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Ambivalence sexuelle et identité juridique
a travers les dges

ARNAUD PATURET
Amaud Paturet@ens.fr
CNRS UMR 7074 CTAD/ENS, Paris

ABSTRACT. The consideration of bisexuation, as a biological phenomenon, was
variable in law history. At first, the hermaphrodite was considered a prodigy in
antiquity before to be inserted in a legal system modeled on binary classification
which was strictly organized around masculinity and femininity. Roman jurists and
after them the medieval canonists refirted the proven existence of both male and
female sexes in one body. With very fow exceptions, this orientation persisted in the
Ancien Régime, during which this physiological particularity was analyzed as deviant
sexual practices and, as a consequence, condemnable. The study of several trials
against hermaphrodites shows the social embarrassment caused by sexual ambivalent.
This strange physiognomy was enough to suggest he was a criminal. Nowadays,
French legal system is fortunately milder but it remains shaped around & unique and
defined sex as stated in the person’s birth certificate. Therefore it fails to recognize
the concept of third gender.

Keywaords: hermaphroditism, deviance, identity, law, history

« A arigine du corps hermaphrodite était une dualité réelle ou révée, une
blessure ou un idéal. Combien de temps 1’écriture et les beaux-arts, les lois
et les rituels, mirent-ils pour donner & la fusion ou 4 1a confusion des deux
sexes en une méme créature leurs primitifs visages ». Ce passage extrait de
P’avant-propos de ’ouvrage de P. Graille' induit combien les constractions
sociétales et intellectuelles de toutes sortes peinent a intégrer 1°étre bisexué.
Dans ses travaux sur les fondements de la hiérarchie entre les sexes, I’'anthro-
pologue F. Héritier” a mis en évidence 1 « valence différentielle des sexes »
et indique avant tout que les structures de la parenté reposent sur des
inventions culturelles fondées sur un constat banal : il existe seulement deux
sexes dont la conjonction est nécessaire pour engendrer. La parturition
demeure elle-méme a 1’origine d’autres jeux d’opposition au sein de la
famille et c’est finalement tout un univers social qui s’arganise autour de ia
11



Journal of Research in Gender Studies
‘Volume 2(1), 2012, pp. 6686, ISSN 2164-0262

Elfriede Jelinek:
Feminism, Politics and a Gender and Queer
Theoretical Perspectivation of
Krankheit oder Moderne Frauen & Ulrike Maria Stuart
ANNA BABKA
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PETER CLAR
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ABSTRACT. Our article will proceed in a twafold way: on the one hand we attempt
to introduce the audience mare in depth to Elfriede Jelinek’s wark, extrapalating
mainly her style of writing an the basis of the thearetical reflections that underlies
her texmal production; an the other hand we want to focus an two plays that are
interesting and prime examples for her expasure to the question of fizminism, gender-
rales and gender-identifications and the very decanstruction of these camplex concepts
in the respective texts. Mareover we want to illustrate the whole thematic complex
by visual examples of the plays ar by sound recardings.

Keywords: Elfriede Jelinek, feminist perspective

1. Introduction

Elfriede Jelinek usually is labeled as ‘feminist writer.” However, whereas
secondary literature in the 80s deals with Jelinek’s ‘feminism’ from a con-
temparary feminist perspective, emphasizing aspects of visibility, awareness
and equality with respect to Jelinek’s writing the term ‘feminist writer’
nowadays is used more like a ‘standing matter’ without any consequences
regarding the applied theoretical approaches. It seems that hardly anybody
undertakes readings and analyses of Elfriede Jelinek’s texts that are based
on recent gender- and/or queer theories. In the following article we will try
to show that the just mentioned theoretical views and perspectivations turn
out to be productive in reading Elfriede Jelinek’s camplex texts, no matter
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whether the alder texts are concerned, like Krankheit oder Moderne Frauer'
(Siclawzss or Modern Women), or the mare recent ones, like Ulrike Maria
Stuan.

2. Poetics and (Feminist) Palitics

Elfriede Jelinek is not only a feminist writer, she is, to the same extent, a
deeply palitical writer. In fact thetwoaspects canmot be separated from each
other. Barly in her career, triggered through the cantact with the student
mwammsheshlﬂsﬁ'omﬁmnl-aasthehcprohlemsandlanguagephyto
contnn!andpohﬁcalnnpact. Already in her first novels, wir sind lockvéigel
baby! (1970) or in Michael. Ein Jugendbuch fiir die Infansilgesellschaft
(1972), both having a character of linguistic rebellion and aiming at popular
calture, Jelinek draws on Roland Barthes®s amalysis-of myth to reveal how
pop cultural forms wark as-palliatives to oppressed sectars of society by
suggesting that all men and wamen are equal. * Cultire indnstry, as Jelinek
stresses last but not least out of her Marxist conviction in Die endlase
Unschuldigkeis,® follows a strategy of de-histaricizing and depaliticizing in
order to make readers, listeners and spectatars of all classes feel equal instead
of affering them improvements in their matenial welfare A cancession, how-
ever, the ruling class is not willing to make.®

Accarding to Barthes the effect of myth is to transfirm histary into nature,
that means, what we think that is narally givenis given through language
and discourse at a given moment in time. Thus, the discrepancy between
reality and its representation in language is what is concealed by myth.
Jelineks primary assumptions in this respect are: “es kann néimlich alles mfitis
werden [...].” (“everything can become mythicious,” as one could try to
translate miitéis).” She wams and outlines her gniding principle: “ich spreche
vondmdmgandlemnhmdmbeg:ﬂ‘mnnmm_(“lspeakoftheﬂmgs
that settle down in the concepts,” our translation).®

Jelinek decanstructs myths insofir as she adopts and amplifies the mean-
ing of the ariginal myth which brings this myth to a halt. That does not lead
to an entmystification but rather to a denouncing of the myth throogh
exagperation. This kind of artificial myth that Jelinek then produces hyper-
bohses,ovmctsandpewertsﬂ:eldmlogwalmythandrevmlswhmknlnnd
Barthes calls its ‘naivety."

However, as already mentioned, textual and political strategnes g0 hand
in hand. When she says that “everything can become mythicions,”® ane has
to be aware of the fact that this word miitds does not exist in the German
language — thus it is also a nice example of one of her stylistic and at the
same time palitical approaches to language, namely creating nealogisms,
using certain linguistic devices — like suffixes — that mutilate a ward and
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transform it semantically, like in this case the suffix ‘8s,” which designates a
more negative semantics of a word (like komatds [comatose], malizits
[malicious], pords [parous] etc.), or using the phonetic spelling of a word
instead of the correct orthography, in this case she writes “ii” instead of “y.”
Themes, concerns and style intertwine. Jelinek suspends all the usual categories
of a novel (or a play), like time, place, figures, story lines (or, in the case of
plays, monological or dialogical structures etcetera). Jelinek also abolishes
the hierarchization between high and low literatore in the way that she takes
in the patterns and techniques of trivial literature into high literature." More
than this, she creates a ‘new language,’ a language that takes part in the
performance and thus in the message of the texts. Since there does not exist
a means of expression beyond language (or similar semantic systems),
Jelinek carries clichés to the extremes, making them visible in and through
language, taking possession of them and finally emptying them of meaning,
This fimctions because of her seemingly uncritical adoption of the clichés
which brings to the fore its absurd character. All of this is part of the already
mentioned fundamental idea of the deconstruction of myth within her warks.
One could argue, generally, that her poetics, and, as the critique formulates
it, the “new language,” that she develops, perform the political. “This new
language,” as Shamta Rao in The political aesthetic of Elfriede Jelinek’s early
plays points cut, enables her to present her critical views on Austro-German
cultural history, particularly her belief that the historical subjugation of women
(within private and public spheres) is closely aligned to the formation of a
distinctly gendered subjectivity.”'? 3

