitourning and
its Relation to Manic-Depressivda®es,” Klein connects creativity with mourning:

4 Sigmund Freud, “Mourning and Melancholia” in James Strachey t&asdard Editionvol. 14 (London: The
Hogarth Press, 1956, p. 159).

* Steven Gould Axelrod discusses the relationship between Freud’s essay “Mourning and Melancholia” and
Plath in his bookSylvia Plath: The World and the Cure of Wo(Bsltimore: The John Hopkins University Press,
1990, pp. 26-27).

¢ Jahan RamazarRoetry of Mourning: The Modern Elegy from Hardy to Heg@hicago/London: The University
of Chicago Press, 1994, p. 29).
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We know that painful experiences of all kinds sometimes stimulate sublimations, or even bring
out quite new gifts in some people, who may take to painting, writing or other productive activities
under the stress of frustrations and hardships. [...] Such enrichment is in my view gained through
processes similar to those steps in mourning. [...] That is f@sgyain causedly unhappy
experiences, whatever their nature, has something in common with mourning. It reactivates
the infantile depressive position; the encountering and overcoming of adversity of any kind
entails mental work similar to mournind.dve p. 360)

Through painful experiences of all kinds which are similar to mourning, creativity is stimulated. This
idea has been developed and revised by Kdollowers, among whom two of the best known theorists
are Hanna Segal and Adriatokes, who transform Kleig’insights into systematic aesthetic principles.
The formets most famous paper on this theme is “A Psycho-Analytic Approach to Aesthetics.” The
latter's books includ&hree Essays on The Painting of Oum& and The Invitation in Ar. Hanna
Segal writes on8kes’ book:

In Invitation in At Adrian Sokes makes the, to me, very convincing point that part of the
difficulty in art is that it is to satisfy both the longing for an ideal object and a sedfecher

with it, with the need to restore a whole object realistically perceived, a separate mother not
merged with the self. He suggests that the particular feeling of being drawn into and enveloped
in a work of art has elements of the original pre-depressivgingewith the ideal object.

Developing Kleins conception, Segal explains the process through which an artist produces a work
of art. In her paper “A Psycho-Analytic Approach to Aesthetics,” Segal remarks that the work of art is an
artist's way of reassembling the inner world, felt to have been destroyed by aggressive “phantasies” arising
out of the “depressive position,” and of recreating something that is felt to be a whole new world.

Segal refers to Marcel Proust as her instance of an artist who describes the creative process.
According to Segal, Proust depicts how the process of mourning leads to anaisistto recover the
lost world. The dead people represent his internal objects, and their loss reactivates the original loss
of his parents. Segal comments: “Through the many volumes of his work the past is being recaptured,;
all his lost, destroyed and loved objects are being brought back to life: his parents, his grandmother
his beloved Albertine.” Segal quotes Prosistords:

And indeed it was not only Albertine, not only my grandmatbat many others still from

whom | might well have assimilated a gesture or a word, but whom | could not even remember
as distinct persons. A book is a vast graveyard where on most of the tombstones one can read
no more the faded namés.

As a result of this, we can regard the characters of his novel as symbols of his own inner characters,
and, collectivelyas an image of his whole internal world. Segal points out that Proust insists that the
lost past and the lost or dead object can be made into a work of art. He acknowledges his loss, mourns
it and finally reinstates its object internalAnd according to Segal, “on realizing the destruction of

a whole world that had been his, he decides to write, to sacrifice himself to the re-creation of the dying
and the dead®’Segal observes that Proust could fully experience “depressive” mourning:

This gave him the possibility of insight into himself, and with it a sense of internal and external
reality. Further this reality sense enabled him to have and to maintain a relationship with
other people through the medium of his &tt.”

"Hanna SegaDream, Phantasy and Attondon/New York: Tavistock/Routledge, 1991, p. 98).

® Hanna Segal, “A Psycho-Analytical Approach to Aestheticggrnational Journal of Psycho-Analys{d952),
vol. 33, p. 198.

° Ibid., p. 199.

©]bid., p. 203.
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In the novels of ¥fginia Wobolf as well, as Maud Ellmann claims, “the invasive presence of the dead
weighs on the living™ Segal also comments as follows on the case of creating a tragedy:

In creating a tragedy | suggest the success of the artist depends on his being able fully to acknowledge
and express his depressive phantasies and anxieties. In expressing them he does work similar
to the work of mourning in that he internally re-creates a harmonious world which is projected
into his work of art?

Segal concludes that creative activity is achieved through a process of mourning which is a reliving of the

“depressive position” in which one realizes that the early lost objects are damaged. This gives rise to

intense feelings of loss and guilt, and attempts to restore and recreate them outside and within the self.
Subsequentlya creative work lets the reader experience the Wsithrpression in which s/he has

lost those whom s/he loves, and the wiggoy in which s/he has re-created and reinstated her/his

loved objects to her/his internal world that seems to be whole and complete.

For Sylvia Plath, the grief from the loss of her father was profound. Whenever the mourning of the
lost father was revived, every loss, every grief was experienced. It seems that the mourning of her father
gave her a chance to move to the “depressive position.” According to Melanie Klein, the early mourning
in the “depressive position” is “revived whenever grief is experienced later inllid@g(p. 344). Vé
can recognize that Plath must have felt that what had been lost in hersfatbegth was not only the
person but some parts of her own self. It left a “hole” in her inner whHd §. 289). The fact gives
us some clues to why she was so absorbed in writing. Since she acknowledged the loss, in her literary
texts she had struggled to reinstate her father and her internal “good” objects in her inner world. It was
to fill in the “hole,” to close the wounds.itihg poetry was for her like the work of mourning. “Reparation”
arising from the mourning of the loss was a constituent of the creative process. Plath thought of writing
poetry as reparation not only for the loss of her beloved father but for her lost past with her father
Plath writes in her journal: “I rail and rage against the taking of my fathér My villanelle was to
my father; and the best one. | lust for the knowing of hilnp( 129). She attempted to restore the lost
loved object by writing poetryFor Plath, it was a means of reinstating the lost loved object as well as
the lost internal “good” objects. Thus, writing about her father not only enabled her to make contact with
and reincorporate her lost fathleut also to rebuild her shattered inner world. Therefore, her internalization
and reinstatement of her lost father was the source of her creativity — foeheas “the buried male
muse” (, p. 222). Her father leads her on to full participation in poetic ldecapture him, to give him
permanent life, she must write poetBy virtue of her art, she could give her father an eternal life in her
literary texts.

Plath experienced a traumatic loss again when she was deserted by her hiesbeogh€s, who
served as fathdigure displacement — her father “risen” from his grave “to be my matgy’. 22).

As a result, after that occasion, she produced a host of poems during a short period which later are called
“October Poems,” which many of her most famous and important poems were included;Déeldiysa,”
“Lady Lazarus,” and “Ariel,” for example. According to her letters to her mother and hrBtatr wrote
“like mad” (LH, p. 466) and “the release” in her egewas “enormous”(H, p. 467) during thgberiod.

We can regard Plathfather as one of her muses. In particuiar her her father was the “sea-
god muse”J, p. 244). Then why did Plath connect her father with the sea@aWfind one of the clues
in one of the episodes in her autobiographical sketch, “Ocean 1212-W” where she writes a memoir
about her early childhood: the episode in which the heroine listens to her motating of the

1 Psychoanalytic Literary Criticisgred. by Maud Ellmann (London/New York: Longman, 1994, p. 146).
2Hanna Segal, “A Psycho-Analytical Approach to Aesthetics,” pp. 204-205.
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poem, Matthew Arnold “The Forsaken Merman,” in which Plagidiscovery of poetrg power is

shown. In this poem, the merman laments because his mortal wife deserted him for the land and does
not come back to the undersea world. Even though he calls for her return, she ignores him, tBae day
merman goes to the land in order to search for his lost wife. At the end of the poem, the merman sings
sadly#

There dwells a lov'd one,
But cruel is she.

She left lonely for ever
The kings of the se'4.

Plath depicts her reaction to listening to her mdthegcitation's

| saw the gooseflesh on my skin. | didkhow what made it. | was not cold. Had a ghost passed
over? No, it was the poeté spark flew of Arnold and shook me, like a chill. | wanted to cry;
| felt very odd. | had fallen into a new way of being hapgp#®, p. 118)

After this occasion, Plath began to write poems, hiding them in her rotliener napkin or beneath
her butter plate. Arnold’ poem made her both find where her lost father — farehusband-like
figure — dwelt, and discovered the power of the poétinys seems to be one of the reasons why Plath
called the sea her “poetic heritageH| p. 345). Through that experience, she seems to have realized
that writing poetry is the process of mourning, rebuilding and internalizing “good” parts of her lost
father in her self, and the means of reunion with him. For Plath, the sea is “a central metaphor for my
childhood, my poems and the artissubconscious’JP, p. 222). She discovered how to transform her
loss into artistic work. Since she acknowledged her loss and experienced the mourning for her father
she reinstated him internally through her art.

Moreover at the end of “Ocean 1212;WPlath writes:

And this is how it stifiens, my vision of that seaside childhood. My father died, we moved
inland. Whereon those nine first years of my life sealed themselividsead ship in a bottle
— beautiful, inaccessible, obsolete, a fine, white flying myaR, . 124)

2 In “Ocean 1212-W,” Plath quotes the following passage from Matthew Arnold’s Forsaken Merman”:

Sand-strewn caverns, cool and deep,

Where the winds are all asleep;

Where the spent lights quiver and gleam;

Where the salt weed sways in the stream;

Where the sea-beasts rang’d all round

Feed in the ooze of their pasture-ground;

Where the sea-snakes coil and twine

Dry their mail and bask in the brine;

Where great whales come sailing by,

Sail and sail with unshut eye,

Round the world for ever and aye.
(JP, p. 118)

* Matthew Arnold,The Poems of Matthew Arnpletl. by Kenneth Allott, 2nd ed. by Miriam Allott (London: Longman,
1979, p. 105).

** The curious thing about that epiphany, as Plath tells it, is that it both reflects her own situations and inverts
the genders. The mother recites to her daughter a poem about a father in a watery world, who misses an absent wife.
In addition to that Plath finds her lost father there, what also matters is that it is her mother’s voice that transmits
the poem, and that the first poems were written for the mother to read. It looks like her muse was not all the father
then, at least at the start.
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Plath spent her early years close by the ocean, and this childhood place was marvelous to her partly
because she could enjoy time with her fatfitve brief statement “My father died, we moved inland”

is worth noting. Her vision of a seaside childhood congealed when her father died. Her early years
were cut of from her life and enclosed “like a ship in a bottle.” Clearly the change was caused by her
fathers death. | think that that is another reason why the memory of hefdathath is strongly connected

with the sea. Her fascination with death had sprung from her recognition that the source of her inspiration
was her father

In this article, in addition to the above explanation of the connection between mourning and creativity
| shall demonstrate the speakers’ movement from the “paranoid-schizoid position” to the “depressive
position” through their mourning of their fathers, and théatifty of doing this, seen in some of Sylvia
Plath's paternal elegies. The speakers have a tendency to keep going back to the “paranoid-schizoid
position” in spite of all wanting to get to the “depressive position,” to the successful mourning. For
the poet, this is related to a “phantasy” that the dead father is inside the Jungian “earttsrimitigr
under the ground and in the watiat is to saythe sea, the rivethe lake and the pond. For the speakers
in Plath’s elegies, this maternal matrix is where they can reunite with their fathers and dream all the
time in a foetus-like state. They are embraced by the warm outstretched arms of the “earth mother” —
not their real mothers’. This is the world where they feel that they can solve the problems of “good” and
“bad,” inside and outside, subject and object, devoid of all anxieties and stress. It is close to death, but to
borrow the speaké&s words in “Flute Notes from a Reedy Pon@P( pp. 134-135), “This is not death,
it is something saférWe can find these images in the poems such as “All the Dead Dears,” “Full Fathom
Five,” “Electra on the Azalea Path,” “The Colossus” and “DddBgcause of the speakers’ unsuccessful
mourning, they result in being obsessed with a wish of watery death in order to reunite with their dead
fathers. | wish also to reflect on Platispeakers’ fascination with sexual contact with their fathers in their
“phantastic” world, which seems to be the influence of Freud. The father figure appears steash’
as a husband, a beekee@eColossus, a drowned man, a Greek king, and a Nazi.

To analyze the feelings towards her fattgylvia Plath herself had read some psychoanalytic
books — mainly the works of Freud, Jung, and one of 3uioowers, Erich Neumann. It seems that
having undegone psychoanalysis triggered Platimterest in them as wéilElizabeth Butler Cullingford
claims that Platls relationship to Freud and to psychoanalysis is also that of a daughter to a father:
“She seems never to have questioned the powerfully seductive and patriarchal claims of psychoanalysis
itself.”*” We can say that it is due to the profound influence of Freudian doctrine on the post-war America
Plath had lived in. The concept of the “earth mother” is established by Neumann, and the Electra complex,
a term used by Jung for a female version of the Freudian concept of the Oedipus complex. Plath construed
the speakés sexual obsession with the father and her hatred of the mother within the pattern of the
Electra complex. Plath thought that conflicts between mothers and daughters were potentially as rivalrous
and oedipally based following Fresdtdea. Though the Electra complex was disavowed by Freud in
his paper“Female Sexuality Plath seems to have misread it because of her tendency to simplify
Freuds insights like most readers who did not specialize in Fsaghdbries in 1950s and 1960s America
(see Platls comment on her poem “Daddy” which is referred to in the latter part of this article: “Here
is a poem spoken by a girl with an Electra complex”).

What | am dealing with is not Sylvia Plath herself but her representations in her poems. Adopting
a mythical frame of reference is generally one way for the poet to distance her work from immediate

% Plath had undergone intensive courses of Freudian analysis with Dr. Ruth Tiffany Barnhouse.

7 Elizabeth Butler Cullingford, “A Father’s Prayer, A Daughter’'s Anger: W. B. Yeats and Sylvia Plath” in
Daughters and Fathergd. by Lynda E. Boose and Betty S. Flowers (Baltimore/London: The Johns Hopkins University
Press, 1989, p. 245).
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autobiographical sources of the poeflath attempts to contain raw emotion within a mythical frame
of reference. It functions as a container for her meaning about her personal experiences. | think that
in this way Plath achieves distance from her experience. She explores mythical themes, one of which
is the story of Demeter and Persephone, the mother and the daaghltef Persephone and Hades,
the daughter and the husband/ fathéintend to use this story here as a pre-text for my analysis of
Plath's works on the fathedtaughter relationship.

The content of the story is this. Persephone is picking poppies (or a n&jy@ssasg the cornflowers.
A moment after she notices the beginning of her menstruation, the infernal god, Hades (or Zeus or
Dionysus, one of whom may be her own father) abducts her to the underworld to his kingdoth, rapes
and marries heiThe underworld means marriage and death both for Persephone. She reigns there as
the queen of the Dead. Demeter goes to seek her daugétere being released and going back to
her mother Persephone is persuaded to eat pomegranate seeds which signal her allegiance to her
husband. Because of that, Persephone is doomed to descend to and live in the underworld for one part
of the year — winter — each year

Like Persephone, Plathian speakers want to experience love and death as one. Persephone can
spend her time above and below the earth, experience both life and death. That ghioisdyoth alive
and dead. She is a symbol of death and rebirth. Furthermore, according to Erich Neumans, “Kore’
[Persephone] sojourn in Hades signifies not only rape by the male [...] but fascination by the male
earth aspect, that is to sdoy sexuality’® For Plathian speakers, it seems that the word “rape” is not
as appropriate as the word “ravishment.” Jungian critic Mariondfhan defines the two words thus:

Rape suggests being seized and carrilolyof masculine enemy through brutal sexual assault;
ravishment suggests being seized and carrieblyoh masculine lover through ecstasy and
rapture. Rape has to do with power; ravishment has to do witt¥love.

The pomegranate also has a sexual image represented in little red caves and significant seeds. Opening
the pomegranate is sometimes construed symbolically as deflowering — because of the bright red color
of its flesh, the pomegranate is a symbol of love and blood, and thus life and*death.

The Plathian Persephosesexual union with Hades, howeyvealso signifies the fantastic
returning to the “earth moth's” womb. So, in addition to the model of husband and wife, the union
represents the model of mother and foetus. In this state, she has two identities at the same time, because
she seeks both lover and mothEhe fathe's personality is fused with the dynamic aspects of the
“earth mothef' Plath describes Hadesposture as dual in this waBlathian Persephone re-experiences
an early symbiotic state where she feels nourished in a miotfaet cocoon of unityShe wants not

® Sylvia Plath wrote “Two Sisters of Persephone” in which, however, we cannot find the figures of Demeter and
Hades.

* In another version of the Persephone story, Persephone plays among the flowers including a “narcissus.” In
the Homeric “Hymn to Demeter,” this “narcissus” is specially grown for Hades by Gaia, the Earth Mother:

From its root there grew
a hundred blooms which had a scent so sweet that all the wide heaven above and all the earth and all
the salt swelling of the sea laughed aloud.

(Anne Baring and Jules Cashfofithe Myth of the Goddess: Evolution of an Image
[Harmondsworth: Penguin Books, 1993, pp. 370-372]).
2 The word “rape” is originally derived from the Latin word, rapere, which means “to seize and carry off.”
2 Erich NeumannThe Great Mother: An Analysis of the Archetypeinceton: Princeton University Press,
1955, p. 308).
2 Marion WoodmanAddiction to Perfection: The Still Unravished Brid@@ronto: Inner City Books, 1982, p. 134).
2 See Herder Freibur@he Herder Dictionary of Symbols: Symbols from Art, Archaeology, Mythology, Literature,
and Religion(Wilmette, Illinois: Chiron Publications, 1986, p. 152).
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only to be carried away and loved but also to be saved, taken care of and protected by him and the
“earth mother” — she wants sexual love and maternal love simultanddesigems to be an androgynous
motherfather because of the combination with the “earth mdthiée can interpret this both oedipally
and pre-oedipallyin classical versions of the myth, at the end of the sRegsephone’allegiance is
split between mother and husband/fattéswever the Plathian Persephoselllegiance is pledged
to her husband partly because of his dual role as lover and mother as a result of the combination with
the “earth mothet and partly because of her Electra complex. For Plathian Persephone, the actual
mother is not necessary: in her elegies, Plath seldom emphasizes the daoigiger relationship.
Her treatment of the maternal bond maotiffelis from that of the original versions of the myth. Plath
virtually deconstructs the traditional reading of the myth. The Plathian Persepbrpetience is based
on a paternal point of viewot of a maternal one. Plashchoosing to make Persephone satisfied with
Hades is also a significant change from original versions of the myth. Plath afreading of Hades
as lonely For the Plathian Persephone, his living alone in the dark underworld seems to be a dismal
kind of life, and Demeter is not an example to follow but one to avoid. In Pledise, why does her
treatment of the maternal-paternal bond motifetifrom that of the original versions of the myth?
One of the reasons seems to be that Plath is also a Freudian daughter in post-war America. Sometimes
unconsciously and sometimes consciouBlath uses Freudian motifs such as the Electra complex
motif for her work. The Freudian family romance seems to be similar to the nineteenth-century family
pattern. So we can connect this pattern with what Elaine Showalter has found in the lives of women
writers, including the Brontés andrginia Woolf: What happens frequently is “identification with,
and dependence upon, the father; and either loss of, or alienation from, the'ftiother

After this general introduction to Plaghadaptation of the Persephone/ Hades/Demeter myth, |
want now to explore her use of it ithe Bell Jar Plath uses this myth in two ways. She narrates
relations between archetypes of death and rebirth as well as between the sexes.

