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INTRODUCTION

In the beginning was the word. And the word creatieel divide
between the sexes. One might thus sum up Lacagve win gender, a view
that posits the reason for which issues of gender sexuality exist is
because we spedRiVhether our ability to produce natural languagesli
the heart of the gender divide or not, we find lzage as the heart of this
study, thefils rougeas it were, that links each of the chapters heteis.
hardly surprising, given the focus of this colleatias French and
Francophone literature. The works addressed inviblisme however are
not the works of philosophers, psychoanalysts,iterdry critics, but of
those who use language as their art-those whowvathaythe subtleties of
language, who weave it as though making a tapeistiy,the stories that
they tell. These are authors who, nonethelesspexpéxpose, and shape
the very ways in which we think about sexualitypteism, and gender.
They take up the often abstruse material of Freadan, Butler, Kristeva,
and others, to fabricate a literature of ideas, tm# is more easily
accessible to their own contemporary societies@iires. Their stories
become playgrounds for gender games, platformgdtitical change, or
battlegrounds for feminism where the very languéigst divides them
becomes the means to reunite them, and where,atétiyy the language
that simultaneously serves as obstacle and tolpbwiovercome and re-
invented to subvert the long-established heteroativity and phallocentricity
that it has created.

The history of any one of the three subject mattaidressed here
could easily fill volumes: in fact, the mere defion of the term “gender”
forms a point of dissension for scholars. We adeéd very far from Joan
Scott's famous definition of the eighties where shéls gender a “social
category imposed on a sexed bodyrhe reality of gender cannot be so
easily reduced to the binary gender system thablen largely promoted
since the origins of gender studies. However, ttapters here do not seek
to describe the history of sexuality, eroticismgender, or even to define
them, but rather to explore moments of their evolutn literature and to
subsequently understand how that literature ref]esttapes, and changes a
society’s perceptions. While the following chaptels not necessarily
promote the binary gender system or a particul&lyinist viewpoint,
they do reflect the prominence of these movemestseatral tenets of



Xiv Introduction

Western thought, or more particularly of Frenchutjit throughout the
last few centuries. Excepting perhaps our exanunaif Garréta’s
ambiguous novebphinxthe authors discussed in these chapters represent,
for the most part, the binary gender tradition. Btorer, women—their
evolution and their struggles—become central acodor the subject of
the collection as a whole. This simple fact suggdebat woman, as a
category of this binary gender system, forms they ieundation of
sexuality, eroticism, and gender studies.

Freud's quest to find an answer to the questionhdtwdo women
want” lies at the very foundation of psychoanalyBishisNew Conferences
on Pyschoanalysi$-reud adopts the view of a woman as an underoigse|
man, a notion similar to ancient Greek and Romarught. For Freud,
there exists only one sexuality, which is phalticeissence. Furthermore,
he asserts that all humans are bisexual by nafloebelieve that the
female simply follows and fails to fully achieveettmale process of
development necessarily inhibits Freud from askdngiore appropriate
qguestion: is there a difference between the feraasle the male? His
successor would however address this very quesiitathat will come to
occupy a central place in Lacanian thougdiht’y a pas de rapport sexuel
While some have translated this phrase in EngléstiThere is no sexual
rapport,” a more appropriate phrasing would berehg no logical relation
between the gendetsFurthermore, Lacan goes on to reconcile the
contradictions in Freud’s thinking by acknowledgitwio sexualities or
genders: one which can be represented in language-ethe masculine—
and one that escapes representation—the feminine.

Thus it is perhaps thanks to women that the undouscis born.
Without ever seeking to reduce feminine desire tosiample and
straightforward category, Freud may never have btedh upon the
foundation of his field. And like in any scienceg see the building blocks
that form the base are often found inadequateream®ved, or corrected.
Others remain as the springboard for advancemeich & the case with
Freud and Lacan, whose psychoanalytic doctrinegerdiénough to
demonstrate the progress made in their field, bat tomplement each
other to the point where Lacan famously statedhat ¢onference in
Caracas shortly before his death: “It is up to yole Lacanians if you
wish. | am a Freudian.” Lacan’s transformation dfimagle sexuality to a
single representable sexuality exemplifies thetiglahip between the two
great minds. Yet while he admits a second sexydiiysituates it as the
Other in that it escapes all understanding. In haoa psychoanalysis
therefore, “woman” does not exist. There can beategory to represent
all women, no way to define or to sum up that wtiohstitutes female, as
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the character Don Giovanni demonstrates perfetttlis this notion that
creates the core of gender studies, and subseguehthis collection of
work.