Subjugation, violence, be it sexual or physical violence against women,
or, at a larger scale, in and through language within the context of mass
media, builds a central thematic complex in Jelinek’s texts.!* She discloses
the symbolic violence of the state, i.e. the functioning of the police and
military forces as an expression of the state’s power and dominance. Also she
unveils the latent and turned into a taboo sexuality within all these realms.*
Matthias Konzett puts it even more pointed, namely that Jelinek reveals the
“pornographic addiction and self-debasement in consumerism and national-
ism™"* of the entire cultural landscape. Jelinek hence is received as a “social-
ist feminist believing the overthrow of capitalism to be the prerequisite
condition for the success of feminism.'® Moreover Jelinek is understood in
the way that “under the present socio-economic conditions, health7y sexual
relations are a virtual impossibility between men and women.”"” Jelinek
herself very recently formulated her feminist position as follows:

I do not fight against men, but against the system that is sexist.
The system that judges the worth of women, the system that
judges a woman’s worth through her youthful bedy and looks
and not for what she does. Men are defined through what they
do, wamen through their looks.'®
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What we do, in the following analysis of her two plays, is to read Jelinek

3. The Play Krankheit oder Moderne Frauen

Al those aspects of her writing that can be described as ‘decqnstmcnonof
myth,’ of language, of realism in literature lead us to the question of how to
dedwiﬂnhertexlsﬁumagmderandqueerﬁeoreﬁcalpempecﬂvethafm
Mbudmﬁedmﬁwﬁmdgmdammmm
Jelinek’s plays we will try to take same of those theoretical aspects in con-
sideration, drawing a bow from Krankheit oder Moderne Frauen, SM
or Modern Women, an early play, to Ulrike Maria Stuart from 2007. Sick-
ness or Modern Women was written in 1984 and is ahroadlydismsseflplay
within feminist critique. Let us briefly provide you with a short overview of
the plot: 'I'hetraditionalChristiancoupleCa::millaandBennoam}thm
ChﬂdrmcomemﬂlePracﬁceofDr.Heidldiﬁ;aspmﬁvedoqm,dm_md
gynecologist who is in a relationship with Emily, avam!meandwntgr.
Carmilla needs help since she is about to give birth to her sixth child. Heid-
k]ifﬂhowever,hasleﬁforaswimandsoCanniﬂa’shns]gandhelpxhama
fatal way, Carmilla dies. Emily, watching the scene, bites Carmilla who
consequently becomes a vampire herseif. The two women then establish a
ksbimrelﬁimship,ﬁedingihmsdveswhhﬁahloodof@angﬂa’schﬂdrm.
Emily convinces her seemingly progressive boyftiend Heidkliff to constract
a mechanism that allows her to move out in her eye-teeth. The two wamen
suckdrytheoﬂzerchﬂdrmandaﬂackﬁeirhusbands,discovmngﬂmﬂwy
are beings without blood. The two women have to flee. The two men arm
thanselvegfo]lowthmnandshootﬂ:etwowomen,whohavebecomeahnd
of double-creature.”

The tendency of the existing intespretations of Sickness or Modern Women
can be described in either feminist and/or gender theoretical ways, thus not
onlytheproblemaﬁcoflocaﬁngwomenwitbinpalriardmlpatwnsml?mng
reﬂectedbutalsothereducﬁonofwomentotheirboﬁes,toth?wemmgly
given biological substrate, to a definition of women in apposition to men.
Those interpretations often refer to Jelinek’s own statements and feminist
views: “The woman does not have a place, a position (of her own),” says
Jelinek in her Essay on Ingeborg Bachmann, “she is the other, the man is
the norm.”® However important those analyses are, let’s have a close look
at the dramatic texts itself, at its numerous traits of queerness, starting from
a definition of Queer Studies: “Queer studies,” as one could summon up,
“considers,andconductsapoﬁﬁcalmiﬁqueoﬁmyﬂﬁng.ﬂmﬁ.lhm}?noﬂg
Already this aspect, as simple as it sounds, is findamental to the conception
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of the play's two main female characters that at a certain moment in time not
anly do they become a lesbian couple but they are also regarded from their
bodily and mental condition, as vampires. Historically speaking, Lesbian
vampirism can be regarded as a figuration in 20th century exploitation film,
rooted in Joseph Sheridan le Fanu’s novella Carmilla (1872) about the
predatory love of a female vampire for a young woman.?

Furthermare, the word ‘queer,” as it appears in the dictionary, has a
primary meaning of ‘odd,’ ‘unconventional,’ or ‘out of the ordinary.’ [...]
“To queer,” then, is to render ‘normal’ sexuality as strange and unsettled, to
challenge heterosexuality as a naturalized social-sexual norm, and to promote
the notion of ‘non-straightness.” Thus, queer studies expands the scope of its
analysis to all kinds of behaviars, including those that are gender-bending,
as well as those that involve ‘queer” forms of sexuality.”

Mareover, “it proposes that we deliberately challenge all notions of fixed
identity, in varied and non-predictable ways.”** Judith Butler, well known
as one of the founders of queer theary, questions the binary opposition of
heterosexuality and stresses the varied and fluid constitution of human
sexuality and personal identity, the overlappings, the plural affiliations and
inter-identitarian states of existence that characterize lived reality.

In connection to these brief definitions and aspects of queer theory we
suggest that Jelinek’s texts in question do render ‘normal’ sexuality strange
and unsettled and challenge conventional ideas of heterosexual behavior
and relationships in manifold ways. As already pointed out, Emily, the main

female character, embodies the deconstruction of binaries not anly in the
sense that within the vampire itself the dichotomy of life and death dis-
solves, but also because the desire structures that give this figure cantour
turn out to be fluid and unsettled. Already at the very beginning of the play
when the strange relationship of Heathcliff, the gynecologist and dentist at
the same time and his fiancée Emily, who is also a writer, unfolds, we
notice — leaving aside Emily’s appearance, i.e. the blood trickling out of her
wounds and the arrows that stick in her body —, their dialogue, that’s some-
thing wrong with the couple and their relationship. Emily says:

'm outside of you. I know exactly the point where I begin and

you end. You are bothering me. You open chapter. You menue.

[...] There really is something growing out of you that Mother

Nature can’t possibly have intended in such a shape. Am I'here?

I think so. Prey in my jaws. (3)
There is no emphatic relationship between them, she is completely outside
of him and upset of him. His sexual organ seems ridiculous to her as well as
his intellectual condition, out of his body grows strange flesh, out of her

body grow arrows and blood and big eyeteeth, symbols of her power to kill
as well as to re-create, to bring into being what has already been dead. We'll
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come back to those teeth later. Heathcliff seems to be completely unim-
pressedwiththosefeaturesandheresponds:“Ofcomse,bewxseyonmje
myﬁmneﬁancée.Andﬂmeﬁ:re,whereIam,soareyomYoohoo.Indm
wayIspareyouthewearyseaxch.Goodday.IamuseﬁﬂforymLTheway
yomheadisuseﬁllforyoutoo.”(3)Emily,howaver3utters:“Whnreyoua:e
not,thereishappiness.”(4)Butitisnntonlyhnrdmgstﬂmtmmestothe
fore,Hemthcliﬁ'toocorrelatesherwithnauseousfeehngsonﬂwunehmd
mdatmesmeﬁmewdcomeshmandaskshm‘ewheﬂmrshe,at.last.}asa
“womsn’s pains” since he is 100 fond of performing operations™ (4).
However,itisnotmmmualblooddroppingomofhcrbodymdthmghe
rejects.Afew]hnesﬁnﬂmshesays,andﬂﬁsmight_beakeytgtherelanm:
“Itouchyou.ldon’tmoveyuu.l’monlygharpenmgapenmomersare
mwedbywheatﬁelds.wmlsommmagamstymﬂlvyouldn’t%omﬁras
toteatapieceoﬁ'ananimal.lamnamre;soloﬂ:enremmdufart: (C)) 3
Sheisnatureandartatthesametime,sheisdeadandahve,hqma
hmnanbnﬂshecallshimananimallhingsglonotgotogethﬂhere,bmnry