Firstly let us consider the Persephonian death/rebirth theffeeiBell Jar For Plath, the bath
is where death and rebirth happen repeatédithe novel, there is a bathing scene. The heroine Esther
Greenwood thinks: “I never feel so much myself as when I'm in a hot bBth'p( 21). This has a
connection with the imagery of a foetus in the womb waksrEsther takes a hot bath, she feels
herself “growing pure again”:

The longer | lay there in the clear hot water the purer | felt, and when | stepped out at last
and wrapped myself in one of the big, soft, white, hotel bath-towels | felt pure and sweet as
a new baby(BJ, p. 22)

The white bath-towels are like swaddling clothes.
On the other hand, the bath symbolizes dicafs well. There has to be death before rebirth. It
is a place where Esther attempts to kill herself by cutting her hand:

When they asked some old Roman philosopher or other how he wanted to die, he said he
would open his veins in a warm bath. | thought it would be,dgisyg in the tub and seeing

the redness flower from my wrists, flush after flush through the clear,withesank to sleep

under a surface gaudy as poppis], (0. 156)

We have to notice the words, “sleep” and “poppies.” Her deed is suicidal. The speaker desires a death
which is like sleep. Sleep-inducing “poppies” reminds us of the story of Persephone. Poppies are what
Persephone picked from among the cornflowers, when Hades carriefizh@ndfthe blood symbolizes

% Elaine ShowalterA Literature of Their Own: British Women Novelists from Bronté to Le@nigceton University
Press, 1977; London: Virago Press, 1978, p. 61).

% See Ad de Vriedictionary of Symbols and Image@msterdam/London: North-Holland Publishing Company,
1974, p. 372).
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the beginning of the menstruation of Persephone or her defloration by Hades. In this scene, it seems
that Esther links herself to Persephone, who wants to be taken away to the underworld where her father/
lover lives. Plaths poem, “Poppies in JulyQP, p. 203), also narrates the Persephone story:

Little poppies, little hell flames,
Do you do no harm? ...

And it exhausts me to watch you
Flickering like that, wrinkly and clear red, like the skin of a mouth.

A mouth just bloodied.
Little bloody skirts! ...

Where are your opiates, your nauseous capsules?

If | could bleed, or sleep! —
If my mouth could marry a hurt like that!

Or your liquors seep to me, in this glass capsule,
Dulling and stilling.

The speaker calls poppies “little hell flames” which is related to Persephtoneh. The description
of the poppies as the “bloodied” mouth and “little bloody skirts” implies the speddeeding genitals,
that is, her menstruation or defloratimhe speaker wants the poppies to send her to sleep, and wants
the “opiates” — extracted from the seeds of poppies — to reduce her pain or let her sleep. Poppies are also
related to fayetfulness, because they grow by the river Lethe (the meaning of which is origingé§ftioess”
in Greek), one of the rivers of the Underworld. One cagetathe suering of the real world with poppies.

In another of her “poppy” poems, “Poppies in OctoBdCP, p. 240), Sylvia Plath depicts the
poppies thus:

Even the sun-clouds this morning cannot manage such skirts.
Nor the woman in the ambulance
Whose red heart blooms through her coat so astoundingly — ...

O my God, what am |
That these late mouths should cry open
In a forest of frost, in a dawn of cornflowers.

% Jan Montefiore’s analysis of “Poppies in July” gave me a hint for my analysis:

[The speaker’s] vision of the blooms as bloodied mouths and “little bloody skirts” suggests that she is
imagining a whorish lipsticked, perhaps bruised mouth, and bleeding genitals: menstruation, defloration
or violent rape are evokedtgminism and Poetry: Language, Experience, Identity in Women'’s Viititindon/

New York: Pandora Press, 1987, p. 17])

According to Montefiore, the reading of the poem here, while seeing the poppies as alluding to a sexualized female
body, reads the poem as being about violent sexual jealousy, reading the speaker’s desire for the poppies” “liquor”
— their colourless extract — as an intertextual reference to lago’s “Not poppy nor mandragora.... Shall ever medicine
thee to that sweet sleep/ Which thou ow’dst yesterdagininism and Poetryp. 17). To put this argument in
biographical/psychoanalytic terms, this poem seems for Montefiore to be fantasizing a female rival in the act of
sexual possession — or being possessed.

2 October has special meaning for Sylvia Plath. It is the month of her birthday, and the month she entered the mental
hospital in 1953. Besides, it is the month her father’s leg was amputated because of his iliness, which was a traumatic
experience for Plath.

36 |



The first stanza evokes the speakdrieeding genitals. The implication of “mouth” is same with the
above poem, “Poppies in Julffhe speakés bleeding genitals draw Hadgattention. The “forest of frost”
represents the season of wint@nd “cornflowers” Persephorsefield where she picks poppies.

We can also find the Persephone story in another pdtierBell Jar Before her last attempted
suicide in her mothés cellay Esther Greenwood visits her fatteegrave which she has never before
seen. She bemoans her fatsateath:

At the foot of the stone | arranged the rainy armful of az&lehad picked from a bush at

the gateway of the graveyard. Then my legs folded under me, and | sat down in the sopping
grass. | couldi’'understand why | was crying so hard.

Then | remembered that | had never cried for my fashéeath. [...]

I laid my face to the smooth face of the marble and howled my loss into the cold salt rain.
(BJ, p. 177)

The rain represents Esthetears. It seems to be a symbolic form of bereavement. Melanie Klein explains
tears:

Through tears, the mourner not only expresses his feelings and thus eases tension, but, since
in the unconscious they are equated with excrements, he also expels his “bad” feelings and
his “bad” objects, and this adds to the relief obtained through cryionge(p. 359)

Through tears, Esther attempted to externalize her “bad” feelings and her “bad” objects, but it seems
that her tears do not have théeef Klein expects them to have at least, that result is delayed because
immediately after she visits her fathegraveyard, she thinks, “I knew just how to go aboutBtJ, (
p. 177). \isiting her fathels grave triggers her decision to die. The suicide attempt issues from a desire
for reunion with the fathelEsther goes down into her motteecellar — “an undground chamber”
where “a dim, undersea light filtered through the slits of the cellar wind@Jasp( 178). She squeezes
her body into an “earth-bottomed crevicBI(p. 179) there, and “crouched at the mouth of the darkness
like a troll” and on her “knees, with bent head, crawled to the farthest BdJIp(179). After she gulps
down a bottle of sleeping pills, “[t]he silence drevf, dfaring the pebbles and shells and all the tatty
wreckage of my life. Then, at the rim of vision, it gathered itself, and in one sweeping tide, rushed me
to sleep” BJ, p. 179). This scene is filled with sea imagéilyis description represents Estkgrrocess
of returning to the state of a foetus that is sleeping embraced by the “earth mother” — the sea, the earth.

From the darkness into the light that “opened,” Esther is “transported at enormous speed down
a tunnel into the earth.” Unconsciously she calls her mother: “through the thick, warm furry dark, a voice
cried, “Mother!™ (BJ, pp. 180-181). IronicallyEsthets mother plays the role of Demetaho brings
her daughter back from the underworld. According to classical versions of the myth, Persephone refuses
to cooperate with Hades in the underworld and longs for her mdttismot unlikely that on the
conscious level, Esther refuses her matbat on the unconscious level, she longs for her

Persephone story is also connected with “Berck-Pla@E; pp. 196-201), in which the images
of the sea, the fatheand the dead recur

A wedding-cake face in a paper frill.
How superior he is now..

And the bride flowers expend a freshness,

And the soul is a bride
In a still place, and the groom is red andygtful, he is featureless.

% Biographically, Sylvia Plath’s father’'s tomb is located in “Azalea Path” cemetery.
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Anne Sevenson, who has written Plagibiographyanalyzes the contents of this poem:

The funeral has a sense of the bridal (“the soul is a bride”) while “tffia cof its flowery
cart [is] like a beautiful woman,/ A crest of breasts, eyelids and ltpsinBg the hilltop.”
The cofin, with its dead man and its woman of flowers (an image of Sygl¥&herlove),
goes down into the hole in the earth, “a naked mouth, red and awkiard.”

The cofin goes to the underworld with the image of a wedding. The line, “a naked mouth, red and
awkward” also suggests the Persephone siegth day is both birthday and wedding.day'Little
Fugue” CP, pp. 187-189) as well, “I survive the while,/ Arranging my morning./ .../ The clouds are
a marriage dress, of that pallofhe speaker also arranges her mourning here.

Like the above poem, the theme of marriage with the father which is related to the Persephone
story recurs in Sylvia Plathliterary texts. The poems whose themes are sexual reunion with the father
are “Full Fathom Five,” “Electra on Azalea Path,” “The Beekeep@aughter” and “The Colossus.”

In some poems, the marriage is enacted and the others hint at it.

In “Full Fathom Five” CP, pp. 92-93}? where a theme of bereavement appears, the drowned-
father motif is used: the dead father is in the region beneath the Wetgyart of Aries song in Wliam
ShakespearsThe Bmpesis used as the title.

Full fathom five thy father lies;
Of his bones are coral made:
Those are pearls that were his eyes:
Nothing of him that doth fade,
But doth sufier a sea-change
Into something rich and strange.
Sea-nymphs hourly ring his knell: ...
(I.i. 394-400)

As in “Nick and the Candlestick,” the cave is made from tlyawic remains of “coral.” “Pearls” as
well as “coral” suggest death because they were once part of livjagiems. | think that there is a
connection between “Sea-nymphs” and rigsarymphs in “Lorelei” in Sylvia Plate’'mind. Both of
them drag the human being under the walthis part is sung in the playwhen one of the characters,
Ferdinand, is convinced of his fathedeath. Judith Kroll comments on this aspect of the poem:

It refers to the retelling of the spealelife in obviously Shakespearean terms: her father
by dying, has undgone a “sea-change,” becoming a sort of underworld king whose daughter
exiled from his kingdom, is condemned to life. The allusion both states that her father is
dead and intimates that, like Ferdinantiither he still lives®

Full Fathom Fivewas another title for Plathfirst published bookThe Colossus

It [Full Fathom Fivé relates more richly to my life and imagery than anything else I've
dreamed up: has the background bé Empestthe association of the sea, which is a central
metaphor for my childhood, my poems and the astisttbconscious, of the father image —
relating to my own fathethe buried male muse and god-creator risen to be my mageljn T

to the sea-father Neptune — and the pearls and coral highly-wrought to art: pearls sea-changed

» Anne StevensorBitter Fame: A Life of Sylvia Platfondon: Viking, 1989; Harmondsworth: Penguin, 1990,
p. 250).

% According to Ted Hughes, Sylvia Plath wrote “Full Fathom Five,” reading one of Jacques-Yves Cousteau’s
books “about the submarine worldCR, p. 287).

# Judith Kroll,Chapters in a Mythology: The Poetry of Sylvia Pidtlew York: Harper & Row, 1976, pp. 54-55).
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from the ubiquitous grit of sorrow and dull outine. [...] | shall begin by setting myself magic
objects to write on: sea-bearded bodies — and begin thus, digging into the reaches of my
deep submeed head, “and &' old and old i sad and old &' sad and weary | go back to

you, my cold fathemrmy cold mad fathemy cold mad feary father’ — so Joyce says, so the

river flows to the paternal source of godheddpp. 222-223)

Thus, this muse-god father had lived in Plathdetry Another possible reason for Plathising the
motif of The Bmpests that she wanted to reveal the enclosed world of father and daughter — the world
of Prospero and Miranda — where the wife/ mother is absent.

In “Full Fathom Five”, we can find the vision of the Neptune-like man in the sea. On the surface
of the sea appears an enigmatic old white-haired man: “Miles long/ Extend the radial sheaves/ Of your
spread hait The hair stretches out like a net, threatening to draw the speakedrateamve are informed
that this old man is the spealeefather The father is as “cold” as “ice-mountains”: he resembles glaciers.
He also resembles “whirlpools”: the daughter is pulled down towards the bottom of the sea, unable to
escape. He is a kind of menace, retaining power oveAbdRobyn Marsack has pointed out, “old man”
is a slang for both father and husbahithe line, “Your shelled bed | remembthas a sexual image.

The speakeés wish to return to the sea expresses the idea that to reunite with her dead father would
be death:

| walk dry on your kingdons border
Exiled to no good.

Your shelled bed | remember
Father this thick air is murderous.
| would breathe water

There is a hidden incest wish that strangles the speaker from within as she attempts to become her
father's bride and to have her sexual wish in the unconscicaisaWsee that the fantasy of gerwith
the father leads to the spedkateath. It is a death marriage with the fattiahan Ramazani explains that
the poens final stanza suggests “that perhaps an incestuous bond has caused his death and “Exiled”
her from his kingdom®

Here 1 would like to discuss in detail Sylvia Platbther poems with the drowned-father theme. The
speaker in “All the Dead DearsCP, pp. 70-71) can see her beloved father under the surface of the pond:

From the mercury-backed glass

Mother, grandmothergreatgrandmother

Reach hag hands to haul me in,

And an image looms under the fishpond surface
Where the daft father went down

With orange duck-feet winnowing his hai¥ —

2 Robyn MarsackSylvia Plath(Backingham/Philadelphia: Open University Press, 1992, p. 38).
* Jahan Ramazari,oetry of Mourningp. 268.
*lgrid Melander identifies important stanzas omitted in the final version:
The poem was probably written as early as 1956 and was later included in the “Cambridge Manuscript.” The
most striking difference between the original version in “Cambridge Manuscript” and the final one in The
Colossuss the omission of three stanzas: the early poem includes nine stanzas, the revision only six. [...] The
fifth and sixth stanzas of this version, which were omitted in the final version, present the picture of a man,
whom we recognize as the poet's father. | quote them in full:
A man who used to clench
Bees in his fist
And out-rant the thundercrack,
That one: not known enough: death’s trench
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The dead father lies looming below the surface of the ywate@re the mothegrandmother and great-
grandmother would drag her below the watery surface after him. She ends this poem with the image
of the speaker going “to lie/ Deadlocked with them, taking root as cradles rock.” In this image, she
slumbers in her mothe&, grandmothés and great-grandmothsrembrace, descending deeply under

the waterIn “A Life” (CP, pp. 149-150) as well, which depicts an egg-shaped glass paperweight and
a woman who lives “like a foetus in a bottle,” the motif of the drowned man figure appears: “Age and
terror, like nurses, attend héAnd a drowned man, complaining of the great cold,/ Crawls up out of
the sea.”

In another of Platls' drowned-fathetheme poems, “Electra on the Azalea PatbP,(pp. 1.6-

117), the speakés dominant obsession with the Electra complex and her yearning for her father is
shown. Plath got the inspiration from this poem from a visit to her fatigeave in the Azalea Path
cemeteryIn this poem, too, the dead father is in the underworld. The speaker is filled with feelings
of loss, shocked by the sight of her fatsegrave. Her fathés death is superimposed on the Greek
Electra myth to reveal the daughterelation to her father and moth@&his poem depicts her father

as Agamemnon, king of Mycenae and the leader of the Greek forces irohe War; her mother as
Clytemnestra; and herself as Electra. During the tis@r ship cannot set sail because of a persistent
calm. To obtain a favorable wind, Agamemnon obliges himself to obey an oracle and sacrifice his,daughter
Iphigenia. He sacrifices her to the perceived demands of the patridf@hgaughter is treated as her
fathers possession. When Agamemnon returns, his wife, Clytemnestra, murders him in the bath in
revenge for his killing Iphigenia. LateElectra and her brother Orestes plot the assassination of their
mother as their own revenge. Electrplan to kill her mother and participation in matricide is motivated
not only by revenge but also by an intense hatred of her mathet is shown here is not closeness

to the mother but a shift of allegiance to the fatfiée resurrection of the father is accomplished by

his daughterShe supports the paternal law and upholds her fatsecrifice of Iphigenia to the demands

of the patriarchyElectra virtually chooses paternal identification, even though she is abandoned to her
madness$?

Julia Kristeva writes about the issue of wonsgplace in patriarchal culture in her boédlgout
Chinese Wmen “That the father is made a symbolic power — that is, that he is dead, and thus elevated
to the rank of a Name — is what gives meaning to her [Elstti&e, which will henceforth be an
eternal vendetta®®

Luce Irigarays idea that western culture is founded not on patricide, but on matricide is based

Digs him into my quick:
At each move | confront his ready ghost

Glaring sunflower-eyed

From the glade of hives,

Antlered by a bramble-hat,

Berry-juice purpling his thumbs: o I'd
Run time aground before | met

His match. Luck’s hard which falls to love

Such long gone darlings...
(The Poetry of Sylvia Plath: A Study of Thef&sckholm: Almgvist & Wiksell, 1972, pp. 35-36])

The allusion to the father’s relation to bees implies that the dead man beneath the surface of the water is assumed
to be Plath’s own father. These manuscript stanzas are clearly the description of her father shown in biographical
details.

% One of Sylvia Plath’s last poems, “Daddy,” is also concerned with patriarchal authority. But the speaker is full
of anti-patriarchal anger.

% Julia KristevaAbout Chinese Womein The Kristeva Readeed. by Toril Moi (Oxford: Blackwell, 1986, p. 152).
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on this Electra mytF.Irigaray focuses on the patriarchal phase of the myth, which is built over the
sacrifice of the mother and her daughters.
The poem re-presents the story of Electra:

The day your slack sail drank my sissebreath
The flat sea purpled like that evil cloth

My mother unolled at your last homecoming.

| borrow the stilts of an old tragedy

The truth is, one late Octohext my birth-cry

A scorpiori® stung its head, an ill-starred thing:
My mother dreamed you face down in the Sea.

The stony actors poise and pause for breath.
| brought my love to beaand then you died.
It was the gangrene ate you to the bone
My mother said; you died like any man.
How shall | age into that state of mind?
I am the ghost of an infamous suicide,
My own blue razor rusting in my throat.
O pardon the one who knocks for pardon at
Your gate, father — your hound-bitch, daughteend.
It was my love that did us both to death.
[Plath’s own emphasis.]

Here, although the speaker tries to combine her autobiographical facts with the Electra myth, she fails
to do it efectively* The speaker borrows “the stilts of an old tragedy” because she wants to idealize
her fatherimagine him as a powerful god, and devalue her mother as a betiagiezause of his death.
However unlike Agamemnon, her father died like any man (he died of natural causes, gangrée);
Clytemnestra, her mother did not kill him. Her begging for pardon implies that she has a feeling of
guilt for her fathers death: her birth has portended her faghdeath. She assigns to herself guilt for

her fathers death, even though she says, in the opening stanza of this poem: “I had nothing to do with

¥ See Luce Irigaray, “The Bodily Encounter with the MotherThe Irigaray Readered. by Margaret Whitford
(Oxford: Blackwell, 1991, pp. 34-45).

% This word might have to do with Sylvia Plath’s own astrological sign, “the Scorpion.” The element of the sign
is “water.”