touch u.Idon‘tmoveymL”(4)'I'helattercanbebetterunde.rstoo§i'm
Germ£ “Ich berihre dich. Ich rithre dich nicht.” (I?S)II!dﬂﬂ'L identities
tendtodevelopinahybridandnotinaﬁxedwaymlehnak’splﬂy,the
heteronormative system is di even the exaggeratedly overacted male
idenﬁﬁesinﬁwphythatarelikdytofaﬂapaﬂ-jnstbem}lgeofﬂwhy_pey-
boﬁcrhetoricandﬂledeconsn'ucﬁonofthebinaryoppomnmﬂm?wnh_m
Jelinek’s discursive composition of female andmaleidmﬁty.-fprmahnn.dm-
figurate. “Iamvisibleﬁomclosebyasﬁ'omaﬁar[...]lgongmhackwhere
I came from [...] I am in antithesis.” (2) i 4,
Heathcﬁﬂ',interesﬁngly,isbzanﬁheﬁs,inaconnadlcummdnma
contradiction per se, at least sometimes. Sometimes he's a conglomerate of
either/ar, neither/nor and mostly both or everything at once. , p
Heathcliff: “I am visible from close by as from afar [...]” (), ie, he’s
ﬁsibh,n&ﬁomd&a/m,bﬂﬁumhoﬁesdd&ume.ﬂemm
for: “I am the one others measure themselves by [...]". (2) Briefly afer-
wards: “There I find others like myself.” (2) First l.le seems to be quite
unique,thenheencouniersoﬂnerslﬂ:ehimself(Z).Hemmﬂ;eme,nm
theoﬂaerpmelyandSimPly.butboﬂlatmc&AfeWpageshtarhesgys:“My
professional secret is the division of above and below.” (8) He is conti-
nnuuslyconcemedwiﬂldealingwﬁhbinmiw,manyofthemumngomto
beambiguousandcunu'adictoryinﬁetext. '
Sometimes, however, he is also the very dominant part of the binary
opposition, fulfilling the inherent hierarchic structure:
The isabove,inane:mensionofthemdsofmybody.[...].l
haves:yheartlatnameasme.lmnanmst”(Z)HereHcathch‘ﬁ’
istheman,he’sincommd,heseemstobethemaster,hens
n



the centre and everything is concentrated around him, as Emily
is: Heathcliff says: “You are around me. A circle I trace from
here.” (5) Emilyservesasﬂmoonstimﬁveomsideufhisidenﬁty-
fuunaﬁon.“lamﬂwoﬂm;thatnevaﬂwlesssﬁlleximYonhavc

Andhﬁeﬂyaﬂerthispassagetha'eisasu'ongallusiontoatext Ingebar,

Bachmann, The poak of Franza, where the female prolagonistbg:iesgtz klﬁ
herself by bangmg her head against a Pyramid, escaping her faith, her
master, her dominators, her rapists. And hence says Emily: “I’'m going now,
tqhnngmyhead an the stone of a pyramid.” (7) However, Emily simply
disappears from the scene, she, the vampire, can’t kill herself by banging
her head on a stane. The reference to Ingeborg Bachmann’s book Franza

This. either or, in-between, sometimes both-at-once status of Emily we
woulc.l like to theorize through one significant bodily aberration, her two
oversized eye-teeth, that are — after the intervention of her boy-friend, the
dentist — sliding, extendable, retractable. We would like to modify the often
undertaken allusion of the teeth becoming a phallic symbol insofar as we
would suggest a reading of her teeth through the concept of the leshian
phlelus. a term coined by Judith Butler, In her reading of Jacques Lacans
Mirror .Stage Butler continues in a way to use the term ‘phallus’ for the
syml;ohc function of a certain body part, thus in notable distance to the
physical organ and based on the assumption of “the transferability of the
phallus, the phallus as transferable or plastic property.”* We cannot go very
much in depth here regarding this complex theoretical trait, but we want to
draw on those theox:etical presumptions as well as on Butler’s strong thesis

Byenteﬁnginiothatnarcissisﬁcrelaﬁon,theorgansceasetobe
organs and become imaginary effects, One might be tempted to
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argue that in the course of being setintopalnybyﬂlenamissisﬁc
imaginary, the penis becomes the phallus.

MoreoverButleremphasizesthatﬂmphalhscmmlyhemgardadasa“phnn—
tasmaﬁcmnmentinwhichamesuddmlyslmdsfnrandpmdnnesasmse
of the whole.” In addition she stresses the point that “[if] what comes to
signify under the sign of the phallus are a number of body parts, discursive
perfonnaﬁves,altu'naﬁvefeﬁshes,tonameafew,ﬂlmﬁmsymbnﬁcposiﬁm
of “having’ has been disl ed from the penis as its privileged anatomical (or
non-anatomical) occasion.™ Biddy Martin interprets Butler’s conception as
follows:
'Ihelesbianphallusiantler’sprovocativeﬁgmefortheplas—
ticity, substimtability, and detachability of the phallus, That which
is supposed to arganize the terms of sexual difference becomes
plastic, mobile, subject to substitution, and attached to the figure
of the lesbian. The body has not become irrelevant but is rendered
capable of representations that exceed binary divisions and that
redistribute symbolic authority and routes of desire.
TakingﬂﬂsintoaocountonecaninterpraEmﬂy’steeth,mosewdhhelnng-
ing to a lesbian vampire and made retractable through the intervention of
her fiancé, the dentist/gynecologist, as a kind of lesbisn phallus, not only
because she wants them to “be able to stick forward and then disappear
again” (52), she wants her fangs to be able to shoot out (5) and her prey
would be, let’s listen to her: “If I bite someone, I’d rather it was a woman.
Man is most like a dog tied to a wall.” (539). Within the frame of Queer
Studies one could provisionally conclude then, again in Judith Butler's terms:
When the phallus is lesbian, then it is and is not a masculinist
figure of power; the signifier is significantly split, for it both
recalls and displaces the masculinism by which it is impelled.
And insofar as it operates at the site of anatomy, the phallus
(ve)produces the spectre of the penis only to enact its vanishing,
to reiterate and exploit its perpetual vanishing as the very occasion
of the phallus. This opens up anatomy — and sexual diffarence
itself— as a sit of proliferative resignifications.*!
Theambivalentsn'uctmeofthetextispicunedinﬂﬁsvexymempharofthe
lesbian phallus which is itself an ambivalent and multilayered figure of
power. The heterosexual privilege is being irritated, the ‘original® signifier
questioned and transformed, however not abolished since in the end the
masculine principle again gains a kind of brutal power over the two women.
However, whether death will be the end or whatever kind of end their deaths
entails it is not clear, we will reflect on this open end at the end of the paper.
Before that we would like again to refer to Lacan’s Mirror Stage and the
formation of the Ego within the very process. Emily, after having received
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the mechanism to mobilize her teeth gains a form of special control over her
body;-acquiresa scamingly wholeness as a leshian vampire at the moment she
acquires the apparatns (which creates, additionally, a kind of cybarg vampire
status, a vampire as cybemetic, spare-part-death-alive organism, a fact that
should be reflected as well (but due to lack of space not in this text). It is a
kind ofphnlhcwholenass, a moment, where “that body ‘assumes’ or ‘comes
to have’ the phallus™® - regardless how longthatstatuswxlllast (it will not
last long, as the text suggests, but that is not impartant for now). Emily:
“Jt’s gaing. It works! It’s caming! And a hearty welcame, my god!™ (56).

'I'hnssmeof‘Whnlmess might also be cansidered as a status of andro-
gyny,2 a statns of an “original’ wholeness. And at this very moment another
allusion seems to make sense. As already mentioned, in the end Emily and
Carmilia became akmdofdmhle-creamrewhchremmdsofthe critique of
Platos Symposion,** more precisely of Aristophane’s speech abont people,
who, in primal times [...] had doubled bodies, with faces and limbs tumed
away from one another. As somewhat spherical creatures who wheeled
around like clowns doing cartwheels (190a), these original people were very
pawerful There were three sexes: the all male, the all female, and the “an-
drogynous,” who was half man, half waman. The creatures tried to scale the
heights of heaven and planned to set upan the gods (190b-c). Zeus thought
abaout blasting them to death with thunderbalts, but did not want to deprive
himself of their devotians and offerings, so he decided to cnpple them by
chopping them in half, in effect separating the two bodies.>*

That is the stary, though not yet told in a queer theoretical perspective.
Emily and Cammilla could be understood as those creatures, which, as the
myth suggests, desire the other half, the waman. Oliver Claes points out that
Jelinek conceptualized the two wamen fsed out of the conviction that men
and women are sexually not made for each other, the fasion of two wamen
seems to be the only way out. This reading draws a lot on interviews and
author commentaries by Jelinek itself, an approach that has its pitfalls. The
fusion of the two women does not seem to create a kind of female whole-
ness with clear-cut desire structures. One could try to link the creature, at
least partly, to the third sex, to the ‘androgynous’ without neglecting the close
relation of the women, without neglecting the female to female version of
themyth. Within Greek mythology double creatures or creatures ‘in-between’
were not rare, there is the figure of Hermaphroditos, son of Hermes and
Aphrodite that fused with the nymph Salamacis and became a hermaphro-
dite. In Plato’s interpretation the androgynous creatures gain no impartance,
they vanish. Within Queer Theary this very figuration is, on the contrary, of
high impartance with regard to the understanding of different and quite
complex and manifold farms of the human existence. Some of these farms
become readableimJelinek’s text, we take one further example from a dia-
logue between Emily and Carmilla, where, above all, Emily posits herself
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quite off key, quite “queer” compared to conventional ways of existences,
quite in-between, taking the androgynous candition as a form of in-between-
ness that exceeds aspects of sexnal and gender-identity and goes further,
draws identitarizn strength and power out of different sources; Emily:
We’re not deficient. We're the undead, Canmilla! [...] We can’t
reveal ourselves to be powerful. Our exiStEnce is styleless in
irritating ways. We’re only psendo dead people. We're the worst.
[-..] We’re nor death nor life. [...] Carmilla, will you understand,
we are and are not! [...] We mock creation. [...] Now that
nature is finally messed up, they’re singing snsppy sangs about
her. [...] I go away. Then I prodnce myself over and over again
by myself. (64-65)
This citation speaks for itself, Emily unites mmnerous traits of queaness and
also of androgyny, she is neither the ane, nor the other, she produces herself
out of herself in an endless process, which is not anly motivated by the fact
that she is a vampire but also by the fact, that she is a writer, a creator, a
female crestar. Canmilla, differently, gains her identity out of sickness, which
is also not a characteristic that is gendered per se, this kind of discursive
hypochandria, perfarmed by Carmilla, can be found with any persan, regard-
less of his/her gender:
I’'m avaiding the formalities of a fatal illness. So 'm only sick
as a mockery. I love to talk about my illness. [...] (67) Sickness
is beautiful, It's indispensable to me. I am sick, therefare I am.
(68)1-am-a beautiful sick! Sick! Sick! Sick! (69)
Being sick is not the end, death is not the end. Although being wounded by
their hnsbands/fiancés, and although having fallen down to earth, ane cannat
really be sure whether they died. The questian is: Can they die? Vampires,
accarding to their literary, mythic canstruction, usually are killed by getting
a pale driven into their hearts or by sunrays. ‘Modem’ vampires, as they are
canstructed for example in the TV-series Twighlight, do neither fear sunrays,
pales, crucifixes or what on earth used to be a means to kill them historically.
One has to, as suggested in Twighlight, dissect them and then bum them
And in Jelinek’s play there are no sunrays, no pales, only bullets, but filled
neither with plumb nar with holy water. Though the huntexs beg for the light
to be turned on — a scene which could as well be understood as a further
attempt to killing the creature, the wamsan vampire — the text does not infirm
the readers whether the light will be tumed on. The humters desire for light —
and we do not know why they are so desperately calling for it — is not being
fulfilled in the text. Hence, although the douhle-creature falls and lies still
one does not know whether this creature is really the loser of the game, an
inferpretation, that is consequently formulated by the critique, or whether
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the creature is the creator, the endless creator, who is sick and strong and
dead and alive and double and bites and writes and therefore is.

4. The Play Ulrike Maria Stuart

The second play we are analyzing is Ulrike Maria Stuart, a play that was
never published as a book but only staged, the first time in 2006. Since a
typescript of the play exists we are able to both analyze the text itself as
well as the production directed by Nicolas Stemann. While Krankheit oder
Moderne Frauen is one of the plays that within secondary literature is often
read as a text with strong feminist intentions — though it was never read
“queer” like we tried to — Ulrike Maria Stuart is read and analyzed dif-
ferently. The critics as well as the literary scholars focus on the topic of
terrarism. Surely this topic is the central one in this play. Jelinek reveals the
connection between violence and counter-violence and the connection between
the brutality of langnage and the brutality of action. Also central is the
question how a ‘good ideology’ turns into terrorism. All these topics were
widely discussed in the media and society, especially in Germany but also
in Austria in 2006 since two prominent members of the RAF (Red Army
Fraction) appealed for clemency: Brigitte Mohnhaupt, who was sentenced to
prison because of nine murders and several attempted murders, and Christian
Klar, also sentenced because of several murders (Mohnhaupt was released
in 2007, Klar in 2008).% :

Hence this text does not deal as obviously with gender-topics as Sick-
ness or Modern Women does. However, the reasons why we still did choose
this text are manifold: first of all there are some interesting parallels between
Sickness or Modern Women and Ulrike Maria Stuart. The most important
one is the topic of the “woman as creator.’ Just as Emily, whose name refers
to the writer Emily Bront, is a writer too, Ulrike Maria Stuart is writing,
similar to one of her antetypes, the journalist and later terrorist Ulrike
Meinhof. Moreover, Ulrike Maria Stuart and her counterpart Gudrun, also
called ‘The Queen,’ based on RAF-terrarist Gudrun Ennslin and Queen
Elisabeth of England in the interpretation of Schiller, are both politically
active. Both texts discuss the possibility if and how women are capable,
better allowed to, ‘create,’ to ‘wield power.” And in both texts this question
is associated with ‘maternity.’ So Ulrike Maria Stuart is one more example
to show that Elfriede Jelinek does refer to questions of sexual difference in
nearly all of her texts. This of course happens quasi automatically since her
texts are characterized through a genuinely deconstructive gesture. Thus her
texts play with and challenge and shift and slip and hence “criticize’ binary
oppositions of which certainly the socially constructed opposition men vs.
women is one of the most important ones and therefore constantly target of
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Jelinek’s texts. Like Emily and Camilla, who are vampires and therf:fore
ﬁmdeadpeople’,Ulrike,ﬂxemnin‘character’inUlﬁkeMaﬁas.ma.n,dmsat
thebeginningoftheteﬂ,orbetter,isalreadydeadatﬂmbegmmng of the
text, talking as a dead person. B

One more reascn why we chose this text is the staging directed by
Nicolas Stemann. While in Krankheit Emily does ‘nmn‘p’ﬂleghall'us,or!he
lesbianphalhls,aswearguedinkeepingwiﬂaJudithBuﬂnr,.mﬂmsn}gmg
two men do usurp the vagina and, speaking of it, alsomatamtyEven 1fthe
dmmaﬁcadvismmdmeacmrsumedmmismmﬁmmqn,mnm
impactﬂmtiscausedbytheirstagingisatﬂlesameumcproblemaucasnm
multilayered and thus warthwhile getting scrutinized.