* The line, “My mother dreamed you face down in the sea,” reminds us of the description of one of Sylvia Plath’s
dreams in her journals:

It was her [the mother’s] daughter’s fault partly. She had a dream: her daughter was all gaudy-dressed
about to go out and be a chorus girl, a prostitute too, probably. [...] The husband, brought alive in dream
to relive the curse of his old angers, slammed out of the house in rage that the daughter was going to be
a chorus girl. The poor Mother runs along the sand beach [...]. The father had driven, in a fury, to spite
her, off the road bridge and floating dead, face down and bloated, in the slosh of ocean water by the
pillars of the country clubJ( p. 267)

The dream reveals Plath’s obsession with the drowned and floating father figure, which is seen in poems such
as “Full Fathom Five” and “Daddy.” In addition to the image of a floating drowned father, her interpretation of
the dream shows an intense sexual rivalry between mother and daughter as well:

I have lost a father and his love early; feel angry at her because of this and feel she feels | killed him
(her dream about me being a chorus girl and his driving off and drowning hindsglf)2(78).
“ This poem is superimposing the myth onto Plath’s autobiography.
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guilt or anything.” After getting out from the underworld where she has hibernated, the speaker feels
a sense of responsibility for her fattsedeath. From a Kleinian perspective, in the “depressive position,”
since a loved father is felt to be destroyed by the speskersufers from depressive feelings which

lead to an intolerable feeling of guilt. This scene shows the spsakeve from the “paranoid-schizoid
position” to the “depressive position” because of the appearance of her strong feelings of guilt.

The Plathian Electra’failed suicide attempt is shown in the latter part of the poem (“I am the
ghost of an infamous suicide,/ My own blue razor rusting in my throat.”). According to one of Melanie
Klein's followers, John Bowlhymotives for attempting suicide can be understood as responses to the
loss of an attachment figure. In his viewnong motives that lead to suicide is a wish for reunion with the
lost object and a desire for revenge against a dead person for having desertet! Boedigyfs definition
for the motives for suicide can be applied to the spe#lking herself to go to the underworld, the
speaker wishes for reunion with the lost father

If we superimpose this Electra myth on the description of the bees insPTalie Beekeepéy
Daughter” CP, p. 118), which is the next poem of “Electra on the Azalea Path,” we see thatPlath’
choice of the Electra myth is appropriate, because, according to Robyn Marsack, “the royal tombs at
Mycenae were in the shape of beehives, and of the best known of themagtheflClytemnestra$”
and there is a fierce feud between mother and daughter in this poem.

In the sexually symbolic, sinister “garden of mouthings,” the poem “The Beeke@&marghter”
presents the speakgifather as a priest-like¢maestro of the bee,” and a mighty ryland the daughter
as a passive “sister of a stone” — for Sylvia Plath, “stone” has an image of “foetus.” The contrast between
the two is obvious. There is an atmosphere of emotional incest in the womblike world of death:

Hieratical in your frock coat, maestro of the bees,
You move among the many-breasted hives,

My heart under your foot, sister of a stone. ...

The Golden Rain ke drips its powders down. ...
Here is a queenship no mother can contest —

A fruit that's death to taste: dark flesh, dark parings. ...

Father bridegroom, in this Easter egg
Under the coronal of sugar roses

The queen bee marries the winter of your year

The daughter is fascinated by the father who dominates the bee world. Mptieevesistant daughter
implicitly has an intense sexual desire for him. She calls her father “bridegroom.” Besides, there is an
intense sexual rivalry between mother and daughter (“Here is a queenship no mother can contest — ).
Plath writes in her journals:

4 John Bowlby Loss(London: Hogarth, 1969-1980, p. 304).

2 Robyn MarsackSylvia Plath p. 42.

“1n Greece, the bee was considered a priestly creature (see Herder Fiidibutgrder Dictionary of Symbols:
Symbols from Art, Archaeology, Mythology, Literature, and Reliijimette, Illlinois: Chiron Publications, 1986,

p. 21]).
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A woman, | fight all women for my men. [...] There is no loyaétyen between mother and
daughterBoth fight for the fatherfor the son, for the bed of mind and bofdy] And | cry so
to be held by a man; some man, who is a fatdep. 101}

Rose Karmel points out that the last line “the queen bee marries the winter of your year” conveys a

hidden threat: “Addressed to the beekeeper as a sexual being, ,'Baitiegroom,” the line reminds

us that the mating of the queen with the drone leads to the diioeegitable death*®| think instead

that this line is related to the Persephone myth which decrees that Persephone has to stay in the underworld

during winter Persephone is doomed to stay there because she was raped by Hades, and ate the

pomegranaté(“A fruit that's death to taste: dark flesh, dark parings”). Another rape by a god is suggested

by reference to the laburnum tree, “Golden Rain” — Danae is raped by Zeus in a form of golden rain.
Bee and beehive imagery connected with the image of faibaignificant in other poems as

well: “Lament” (CP, pp. 315-316) and “Electra on Azalea Path.” In “Lament,” written in memory of

Plath’s fatherthe heroic, god-like father was struck down by a swarm of bees: “the sting of bees took

away my fathet In “Electra on Azalea Path,” there is a suggestion of the speaeering the underworld:

The day you died | went into the dirt,

Into the lightless hibernaculum

Where bees, striped black and gold, sleep out the blizzard
Like hieratic stones, and the ground is hard

It was good for twenty years, that wintering —

For Plath, “bee” is the recurrent symbol of the fatfdre words, “hibernaculum,” “blizzard” and
“wintering” imply that the season of the underworld is winfes | have explained earliavinter is the

season Persephone tends to the underworld to reunite with her husbandigiticeMelander points

out that the “bees” in this poem seem to be synonymous with “bumblebees,” because they hibernate
in the ground?

“We can find another case of a feud between the mother and the daughter over the Tath&eilhJar There
is a scene in which Esther Greenwood wakes up from the electric shock:

An old metal floor lamp surfaced in my mind. One of the few relics of my father’s study, it was surmounted

by a copper bell which held the light bulb, and from which a frayed, tiger-coloured cord ran down the

length of the metal stand to a socket in the wall.

One day I'd decided to move this lamp from the side of my mother’s bed to my desk at the other end
of the room. The cord would be long enough, so | didn’t unplug it. | closed both hands around the lamp
and the fuzzy cord and gripped them tight.

Then something leapt out of the lamp in a blue flash and shook me till my teeth rattled, and | tried to
pull my hands off, but they were stuck, and | screamed, or a scream was torn from my throat, for |
didn’t recognize it, but heard it soar and quaver in the air like a violently disembodied spirit.

Then my hands jerked free, and | fell back on to my mother’s bed. A small hole, blackened as if with
pencil lead, pitted the centre of my right pal®J,(p. 152)

In trying to move the lamp which is one of the relics of the father from the mother’s bedside to her desk side,
Esther receives a great shock by touching the lamp — the plug remains plugged in the mother’s bedside. It is as if
she receives punishment from the mother for stealing her mother’s possession.

“Rose Karmel, “A Self to Recover’: Sylvia Plath’s Bee Cycle Poegtern Poetry Studiesol. 4., part 3
(Winter 1973, p. 310).

¢ In Sylvia Plath’s “Maenad” in the sequence, “Poem for a Birthday,” the berries in the line, “Feed me the berries
of dark,” is reminiscent of the pomegranate. | think that the speaker also wants to be taken away to the underworld
to rejoin — wed — her father.

47 Sylvia Plath’s father, Otto Plath, was a professor of biology at Boston University, who was involved in his scholarly
research on the ways of bumblebees and vBatablebees and Their Waips1934. From this fact, it is easy to
identify the beekeeper’s daughter with Plath’s alter-ego.

“ Ingrid Melander,The Poetry of Sylvia Plathg. 90.
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In “Wintering” (CP, pp. 217-219), which is one of Plagtbee poems, its complete deathlike space
is lived by the speaker:

This is the room | have never been in.
This is the room | could never breathe in.
The black bunched in there like a bat,
No light

But the torch and its faint

Chinese yellow on appalling objects —
Black asininity Decay

Possession.

It is they who own me.

Neither cruel nor indferent,

Only ignorant.

Torch is Persephoreattribute. Anne Baring and Jules Cashford write: “The shining light of the torch
in the dark underworld quickens the grain and the poppies she [Persephone] holds in h&Thand.”
etymology of Persephorehame is: “she who shines in the dafk.”

The bee has often been considered to be symbol of the soul of the dead in"Eamdpee bee,
which appears to die in winter and return in spring, is sometimes a symbol of the death and rebirth of
Persephon.It symbolizes death and immortalitirich Neumann writes in his bookhe Geat
Mother, the bee “was associated above all with Demétgemis, and Persephon@&.”

Next we will move to another of Plaghpoems, “The ColossusCP, pp. 129-130), which is also
related to the drowned-father theme. The statue of the Colossus was one of the Galers \Of the
World. In this poem, the speaker imagines her dead father as the Greek sun-god, and she struggles to
repair the broken pieces of the huge statue of the Colossus who is now a floating drowned man. His
fragments “are littered/ .../ In their old anarchy to the horizon-line.” The daughter wants to bring her
fathef's statue back to life. Howevétris so huge that she as an “ant” cannot recover its original form. The
speaker has worked to rebuild a grandiose but shattered Colossus for “thirty years.” Frustrated, she is
still in mourning. It is also an attempt for the speaker to reinstate her shattered internalizedtiather
speaker attempts to rebuild her destroyed inner world at the same time. She hopes that the fragments
of her beloved father will be reassembled within her self. In the Kleinian point of pigting the
dispersed pieces of the fatteebody back together again is a process of “reparation.” By restoring the
external object, the inner world of the subject is correspondingly restored at the same time and it can
possess the “good” object. In the poem, the speaker is attempting to “glue” not only the fragments of
ruins of the vast disintegrating statue but also her shattered self todethiag that they will return
to life. However since she cannot reinstate the external loved object succesdfalpiso cannot regain
the loved internal object. The process of “reparation” is not successful. In Kleinian termitiodoggene
is a dramatization of “manic defence” in manic-depressive states in unsuccessful mourning. “Manic defence”
occurs because reparation is so slow and laborious a process. This defence is an in-between phenomenon,
including elements of the “paranoid-schizoid position” and the “depressive position”. It is a defence

“ Anne Baring and Jules Cashfoithe Myth of the Goddess. 368.

*bid., p. 369.

** Takashi Watanabé/itsubachi No Bunkasl{iThe History of the BgdTokyo: Chikuma Shobo, 1994, p. 45).
%2 See Herder Freibur@he Herder Dictionary of Symbglg. 21.

$* Erich NeumannThe Great Motherp. 265.
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against depressive anxigtyut once more employs mechanisms that are seen in the paranoid-schizoid

position such as “splitting”, “idealization,” and “projective identification.” Hanna Segal explains Klein’
ideas:

To protect itself from total despair the ego must have recourse to violent defence mechanisms.
Those defence mechanisms which protect it from the feelings arising out of the loss of the
good object form a system of manic defences. The essential features of manic defences are denial
of psychic realityomnipotent control and a partial regression to the paranoid position and

its defences: splitting, idealization, denial, projective identification, etc. This regression strengthens
the fear of persecution and that in turn leads to the strengthening of omnipotent®%ontrol.

The unsuccessful state of mourning — the “manic defence” state of mourning — makes the speaker feel
ambivalently towards her dead fathéihe feeling is divided into two aspects: praise and contempt for
him. Klein writes about the manifestation of this ambivalence seen in the “manic defence”: “Idealization
is an essential part of the manic position and is bound up with another important element of that position,
namely denial” Love p. 349).

The speaker has to continue the endless, fruitless work of mourning:

| shall never get you put together entitely
Pieced, glued, and properly jointed.
Mule-bray pig-grunt and bawdy cackles
Proceed from your great lips.

It's worse than a barnyard.

Perhaps you consider yourself an oracle,
Mouthpiece of the dead, or of some god or ather
Thirty years now | have labored

To dredge the silt from your throat.

| am none the wiser

Scaling little ladders with gluepots and pails g&al
| crawl like an ant in mourning

Over the weedy acres of your brow

To mend the immense skull-plates and clear
The bald, white tumuli of your eyes.

A blue sky out of the Oresteia
Arches above us.

This poem tells the story of the spedkdElectra complex. She regards her father as the hero of the
Oresteia. The law of the father dominates the daughter: “The sun rises under the pillar of your tongue”.
Like the speaker in the poem, “Electra on the Azalea Path,” the sjzep&gche is made by a patriarchal
culture. She devotes herself to the patriarch. Fartherfather is “pithy and historical as the Roman
Forum.”

On the last stanza, Shelleyg@i suggests:

She [the speaker] saves herself at the end. She says she is “married to a shadow”; she will no
longer wait for “the scrape of a keel/ On the blank stones of the landing.” Condensed in this

**Hanna Segal, “A Psycho-Analytical Approach to Aesthetics,” p. 197.
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is the wish to renounce a life of waiting faithfully and endlessly for her father to return from
the dead®

Does the speaker really save herself at the end? | think instead that what the speaker says (“My hours
are married to shadow”) suggests the Persephone story because the realm of “shadow” belongs to the
underworld where Hades lives, that is, she knows she is destined to marry her lostk flithiethat

it is not a salvation as @el suggests. The speaker appears to choose death at the end. Her initial aggressive

attitude disappears. She is obsessed with the death world where her father belongs.

The image of the “colossus” in the sea is first seen in Sylvia Bla#ily poem called “Letter to
a Purist” CP, pp. 36-37F° The “grandiose colossus” t&od astride/ The envious assaults of sea.” In
this poem as well, the speaker who mocks her father has an ambivalent feeling towards him. A figure
in “Man in Black” (CP, pp. 1L9-120) is also related to death and the sea. In this poem, an enigmatic death
figure walks towards the end of lafidlhis man is shown as a “vortex.” This means that he sucks in
surrounding things. He draws everything towards him, including the sp&iercannot turn away
from him?3 In her journals, Plath writes: “Man In Black,’ the only ‘love’ poem in my boakn( 300).

The image of the father as a “colossus” recurs in other works. In one ofsPdatirt stories,
“Among the Bumblebees,” Alice Denwayfather has been “a giant of a malP?(p. 259); “a king,
high on a throne”JP, p. 261): “When he laughed, it sounded as if all the waves of the ocean were
breaking and roaring up the beach togetA&ce worshipped her father because he was so powerful,
and everybody did what he commanded because he knew best and never gave mistaken judgment”
(JP, p. 259). He is “proud and arrogant among the bumbleb&@g).(266). In “Sunday at the Mintons,”
Elizabeth Mintons brother is “a colossus astride the roaring s#a"f. 158). In both stories, colossus
like fathers are also related to the sea.

“Little Fugue” (CP, pp. 187-189), one of Sylvia Plaghater elegies, is a poem about guilt and
memory which abandons the image of the heroic mythic fatheenies that the daughter should feel
guilty: The guilt centers on the fathd@he daughter can say: “I am guilty of nothing.”

Since the speaker is in a state of “manic reparation,” she does not feel the mourning experience. Her
attempt for restoration goes unrewarded. This poem represents the spdiskategrated inner world
with her image which reduces to signs and fragments.

The word “Fugue” is a musical term: “a musical composition in which one or two themes are repeated
or imitated by successively entering voices and contrapuntally developed in a continuous interweaving
of the voice parts®® Another meaning of “fugue” is a form of temporary amnesia, “a disturbed state
of consciousness in which the onéated seems to perform acts in full awareness but upon recovery
cannot recollect the deed$.Lynda K. Bundtzen articulates: “The two meanings of fugue come

% Shelley Orgel, “Sylvia Plath: Fusion with the Victim and SuicidRsychoanalytic Quarter|y43 (1974), p. 278.

¢ This poem suggests Sylvia Plath’s own father with the line, “With one foot” — her father’s leg was amputated
during his illness.

% The father figure walks towards the sea in the first section of “Berck-Pl&ge"pp. 196-201):

The lines of the eye, scalded by these bald surfaces,

Boomerang like anchored elastics, hurting the owner.
Is it any wonder he puts on dark glasses?

It is any wonder he affects a black cassock?
Here he comes now, among the mackerel gatherers.
8 In “Man in Black,” his “dead/ Black coat, black shoes” and black hair imply Sylvia Plath’s father. Plath writes:
“The ‘dead black’ in my poem may be a transference from the visit to my father’'s grave a month dapie300).
* Merriam Webster’'s Collegiate Dictionafgpringfield, Massachusetts: Merriam-Webster, Incorporated, 1831-),
X (1993), p. 471.
®|bid., p. 471.
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naturally together in Plath’world to represent the master mindlessness, the numb and passive
psychological state of Plathvictims.™ The speakés psychological void is represented by the
colorless black-and-white design of the images: “Black, yehite cloud”; “I like black statements./
The featurelessness of that cloud, now!/ White as an eye all over!” There is an image in which a pianist
plays the black and white keys on a piano in the middle of the poem.

In this poem, aural and visual communication does not work. There is a confusion of the senses:
“l see your voice/ Black and leafy ...” In the speakenind, the father was “Lopping the sausages,”
which are “Red, mottled, like cut necks.” “This butchédahan Ramazanigues, “is linked to the
mutilation not only of his body (leaving him “one leg”) but also of her mind (making her “lame in the
memory”)

| survive the while,

Arranging my morning.

These are my fingers, this my baby

The clouds are a marriage dress, of that pallor

In addition to “arranging” her “morning,” she arranges her “mourning.” | think that the line, “The clouds
are a marriage dress,” represents another version of the Persephone story because the speaker puts on
the marriage dress, the marriage shroud, to get married with her dead father who is in the world of the
dead.

Furthermore, Sylvia Plath portrays the spe&kéailure in the work of mourning in one of her
last elegies, “Daddy’GP, pp. 222-224). The speaker has a tendency to bitim @&nd deny her father
as an “ego-ideal® She regresses to the infantile “paranoid-schizoid” position, oscillating between
“good” father and “bad” father and turning her love and hatred against her lost father

In this poem, the speaker regresses to the preverbal infantile “paranoid-schizoid position.” She
moves backward in time and a chddtonception of the world is depicted. A woman who is thirty
years old reverts to infant-tatkShe uses the rhythm of nursery rhyme — it brings to mind “There was
an Old Woman who lived in a Shoe.” Her use of language for this poem is regressive and repetitive.
Steven G Axelrod’s writes:

Plath’s assault on the language of “daddy-poetry” has turned inward, on the language of her
own poem, which teeters precariously on the edge of a preverbal abyss — represented by the
eerie, keening “00” sound with which a majority of the verses®end.

A. Alvarez, who describes “Daddy” as a love poem, connects the “00” sound with a “cooing tenderness.”

¢ Lynda K. BundtzenPlath's Incarnations: Woman and the Creative Proo@sm Arbor: The University of
Michigan Press, 1991, p. 191).

2 Jahan Ramazarioetry of Mourningp. 275.

% n real life, throughout her life Sylvia Plath both adored and despised her father.

® Susan R. Van Dyne suggests that the child speaker dramatizes a woman writer’'s powerlessness: “it mirrors
the cultural allegation that woman is child, and it gives form to her experience of being treated likRemshg
Life: Sylvia Plath’s Ariel PoemfChapel Hill/ London: The University of North Carolina Press, 1993, p. 48)).
According to Alicia Ostriker, infantile language signals sexual trauma, revealing the power of sexual pain to
infantilize, to thwart growthStealing the Language: The Emergence of Women'’s Poetry in Arfievicdon: The
Women'’s Press, 1987, p. 237]. Ostriker picks up several poems whose languages are childish or infantile: T. S.
Eliot's “The Hollow Men” and at the close of The Waste Land; Roethke’s “Lost Son” poems; at the opening of
Berryman’s “Dream Songs”; and DuPlessis’ “Medusa”).