5. The Text — Maternity and Power

Viiter, sagt uns, ist die Muter tot?""" (“Fathers, tell us, is mother dead?”;
our translation’®). With this question asked by the “princes in the tower” the
playstarts.Andthisveryﬁrstsentmcealreadygi\(esanimpumntcluefnr
the reading of the text. The fathers, set in plural, mterpretthewqman.@y
and large, reduced to maternity. Of course things are not that sm_lple in
Jelinek’s text and so the “choir of the old men” answers: “Nein, Kinder.”
(*No, children.”) anly to tell them that, in fact, she is dead. And they go on:

[...] iiberschiitzen solite man sie auch nicht, eure Mutter, ihre

Theorien sind nur auf Sand gebaut, wahrscheinlich hat sie keine

undbehmptetalles,ohnevoﬂwrmchmn'einnmlnachmdenknn,

denn fiir die Frau stellt sich das Sinuproblem viel unausweich-

licher und auch massiver als fiir Miinner, ja, die Frauen haben

ein Emanzipationsproblem dazu [...]

[...] but also you shall not overestimate her, your mother,!ler

theories are built on sand, probably she does not have any, claim-

ing everything without reflecting only once, because for the woman

theproblemofthemeaningoflifeismnchmoreinevxtableand

massive than for men, yes, additionally women have an eman-

cipation-problem [...]
TheprotagmistsinElﬁiedeJelinek’splay—erinaﬂherp]aysTareogthe
onehandplmalisﬁcandosciﬂaﬁngcharactm,changingthmrponﬂofvxgws
all the time. On the other hand one, all of them speak about the same things
in the same way. Thatiswhythedmﬁﬁwheth:alewomenareahle&?melg
a complex theory are not only pespetuated by ‘characters’ but
female ones, especiallybyU]rikeMariaSmart.Anotherhroadlyfhscnsged
topic conceming women and their ‘natural behavior’ inihep!aylsthex.m-
possibility of combining political and intellectual activities with maternity.
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The need for power is not compatible with being mother, says Ulrike her-
self, addressing her sons, the ‘princes in the tower’: “Nicht mal euer Tod
wiirde eurer Mutter jhren Thron vergillen, [...J” (“Not even your death would
embitter the thrane to your mother [...]").

One must not forget that Jelinek’s characters are not reliable ones. Talk-
ing about maternity and power they only imitate clichés, twist and turn and
hence at least partly deconstruct them. The text’s approach is highly am-
bivalent when women are connected with maternity and revolution:

(...] Frauen sind ja inmer starker als die Ménner, und am stark-

sten sind sie wohl als Miitter. Miitter bleiben sie. Und auch als

Revalutiongirin sind sie stark, das ist das Gegenteil von Mutter, die

aus ihrem Stolz heraustritt, wenms ums Kind geht, die sich selbst

vergisst bevor sie sich gekannt hat [...] Diese Frauen! Miltter

miissen sie ja immer sein, egal von wem.

[...] women are always stronger than men, and they are the

strongest when they are mothers. Mothers they stay. And also as

a revolutionary they are strong, that’s the contrary of mother,

who forgets her pride, when it comes to the child, who forgets

herself befare she even got to know herself [...] These women!

Mothers they always have to be, no matter of whom.
In this shart example the impact of Jelinek’s writing becomes visible: Through-
out long passages the inferiority of women was (and will be) emphasized

»also by the character Ulrike Maria Stuart. But here she does talk about their

strength. Of course this is combined with the cliché of the strong and self-
forgetting mother but also with that of the revolutionary. This symbol for
political activity is at the same moment again set against maternity. But the
unreliability of the character is empathized also when she talks about mothers
as forgetting themselves (using the term ‘self-forgetting’ literally) before they
even get to know themselves. This example shows that different contradictory
‘truths’ are confronted with each other, thus revealing the construction of
myths like ‘maternity’, the ‘naturally given’ differences beiween men and
wamen etcetera.

Let us now point at some interesting parts of the text that form a con-
nection to Sickness and Modern Woman. For instance, there is Ulrike Maria
Stuart’s lesbian relationship:

Warum hast du es zum Schiufl sogar mit einer Frau denn noch
getrieben, also wirklich, Mami? Fragen die mich glatt. [...] Nein,
diese Frage, die beantworte ich nicht, die ist mir zu persdnlich
liebe Kinder, mit der Frau, da mein ich mich schon selber, [...].
Why did you even fuck a woman in the end? Was this really
necessary, mommy? This they really ask me. [...] No, I will not
answer this question it is to personal, my dear children, with the
woman | am referring to myself, [...].
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Not only the heteronormative sexuality, but also Ulrike’_s identity is the-
matlzedandmbvertedwhmthecharactarmdfquesumshmveryaammland

Matter, keine Ahnung.“ (*[...] and none of you would have been recog-
nized,notevenbyyamownﬁther,amltheme?Pmbably.No,Ia;nnm,
maybe I am the mother, no idea.”) Both texts, moreover, do deal wnh‘the
quesﬁonwheﬂlerwomenareableto‘creaie’ (mSiclfnessalsosymbuh%ed
thrmxghEmﬂy’sstonglydevelopedandacﬁvesepmlW,ﬂmugh@Mg
as the ‘maker”, the “doer’ in the relationship with Carmilla, her ‘manly’
desimshucﬂne).ThisgoessofarthatEmﬂystaﬂstocomparehm'selfmth
Jesus when she exclaims: “Ich bin der Anfang und das Ende® [“Iamtpe
begimingandthemd”]”Alsom;ﬂceandGudrmcumpammmelvem:h
God and/or Jesus:

[...]duhastdnsblanochnichtknpiert, danxrgarkameMen—

schensind,wirsindvielmehr,dieMenschmwollenwn’erlﬁsen

in der Zukuntt, [...].

[...]youstilldidnotgetit.Wearenohmnans,wearemnch

mnre,wewmttoredeemﬂmlnnnansinﬂmﬁme[...].((nﬁke)

[...]ichkﬁnntdochglattihr.lesnswerden[...].

[...) 1 nearly conld become their Jesus” [....]. (Gudrun)
Beforeweleavethetextletusbriﬂﬂyreﬂectonthevm'yendofit. An angel
hastheﬁnalwords,anangelwhotowardsthemdappenrsaconpleof
times. The characterization of the angel in Ulrike Maria Stuart, normally a
sexlessbaing,indicawsthatwehavetodealwitha‘mnnly’ figuration due
toitsmachoaﬁiuﬁeandmachoviews.lnavexymdewayhereﬁ}stoau
‘female failures’, first of all to an implied lack of intellect: “[...],d}eblﬁde
Fotze, Fotze, Fotze, dieschnalltnicht,wiea]leWeiber,dtehloBke'lfenuqd
die Typen anschreien kinnen, es nicht schnallen, [...]* (...], this stupid
mmt,cunt,cmt,doesn’tgetit,ﬁkeaﬂskh‘ls,whoonlyareablemnmqand
shout at guys, don’t get it”). Similar to the “choir of the old men” that in the
beginning held the power 10 i etﬂlelifeanddeathot:Ukﬂce,themanly
angelatﬂaeendhasthcpowertonotonlyinterpretihehvesanddeathsof
U]rikeandGudnmbutalsotoforeseetheﬁmlrememnryofthem:

[...] man wird zwar in dreiBig, vierzig Jahren noch von euch

vielleichtmalredenoderAusmllnngenmachenodgtauchSym-

nicht leben, [...], nur das Vergessen ist auf eurer Seite, [-..), wie
oft ihr noch das Bleiben wiinscht, es ist euch nicht gegeben [.--}
L] mnybeintwenty,thittyyearsonewillsﬁllspeakofyouor
make exhibitions or symposia or conferences or workshops,
however,initsginningpaltriness,rhemmembrmeeofyou,will
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certainly no langer live, [...] anly the oblivien is on your side,
[...], no matter how often you desire to stay, you won’t [....).

In Jelinek’s text the man has, again, the final words (similar to Illness, yet
without the company of a gun), a circumstance which can be read as a
strangandpointedmiﬁqneonﬂlemanlydominancewithrespecttomemm'y
and/through (the power of) language.

6. The Play, Directed by Nicolas Stemann

Nicolas Stemann takes a lot of liberties staging Elfriede Jelineks text. In
addition to the many cuts he undertakes he uses long passages from a
discussion between Jelinek and the Austrian author Marlene Streeruwitz,
published in 1997 in the feminist revae Emma. * Twice in the course of the
play actars, disguised as giant vaginas, appear, quoting parts of the talk. The
first time two female actors appear after a little more than 30 minutes,
shartly after a voice from the off stage has announced the “Vaginamonologue
by Elfriede Jelinek. Vagina monologue by Marlene Streeruwitz” (our trans-
lation). Additionally the talk is introduced as “[t]he vagina dialogues from
Elftiede Jelinek and Marlene Streeruwitz”, The allusion to Eve Ensler’s 4!
famous book does already incline the direction of the conversation: The

gy.
At the same time the authors are not able to loosen themselves from their
assumed female identities.
OfcmnseonecansaythatNioolasStunannmlyundmwhatJelinek
herself very often did and still dowmhasize,ﬂmtﬁewommasﬁinguhr
fate does not exist. In one of her interviews given after winning the Nobel
Prize Jelinek said: “Und deswegen kann man den Preis nicht nur fir sich
selbst annehmen, sandamalsFraumussmanihnalsMitgliedeinenmta—
drﬁcktenKaste,obmanwillodernicht,mitdenandermquantailen.Da
darf man nicht ‘ich’ sagen.” (“And hence one cannot only accept the Prize
foroneselﬂbutasawomanyouhavetoshmeitwi&ﬂleotherwomenas
part of a suppressed caste, no matter if you want it or not. ‘You must not say
‘I”; our translation) When Nicolas Stemann uses the following part of the
discussion published in the journal Emma in his staging, ane does not notice
too much of a difference: “Man gesteht uns nicht zu, Ich zu sagen. Und im
Grunde kdnnen wir es auch nicht.” (“We are not allowed to say ‘I’ and
basically we are not able to say it.”) Moreover, one could claim that the
‘speaking vaginas® are not only a personification of the ‘vagina dialogue’
but also a critique of the reduction of women to their biclogical sex. In her
book Thre Welt bedeuten. Theater — Feminismus — Repriisentation Katharina
Pewny alludes to Jean-Pierre Vernants reading of the Mednsa Gorgo:
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Das Spezielle der Vernant’schen Interpretationsweisen der Figur
Gorgoistdie(unteerxﬁmgmfdieAblgildmgm)vn_rganmn-
mene Gleichsetzong von weiblichem GemchtundGenmlelhr
Aublicken rufe Schrecken und Lachen hervar. |...] Die Unver-
wechselbaﬂceitindhridnellarumnrschiedlichm'Gesinhta'vefsch-
| spmi:ppmch ion of the fi
i of Vernant’s interpretation gure
Elt:h(;orgois,nnderreferencetoﬂmﬂlnshaﬁons,ﬂmeqqalimﬁon
of the female face with the female genital, Gazing at it evokes
fear and laughter. [...]The uniqueness of these mdmdualand
diverse faces vanishes behind this equalization under the sign of
the female genital. (our translation)]
Thus, according to Katharina Pewny, every single fqmale character, every
indiuwsr’iduﬂtaitgisbeMgaasedthmuglﬂleequaﬁmtEmofﬁefemaleﬁce
with the female genital. Moreover, the way the talk is cut by Stemann and
onlythsmostlamenﬁngpassagesareused;ﬂmwayth?acmphyandthf
combination of the ideological gridlocked ‘protagonists’ wgtb the ‘real
authors, together with the second appearance of the ‘vaginas,” confirm the
apprehensionsthathﬁcolasStemannsstagingdoesnntonlyyqppmtthem—
‘What turns out to be even more problematic in the course of the staging
isthesecondappearanceofthevaginas.lnthispartoftheplaytyvomen
speaksomepassagesufﬂnedismsimbﬁwem]e]inqkmdﬁw:umm
theyialkaboutmgeandresignaﬁm,aﬁawards,rdabwlymwly,abam
havingchﬂdrmOnﬁemehandﬂxiselemaﬁofunvestyaddq]ustgnoﬂ:?
dimensiontoihephnalisﬁcchamcta‘softheplay.Toexemplﬂ‘xthm,lets
haveaqlﬁcklookatﬂlechmacta'ofmrikeMaﬁasmarLInJ&m?k’stext
sheis,atleast,acomposiﬁonofﬂlehistmicalMaﬁaSmart,ﬂ:eMamSt}mt
from Schiller, of Ulrike Meinhof and of an undefined mthor-ﬁgurat;on.
WiﬂlﬁwﬁrstappemanceofthevaginasStemannaddedthe.‘realElﬁuede
Jelinek® to the character. With the second one he adds a kind of ‘manly
dimension® to it — whatever ‘manly’ would then signify in this context.
Yet, given the described scenario, another motive comss to the.fqrf.: the
women who, only ane hour ago, where talking abomﬂleiqxpgss:bxhty of
‘female creativity’, are significantly substituted by men. §1m11artowhat
Elfriede Jelinek showed more than 25 years ago, namely in her first play
Was geschah nachdem Nora Ihren Mann verlassen hatte oderStz’llzer.t der
Gesells ' (What Happened after Nora Left Her Husband, or Pillars
of Society ).InthisplayWeygang,oneofthamalemmnchargcters,not
only answers questions in the place of Nora, but he also speaks in a mock
voice. Thus he takes over and mutilates the voice of the woman at the same
time. Similarly, in Stemann’s Interpretation of Ulrike Maria Stuart, man_ly
vaginas speak passages of the text where maternity becomes the central topic,
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taking away the last domains of women. Taking away domains, voices,
having the final say, characterizes what men do be it at the moment when
an angel, connected with the male terrorist Andreas Baader, has the final
say and humiliates the female characters in the text, be it Nicolas Stemann
himself who has the final say on stage, copying Weygang’s behaviar from
What Happened after Nora Left Her Husband, or Pillars of Society. Stemann’s
use of the ‘Jelinek wig® in the end of his staging beats in the same notch.
Although there is no way to prove that Nicolas Stemann’s directing is
characterized by deliberate anti-feminist implications, his partly unconsidered
use of symbols connected with ‘femininity,” usurped by characters that are
staged as ‘men,’ is at least very problematic. Interestingly, one could read
Stemann’s strategy of substituting the female actors by male anes also quite
differently, as a kind of queer travesty, however without a clear-cut idea or
‘intention’ behind it. The speaking vagina is, as we have emphasized above,
per se a most ambivalent figuration, worth a lot of critical questioning with
respect to the reduction of women to body parts. We can’t discuss this in
length here, but Stemann’s putting together of the two images, ‘female and
male vaginality,’ can be considered as taking part in the project of cross-
dressing in arder to stage crossed forms of gender-(performances) that reveal
that gender is constructed, performative and thus contingent. Stemann’s
staging is a dissonant cne, is one that also transgresses sexual norms and
hence can also be read, at least partly, as a non-straight, oblique figuration,
taking into account all the ambivalences that lie in this figuration and inter-
pretation.

NOTES AND REFERENCES

i. Elfriede Jelinek (2010), “Krankheit oder Moderne Frauen,” Theaterstiicke, hg.
von Ute Nyssen, Reinbek bei Hamburg: 191-265. The English translation we take
from Elfriede Jelinek, Sickness or Modern Women. Translated by Fiona Templeton
with thanks to Anna Kohlero.