% Steven G. AxelrodSylvia Plath p. 56.

% A. Alvarez, “Sylvia Plath” in Charles Newman edhe Art of Sylvia Plath: A Symposi{tondon: Faber,
1970, p. 66).
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In a reading prepared for BBC radio programme, Sylvia Plath explained “Daddgaling its
mythical substructure and underlining that this poem is a fiction, not based on her life:

Here is a poem spoken by a girl with an Electra complex. Her father died while she thought he
was God. Her case is complicated by the fact that her father was also a Nazi and her mother
very possibly part Jewish. In the daughter the two strains marry and paralyze each other — she
has to act out the awful little allegory once over before she is free GFjtp( 293)

Plath explains that this is a story in which the speaker feels the dilemma of hatred for herandther

love for her fatherBut the focus is only on the spealsefather and the father substitute — a woman

can overcome her penis envy through gaining a man according to Freud. The mother is absent in this story
The description of a fallen Colossus toppled over shows how great her father was:

Marble-heavya bag full of God,
Ghastly statue with one gray toe
Big as a Frisco seal

And a head in the freakish Atlantic
Where it pours bean green over blue
In the waters dfbeautiful Nauset.

Though firstly Daddy appears as the God-like statue with his toe in the Pacific and his head in the
Atlantic — he is bigger than the continent — but then he reappears as a devil, and finally a brutal Nazi
hated by the daughteFhe father which was to be restored changes into the perseédatanie Klein
remarks on the case in which hatred appears in the mourner:

When hatred of the lost loved object in its various manifestations gets the upper hand in the
mourner this not only turns the loved lost person into a persedatioishakes the mourrier

belief in his good inner objects as well. The shaken belief in the good objects disturbs most
painfully the process of idealization, which is an essential intermediate step in mental development.
(Love p. 354)

The speakeés regressive self is intensely emotional, oscillating between love and hatred towards her

father She cannot let him go because she is helpless, but at the same time she cannot hold on to him

because she believes that he persecute§her'manic defence” is based on this kind of “splitting”

process. The “good” and “bad” aspects of the father are thus not integrated. That is wh¥icuis dif

for the speaker to promote separation and self-integration. $&¢planation of “Electra complex” at

the BBC programme obscures the spealdivided emotions into love and hatred. Although the speaker

has a will to accomplish her mourning, hatred cannot achieve “reparation.” According to Melanie Klein,

“[fleeling incapable of saving and securely reinstating their loved objects inside themselves, they must

turn away from them more than hitherto and therefore deny their love for thew® p. 368). “Daddy”

reveals an attack on the spe&kemvn internalized “bad” fathesnd subsequently a suicidal attack on her self.
Unable to complete the work of mourning for her father and to rebuild her lost father in her inner

world successfullythe speaker makes and gets married with a fathiestitute (husband) and

attempts to regain her lost father

I made a model of you,
A man in black with the Meinkampf look

7 “One gray toe” is supposed to be related to Sylvia Plath’s obsession with the fact that her father's leg was amputated
during his illness. See also “Letter to a Purist” which suggests her father with the line, “With one foot.”
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And a love of the rack and the screw
And | said | do, | do.

So daddy!'m finally through.

The black telephons’of at the root,
The voices just cahivorm through.

“I do, | do” are the words as the marriage oath. The words, “I'm finally through,” imply several meanings:
What seems to be applicable here is that the speaker believes that shgetamefoiather by getting

a fathersubstitute. “The black telephosedf at the root,/ The voices just caworm through”: tearing

out the telephone line, the speaker destroys the voice of the father to get rid of the internalized father

If I've killed one man, I've killed two —
The vampire who said he was you
And drank my blood for a year

Seven years, if you want to know
Daddy you can lie back now

Theres a stake in your fat black heart
And the villagers never liked you.

They are dancing and stamping on you.
They alwaysknewit was you.

Daddy daddy you bastard, I'm through.

However later the speaker says she has also killed her fatbebstitute. The words, “I'm through”
seem to mean that she believes she is finally released from both her father and heulkedttitete,
and is independent. The attitude of the spealeantempt over them produces a “phantasy” that creates
an illusion of triumph over them. According to Melanie Klein, “one of the ways in which hatred expresses
itself in the situation of mourning is in feelings of triumph over the dead perkowug (p. 354). She
also explains that feelings of triumph have tHeafof retarding the work of mourning. In the case of
the speaker as well, it is not a successful reinstatement of her lost fathelly she has not finished
the work of mourning yet even though she declares “I'm through.”

Jahan Ramazani comments on the role of the villagers:

The end of “Daddy” resumes but revises another traditional elegiac device — the troop or chorus
of mourners. Milton and Shelley had amplified their laments by representing them as group

acts; Plath unites with a vengeance: the villagers “are dancing and stamping on you”. Milton

and Shelley had paralleled their laments with mourning rites for such fertility gods as Adonis

and Orpheus; Plath also alludes to primitive ritual, but her tribe enacts death without hoping

for resurrectiorf®

Similarly, the speaker in “Gulliver"@P, p. 251) who is in the position of the Lilliputians “hate[s]"
colossal Gulliver who “step[s] béeven leagues”.

The speakers in Plathearly elegies attempt to perpetuate the name of the fathers in idealizing
their dead fathers as potent heroic figures, mythic beings or gods with allusions to Greek tragedy (the
father as an “ego-ideal”), and actively attempt to totalize or internalize their fathers and reinstate their
distrusted inner worlds at the same time, turning rage inward. On the other hand, is [Btath’

% Johan Ramazankoetry of Mourningp. 279.
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elegies the speakers are not positively engaged in reinstating their fathers, but in directly attacking
their fathers. Their process of reparation is so slow in the early elegies, and is so destructive in the
later ones that in either case they cannot complete the work of mourning. Connecting|&lath’
elegies with Plath herself, Susan Kavaeiter assumes that Plathinourning of her father is pathological
because of her “manic defence” against Rigkccording to Melanie Klein, howevemanic defence”

is not necessarily pathological.

LIST OF ABBREVIATIONS

CP - Sylvia PlathCollected Poems of Sylvia Platid. by Ted Hughes (New York: Harper & Row, 1981).

Envy— Melanie Klein Envy and Gratitud¢London: Virago, 1988).

J — Sylvia Plath,The Unabridged Journals of Sylvia Platbd. by Karen V. Kukil (New York: Random House,
2000).

JP — Sylvia PlathJohnny Panic and the Bible of Dreams and Other Prose Writiogsdon: Faber, 1977; revised
edition, 1979).
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Mourning and melancholia in Hemingway’s
For Whom the Bell Tolls

DONALD VANOUSE (¥)

Literature has played an imptant pat in the mourning of
catastophic events..., in the negotiation between the historical
givens and the underlying and unconscious consequences of
trauma.

(Linda Belau, xxv)

Ernest Hemingwag For Whom the Belldils (1940) begins with a quotation from John Domsne’
“Meditation XVII.” With the epigraph, Hemingway identifies the source of his title and defines the
connections between human beings achieved through mourning: “No man is an island,"sDonne’
argument begins, and he then provides an assertion of our connection to othersséneteknow
for whom the bell tolls; it tolls fothee” Proper mourning expresses a recognition of the |dssesr
self in the death of another

Hemingways For Whom the Belldlls depicts such connections to the dead and examines the
emotional eflects of incomplete mourning in terms that parallel Frewd/n comments in “Mourning
and Melancholia” (1917; Hogarth Press, 1937).

Hemingways novel of mourning concludes by depicting Robert Jordan, the American volunteer
in Spain, as he prepares for his death. Jordan accepts the inevitability of this death and designs a ritual
which expresses his commitment to his IgWwtaria, and also contributes to the successful retreat of
the members the guerrilla band (401-410). He provides a fast ef participation in their struggle
against fascism andfafns his connection to the future of Spain. In Hemingwaarallel to Donne,
Jordans death while fighting as a volunteer in the Spanish Ciwil W alosssuffered by the people
of all the republican nations of the world to the fascist armies of Spain,dtalyGermanySpeaking
in 1938 of the deaths of such volunteers of the International Brigades, Hemingway said, “They die
fighting for you” (Hem on V&r 293).

(*) Department of English, State University of New York, Oswego, NY 13126, USA.
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The depiction of Jordas’life and death parallels the expression of mourning in Hemingway’
eulogy of 1939, “On the American Dead in Spain” (Nelson 36-39). In both works, Hemingway praises
the volunteers who died fighting to protect republican values. In an introduction to the “Eulogy” that
he wrote after \Wrld War Il, Hemingway scolded America for its failure to support these “premature
antifascists” (Nelson 26). At another point, he explains this failure:

The majority of the career diplomats of England, France, and the Unétss Sare fascist,
and it is they who supply the erroneous information on which their forefgpe®find state
departments acHem on Vir 293).

These failures in the diplomats led to the great bloodbath of the SeanidtiWér. Hemingway helps
us to mourn the deaths of Jordan and the other volunteers becaufentethht they are, in fact,
foreshadowings of our own losses.

Yet, many of the volunteers in the International Corps during the Spanish @ivieltbetrayed
by Hemingways depictions of literary and historical characters and events. Some of the veterans criticized
the lack of political ideology in the central charactiee literary self-indulgence of the love relationship
between Jordan and Maria, and the negative depictions of several of the leaders of the Republican
forces.

Pilars narrative describing the massacre of civilian villagers provoked the sharpest criticism.
According to Milton WIff, many veterans felt that Hemingway had ignored fascist atrocities and betrayed
loyalist soldiers who had been killed or wounded in SpaiolfMélso feared that Pilas narrative
would contribute to American anti-Communist sentiment against members of the Abraham Lincoln
Brigade (Nelson 14).

In For Whom the Belldlls, Hemingway is confronting the problem ofast war. He had been
a strong supporter of the Loyalists. He had helped to provide ambulances for the Republican forces
and he had written a number of sympathetic journalistic repByting 257-298). Martha Gellhorn,
to whom Hemingway dedicated this novel, has written that during the Spanish @ivith& \estern
Democracies had two commanding obligations: they must save their honor by assisting a young, attacked
fellow democracyand they must save their skin by fighting Hitler and Mussolini at once, in Spain,
instead of waiting until latewhen the cost in human $erfing would be unimaginably greater” (17).
Hemingways novel was written after the democracies had failed to protect the Spanish Republic. Through
examining mourning in this novel, Hemingway prepares for the continuing conflict with femtsaiso
engages his grief at the death of his own father

Freud defines “Mourning” as “the reaction to the loss of a loved person, or to the loss of some abstraction
which has taken the place of one, such as fatherland,,lfogfsn ideal...” (“Mourning” 125). These comments
help to identify the range of Hemingway¢oncerns. In addition to mourning the deaths of friends and
soldiers, and &ifming emotional and political connections to the dead, Hemingway is “mourning” the loss
of an environment of idealism in the Republic, the crushing of tbesefo resist Fascism, and even a kind
of loss of Spain itself. One Loyalist in the novel observes, for example, “If the Republic lost it would be
impossible for those who believed in it to live in Spain” (143). Feedidcussion of mourning devotes more
space to issues in mourning the death of an individual object than to loss of an abstraction or ideal. Freud
notes, howevethat both kinds of loss impose a long process of emotional healing:

Withdrawal of libido is not a process that can be accomplished in a moment but must certainly
be, like grief, one in which progress is slow and gradual” (“Mourning” 137).

Mark Cousins, who also discusses the process of mourning the loss of an object, identifies this slow
process in more detail:

It [the mourned object] acts upon the subject as that which must be kept present, must be
rescued again and again. If it went, what it threatens is not a loss that leads to mourning, but
rather the loss of a loss that constructed a subject, which could lead to collapse. (“The Insistence
of the Image”, Belau 18)
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The slow process of mourning protects the individual who has constructed the mourned object.
The mourning subject is defending his own fragile self from collapse. This observation on the process/
value of mourning clarifies the criticism which Hemingway directs at actions by some of the Spanish
Loyalists and their leaders. He is repeatedly “rescuing” the core of value in the Republic — that which
he mourns — from those who do not seem to have protected those values. In Freudian terms see might
those who criticized Hemingway for his “betrayal” as similarly engaged in protecting their own “lost
ideal” which also defines them as bearers of grief.

Hemingways “Eulogy for the American Dead in Spain” was first published ilNbe& Masses
in 1939, and then recorded for a tenth anniversary dinner on Lisdahthday in 1947. The eulogy
asserts that the American dead have become a part of the people and the land of Spain: “Our dead live
in the hearts and minds of the Spanish peasants [and] the Spanish workers...” and “our dead are a part
of the Spanish earth.” (Nelson 36-37) Nevertheless, the “Eulogy” includes a paragraph of rage at nazis
“who may advance aided by traitors and cowards.”

Brett Levinson ayues that “both faretting — in which the traumatic past is ignored — and vengeance —
through which the traumatic past becomes an obsession — block the flow of history and the possibility
transition” (Belau xxvi). It seems that both Hemingwsapovel and his “Eulogy” are attempts to
mourn the losses in Spain in a form which will participate in the flow of history and strengthen the
continuing fight against fascism. Although the “Causa” in Spain was lost by the time these works were
published, the battles against the nazis in Europe were looming when Hemingway wrote about mourning
the Loyalists and their ideals.

Herman Rappaport gues that “works of art must carry the burden of remembering and working
through the trauma of the past” (Belau 233-250).

Hemingways novel centers on Robert Jordan and the band of guerrillas blowing up a bridge as
their part in dailed major ofensive by the Republican forces.fdey Meyers says that in the novel
“Hemingway’s judgment of all the Spanish and foreign politicians and commanders was influenced
inevitably by his knowledge of their final fate” (Understanding 81). It is more importahé titheme
of the novel to see that Hemingwsiglepictions of such figures are explorations of the issues in mourning
the loss of the Republic.

The characterizations of Pablo, La Passionaria, and Andre Marti probe the issues of such mourning.
Milton Wolff observes that Hemingwagycriticism of La Passionaria waderdsive to many of the
veterans who thought of her as “the heart of our fight against fascism” (Nelsondlff)salys that
Hemingway shouldt’have included gossip about her sending her childen to safety in Russia because
“all children were sent out of the country” (Nelson 13pli& doesrt discuss two references to La
Passionaria by Sardoguerrillas when they are trapped on a mountain top, waiting for the air attack
which will end their lives. In response to the crisis, a young guerrilla recites La Passgomearxih:

“It is better to die on your feet than live on your knees” (269)IfiMimself identifies this slogan as

one of “the banners we carried into battle” (Nelson 13). But the slogan does not encourage or console
the doomed guerillas. One of them gsgfCan she help you now?” Then he adds, “we are on our bellies,

not our knees.” Latewhen some journalists in Madrid are discussing La Passionag@ort that the

fascists are “fighting among themselves near Segovia” (312), KaRatert Jordas’friend, responds

by saying merely*That great face... That great voice” (313). Hemingway himself later said that he
“decided not to write propaganda, but write just what | belietng on Vir 299). Jefrey Meyers

notes that La Passionaria became the President of the Spanish Communist Party in exile in Russia
after the war (42). Perhaps this political role influenced both Hemingway atffl W

It is more important to the novel, howeytrat La Passionarigrhetoric and physical presence
contribute little to understanding the issues of loss and the need for mourning that Hemingway is examining.

Pablo, who leads the guerrilla band before Robert Jardanival, is clearly struggling throughout
the novel with emotional exhaustion and despair after two years of warfare. At their first meeting, for
example, he drunkenly challenges Jordan, and some of the other guerrillas believe he should be shot
(52-53). Most important, Pablo attempts to disrupt the plans for blowing up the bridge by stealing Jordan’
detonators. In the middle of the night, he cuts the bags containing the explosive detonators and escapes
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with them, taking one of the horses. Robert Gaidusek observes that the imagery of cutting the bags
suggests that Pablo is acting out a desire to castrate Jordan (150-151). When he returns to the guerrilla camp
without the detonators, Pablo is discredited and exhibits a “distressing self-abasement” (12%). Pablo’
conflicted motives and actions in the war have developed into a “morbid’ melancholia” (125). Freud
says “[l]n the clinical picture of melancholia, dissatisfaction with the self on moral grounds is far the
most outstanding feature” (129) Freud further observes that “in melancholia, countless single conflicts
in which love and hate wrestle togetheare fought for the object....” He adds that “[T]raumatic
experiences with the object may have stirred to activity something else that has been repressed” (138).
When Pilar speaks to Pablo about his weeping at night, she suggests that he has lost all reference
points for his behavior: “Nobody understands thee. Neither God nor thy moiwar| either” (353).

One of the strongest complaints about Hemingwalgpiction of the war was the “notorious
incident” which Pilar reports on the execution of Nationalists by the Spanish Loyalists. Midti6in W
says that Hemingway “wrote about no devils on the fascist side,”

But it is Republican terrorism that gets described in detail, for many ofetse Who were
concerned with the novslpotential political impact, that decision was a betrayal (Nelson 25).

Wolff does not seem to recall the brutality that Hemingway reports in the rape of Maria and the murder
of her Republican father by the fascists (61-62). Msugaief at these brutalities underlies her need for

the love of Robert Jordan. In Fresdérms, she is able to escape from “self-revilings” and achieve the
capacity for a “new object of love” (125).

Pilar's report of the executions of the nazi villagers in Ronda seems to identify events that contribute
to Pablos melancholia. In Freuslterms, Pablg’'leadership in the killing of the fascists suggests the
denial of contradictory emotions which contributes to his melancholia. The killing is shared and sacramental
when the peasants use their flails and scythes to execute fascists, but Pablo takes a role of éemtlership
“personally executes thavileswith shots to the head” (Gajdusek 146). These executions seem to be
assertions of personal egotism and vengeance. Furthermore, by the end of the executions, Pablo is “deprived
of his belief in the manliness and courage of the priest” (Gajdusek 149). In the character of Pablo,
Hemingway explores the “conflicts of ambivalence” (Freud 138) which lead to a self-debasing melancholia.
In that sense, Hemingwaytharacterization of Pablo seems to identify a source of the cowardice and
betrayal which contributed to the loss of the Republic.

Another figure in whom Hemingway probes problems of mourning is the historical figure, Andre
Marti, the French Commander of the International Force#f $ays that it was unnecessary for Hemingway
to include Marti in the novel, and he suggests that Hemingwaytagonism was personal” (Nelson
13). But, in fact, Marts harsh military discipline seems to be another aspect of the struggle with loss
and the problem of proper mourning.

For Whom the Belldlls centers upon a plan for a major attack by the Republican dimeyplan
has been detected, howeyver it has been betrayed. When Robert Jordan sends two messengers to
warn General Golz that the fascists seem to be prepared for the attack, the messengers are arrested by
General Marti.

Gomez, one of Jordaimessengers, recognizes Marti from magazine articles about the celebrated
leader Hemingways$ description begins with Marsi'physical appearance but then shifts to issues of
loss and manic melancholia:

[Gomez] recognized his bushy eyebrows, his watery grey eyes... and he knew him for one
of Frances great modern revolutionary figures who had led the mutiny of the French Navy
in the Black Sea. He knew this man would know where Gdigadquarters were [but] ...

[h]e did not know what this man had become with time, disappointment, bitterness both
domestic and political, and thwarted ambition and that to question him was one of the most
dangerous things that any man could do (363).

After Marti has him arrested, Gomez asks, “What passes with that man?” In atisstarlocg the
guard said, “he is crazy” (364). The guard continues, “That old one kills more than the bubonic plague....
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But he doesit’kill fascists like we do.... He Kills rare thinggotzkyites, Divagationers. Any type of
rare beast” (364). Freud says, “the self torments of melancholics, which are without doubt pleasurable,
signify, just like the corresponding phenomena in the obsessional neurosis, a gratification of the sadistic
tendencies of hate'General Selectiot32). This sadistic melancholgxpressed in executing the rare
beasts of betrayal found in his own armiso seems to indicate that Marti has become a paranoid:
“dominated by a system of thought [which] must be constantly shown to explain everything’ (D. W
Winnicott, Playing, 164).

Robert Jordas’ experiences in the Civil & include a moment of grief that seems to parallel the
sourcef Marti’'s melancholy sadism. After Anselmo has been killed in the explosion of the bridge,
Jordan experiences an emotional “letdown,” and Hemingway adds,

In him, too, was despair from the sorrow that soldiers turn to hatred in order that they may
continue to be soldiers. Now it was ovke was lonelydetached and unelated and hated
everyone he saw (389).

This is very far from the “deep and sound and selfless pride” which Jordan had experienced during the
battle in the Sierras (206). Magisuspicious despair is not simply an individual flaut a glimpse
of an edgeless hatred which can egedrom loss in battle if there no recognition of a need for mourning.
References to the death by suicide of Robert Josdather extend throughokbr Whom the
Bell Tolls. The first reference to his father begins with an odd, moment in the first convebstigren
Robert Jordan and Maria. She says, “I have been a republican for twenty years,” and then adds, “My
father was a Republican all his life.... It was for that they shot him.
Jordan replies that his father and grandfather were republicans all their lives. Then he delivers
a joke that she does not see concerning the terminology of Spanish and American politics:

“My grandfather was on the Republican national committee.”
And your fathershe asks, “Is he still active in the Republic?”
“No,” he replies, “he shot himself.”

“To avoid being tortured,” she asks.

“Yes.” Robert Jordan replies.dTavoid being tortured” (57).

The torture was apparently his life. Robert Jorddather is clearly an analogue to Hemingwayvn
father In his hotel in Madrid, Jordan himself learns how to carry cyanide so that he can kill himself if
he is captured (208). Suicide remains a recurring possibility for him until the last moments of the novel
when he chooses to risk capture by defending the retreat of Maria and the guerillas. Perhaps in depicting
a character who carries his fathgesuicide with him always — and is able to choose another death —
Hemingway achieves a kind of success in mourning the suicide of his own father

For Whom The Belldlls appears to be a psychoanalytically informed examination of both the
personal and the historical dimensions in mourning and melancholia.
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Joyce Tenneson: An aesthetics of aging (*)

ANCACRISTOFOVICI (**)

Recall, reader if ever in the mountains a mist has caught you, through
which you could not see except as moles do through skin ...

Dante,Comedy

ARGUMENT: THERELEASE FROMTHE BODILY EGO

Many recent studies on visual culture highlight the representation of the body in photography as
a signifier of social constructions. Photography however has always played an important part in the
construction of the subject, a perspective that | suggest in what follows, one that combines analytical
concepts with aspects of the phenomenology of perception, indispensable for the understanding of art
works and of our relation to them.

By contrast with the overexposure of the body in commercial photogrgpbiographers in the
art field today represent the body as a visual metaphor for configurations of interiority engaged in
subject construction. Their insistence on formal aspects (of composition and technique) displaces the
focus from the physical to the psychic body so as to “capture” unstable phenomena of change, of conflict
in the subjecs relation to time. In Joyceefnesors photographs ordinary referents are obliterated to
liberate space for other dimensions of the self. Instead of showing “old people”, her photographs
become carriers of optical distortions, signifiers of self-perception and self-representation. Rather than
an instrument more or less adapted to the necessities of life, the body is shown as something concurrently
solid, stable, and changing, movable. A paradox epitomized in the phrasing of the philosopher Marc

(*) This paper is an abridged and adapted version of a chapter in an unpublished manuscript devoted to photography,
aging, and subject construction, entitlBoluching Surfaces: Photography and the Fabric of the Subject, in Time.

(**) University of Caen, English Department, Caen, France; and University Paris 7, Paris, France.

* This Dante fragment coming from Charles Singleton’s prose version Gfaimedyseems to me evocative of
the «misty» visual effect in Tenneson’s photographs, and also of her placing the lens of the camera much like a
mole through the skin, to look at the human body from an interstice, as it were, between the inside and the outside.
The fragment is quoted by James Merrill, who, on the subject of moles, comments: «Those moles, to resume, are
just one filament in a web whose circumference is everywhere. They presently mesh with an apostrophe to the
imagination, which also sees without using eyes.» (James Merrill, 1986, 89-90).
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Richir as: “an inner statue, infinitely labile and moving, ephemeral and changing in its manifesta
tions.” (11)

An art photography perspective on aging — connected to time, movement, and change — neither
documents nor sentimentalizes but, | wouldua, contributes to a creative rethinking of aging.
Significantly, | will not approach aging as a state (documented by the photographic image) but as a
process of growth (that is, of subject construction, and of shaping, adapting subjectivity to new parameters).
In this dynamics of change and becoming rather than a destructive agent, time is conceived of as a
formative category and a source of creativity

How can photography visualize aspects of aging that do not merely correspond in a documentary
way to visible realities? How are such complex psychic structures as those related to aging translated
into visual patterns? These are the questions underlying my presentati@mresén from the
perspective of the release of “the bodily ego”, inspired from Richaithéim’s essay with that titte
Wollheim looks closer into Freusl’striking phrase, to insist that a mental act is not only equated with
a bodily state, butith a piocess In Tennesors photographs, as | will try to shoveleased from the
“bodily ego”, the figure creates the illusion of moving througffiedént space levels, but also through
layers of time, internal and cultural (owing to the classical iconography the photographs allude to). The
presentaptuiedin the photograph becomes then not the trace of a moment in time (and of a state associated
to it) that will no longer be — according to Roland Barthesstalgic approach of photography — but an
accumulation of instants situated orfetiént temporal places, a progression of states. In art photography
“the moment that was” (a uniqgue moment in the past, corresponding to a vanishing point in linear perspective)
is no longer a reference point. In such photographic works, the present is reconfigured in the choice
of the models, the pose, the setting, and in the processing of the image (by the artist, techmdically
by the viewerperceptually). Similarlythe past is reconfigured, not as the reminiscence of something
that “was”, at a certain point in time, but as a dynamic of varied forms of mgasayconjunction
of mental and actual patterns.

In spite of the classical poses of her modetsiiEson does not show aging asanenin ones
life, but as grocesghat could be formalized by what Edouard Glissant calls, in a wider cultural context,

“a poetics of relation.” The release from the bodily ego — which liberates creatigeesnreis represented
through a series of devices that insist on the dissolution of the figure. Howvestead of dacing the

traces of time (as they do in commercial photography), these devices explore physical limitations, as
well as the creative potential of non-standard bodies. The powerful taétite ief her photographs
suggests internal or imaginative processes and conveys the keen attention witrewhésomn considers

the shapes time takes, the patterns it creates.

Joyce ‘Enneson emged in the world of art photography in the late 1970s. From her early reflections
on images of the self, her photographs opened up in the late 1980s to a wide rage of transformative
processes. One of her books is, in fact, enffitadsformationg1993). Ennesors work has been described
as ethereal, pensive, disturbing. Her photographs do not relate so much to what we see, as to forms of
perception that trigger bfnner examination. “®@ me,” she declares, “the tgar reality has always
been internal realitythose emotions that are not visible to the naked épgiqsues n. pag.). Caught
in unusual postures or outspokenly posing to the camera, her models partake of a pictorial iconic
dimension, which allows her to represent internal realities through apparent immdaihite the
pose is classical, the pictorial devices she uses create an impression of movement. This is a paradox
that | will analyze in what follows, as an equivalent of the tension between state and process, to underline
photographys necessity to stabilize a segment in order to represent a process (the metonymical character
of photography has been mostly discussed from the perspective of framing).

2 Richard Wollheim, «The Bodily Egosthe Mind and Its Depth$4-77.
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Tennesors work has been openly and persistently devoted to various metamorphoses of the
body in time, from childhood to old ageicki Goldbeg sums up her concerns with the perception
and representation of physical change as portraying “preghtireciieavy flesh of middle age, and
emaciated old age with grace, acceptandectbn.” (7)

The perspectiveenneson proposes in her photographs relies precisely on the problematic question
of beauty inherent in such transformations of the bodplike other contemporary photographers,
such as Cindy Sherman, or Duane Michals, whose work figures aging in clear opposition to the
standards circulated in the medianhesors photographs radiate an unusual canonic bedking
within several kinds of stereotypes — from religious and secular art history models, to clichés of the
beauty industry — she creates an aesthetic based on the uncanny perception of visual models that
disturbs our habits of seeing. Infdifent ways than documentary photogragter images suggest that
art photography can redefine such notions as visititigyvisible, or vision. Accordinglyer incorporation
of categories conventionally perceived as “negative” challenges the very aesthetic models she implies
Her association of aging with aesthetics, | will suggest, can be instrumental in understanding how we
think of time structures, and integrate corporeal experience to our fables of identity

1. WHAT WE SEE

Nude figures partially covered by thin transparent cloths, representing men and women of
different ages, shown in individual or group compositions. They are placed on painterly backgrounds
and mostly devoid of any concrete references. The body is both exposed and concealed through
screens of various textures (gauze, veils, drapery). In “Threaf” (1987), for instance, the gauze
evokes a shroud, porganic tissue, placenta. Other photographs feel like mistbtain this €ect,
Tenneson uses devices such as netting, or powdering, special lighting, and a particular printing
technique she developed. Mono-tonal, bleached, dumycolor work plays down the sharp tonal
contrasts and glamour of current color photographs to create an illusion of depth.

“Carol and Mirror” (1987), for instance, shows — in profile — a woman of rounded, full shapes
and gray hair (details ddring from the conventional aesthetics of contemporary nudity). A round
mirror in her hand, she is placed against a vaguely painted background that creates a particular depth
of field. Her extending arm discretely protects her nudity; so does her long hair covering her back, and
the white cloth unfolding down her waist. Her posture reveals modest pride. The painted arch on the
background of the photograph — half of which seems to draw a geometric link between her gaze and
the mirror — conveys a sense of harmony between the actual image and the image of herself in the
mirror that the woman is looking at (one which we do not see and so have to imagine). The older
woman is homadebeautiful. Instead, through this visual dynamic she is brought into an optical field
that highlights the “grace, acceptancdeetion” pointed out by Goldbgr Affection, | would like to
insist, is an essential factor in the aesthetics of aging that | loca¢mmeJons work, but also in that
of other contemporary photographers, such as Geneviéve Cadieux, Jacqueline Hayden, or Hervé
Guibert. For €nneson, the aesthetic is not an intrinsic quadiy a relational aspect. The “poetics of
relation” in her work evolves from the relationship between photographer and model, but also from

% Such incorporation of negative aesthetic categories into one’s artistic idiom might be associated to what Christopher
Bollas calls “genera”, the counterpart of “trauma”, which can be integrated to the elaboration of one’s idiom in
creative ways. “Psychic Generd&ging a Character. Psychoanalysis & Self Experiempge 66-100.

For a more detailed discussion of this aspect in relation to the work of other contemporary photographers, cf.
Anca Cristofovici, «Touching Surfaces: Photography, Aging, and an Aesthetics of Charigeusimg Age: Women,

Bodies, Generationgp. 268-296.

| 59



the models relationship with her or his various age-selves, with that of canons of b¥¥thy
discretion, the posef the figure in “Carol and Mirror” evokes a body memory of multi-layered past of
private and culturaleminiscences, of changing paradigms of beauty

In some photographsgmneson figures the process of aging as a generational continuum. In “Man
and Two Women” (1989), for instance, the position of the hands, the drathergurving geometry
of the composition create a sense of reciprocal holding. In others, such as “Peter Halliamg™ W
(1986), or “Old Man and Deanna” (1986) characters of opposite ages represent allegories of growth or
epitomize a dialogue betweenfdifent-age selves (Deanna is actually a modah&son has followed
in her bodily and emotional progress over time).

Although “captured” on a lyrical mode, there is something disconcerting in the beauty of these
non-conventional figures, an impression that we also get from the photographs of young women,
which are equally unsettling and for whiclriheson uses the same aesthetic devices. This impression
comes, | would advance, from a slight out-of-focugafin these photographs that does not result
from the manipulation of the time exposure, in other words, one that is not &Mbiille the body is
unmoving, statuesque, movement unfolds from thin fabric or lightilegtef The unease produced by
bringing together sensuality with the immobility of the boslyggestive of the tension between Eros
and Thanatos, enhances the uncanny connotation of beauty when it is fixed in the photographic image
(as, for instance, in “Suzanne”, 1986).

FIGURE1
Carol and Mirror (1987)
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FIGURE?2
Old Man and Deanna (1986)

FIGURE3
Suzanne (1986)
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2. MOVEMENT AND IMMOBILITY: “THE INNER STATUE”"

Photography has been related to death in ambivalent ways since its early development and sometimes,
in fact, for mere technical reasons. Before double or multiple exposure started being used intentionally
to create varied ffcts, with a few exceptions (spirit photographs among the most illustrious), in the early
days of photographyinfocused images were considered a.fRasulting from the modsl’'movement
during the process of the picture taking (quite a long one at the time), the soft contours, that we find so
appealing todayprovoked great dissatisfaction, mainly in the case of portraiture. Nineteenth-century
photographers were faced with a conundrum concerning the inverse proportion between the speed of
exposure and the natural air of the picture. As e@pBatchen notes in his bo@urning with Desie.

The Conception of Photographsome critics objected that thdat to maintain the pose “made the
subjects face look like that of a corpse.” (208) It seems indeed that the emaciated figures of ddr@tMar
Cameron were mostly due to the modedxhaustion from the strain of the pose, their melancholic
attitude having been provoked by the length of the exposure. Ironiagbop was invented at the

time to help photographers create more natufat&f. This contraption was supporting the models’
head to prevent them from moving. Cleaflyr a more lifelike €&ct, the figure had to be frozen. As
Batchen justly remarks: “This device transformed the lived time of the body into the stasis of an embalmed
effigy. In other words, photography insisted that if one wanted to appear lifelike in a photograph, one
first had to act as if dead.” (208)

Itis a “melancholy truth”, in Duane Michatsmost appropriate phrase, that in photograph beauty
cannot be fixed as an ideal iconic form but only as a momentary state, as the impression of a shape. And
that the dazzling sight of beauty is reminiscent in its immobility of the dazzling sight of death. Even
while Tennesors photographs of younger women show the frailty of be#lugy are unsettling in that
a pleasing sight of the human figure can be experienced as false or unreal because of excessive perfection.
However her skill consists precisely in displacing the viewettention from the surface to interior
spaces: stripped bits everyday references, covered with cloth, or seen through foggy screens, the
nude body itself becomes a signifier of interigrgmigmatic in its economy of movement. Nudity is
for Tenneson “a kind of window on the psyche, the inner s@ifahformations91) It can be associated,
| would suggest, to that “inner statue”, evoked by Ricirwhich all ephemeral perceptions add up,
like layers of thin fabric.

A particular tension nourishegiinesors photographs. While the allusions to art models or the
constructed poses give a statuesque character to the figures, the “dissolving” techniques deconstruct
it by degrees. Thefekts she uses convey a range fifca$ that integrate conventional and non-conventional
forms of beauty into a continuum of subject perception. Round, emaciated, wrinkled, or too smooth
bodies become touching precisely because of the dynamics between immobility and movement,
between varied emotions associated to the changing body and the images we can have of it.

3. AESTHETICS AND COSMETICS

Tenneson bridges up two opposite senses of “beauty” as well as two versions of photographic
aesthetic: that of conventional beautyith its set of commercial rhetoric, and that of art history
canons. Howeveher figures slightly step out from canons. Despite its apparent transpdrenaay

41t would be interesting to look closer into the possibility of reconsiedering Winnicott's understanding of the
psychological dynamics between the «true self» and «the false selves», with Richir's philosophical (and paradoxical)
understanding of the corporeal as «inner statue, infinitely labile and moving». D. W. Winnicott, «Ego Distortion
in Terms of True and False Self».
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of thinking beauty unveils hidden twists. In the dissolving contours, in the purified setting of her
photographs we read a hesitation of the form, as if the ambivalence of beauty opened up the surface
of the image like a scalf she conjures the aesthetic within the area of common place to show “that
even lovely women have inner lives” as Goldbputs it (8), she also reveals what can be repulsive
in canonized forms, namely hovixed into stereotypes, beauty can become a dead forra {form
of death). Tansgressing the boundaries between the two approaches of beauty allows her tohexplore
transformations of the individual body along with conventional ways of representing it, in time.

It should be mentioned thaeineson also works for the beauty industry and her commercial work
does not, in fact, divge technically too much from her fine art worletYher commercial work rarely
has the “psychological edge” of her art photographs, that strangeness which her clients outspokenly
avoid? Ironically, howevey her commercial work (commissioned portraiture, fashion, advertising)
addresses the “religion” of beautyhich carries the promise, a¥@guead informs us “to erase time,
alter perception, create a new realitfihich is, actuallywhat her art photographs dowd modes
of understanding the performing self (the cosmetic and the aesthetic) are at work in the two fields, the
difference being that between an external and an internal perspective. Where commercial photography
shows idealized states in normalized bodies, the pictorial performances in series Expbsages
(1986), orTranformationg1993) incorporate various realities of the body as expressions of the becoming
self’

4. PERFORMING CORPO-REALITIES

In some of the photographseiheson touches a threshold of photographic representation by
making a special use of light. The veils, which she covered her figures with, are turned into bodies of
light in her series significantly entitled “Light Mtings” (from Transformation¥. Here figures are
surrounded by light materialized as thundeiras, or luminescent globesfdeing the contours of the
figure is another way of releasing the body from a particular state, integrating it into a process
represented in the fix image. In transgressing current canons of beauty she directs the gaze
elsewhere, not — or not only — inwards, in the sense of deliberately visualizing particular states, but
into areas of transition, of processing emotions, of formalizing them.

In this series, light sublimates the body to create new aesthetic configurations at the limit
between the figurative and the abstract (as for instance ami&k in Light Hat” llluminations). In
locating light as shapely as possiblenfieson illuminates graphically the imaginative extensions of
our lives. She transforms the battlefield of the destructifecesf of light on the skin (one that the
cosmetic industry is fiercely contending with) into a creative field in whidlerdint textures create
intriguing opticalrealities. Skin is “raw material” inéhnesors phrasing: “I love when light passes onto

5 “Clients want something pleasant and beautiful,” she notes, “a little bit unusual but not too strange,” and mentions
a client “asking nervously before the session: ‘Remember, no death or dying, nothing disturbingnsférmations
109; 112.