2. Elfriede, Jelinek (2006), Ulrike Maria Stuart, http://a-e-m-gmbh.com/wes-
sely/fmaria. htm, Web. 27.2.2006.

3. Cf Elisabeth, Spanlang (1992), Elfriede Jelinek. Studien zum Frilhwerk, Wien,
181f

4. Cf. Spanlang, Elfriede Jelinek. Studien zum Frihwerk, 158-166.

5. Cf. Elfriede, Jelinek (1980), Die endlose Unschuldigkeit, Schwifting.

6. Cf. Jelinek, Die endlose Unschuldigkeit, 49; cf. Allyson, Fiddler (1994),
Rewriting Reality. An Introduction to Elfriede Jelinck. Oxford/Providence: 40-42.

7. Jelinek, Die endlose Unschuldigkeit, 49. [our emphasis]

8. Cf. Jelinek, Die endlose Unschuldigkeit, 49, cf. Fiddler, Rewriting Reality. An
Introduction to Elfriede Jelinek, 40-42.

9. Alexandra, Heberger. (2002), Der Mythos Mann in ausgewihliten Prosa-
werken von Elfriede Jelinek, Osnabriick, 26 f. Marlies Janz calls her approach a

82

e e o o B S

“Mythendestruktion,” a destruction of myths. (Marlies, Janz (1993), “Mythendes-
truktion und ‘Wissen®. Aspekte der Intertextualitt in Elfriede Jelineks Roman Die
Ausgesperrten,* Elfriede Jelinek, hg. von Heinz Ludwig Arnold, Miinchen: 38-50).
10. Cf, Jelinek, Die endlose Unschuldigkeit, 49,
11. Cf. Sigrid, Schmid-Bortenschlager (1990), “Gewalt zeugt Gewalt zeugt
Literanr.... “wir sind lockvbgel baby! und andere frithe Prosa,” Gegen den schinen
Schein. Texte zu Elfriede Jelinek, hg. von Christa Girtler und Alexsnder von Bormann.
Frankfurt (Main): 32.
12, Shanta, l)lao (1997), The Polirical Aesthetic of Elfriede nginek’s Early Pluys,
http://schnlarwurks.umas&eduldissertaﬁons/AAl9721487 University of Massachusetts,
Ambherst. Web. 3.5.2011. :
13. Cf. Heberger, Der Mythos Mann in ausgewiihlten Prosawerken von Elfriedc
Jelinek, 29. ] _
14. Cf. Schmid-Bortenschlager, “Gewalt zeugt Gewalt zeugt Literatur.... “wir
sind lockvdgel baby! und andere frithe Prosa,” 32, our ranslation.
15. Matthias, Konzett. (1995), Slow Homecoming. Cultural Dissent in Thomas
Bernhard, Peter Handke and Elfriede Jelinek. Chicago (Diss.): 220.
16. Fiddler. Rewriting Reality. An Introduction to Elfriede Jelinek, 3.
17.1 3.
18. t“ifi'"l}rletle Jelinek — Interview,” Nobelprize.org. hutp//www.nobelprize.org/
nobel_prizes/literature/laureates/2004/j elinek-interview_mail-ge.htmi, Web. 1 Sep 2011.
19. Cf. “Iliness or Modern Women,” http://en.wikipedia.orgfwiki/Iliness_or_
Modern Women, Web. 17.8.2011; cf. “Krankheit oder Moderne Frauen. Wie ein
Stiick (Theatertext).” Jelinetz. Elfriede Jelinek Forschungszentrum. hitp//www.
univie.ac.at/jelinetz/’mdex.php?title==K.rankheit_oder_Moderne_Frauen._W”xe_em_St
%C3%BCck %28Theatertext%29, Web 18.8.2011.
20, Elfricde, Jelinek. (1983), “Der Krieg mit anderen Mitteln. Uber Ingebarg
Bachmann,” Die schwarze Botin 21, 33 [our transiation}. ! )

21. Cf Craig, Kaczorowski. “Gay, Lesbian, and Queer Studies,” 2004, glbtg, inc.,
hnpdlwww.glbtqmm/sodnl-sdences/gay_lesbian_queer_studies,z.hnnL ng 115201}.

22. Cf Andrea, Weiss (1993), Vampires & Violets: Lesbians in Film, Penguin
http://en.wikipedia.org/wiki/lzsbian_vampire, Web 13.6.2011.

23. Cf. Craig, Kaczorowski, op. cit. ]

24, Gauntlett, David, “Queer Theory,” hitps//www.theary.org.ul/cir-que] hm, Web.
19.8.2011, “Ilness or Modern Women,” hip://en.wikipedia.org/wiki/Illness or
Modern Women, Web. 17.8.2011. ‘ )

25. Judith, Butler (1993), Bodies that Matter. On the Discursive Limits of " Sex.
New York-London: 62

26. Ibid., 82f

27. Ibid., 79.

28. Ihid,, 83

29, Ibid., 89. .

30. Biddy, Martin (1996), Femininity Played Straight. The Significance of Being
Lesbian, New York: 81. b X

31. Judith, Butler (1993), Bodies that Matter. On the Discursive Limits of “Sex.
New York/London: 89.

32. Ibid,, 82.

83



33. Cf. Kani, Weil (1992), Androgyny and the Denial of Difference, Charlottes-
ville, 7f.

34. Oliver, Claes (1994), Fremde. Vampire. Sexualitét, Tod und Kunst bei
Elfriede Jelinek und Adolf Muschg, Bielefeld: 84.

35. The Symposium (Ancient Greek: Zvpnooiov) is a philosophical text by Plato
dated c. 385-380 BCE. It concerns itself at one level with the genesis, purpose and
nature of love. Cf. Symposium (Plato), http://en.udldpedia.org/wﬂci/Symposium_%
28Plat0%29, Web 20.6.2011.

36. cf. N. N. (24.01.2007), “Kein Anspruch auf Gnade,” Frankfurter Aligemeine
Zeitung; Arthur, Kreuzer (21.2.2007), “Kein populistisches Recht,” http://www.zeit.
de/onlinejzo07/08/mohnhaupt—k]ar—rechtslage, Web. 26.8.2011.

37. Elfriede Jelinek, Ulrike Mariq Stuart, 3.

38. Here and in the following you will always find our own translation in
brackets after the English citation,

39. Jelinek, Sickness or Modern Women. Translated by Fiona Templeton with
thanks to Anna Kahler: 5.

40. Cf. N. N. (1997), “Sind schreibende Frauen fremd in dieser Welt? Die
Begegnung,” Emma, September/Oktober, S. 54-63.

41. Eve, Ensler, (2002), The Vagina Monologues. London [orig. publ. 1996].

42. Jelinek, Elfriede im Interview mit Norbert Mayer, “Das-Pilzgeflecht-des-
Dichrens” v. 9.10.2004, http://diepmsse.com/home/lqﬂmr/litemturl 18463 7/Iterview
—Das-Pilzgeflecht-des-Dichtens, Web, 29.8.2011.

43. Katharina, Pewny (2003), Ihre Welt bedeuten. Theater — Feminismus — Reprii-
sentation. Kdnigstein-Taunus: 218.

44. Elftiede, Jelinek (2004), Theaterstiicke. Reinbek bei Hamburg: 7-78,

45. Elftiede, Jelinek (1994), “What Happened after Nora Left Her Husband, or
Pillars of Society.” Translated by Tinch Minter, Plays by Women. hg. von Annie
Castledine, London.

REFERENCES

Butler, Judith (1993), Bodies thar Mazter. On the Discursive Limits of “Sex.”
New York-London: Routledge [dt.: Korper von Gewichs: Die diskursiven Grenzen
des Geschlechts. Aus dem Amerikanischen von Karin Wérdemann, Frankfurt a. M.;
Subrkamp, 1997].