¢ | refer here to an advertisement for the cosmetic product Magic by Perspectives that represents a woman holding
a ball of light in her palms. Magic is presented as «an extraordinary new concept that optically transforms the
skin».Vogue UK May 2000. A commentary of the rhetoric of this text is beyond the scope of this paper!

"It is interesting to note that, unlike her most recent series representing elderly fijfise¥Yome(2002) and
Amazing Mer{2004), Tenneson’s earlier work does make distinctions along gender or age lines. And it is perhaps
why, while her cultural argument in the former is significant, the latter’'s aesthetic argument is more powerful and
more convincing.

& Tenneson creates this effect by using light as an actual instrument of figuration. A optic fiber laser wand, which
she manipulates very much like a flash light during the capturing of the image, allows her to literally «draw with
light» (the hat on the woman'’s head, or a ball in another’s hands are actual figures shaped by light).
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skin,” she notesitransforming it. The play between, is it skin, is it stone, is it fabric, is it light? — when
they meld into each othdiascinates me.” (Dunas, 102). Through apparent corporeal dematerialization,
Tenneson figures aging as transformation of matter and thus gives momentum to fugitive perceptions
of the self.

In the depredations of time (fifult to locate, or to accept) and in the instruments we have
devised to escape them — photography among othezare$on finds sources of eggrin spite of
her elegiac formal approach, rather than resisting or rejecting the alterations of time, she shows her
models interacting with them (and with one another). Hence her shifting the illusion of controlling
time that commercial photographs are based on, to more creative, generative time patterns. The gauze
or mist that covers up the body becomes a trope for skins we shed, for layers of experience we accumulate,
which add up in the transformative configurations of the self.

And so, photography is not — | hope to have shown — the record of one state corresponding to
one moment in the past (as mythologized by the twentieth-century discourse on visual culture), but a
configuration of moments, the record of a process, the performance of the self in the making. The
immobility of Tennesors figures is but a segment stabilized from a continuum. What I retain from her
photographs is that while it is important to expose the body as a site of social, cultural, or personal
inscriptions, within an aesthetics of the corporeal understood agataetaphor for subject construction,
the physical appearance “caught” in a photograph can be involved in exploring the possibilities of
change. Instead of being a passive medium that records experience, the body is shown as an agent in
the processing of experience. This is a powerfgluarent that we find, under the form of various
aesthetigropositions, in the photographic art field of the past three decades.
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Thewaters of themind: Rhetorical patterns
of fluidity in Woolf, William James, Bergson
and Freud

MARIAJESUSLOPEZSANCHEZ-VIZCAINO (*)

At the beginning of the 20th centurpodernist writers such as Joyce, Proust, Mann amginia
Woolf rejected the traditional realist novel as an inadequate form of capturing the complexity and
mutability of reality and human experience. The conventions, strategies and techniques that the modernist
novel adopted were closely connected with the great transformations that Europe underwent at a philosophical,
political, technological and artistic level, and they owed specifically a lot to the new ideas on the
human mind that were spreading across Europe and America. HegaoBeWliam James and
Sigmund Freud were among the chief creators of this modern psychatabtheir writings, together
with Woolf’s, constitute attempts to give a novel account of the workings of the mind.

Leaving aside the question of direct influence and knowledge of eachsotheal§ and taking
into consideration the great fiifences that exist between these autsagstems of thought, the aim
of this article is to shed some light oro@f’s metaphorical recreation of the human mind by means
of a rhetorical pattern articulated around the notions of container and content, surface and depth, fluidity
and change, dissolution and unboundedness, notions that also appegsan&efames and Freud'
descriptions of the mind. A brief reference to feminist theory is obligagorgn the central role it has
played in the interpretation of ®3lf's writing. Adopting an open and fluid notion of intertextuality

(*) Departamento de Filologia Inglesa y Alemana, Facultad de Filosofia y Letras, Plaza Cardenal Salazar S/N,
14017 Cérdoba, Esparia.

* Apparently Woolf did not read Freud for herself until 1939, though that is hard to believe since fald’s
began to be translated by James Strachey and his wife Alix in the 1920’s, and to be published by th@tdsgarth
Furthermore several Bloomsbury members trained as psychoanalysts, and Melanie Klein delivered her 1925 lectures
at 50 Gordon Square, the home of Adrian and Karin Stephen. Freud and Woolf met in January 1939. In any case
and without a shadow of doubt, Woolf must have been familiar with Freud’s works and theoriesyevkiofuch
discussed in the Bloomsbury group. As regards Bergson’s and James's relation, they began a correspb@@gnce
that lasted until James’s death in 1910. Though it seems that at the beginning of their careers the similarities between
their works were more due to coincidence than to influence, later they must have taken ideas from each other.
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this article follows certain poststructural practices that defend a blurring of boundaries between disciplines
and genres, and an eclectic dialogue between all linguistic constructions, especially from a purely textual
and rhetorical point of view

In any discussion on modernism — both as a wide philosophical current or as a concrete literary
movement — the question of the new approaches to the human mind, human subjectivity and human
consciousness is bound to appddrose approaches took the form of a critique or questioning of old
conceptions of the self — as we actually see in Freud, James agggbBerand as Sheehan sustains,
a rejection of the humanist orthodox certainty about what it means to be human. According to Freud,
the first “two great outrages” (562) upon humarstynaive self-love” (562) were the Copernican
discovery that the earth was not the centre of the universe and the Darwiinfaatiah of the human
descent from the animal world. And now

man’s craving for grandiosity is [...] defing the third and most bitter blow from present-day
psychological research which is endeavouring to prove to the ego of each one of us that he
is not even master in his own house, but that he must remain content with the veriest scraps
of information about what is going on unconsciously in his own mirelpgycho-analysts

were neither the first nor the only ones to propose to mankind that they should look inward;
but it appears to be our lot to advocate it most insistently (562).

As Dekoven says, quoting Eugene Lumaehumeration of modernist features, one of them is “the
demise of subjectivity conceived as unified, integrated, self-consistent’(Ars) Eysteinsson also
defends that one of the modernist paradigms is the crisis of the subject — the “modernist destruction
of bougeois identity” (28) —, which can be observed in “a modernist preoccupation with human consciousness
(as opposed to a mimetic concern with the human environment and social conditions)”. That leads to
“the use of the stream of consciousness technique”, to “a radical inward turn” and to an “exploration of
the human psyche” (26).

Those are exactly the features thaidl¥ found in Dorothy Richardsos’'novels, and that she
herself adopted, transformed and improved. Richardson was the first English novelist to consistently
use the stream of consciousness methasl she was “concerned with states of being and not with
states of doing” (Wolf, Essays52). Thus the reader “is not provided with a story; he is invited to
embed himself in Miriam Hendersantonsciousness; [...] to follow these impressions as they flicker
through Miriams mind, waking incongruously other thoughtEséays 16). Richardson, however
partly fails, since “we still find ourselves distressingly near the surface” (16), aotf YWoposes
instead “to be rid of realism, to penetrate without its help into the regions beneath it” (17), as she
makes clear in her famous essays — and declarations of principles — “Mr Bennett and Mrs Brown” and
“Modern Ficion”. She rejects the method of the Edwardian writers, whom she calls “materialists”,
since “they are concerned not with the spirit but with the body” (158). On the cornbr@modern

2 Many of the theories and ideas of the three of them can be related, in one way or another, to what Urdanoz
believes to be the general common characteristics of 20th century philosophical currents: antipositivism; a dynamic and
evolutive approach to life and the world; relativism and historicism; an anthropocentrism that places the human
being as the centre of the universe; irrationalism and pluralism.

* Dekoven seems to connect this change in the approach to subjectivity with the shift in gender relations that
took place at the turn of the century, and which led to an “ambivalence toward powerful femininity that itself
forged many of Modernism’s most characteristic formal innovations” (174).

4 Showalter considers Richardson to be the most consistent representative of the female aestheticism that was
developed by the last generation of Victorian woman novelists. According to Showalter, this new female aesthetics
applied feminist ideology to language, literature, perceptions and values, and thus, Richardson’s subject became
female consciousness. Richardson “saw shapelessness as the natural expression of female empathy, and pattern
as the sign of male one-sidedness” (256) and by means of the stream-of-consciousness technique, tried to present
“the multiplicity and variety of associations held simultaneously in the female mode of perception” (260).
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novelist is a “spiritualist”, for whom “the point of interest, lies very likely in the dark places ef psy
chology” (162).

The attempt to reproduce in the novel what happens in those “dark places of psychology” led to
an emphasis on subjectivitp the dissolution of the boundaries between the objective and the subjective,
and to the rejection of the single and omniscient narrator and of fixed narrative points.dhuiéw
celebrated booMimesis dealing with the representation of reality ire$tern literature, Auerbach
devotes his last chapter toodlf’s To the Lighthouseand uses this novel to illustrate the new modernist
narrative techniques. He explains how in the literature of the past “there was hardly any attempt to
render the flow and the play of consciousness adrift in the current of changing impressions” (535).
Woolf's writing aims at rendering “the continuous rumination of consciousness in its natural and
purposeless freedom” (538), since she wants “to fathom a more genuine, a deepedeed a more
real reality” (540).

Freud, Begson and James did also want to deal with the very essence of human life éadl that
them, as it led \8blf, to the world of psychological phenomena. IndeesbM¥s wish to penetrati@to
“the source beneath the surface, the very oyster within the sBefa¢s15), her interest for what is
hidden beneath the mirsdsuperficial manifestations is linked to Freuudiscovery of the unconscious,
of a world in the individual of unseen material that lies under the obvious and the visible, an idea that
utterly transformed art and culture in the early 20th century

This new vision implied a conception of the mind as a three-dimensional space divided into two
basic levels, “the upper” and “the under” @lf, Essays163), the surface on top and the room behind
it. Woolf frequently refers to the mind as a container and thoughts, ideas, sensations, dreams as the
elements contained in it: life as “a bowl that one fills and fills and fi&drhents 75) and herself as
“the container” of feelings (78), in “A Sketch of the Past”; “her mind was like her room, in which lights
advanced and retreated, came pirouetting and stepping delic&elyeg¢ 92), in “The Lady in the
Looking-Glass”; words making a “pattern on the floor of the childind” (64) and the mind as “a
pool of thought, a deep basin of reality” (203);Tothe Lighthouse‘the pool of our consciousness”
(Books 141), in her essay “More Dostoevsky”; “the walls” (19) and “the lake” (26) of the characters’
minds, inThe Vves or “the minds sandy floor” (147), iMrs. Dalloway

Freud very elaborately mapped the divided geography of the mind, and in his lecture on resistance
and repression, he explicitly describes the mental apparatus in spatial terms:

The unconscious system may therefore be compared tgeaalate-room, in which the various
mental excitations are crowding upon one angtlileg individual beings. Adjoining there

is a second, smaller appartment, a sort of reception-room, in which consciousness resides.
But on the threshold between the two there stands a personage witlicthefafoorkeepey

who examines the varios mental excitations, censors them, and denies them admittance to
the reception-room when he disapproves of them (566).

His topographical conception of the mind is also based on the surface-depth dichotomy: “consciousness
is thesuperficiesof the mental apparatus” (700) and the vast region below the surface is divided into
the unconscious and preconscious layers. This dichotomy between what lies under and what is upper
and the relations, movements and exchanges that are established betweerf¢heserdédntal levels
are essential to understand Frauthietorical descriptions of the mind. For example, his seventh lecture,
on manifest content and latent thoughts, is completely structured around this idea. He explains how
“our method is to allow other substitute-ideas, from which we are able to divine that which lies hidden,
to emege into consciousness” (489); that those substitute-ideas are a means “of bringing into consciousness
the unconscious thoughts underlying the dream” (490); and that “resistances invariably confront us
when we try to penetrate to the hidden unconscious thought” (490).

This topography of the psyche, which is related to Fretitee basic personality structures, id,
ego and superego, is adopted bydlin her essay “The Leaningwer”, from 1940, where she makes
a explicit reference to “DiFreud” Essays175). Woolf talks about “unconsciousness” as the “state”
at which “the under mind works at top speed while the upper mind drowses” (163). She explains how
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most interesting perceptions “swam to the surface, apparently of their own accord; and remained in
memory” while “what was unimportant sunk into fpetfulness” (163), and she defends that writers
should achieve “a whole state of mind, a mind no longer crippled, evasive, divided” (175), so that they
sink into unconsciousness and tranquillity and are able to deal with what is beneath the surface.

If we pay attention to both auth@svords and proposals, we find the idea of the constant movement
of mental contents. Frewgconception of mental processes very clearly depends on the already discussed
topographical perspective, but also on the dynamic one: “Psycho-analysis has departed a step further
from the descriptive psychology of consciousness [...] Up till, itadiffered from academic (descriptive)
psychology mainly by reason of its dynamic conception of mental processes; now we have to add that
it professes to consider mental topography also” (43&)h#ve seen that as Freud tries to clarify the
mental “dynamics’, he describes an interaction of subgest and emeging elements and forces, of
material slipping back and forth between the conscious, preconscious and unconsmdits nWtaphors
of the mind as “pool”, “basin” or “lake”, Freus’'metaphor of the “icebgt or Woolf’s account of
perceptions as “swimming” and “sinking”, revolve around the element of wiaesymbol of mutability
and fluidity par excellencewhich Gaston Bachelard, Water and Deams: An Essay on the Imagination
of Matter, defines as the transitory element. In “A Sketch of the Pagtgliweveals how her life
stands upon her first memonpat of being in bed in the nursery dtls and hearing the waves
breaking Moments 75). Certainlywater as a semantic field and as a rhetorical notion determines and
haunts her imagination and vision of reality throughout all her viorks

In The Interpetation of Deams Freud elaborates a mental world structured around the surface-
depth dichotomy and the fluid movement of elements in the “waters of the mind”. He talks about “two
trains of thought” that “meet”, “the former on the surface, the latter covered up” (304) and about “dreams
that show an accelerated flow of ideas” (336). The “recollection” of “theetife impulses prevailing
in dream-thoughts” is compared to how “the bowl of a fountain collects the water that flows into it.
From this point the dream-thoughts flow along the following channels” (330). “Annoyance” is said to
draw “reinforcement from springs that flow far beneath the surface, and so swells to a stream of
hostile impulses” (329). Or we get to know how in thgétiing of dreams, “directing ideas immediately
exert their influence, and henceforth determine the flow of the involuntary ideas”.(348)

This last example shows to what extent Freudental dynamics constitute what Bloom has
called a “civil war within the psyche'Qanon 377), a battle for supremacy betweerietént forces.

Words such as “conflict”, “forces”, “opposition”, “battle” and “struggle” appear once and again ing-reud’
language and they are symptomatic of Frewision of the mind as a space in which mutable entities
are engaged in a dynamic and usually conflicting relationship: he explains how “a stubborn conflict
is going on in the patient between libidinal desires and sexual repression” (624); talks about the
“normal struggle between conflicting impulses” (624) and about the “battle of the repression” (627);

® By using constantly this word or derived ones, Freud makes clear that his conception of all mental processes
is a “dynamic” one: “the dynamic conception of resistance” (491), “how this discharge through the dream is effected
dynamically” (496), “the dynamics of the process of recovery” (634) or “the dynamic relations within the mind”
(708).

¢ As Poole puts it, “water is Virginia's central symbol. [...] there is scarcely a page of her novels where the sea, or
water, does not make a fleeting appearance, as if her imagination was rocked on the swell of an invisible current
of water which ran ceaselessly through her thinking” (259). Poole quotes Marie-Paule Vigne’s estimation that
water occupies across all her novels a 48% (about 4,500 words) against 52% (4,850) for all the other elements together.

"Notice how Freud'’s articulation of the mind as a space in which thoughts, ideas and dreams are living entities
in constant movement resembles Woolf's: “In one day thousands of ideas have coursed through your brains;
thousands of emotions have met, collided, and disappeared in astonishing digssays86); words “twisting
about to make Heaven knows what pattern on the floor of the child’s niiiglithiouse 64); or “the idea sunk
back again” (ighthouse 202).
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makes reference to “howas each individual resistance is being mastered, a violent battle goes on in

the soul of the patient — a normal mental struggle between two tendencies on the same ground” (627);

or asserts that “the transference is thus the battlefield where all contending forces must meet” (634).
Freud saw then the mind as irreducibly divided, whereaaligroposes in “The LeaningWwer”,

“a fusion of the two minds, the upper and the undéss@ys 173), a figuration which resembles

Bergsons and James’conception of consciouness as an ever changing, mutable and protean stream,

flow or continuum. Let us remember iMlam Jamess famous words iithe Principles of Psychology

Consciousness, then, does not appear to itself chopped up in bits. Such words as “chain” or “train”
do not describe it fitly as it presents itself in the first instance. It is nothing jointed; it flows.

A “river” or a “stream” is the metaphor by which it is most naturally descrilmetdlking of

it hereafter let us call it the stam of thought, of consciousness, or of subjectivélFs).

James defends that “within each personal consciousness, thought is always changing” (146) and
“is sensibly continuous” (146). Both James andg3en go against Locke’and Humes vision of
thought as composed of independent and discrete elements juxtaposed alongside of eatdtiother
how the following sentences by Bgson, taken fronCreative Evolutionastonishingly resemble the
guoted paragraph by James, since both examples are based on the idea of the flow of mental elements:
“Each of them is borne by the fluid mass of our whole psychical existence. [..,] St@®s thus
defined cannot be regarded as distinct elements. They continue each other in an endlps$ low
flux of fleeting shades mgmg into each other” (3). And later on, we find that “we perceive duration
as a stream against which we cannot go” (38).

So, it is precisely this inner flowing stream that leadsgBen to formulate ifime and Fee
WII, his first major work, his famous notion dfirége which stands for psychological time or inner
duration and which doednlend itself to any logical, quantitative or intellectual analysis: “Pure
duration is the form which the succession of our conscious states assumes when our egoliets itself
when it refrains from separating its present state from its former states” (100).

According to Kumarla duréebecomes the distinguishing feature of the stream of consciousness
novel. Following Begsons principles, modernist writers present it as something incapable of
measurement and not to be captured by conventional and spatialized representations afdifne. W
abandons indeed the conventional plot and the conception of time as a linear sequence of events, and
by means of an extremely lyrical and evocative language, rich in suggestive and beautiful images of
transitoriness and openness, based on a fluid and scattering syntax, she articulates her gréat novels
the LighthousgMrs. Dalloway Between the Actand especiallfrhe Vévesaround the rhythm of her
characters thoughts, sensations, perceptions and feelings, which constitute this stream of consciousness,
this fluid duréé.

¢ In Freud, unlike in Bergson and James, we do not find the idea of all mental contents constituting a single stream
that flows, though he does describe the different elements in the mind as flowing along the different levels and systems.
That is why the expressions “flow of ideas” and “stream of thoughts” appear in his writings and ing we
paragraphs like the following one: “During the day there is a continuous stream flowing [...] toward the ematjlity
this current ceases at night, and can no longer block the flow of the current of excitation in the opposite direction” (354).

® For Auerbach, the “elaboration of the contrast between ‘exterior’ and ‘interior’ time” (538) and “the technique of
a multiple reflection of consciousness and of multiple time strata” (544) are key stylistic features of the new narrative.
He makes reference to “the modern concept of interior time” (542), although he does not specify to which actual
thinkers that idea is owed. What is most interesting for our purposes, is that in Auerbach’s approach to modernist
literature, the focus is on how writers’s recreation of internal life depends on the notions of mobility, fluidity,
internal time and depth, that is, the very same notions we are examining in this article: “The important point is that
an insignificant exterior occurrence releases ideas and chains of ideas which cut loose from the present of the
exterior occurrence and range freely through the depths of time” (540).
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Woolf’'s characters undgo privileged “moments of beings”, of revelation — it is the famous
modernist epiphanyalso present in Joyce —, in which the chatateenses are especially receptive
and an intense connection between the profusion of outer sensations and consciousness is established.
And since consciousness is a “stream” or a “river”, characters figuratively sink in these moments into
themselves, submging or plunging into the waters of their minds. This leads very often to a dichotomy
between private and subnged life and social and public surface lifeefihd such a moment ifo
the Lighthousgwhen in the evening, Mrs. Ramsay is silent and alone. Then, “her life sank down for
a moment” (72) and “beneath it is all dark, it is all spreading, it is unfathomably deep” (73). The moment
of lyrical climax comes when the lighthouseay of light strokes “with its silver fingers some sealed
vessel in her brain whose bursting would flood her with delight” (75) and “waves of pure delight raced
over the floor of her mind” (76). In a similar sceneTime Vaves Bernard and Neville, in silence,
allow the fin of their thougHtto “sink back into the depths” and they think “with the unlimited time
of the mind” (194). The “wide and dignified sweep of [their] mind” (194) contracts as they hear a clock
tick.

These new ideas about the mind implied an entirelfemint conception of the self, which
shifted from being built round a hard and changeless core, from being a monoalithic, stable and seizable
entity, and turned into a dynamic process and a heterogenous, unstable and elusiv& batiyives
is probably Wolf’'s most experimental and daring novel in this sense. InagliWsets in parallel
series the reflections of six characters, in such a way as to suggest the permeability or friability of
selfhood” (Trotter, 94). The novel consists of a stream of continuous impressions; of the patterns of
consciousness of six characters in which mental states flow into one almofther Vives we experience
the “dissipation or streaming away of identity [...] its accumulation, accretion, acceleration, augmentation
and sedimentation” (Gtter, 94), as Bernard explicitly conveys it: “I could not recover myself from
that endless throwing awagtissipation, flooding forth without our willing it” (198).

We also find this challenge to the old stable ego aolts memoirs “Reminiscences”, “A Sketch
of the Past” “22 Hyde Park Gate” and “Old Bloomshufthese memoirs are an attempt at apprehending
and recollecting an always elusive and mutable idertigelf that is continuously being re-shaped by
the incessant dialogue between the past and the present, a dialogue which is crucial in Freud, James
and Begson.

In his chapter oThe Principles of Psychologlevoted to the perception of time, James asserts
that “the knowledge of some other part of the stream, past or future, near or remote, is always mixed
in with our knowledge of the present thing” (396-397)th&ut this simultaneous perception of past,
present and future, consciousness could not be considered a stream: “These lingerings of old objects,
these incomings of newre the germs of memory and expectation, the retrospective and the prospective
sense of time. They give that continuity to consciousness without which it could not be called a stream” (397).

Therefore when we try to capture theesentmoment of time — James refers to that process as
“intuition” —, what we actually perceive is “trepeciouspresent” (398}, a non-static “prolonged
present” — borrowing t8in’s expresssion i€@omposition as Explanationthat ceaselessly fades into

This metaphor of thought — or inner self — as a fish appears once and again in Woolf’'s writings: “as if a fin
rose in the wastes of silence; and then the fin, the thought, sinks back into the dafathess 194); her thought-
fish “darted and sank, and flashed hither and thithRdom 7); “our self, who fish-like inhabits deep seas and
plies among obscurities threading her way between the boles of giant wBatleiay, 172); “| see myself as
a fish in a stream; deflected; held in place; but cannot describe the stidam&(ts 93); “a world which one
could slice with one’s thoughts as a fish slices the water with his $itoties 47).

* As Moi says, for psychoanalysis the mind is “a multiplicity of structures that intersect to produce that unstable
constellation the liberal humanists call the ‘self’”” (10). The label of “unstable constellation” would also apply to
Woolf's, James’s and Bergson’s vision of the mind.

2He borrows this notion from Mr. E. R. Clay.
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past and future. James asserts that “the unit of composition of our perception of tiduedasa’

(399) and that “awareness difiangeis thus the condition on which our perception of tisnow
depends” (406). W see how Bgson and James articulate some of their ideas using exactly the same
labels, namely those of “duration”, “flow” and “intuition”. As regards the melting relation between
past and present, Bmon defends i€reative Evolutiorthat “in reality the past is preserved by itself;
automatically In its entirety probably it follows us at every instant; all that we have felt, thought and
willed is there, leaning over the present which is about to join it” (4).

And though Freud approach to the mind &fed a lot from Jamesand Begsons, he was the
thinker who actually generalized the view that we never escape from our past and that most
psychological problems go back to our childhood. In fact in her paper “22 Hyde Park Gate”, delivered
to the Freudian-inspired Memoir Club,0df tried to come to terms with her past life. However her
compulsion to go inward and downward — as she says in her story “The Mark oalthe'Mvant
to sink deeper and deepaxvay from the surface, with its hard separate fa@stigs, 43) — is even
stronger in her autobiography “A Sketch of the Past,” where she says that “the past only comes back
when the present runs so smoothly that it is like the sliding surface of a dee@hgarone sees
through the surface to the depthMdments 114). In this example, and in the following one, we see
how Wbolf beautifully expresses the continuity between present and past through the metaphor of the
flowing water: “I write this partly in order to recover my sense of the present by getting the past to
shadow this broken surface. Let me then, like a child advancing with bare feet into a cgld river
descend again into that streanidments 115).

This simultaneous co-presence of past and present is central to understdfid Mvethod and
articulation of her novels. Peaclgaes thafo the Lighthousés structured upon the way in which the
past interrupts and disrupts the present, and upon the way in which the present interrupts fh® past: “
the Lighthousexemplifies ideas about d&rent levels of time co-existing and the way in which the
past and the present relate to each other” (135). Hillis Miller defends a similar apprddch to
Dalloway, though in this case that continuity between past and present is very clearly situated within
the characters’minds: “The present, for them, is the perpetual repetition of the past*¥(184)

And memory is the fundamental tool with which the gieg between past and present may
occur: “Sorytelling, for Woolf,” — Hillis Miller says — “is the repetition of the past in memory” (176).
Only in memory the self becomes a flowing river of consciousness. Needless toesagry as a
mode of introspection became central in psychoanalysis, bgs&ggoes even furtheas he defends
that “the formation of memwgris never posterior to the formation of peption; it is contemporaneous
with it” (Mind-Enegy, 128). In Joyces and Wolf’'s novels, boundaries between past, present and
future blur and Begsons mémoie involontaie, non-utilitarian and non-intellectualized, becomes the
aesthetic material of their art.

In A Pluralistic UniverseJames devotes a chapter to ‘em and his Critique of Intellectualism”
and explains how Bgsons philosophy “was that had led me personally to renounce the intellectualist

2]t is worth mentioning that throughout the exposition of his arguments, Miller makes extensive use of the same
vocabulary and rhetorical structures whose recurrence we are rescuing out of Freud’s, Bergson'’s, James’s and
Woolf's texts. Pay attention to his use of the words “continuity”, “flow”, “fluid” or “dissolution”, and the underlying
assumption of the movement between the two levels of surface and depth: “her dissolution of the usual boundaries
between mind and world” (176); “if one descends deeply enough into any individual mind” (181); “the same
images of unity, reconciliation, of communion well up spontaneously from the deep levels of the minds of all the
major characters” (181); “deep below the surface, in some dark and remote cave of the spirit, each person’s mind
connects with all the other minds” (182); “ease with which images from their pasts rise within them to overwhelm
them with a sense of immediate presence. [...] The remarkably immediate access the characters have to their pasts
is one such continuity. [...] In another sense, the weight of all the past moments presses just beneath the surface
of the present, ready in an instant to flow into consciousness [...] So fluid are the boundaries between past and
present” (184).
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method and the current notion that logic is an adequate measure of what can or cannot be” (225). The
problem with concepts is that they “negate the inwardness of reality altogether” (246), since “our
concepts are all discontinuous and fixed” (253), whereas “the essence of life is its continuously changing
character” (253). James adopts ggms solution: “Dive back into the flux itself, then, Bepn tells
us” (252).

Bergson categorically asserts Am Introduction to Metaphysicthat materialism, rationalism
and positivism only provide us with relative knowledge, and proposes instead that, if we want to attain
absolute knowledge, reality must be seized from within, not by means of analysis, concepts or
intellect, but by an intuitive identification with it: “I am in sympathy with those states, and [...] | insert
myself in them by an &rt of imagination” (2). As we have seen with James, the problem is that
analysis operates on the immobile, whereas intution places itself in maokfith is the very essence
of life.

Woolf’s rejection of intellectualism in favour of intuition is the very structuring principle of her
narratives, and is embodied in the opposition between characters such as GnatlysMr. Ramsay
Dr. Holmes, William Bradshaw and Neville, with an analytical and cold spirit, and who only trust
concepts, order and fact, and characters such as SeptiartenV®mith, Mrs. Ramsalily Briscoe,
Bernard, Orlando, Jacob or Mrs. Swithin, who, given their intense inner life, aesthetic sensibility and
creative imagination, are capable of 8swns I'expérience intégrale

An opposition between an integrating, intuitive and flowing mode of thinking, which would be
specifically female, and the abrupt, logical and dominant male mode of thinking, has been pointed out
by much feminist criticism as one of the axes adl¥’s thinking. Water would be then the element
intrinsically connected with female consciousness, as Poole defends: “The quality of the female mind
is liquid. Water is the symbol which indicates, all though the pagedrgfrifa’s novels, that she is
thinking as a woman” (265). And in her essay “Professions fan#”, she certainly depicts female
imagination as a descent into the depths of a lake:

The image that comes to my mind when | think of this girl is the image is the image of a
fisherman lying sunk in dreams on the geerof a deep lake with a rod held our over the
water She was letting her imagination sweep unchecked round every rock and cranny of the
world that lies submeed in the depths of our unconscious being. [...] The line raced
through the girk fingers. Her imagination had rushed awyhad sough the pools, the
depths, the dark places where thgéat fish slumber\oth, 152).

Many feminist studies, such as Gilbert and Gidband Horner and Zlosng’ have put the fluid
element in relation with its opposite one, and have found in wamariting a constant tension
between spatial images of enclosure and of escape, and a preoccupation with boundaries, fixity and
fluidity. That would be explained as a response to real female imprisonment ajidaiposition
with respect to the dominant discourse and culture, and heock’ $\fluid imagery and syntax could
be considered as devices employed for the rejection of the boundedness ofsaldenawthin society
and culture. Thus, many critics have interpreted the efthef\dyage Out- when after becoming
engaged and hence having properly entered the patriarchal world, Rautaee\falls ill and in her
delirium she kind of retreats into the medium of water — as a rejection of social and patriarchal
oppression and a return to the foetal state and the matrix of being: “She fell into a deep pool of sticky
water [...] She saw nothing and heard nothing but [...] the sound of the sea rolling over her head. [...]
she was [...] curled up at the bottom of the sea” (322).

The same gument would explain the spatial images of constraint with which Rachel dreams
after she has been unpredictably kissed by Richard Dallomlay has thus asserted his physical and
sexual power: “She dreamt that she was walking down a long tunnel, which grew so narrow by degrees
that she could touch the damp bricks on either side. At length the tunnel opened and became a vault;
she found herself trapped in it” (68).

Nonetheless it is open to discussion thatoWactually perceived the dé@rences between the
male and the female mode of thinking in such a ete#manner and that she saw water and fluidity
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as intrinsically associated with women. Her notion of androgyny may be clarifying in this sense.
Whereas some critics have seen it as a kind of wishful thinking (Poole) or even as “an escape from the
confrontation with femaleness of maleness” (Showak®9), | would rather agree with Msiposition

that androgyny is a result of &bf’s “sceptical attitude to the male-humanist concept of an essential
human identity” (9). Following Derridean and Kristevan thedfgi allies Wbolf’s ‘deconstructive’

form of writing with her wish to deconstruct the opposition between masculinity and femisimdypgyny

then “is not, as Showaltergres, a flight from gender identities, but a recognition of their falsifying
metaphysical nature” (13). From a very similar theoretical perspective, Jacobus also d#n&ygses

of Ones Ownin terms of Volf’'s subversive writing of plurality and rejection of boundaries, as
opposed to the dominating phallic “I", representative of the.lfavd what is most interesting is that
Jacobus seems to somehow vinculate that qualityaalfWith a semantic camp of fluidityHence,
Woolf's practice is basically one of dissolutionirfyinia Woolf dissolves ‘truth’ (the withheld ‘nuggef

truth’) into ‘the lies what flow from my pen’ [...] hard fact dissolves into fluid fiction [...] the subject
(‘') is dissolved into writing” (19).

Many conclusions may be drawn from this analysis obliVs metaphorical recreation of the
human mind around the notion of fluiditgnd this study may be further developed along several
different paths. The rhetorical notions we have analyzediolWead us to the flowing language and
images of unboundedness that French feminism proposed as typical of feminine tesnelitythe
much debated question of whetheodM was trying to create a specifically feminine language and
identity. Or we could go even further and link the use of water as a structuring image with dung’
Bachelards conception of water as a universal archetype or symbol. Other lines of influence are open,
for example Bloons interpretation that “Wblf’s sensibility essentially is PateriarViéws 2), and
that it is due to this central influence that she presents “the self as the center of a flux of sensations” (2).
any case and leaving aside ultimate reasons and explanations of influence, which are actually quite
obscure, | hope to have shown howaM, Freud, Begson and James developed some of their ideas
on the mind along very similar rhetorical and metaphorical patterns.
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Philoctetes and the schizoid personality
SAUNDRA SEGAN (*)

In thinking about the myths of ancient Greece, Freud made us very conscious of their emblematic
function as internal emotional struggles. In the ancient tales, struggles ensued between men, nations,
and gods as all pursued such things as power and honor and found themselves committing such acts
as patricide, fratricide, incest, etc. The mysteries of human behavior were explained through belief in
gods who were feared because they possessed all human frailties as well as the power of immortality
The gods indulged their passions seemingly without consequences while human beings lived in
perpetual fear of consequences for their own actions or inactions. The only hope of humans was to
become favored by the gods through acts of homage to them. The gods could not be counted on for
anything better than the deeds of man except through the arbitrary use of their power exercised
towards favorites. The morality of these people, then, was based on fear of the gods and their own
passions. Freud turned to the myths of the Greeks to tap into knowledge of our most “primitive” selves,
our unconscious desires and fears, as opposed to our,higtrad selves, and thus he came up with
an unconscious in which aggressive and libidinal drives could destroy us if left to their own devices.

It has not been ditult for the western mind to assume that the Greek myths were projections
of the imagination of the ancients. Such an idea suited medieval Christianity which saw these myths
as pre-figurations, and it suits modern psychoanalytic thinking which sees them as representing universal
emotional states. Their power becomes even greater in their capacity to help modern thinkers understand
human emotions and also the way in which emotion establishes values and purpose. If ancient man
worshipped gods who demonstrated the baser emotions of human beings out of fear of retribution,
these same gods alsdered him values to which to aspire. Think only of the positive value of the
sun-god Apollo or of Athena, but then remember also that these gods could be ruthless as well to
those who did not do as they wished or who made them jealous. The gods, then, these projections of
the human imagination, possessed the full range of feelings — love, hate, gersebisiyess, greed,
vengeance, angemage, jealousy — but they did not toleratdicliity with these feelings for long, they
did not have to.

So how can these myths serve us a century after Freud? If we think about the myths as projections
of internal objects, we may find some answers. In the first six months, the internal life of infants is
already peopled with good and bad figures/objects with which it is in a constant state of shifting alliance.
Play, dreams, fantasynasturbation and other types of auto-erotisfacathe internal figures/objects

(*) 144 West 86th Street # 15C, New York, NY 10024, USA.
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and alter the child’ view of the external world. Infants establish connections to objects from birth and
develop through the paranoid-schizoid and depressive positions with a host of objects, good and bad,
in their interior world. ® survive, splitting occurs into “good” and “persecuting” segments with the
feeding breast representative of the good that will become love, trust, gratitude, and hope while
possible threat comes from all sides both internally and exterfalbry pain, disappointment, or

shock attacks the trust in the goodness and strength of the object. Such is the paranoid-schizoid position
in which all strength and safety from persecution derives from the idealized object, the’snother
breast, or lateithe fatherWhen all splitting and idealization between infant self and objects has taken
place, a child moves to the depressive position, and tender concern for the object comes to supersede
selfish concern. At the same time, when the infant becomes anxious and fearful both of the overwhelming
need for the mothés breast and that it may be taken avthg child gets rid of the anxious feelings
through projective identification, ridding the self of sources of anxiety by projecting them into an
object. The infant will bite the breast by which it is overwhelmed or of which it feels arteynal

objects developed in this oral stage of life are well represented as projections and through projective
identification in the myths of the ancients.

Let us demonstrate through one myth. The myth of Philoctetes begins with Herakles. At the end
of his life, after a period of unendurable pain andesufg, Herakles orchestrates his own death by
asking Philoctetes to light the funeral pyre that will relieve and kill him. As a reward for doing this,
Herakles gives Philoctetes his infallible hamd through this inheritance, Philoctetes is reborn as the
adopted son of this man/god, as the recipient of object love. But to get this special status, Philoctetes
had to agree to kill the fathdterakles; he had to accept the terms of his new-found paternity through
patricide and abandonment. He inherits power by destroying its source, but his internal object is split
by this.

The story continues with the Greek leaders asking Philoctetes to join them as they set out for their
war in Troy. When they stop 6ft a tiny island to sacrifice to the local deihiloctetes approaches
the shrine first and is bitten in the foot by a snake. The infection becomes peculiarly virulent, and the
groans of Philoctetes make it impossible to perform the sacrifice, which would be spoiled by ill-
omened sounds; the bite begins to suppurate with so horrible a smell that his companions cannot bear
to have him near them. They remove him to a neighboring island and sail away twithout him.
Philoctetes remains there for ten years during which time the mysterious and painful wound never
heals. In the meantime, the Greeks atyTsufer the deaths of Achilles and Ajax and learn from a
soothsayer that they can never win the war without the help of Neoptolemus, the son of Achilles, who
inherited his fathés armoy and Philoctetes of the infallible bo®ventually both men return toroy;
Philoctetes is healed there by the son of the physician Aesclepius, and he kills Paris in single combat.
Neoptolemus and Philoctetes become the heroes of the takimgyof T

So how does the myth represent internal objects? Melanie Klein stresses the ways in which
“ambivalence arises over the weaning crisis when the infant learns to bite and can react satistically
In her view love and hate block each oth€he infant attacks and also feels identified with the object
of his aggression, and so he feels guilt and involves himself in the fate, factual or fantasied, of the
object. Hate of the object involves hate of oneself: orfersufvith the object attacked because the object
cannot be given up. The holder of the infallible bow feels powerful enough to approach the shrine first
(a weaning process), but the snake bites him. Assuming the power of his forebear by approaching the
shrine first, he rids himself of the all-powerful Herakles, but when he is bitten by the snake, the act of
projective identification backfires. Instead of disgiag anxious feelings on to the object, Philoctetes
identifies with the object of his aggression and hates himself instead of Herakles. This breast remains
all powerful, and he must deal with the split pérsecuting objects. Abandoned and without care, he
lives with no one near the smell from the suppurating sore.