Claes, Oliver (1994), Fremde. Vampire. Sexualitéit, Tod und Kinst bei Elfriede
Jelinek und Adolf Muschg. Bielefeld: Aisthesis,

Ensler, Eve (2002), The Vagina Monologues. London: Virago.

Fiddler, Allyson ( 1994), Rewriting Reality. An Introduction to Elfriede Jelinek,
Oxford-Providence: Berg,

Heberger, Alexandra (2002), Der Mythos Mann in ausgewdhiten Prosawerken
von Elfriede Jelinek. Osnabriick: Der Andere Verlag,

Janz, Marlies (1993), “Mythendestruktion und Wissen. Aspekte der Intertex-
tualitét in Elfriede Jelineks Roman Die Ausgesperrten,” Elfriede Jelinek, Arnold,
Heinz Ludwig (Hg.), Miinchen: Ed, Text und Kritik: 38-50.

Jelinek, Elfriede (1983), “Der Krieg mit anderen Mitteln. Uber Ingeborg Bach-
mann,” Die schwarze Botin, 21.

84

Vot o

PAem 2 e g 4

— (1980), Die endlose Unschuldigkeir, Schwifting: Schwiftinger Galerie.

— (2010), “Krankheit oder Moderne Frauen,” Theaterstiicke, Nyssen, Ute (Hg.),
Reinbek bei Hamburg, Rowohlt: 191-265, ]

— _ Sickness or Modern Women. Translated by Fiona Templeton with thanks o
Anna Kaéhler, Unpublished Manuscript, o.J.

— Theaterstiicke. Reinbek bei Hamburg: Rowohlt, 2004, ] _

— (1994), Whar Happened after Nora Left Her Husband, or Pillars of Sociery.
Translated by Tinch Minter, Plays by Women. Castledine, Annie (Hg.), London,
Methuen: 23-63. | '

Konzett, Matthias (1995), Slow Homecoming. Cul.tural Dissent in Thumus
Bernhard, Peter Handke and Elfriede Jelinek. Chicago (Diss.). I i .

Martin, Biddy (1996), Femininity Played Straight. The Significance of Being
Lesbian. New Yark: Routledge. N .

Pewny, Katharina (2003), Jhre Welt bedeuten. Theater — Feminismus - Reprii-
sentation. Kénigstein-Taunus: Ulrike Helmer, _

Schmid-Bortenschlager, Sigrid (1990), “Gewalt zeugt Gewalt zeugt thf.ratur....
wir sind lockvéigel baby! und andere friithe Prosa,” Gegen den schénen Schein. Texte
zu Elfriede Jelinek. Giirtler, Christa and Bormann, Alexander von (Hg.), Frankfurt
(Main), Neue Kritik: 30-43. '

Spanlang, Elisabeth (1992), Elfriede Jelinek. Studien zum Frithwerk:. Wien: VWGG.
Weil, Kari. (1992), Androgyny and the Denial of Difference. Charlouesville:
University of Virginia Press.

SOURCES FROM THE INTERNET

Gauntlett, David. “Queer Theory,” httpy/www.theory.org.uk/ctr-que1.hrm, Web.
19.8.2011. )

“Illness or Modern Women,” http://en.wikipedia.org/wiki/Tllness_or_Modemn_
Women, Web. 17.8.2011. i )

Elfriede Jelinek im Interview mit Norbert Mayer, “Das-,l’ﬂzgeﬂecht-dgs-Dxchx-
ens,” v. 9.10.2004, http/diepresse.com/home/kultur/literamr/1 84637/ Interview Das-
Pilzgefiecht-des-Dichtens, Web. 29.8.2011. . B!

“Elfriede Jelinek im Interview mit Anders Lindgvist — Interview, Nobel-
prize.org. http://www.nobelprize.org/nobel |_prizes/literature/laureates/2004;jelinek-
interview_text.html, Web. 1 Sep 2011. .

Jelinek, Elfriede (2006), “Ulrike Maria Stuart,” httpy/a-e-m-gmbh.com/wesscly’
fmaria.htm, Web. 27.7.2011. . _

Kaczorowski, Craig. “Gay, Lesbian, and Queer Studies,” 2004, glbg, inc,, hpy!
www.glbtg.com/social-sciences/gay_lesbian_queer studies,2.hrml, Wep 12.3.201. L

“Krankheit oder Moderne Frauen. Wie ein Stiick (Theatertext),” Jel}netz Elﬁ-xede
Jelinek Forschungszentrum, http//www.umivie.ac.at/jelinetz/ndex. php?title=Krankheit
_oder_Moderne_quen._Wie_ein__St%C3%BCck_%ZS’I’heatenen%29, Web 18.8.
2011, .

Kreuzer, Arthur (21.2.2007), “Kein populistisches Recht,” hrtp/www.zeit.des
online/2007/08/mohnhaupt-klar-rechtslage, Web. 26.8.201 1.

85



Amberst, Web 12.6.2011. ' i
Wel; %tgpzcgﬁm (Plato),” httpJ/en.wikipedia.org/wiki/Symposium_%ZSPlato%Z9,
e S e o i s

Anna Babka is Associate Professor at the German Department, University of Vienna
and currently holds an Elise Richter senior Post-Doc position (Austrian Science
Fund). She was awarded an Erwin Schrodinger-Post-Doc-Scholarship, spent at the
UC Berkeley, was Postdoctoral Affiliated Member at the Amsterdam School of
Cultural Analysis (ASCA), and used to be lecturer, at the Universities of Vienna,
Graz, Innsbruck and Salzburg, among others. Some of her fields of expertise are
gender, queer studies, deconstruction, rhetoric, theory, and methodological relations
between gender studies, queer studies, cultural studies and postcolonial studies.

Ifeter Clar works and teaches at the Department for German Studies at the Univer-
sity of Vienna. He is also a research fellow at the Elfriede Jelinek-Research Center
H1§ main field of expertise is contemporary Austrian literature, especially Elfriedé
Jel;lnekl’ﬁ work. His other fields of interest are Irish literature and theories of
authorship.

86

| Journal of Research in Gender Studies
R Volume 2(1), 2012, pp. 87-101, ISSN 2164-0262

‘Putsjishers

A. S. Byatt’s Possession and
Its Critigue of Academic Obsessive Interests

SABBAR S. SULTAN
suitan_ssr(@yahoo.com
Middle East University, Amman

ABSTRACT. The present paper is an attempi to explore the multiple-layered struc-
ture of A. S. Byatt’s Possession (1990).The author labels this novel as ‘romance’
and indeed it is deservedly so since the main line of action in the book centers on an
ardent love affair going on between two academics and their desperate and pain-
staking attempts to secure a position in the competitive world of the academy, a
point the novel is at pains to unravel and finally fulfill. Subsumed under this main
rubric are many topics such as the pretensions and even absurdity of the academic
interests, the exigencies of criticism and writing biographies, the relation between
the past and the present and above all the author’s oblique and sometime overt iromy
and sarcasm of the secondariness of the whole critical enterprise. The book is
exemplary in representing the tenets of mezafiction and postmodernistic handling of
the artistic material. As such a reference will be made to the innumerable aflusions
and intertextuality of other texts, both past and contemporary.

Keywords: possession, critical, creative love, academic

1. Preliminary Remarks

One of the convenient approaches in dealing with a text like the present one
is the interdisciplinary one in estimating both the technical and thematic
aspects of Byatt’s novel, Possession. A reference to similar works is also
useful as this novel is in line with a tradition already present in contem-
porary fiction: the campus novel and its diversifications. In her illuminating
and insightful article, “People in Paper Houses,” A. S. Byatt identifies the
difficulty of “reporting speech in a land where understatement is the normal
style of all classes, and how facts have an unreal, almost satirical ring when
committed to paper” (Byatt: 1979, 41).
Although ostensibly talking about the predicament of the contemporary
British novelist divided between commitment to the Victorian tradition and
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