Sophocles’ play‘Philoctetes” takes place during one day after the wounded man Hexeduf
his abandonment and suppurating sore for ten years. It is a day on which Odysseus and Neoptolemus
arrive on his island to get Philoctetes to returnrmyTwith them. Edmund Wson frames his reading
of the play around the emotionafexdt of his abandonment on Philoctetes, and the emotion shown is
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hate, hate caused by &ring and suering that increases hateo Wilson human sympathy in the

play helps the wounded man give up his hate and assume his role as hero. But this reading does not
account for the snake bite, the duration antésaf) from the wound, nor the unwillingness of Philoctetes

to leave when his empathic friend asks.

The action of the play involves the attempts of Neoptolemus to bring Philoctetes baok to T
and the changes that occur in him as he observes tieeisgé of the bitterwounded man. Early in
the play Odysseus ges Neoptolemus to use cunning to get Philoctetes to come with them by falsifying
a shared rage at Odysseus whom Philoctetes hates and holds responsible for his abandonment. The
suffering man agrees to go home and away from the war with Neoptolemus, but as they are about to
depart, Philoctetes defs another burst of infection and pain and cannot move. He gives his weapons
into the care of Neoptolemus while enduring his ordeal and falls asleep at the end of the painful episode.
Neoptolemus becomes reluctant to carry through on this plan of tricRdygseus appears, wants to
take the bow and run, but Neoptolemus knows that the bow and arrows require Philcotetes in order to
fulfill the prophecy During the discussion between Odysseus and Neoptolemus, Philoctetes awakens,
and the ploy to get him tordy is exposed.

Neoptolemus comes to feel empathy for Philoctetes and shrinks from cheating him. Philoctetes
still refuses to go torDy, but he is not unresponsive to the kindness of Neoptolemus who treats him
as another man whose courage and pride he admires. While confessing his own part in the, treachery
Neoptolemus still tries to ge Philoctetes to go tardy by pointing out that the snake that bit him was
an agent of the gods, and that the son of Asclepiusogt Will cure the injured man. Philoctetes
remains adamant and insists that Neoptolemus take him home as promised before the trickery was
exposed. In the end Herakles appears from Mount Olympus and tells Philoctetes that despite his having
been tricked, he should go tooy with Neoptolemus. He and the son of Achilles shall stand like lions
and gloriously carry the dayilson says that thdeus ex machina that becomes the deciding factor
in making Philoctetes agree to g twfwar is a figure for the kindness and friendship from Neoptolemus.

The injured man has found someone who recognizes the wrong that has been done to him and champions
his cause in defiance of all the Greek forces. Philoctetes then becomes the true heir of Herakles who
himself had performed so many generous deeds, and a long hatred is dissolved.

But this plan does not work until Herakles appears at the end and tells his adopted son to go. The
wound would not have been healed without the return of the falleenow introjected good object.
Philoctetetes had an attack of physicafestifig as he was about to leave with Neoptolemus, but this
did not happen after Herakles appeared. Now he was ready to rejoin mankind. Under the care of
Neoptolemus’ growing empath¥?hiloctetes did not yield but continued to be sullen, but with the
return of the father to reinforce the suggestions of Neoptolemus, the younger man assufeetiven ef
role as transitional object. Philoctetes now internalized Heraklésisnfly as a good object to assume
his role as a man in community

The bitter anger over his abandonment and the pain and stink from the wound have left Philoctetes
weakened but alive. The wound follows a pattern whereby the infection gathers into an abscess which
swells unendurably until it bursts. After it bursts, Philoctetes feels better for a while until the pattern
renews and all of the infection in his bloodstream moves to one site of unbearable pain again. Psychic
pain has a more elegant surface than this abscess, but this wound, this abscess, this ckxecer
is a projection of an internal, a psychic wound in which an abandoned, aittglyman approaches
a religious shrine before others, perhaps out of arrogance andasaviyow feels only helplessness,
need, dependencgnd longing. This longing for Herakles, the fatierelentless because it is accompanied
by anxiety the anxiety that comes from object hunger that cannot be satisfied. Clinicedlpf the
most basic responses to object hunger that cannot be satisfied is withdrawal intbittegegss, and
isolation. Philoctetes does not withdraw initially voluntarbyt neither does he die from the wound
or by his own hand. He lives with his suppurating sore, his ahgebitterness, and his hatred until
goodness and his father appear

So Philoctetes stdrs from object hunger schizoid condition that arises out of infantile fear
and keeps one in a “dangerous state of anXi@untrip) Such infantile feaior ego weakness, makes
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for a flight from life expressed through being cut@f not one with people. This schizoid condition
defends against the anxiety resulting from the experience of bad objects and the fear that the libidinal
goal of finding gratification from objects will be frustratedet¥ve are constitutionally incapable of

living in isolated units because we are object seeking creatures, and our experience with good objects
does not have to be retained; these make us feel seceiretdh our experience of objects only when

that experience is bad. Our inner psychic world is set up “duplicating an original frustrating situation.

It is an unhappy world in which one is tied to bad objects and always feels frustrated, Anggyy

guilty, profoundly anxious with the constant temptation to seek transient inner relief by projecting our
anxiety back into the external world.” (Fairbairn) When you want love from a person who will not
give it, the person becomes a bad object to you, and you react by becoming enraged at the frustration
and want to make an aggressive attack on the object and thereby force it to become good and stop
frustrating you. Here is the problem of hate or love made aSgryetimes, instead of getting angry

the person may simply go on getting more and more huagdyfull of a sense of painful craving that
includes a longing to get total and complete possession of the love object in order not to be left to starve
“Love made hungry is the schizoid problem,” and with that, the terrible fear is roused tlsalowee’

has become so devouring and incorporative that love itself has become destructive. The depressive is
always goaded to anger and the schizoid always tantalized, made bhadgiyiven to withdrawal. Fairbairn
thought that the schizoid condition is more fundamental than the despressive. For Philoctetes, the snake
bite did not satisfy his hunger; it prolonged it and isolated him. Only Herakles’ attention could change that.
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Freud on «Represson» and on «the Unconscious»

ROBER SILHOL (¥)

| do not think | shall surprise anyone, here in any case, if | say that Emaagbr concept is the
concept of «Unconsciousdas Unbewusst& he very word, indeed, summarizes what has been called
Freuds invention, a discovery which heralded the entry of humanity into a completely new age,
something like a scientific revolution in fact.evdll know the expression: «an epistemological break.»

The word is to be found imhe Interpetation of Deams in the book ordokesand inPsyche
pathology of Eveyday Lifeamong others, but it was only in 1915 that Freud devoted a long essay to
the concept: fifty pages in all if to it we add the shorter paper on «Repression», which can well be
considered as an introduction to the main topic and in fact shortly preceded it in time. «Repression»
was completed between the end of March and the beginning of April 1915, and «The Unconscious»
was written in April of the same yeara new definition of the Unconscious» Freud wrote to Lou
Andreas-Salomé in his letter of the 1st of April. Both papers were published in 1915.

Today in 2005, ninety years after that publication, the question for us is to find out whether this
text still stands scrutiny and to what an extent it still constitutes a sound basis for our research.

And of course, in forming our appreciation — call it scientific judgment if you like — we shall not
be able to set aside what we have learnt from Freud himself. Indeed, my claim is that wakd’
because it rests on a few entirely new principles and concepts — which represented a decisive departure
from what had preceded it —, can itself be read and assessed to the yardstick of these very Butiples.
an enterprise is not new and we all know how a «return to Freud» was advocated some fifty years ago;
what | simply propose is that we continue in the same line of thought. Any reading — this also is well-
known — is an interpretation, but | shall do my best to remain as freudian as can be, while conducting
this freudian interpretation of Frewsdpapers.

For over fifty years, the «inventor» of psychoanalysis, in an attempt to give a sound theoretical
explanation of the facts clinical experience was confronting him with, revised his early propositions,
leaving us finally a model of the human psyche he had unrelentingly impréwetlyet, the original
«discovery», the founding principles of psychoanalysis — which, in 1915, becamesr&ieta
psychology» — remained. And we musttink this is too paradoxical: the hypothesis that most of our
mental life is unconscious, an intuition on which the whole psychoanalytical «building» now rests, is
simply the starting point of an inquiry which, precisely because of the fundamental unacceptability of

(*) Centre d’Anthropologie Littéraire, Université de Paris VII, Paris, France.
t And of course the enterprise also represented his own analysis.
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this assumption, was to be, if not endless, at least extremely long &odldifike an analysis, in

fact. What the twenty four volumes ®he $andad Editionclearly show is that all the modifications

Freud introduced throughout the years can be considered as logical consequences of his original discovery
One does not always think so and one sometimes uses «one Freud» not to hear what «another Freud»
has to say: thus is the radicality of psychoanalysis sometimes overshadowed. For me, there is no discrepancy
between the first topology — the most radical one, | think — and the second;,sintakes some
epistemological dbrt to articulate them. In the same fashion, Freudher fundamental discovery

Beyond the PleasarPrinciple is quite in keeping with the concepts of psychoanalysis which had
been established before 1920; in fact, it helps to solve some of the problems which had appeared with
these early concepts, repetition and the «death-wish» namely

«The Unconscious», then and, before this, «Repression», for the two topics constitute a single
object. See how Freud concluded his article on «repression»:

The short series of comparisons presented here may easily convince us that more comprehensive
investigations are necessary before we can hope to understand thoroughly the processes
connected with repression and the formation of neurotic symptdims.§andard Edition

of the Complete Psychologicab¥is London: Hogarth Press, vol. XI\¥57)

The long paper «The Unconscious», which directly followed «Repression», constitutes one of these
«comprehensive investigations».

At the origin of the reflexion on repression we find a question, a question directly dictated by
Freuds clinical observations: «One of the vicissitudes an instinctual implrlsberegung may undego
is to meet» with forcésvhich make it «inoperative,» why is it so? Why does the impulse pass «into
a state of repression»? Breaking such new ground as he does, it is only normal that Freud should come
across great ditulties. His first move, howevers impeccable:

It seems to us now that in view of the very great extent to which repression and what is
unconscious are correlated, we must defer probing more deeply into the nature of repression
until we have learnt more about the structure of the succession of psychical agencies and
about the diierenciation between what is unconscious and consciSug, KIV, 148)

And straight away afterwards, he introduces the notion of «primal repressiorexrangung. For

us, who have learnt so much from him — who have learnt «everything» in fact —, the case is closed and
brilliantly so. Beyond this intuition of the psychoanalytical «bé#ne intuition of what, in a word, founded

the revolutionary concept @fnconsciousthere is nothing more to sdycorresponds to the intuition

— conforted everyday by clinical observation — that there exists a «domain» where consciousness is of
no avail. But this was 1915, fifteen years only aftbe Interpetation of Deams and whatever the
confirmations received from clinical practise, psychoanalysis as theory had yet to be securely established.
It was indeed the discovery of a completely new dimension in man and woman, but because this
dimension was so unacceptable, it took decades to be accepted. What | am saying here, in fact, is
simply that the concept of «unconscious,» fundamentaliis essence, cannot be consciously accepted

and is in any case rather fitiult to fathom. For Freud also such a research into our mental activity
presented a ditultlty, and as we read his paper on repression we can observe hisatsrt@tontrol,

to harness even, what promptings came to him from consciousness.

2This is a shortened version of Freud’s question; also, | have not trandlatedstanddresistances) because
it might have led us astray; the general term «forces» seems more adequate for the purpose of my demonstration.

80 |



Thus, no sooner has he spoken of «primal repression» — and this is more than an adumbration of
the «bar» — than he mentions «repression proper» (calling it however «the second phase of repression»)
of which, of course, everyday lifefefs obvious evidence. &see Freud proceeding with the prudesfce
the scientist, carefully weighing the pros and cons, examining whatever objection he himself can think
of, but firm in the end in the defence of the new conceptual system he is constructing. Following his
mention of repression proper — which came, in a \&aya semi objection to the more radical concept
of primal repression — here is his finagament:

Repression propgtherefore, is actually an aftpressureflachdréngeh Moreover it is a

mistake to emphasize only the repulsion which operates from the direction of the conscious upon
what is to be repressed; quite as important is the attraction exercised by what was primarily
repressed upon everything with which it can establish a connection. Probably the tendency
to repression would fail in its purpose if these forces did not co-operate, if there were not
something previously repressed ready to assimilate that which is rejected from consciousness.
(S.E, XIV, 148)

And indeed, if one does not want to assimilate this «aftpulsion» to a mental movement which
would be conscious, one has to resort to the idea of «somethi@glously repressed,» a «force» in
fact whose function it is to maintain the repressed repressed. Here is how this can be illustrated:

a) Repression as rejection

Cs

Ucs

b) A withdrawal. Attraction?

Freuds presentation does not proceed without hesitations, there are some twists and turns in his
argumentation, but psychoanalytical theory as we know it today is on the making all the same whatever
the «temptations» to change course and side with the forces of consciousness. The «struggle,» as Freud
himself writes, is «never ending$.g, XIV, 158), but the demonstration which will lead us from a
dynamicconception to a more generaljyructural one is well on the wayas the metaphor of the
«undesirable agent» clearly shows:

The general vicissitude which overtakesithea|...] that represents the instinct can hardly

be anything else than that it should vanish from the conscious, or that it should be held back
from consciousness if it was about to become conscious. Teeedife is not important; it
amounts to much the same thing as thiedihce between my ordering an undesirable guest
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out of my dressing-room (or out of my front hall), and my refusing, after recognizing him,
to let him cross my threshold at alg.E, XIV, 153)

Interestingly the passage is followed by a footnote which is even more explicit:

This simile, which is thus applicable to the process of repression, may also be extended to
a characteristic of it which has been mentioned earlier: | have merely to add that | must set
a permanent guard over the door which | have forbidden this guest tosémterhe would
othewise burst it open.

What better metaphor of the «bar» than this «sentinel» which will takeep constant guard over the
door?

The writing of «Repression» was over in the first days of April, and «The Unconscious», written
in the same month, followed close.

The first two paragraphs of this second text constitute a short preamble which sums up what has
been presented in «Repression»: what is unconscious has not been abrogated or annihilated but simply
withheld it cannot be «apprehended by the common mind,» but it produfestxefand a «translation»
of these manifestations is possible. Here, in a few sentences, we have a clear presentation of the whole
of Freuds theory «resistances» included. One sentence, howedeserves a commentary:

[...] let us state at the very outset that the repressed does not cover everything that is unconscious.
The unconscious has the wider compass: the repressed is a part of the uncor&é&ipus. (
X1V, 166)

| read this as a first step toward the recognition that the word «unconscious» implies much more than
what simple observation has revealed to Freud the clinician. As a concept indeed, the unconscious will
gradually come to represent what characterizes men and women in the whole of their symbolical and
linguistic dimension.

1. «Justification for the Conception of the Unconscious»

The very title of this first part already describes the problem. How carmitpothesisabout the
existence of an unconscious activity in humans be at all verified? Brprebccupation is properly
epistemological and can be given a very plain formulation: «If it is unconscious, how can we ever
know about it?»

And yet, «we possess numerqusofsof its existence»3.E, XIV, 166); and also, «we must adopt
the position that to require that whatever goes on in the mind must also be known to consciousness is
to make an untenable claim.» This insistence on the unpracticability of a «conventional identification
of the mental with the conscious» justifies Freud'course to the notion of «latencgnd to the obser
vation that there are «latent states of mental lif§.&,(XIV, 168) Some of the passages in these first
pages of the paper could even be considered as angvasla lette to neurobiology

Then, from latency we proceed to the concepspiitting: the existence of mental processes
whose elaboration remains hidden to us — processes which often strike us, besides, by their incohe

3 See: «We then encounter the objection that these latent recollections can no longer be described as mental processes,
but that they correspond to residues of somatic processes from which something mental can once [@dteed.» (
X1V, 167)
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rence — brings about this concept, and the last paragraph of this first part clearly announces the debate
on the relationship between psychoanalysis and phenomenology (Kant is mentioned). In the same way
as the individual subject is separated from the world out there, so the conscious subject — and | should
write Ich, ego — is separated from himself or herself: an unconscious, split, subjectslraedr’ one

of the meanings of the word in any case — is not very far

2. «Various Meanings of theefm ‘Unconscious’; thedpographical Point of Mw»

This second section represents an attempt at drawing an &lispragtaphy of our mental states,
and the task is at first so fidult that there will be some hesitation in the presentation of the results
of the enquiryln fact, none of the two questions posed in this chapter — about 2 or 3 systems atietabout
registration of mental acts — receive a clear anstgfor the 2 (or 3) systems, Freud explains he is
«for the moment» «not in a position to decide between the two possibilities» he has been discussing.
The mental topography he has conceived distinguishes two distinct systems — or three, he is not sure —:
Cs, Ucs.(and Preconscious which he does not quite know where to place). And the topography leads
to a question about the «registration» in the mind of what was in the systeand has been trans
posed into the syste@s.(or Pcs). The word is kixierungp, fixation, but is followed by Miederschriff»
inscription, and one understands that what is being discussed here is memory and acts of Remory
definite answer is reached yet, but in the end, though, and in spite of the ambiguity — 2 systems, 3
systems? — the demonstration does go on, for what remains certajrisribat we can «sharply»
«discriminate» $.E, XIV, 173) between two systems — whatever their labeige, TthePcs.holds an
awkward position,

but the idea of a «rigorous censorship» is firmly established: | call it thes«hsifor the question
about the fixation/inscription of mental acts, it will receive a solution in the following section.

Here is what we have so fdhen: the hypothesis of an «attraction,» and a «progression,» on the
part of Freud, from rejection to attraction, which can be illustrated thus:

- I_>X

* Abstract because not founded on anatomy: «Our psychical topograpfor bzes presenhothing to do with
anatomy; it has reference not to anatomical localities, but to regions in the mental apparatus, wherever they may
be situated in the body.SE, XIV, 175) Lacan and hiske pense avec mes piedsce again is not very far.

* The first paragraph of this Section distinguishes very clearly processes «which are merely latent, temporarily
unconscious, but which differ in no other respect from conscious ones» from the processes which really belong
to what we have called unconscious space, «processes such as repressed ones, which if they were to become conscious
would be bound to stand in the crudest contrast to the rest of the conscious processes.»
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The idea of a «line,» or «border» is reinforced. The concept of primal repression is clearly founded.

Cs

Ucs

!

X

3. «Unconscious Emotions»

What oppose€s.andUcs.is also at the heart of the third section, although not always with the
clarity one might wish forOne statement, howeveoward the end of this section, is explicit:

Even within the limits of normal life we can recognize that a constant struggle for powercy
affectivity goes on between the two syste@sandUcs, that certain spheres of influence
are marked dffrom one another [...]R.E, XIV, 179)

Between the two systems there is indeed a «frontier» (thegvenzeris used)and, again, we have

no difficulty in recognizing our «bar». This aspect of the demonstration, hoywdn&s not seem to be

the central purpose of this section. Here, indeed, Freud rather seems to have been impelled by a wish
to present a complete and thorough examination of the problems related to the concept of unconscious, and
this would naturally have led him to take feafts» into consideration.oflay howevey this may not

appear as central to the discussion he has been conductingBut taecause it deals with the nature