The trajectory of thought from Freud, to Lacan,féminist thinkers
such as De Beauvoir, Kristeva, and Cixous echaesiginout the pages of
this book, as it echoes through the centuriestefdiure that the authors
herein address. Certainly, beginning an introductiith Lacan may seem
an odd starting point for a collection that featureany authors whose
thinking are often diametrically opposed to his.wdwer, Lacan—like
Freud—Ilays the foundational stones for a field WwHi@s helped to move
women forward, as Simone De Beauvoir argues: “Thanlpsychoanalysis,
sexual hypocrisy has been in part dissipafett.”seems only fitting,
however, that by beginning with Lacan, our intraitut attempt to
address the same breadth and diversity of thougtth@ chapters that
follow.

In Chapter One, Kristina Kosnick establishes liiera as a space
where through language, societal norms concernixgiadity, eroticism,
and gender, are subverted by authors whom Kosnafkrs to as
“revolutionaries.” She demonstrates that througé tlse ofelle as a
universalized subject and through the vehementtiejeof a phallocentric
linguistic system, contemporary authors Moniqueti/itAnne F. Garréta,
and Nina Bouraoui reconceptualize gender througfuage.

For each of the authors she discusses, Kosnicgsstsethe role of the
reader as an active participant in what she termwperimental” writing.
These experimental authors employ various techsidqoeredefine and
reconstruct language, such as avoiding tenses djedti@es that make
gender apparent. As a result, gender divisionobseured, even erased,
as to create an identity not marked by genderpbetdevoid of any sexual
orientation. Kosnick proves the power of languageecreating ways of
seeing and thinking about the world and our ownuak) identity.

As innovative or “revolutionary” as these authamfempts to subvert
heteronormativity by using language in new ways rbaythey arrive in
the wake of centuries of literature that woulddiverse and unique ways,
attempt (as Chapter Two will show) and sometimesesad (as we see in
Chapter Three) in subverting aspects of the heteroative tradition.
Marie Chantal Mofin Noussi explores the nuanceseuticism in the
eighteenth-century epistolary novsdttres d’une Péruvienngy Francoise
de Graffigny. A text which was largely ignored bghelarship but has
become the subject of more recent scholarly atientiettres d’'une
Péruviennggives voice to Zilia, its heroine, as she descritsgsture from
her homeland and subsequent journey to France,emamguage and
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culture keep her prisoner in a society where simeocdy be perceived as
other.

Noussi reveals the text's erotic nature through twétee terms the
“refusal of eroticism.” She posits the author’s eegsion of that which is
unaccomplished or unachieved as a means to comgégiem. Much like
Lacan who places the signifier of desire as betmgver out of reach, that
is, a goal that is always beyond realization, Nodescribes eroticism as a
movement toward what is desired. Therefore, Grajfigonveys the erotic
through that which is lacking, through the refushcompletion. Indeed,
the very ending of the novel constitutes an aceffsal not only on behalf
of its heroine but of its author as well. The Pénis decision not to
marry and therefore to leave her integration imenEh society incomplete
renders her self-eroticization complete. She ch®dseemain the object
of desire, the unattainable goal. But it is notyomér suitor whose desire
remains unsatisfied, but that of the readers wHoeging for a more
conventional ending will not be satiated.

Noussi makes manifest the author’s and her hemingé of eroticism
as a tool of empowerment in a heteronormative Hretdture where
much like in Kosnick’s contemporary examples, lamgg acts as a
powerful tool of subversion. Graffigny’'s depictitime French language as
Zilia’s rapist creates a similar juxtaposition beem male and female
writing spaces that Kosnick establishes. While tefasy authors such as
Graffigny may not have been revolutionaries inrthiene, they nonetheless
established their genre as a space where the fenitii could be safely
and strategically employed in a society and timeemghthe female
subject’s identity was intricately tied to her meth her husband, her
children, and societal expectations therein imposathile Graffigny uses
this “I" as a tool for female identity and empowemt, her heroine uses it
as a weapon against her rapist, by claiming it es dwn means of
expression and means for self-identification.

Graffigny’s symbolic representation of rape throdghguage brings
us to Chapter Three, where the rape is explorell inside and outside its
literary space. In an innovative new study, Megamwtence explores the
links between rape in nineteenth-century Frenchiofic and reality.
Lawrence turns to French penal code in the ningteesntury and how it
defines and punishes acts of rape. Tracing amendmnesde to the laws
throughout the century, Lawrence demonstratesomgtparallel between
nineteenth-century fiction’s representations anddemnations of rape
and the subsequent changes to the penal code nowgamape. She
convincingly establishes popular authors as thestogpfor changes which
achieved two major advances: to more clearly deditts of sexual assault
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and to institute harsher punishments for those icten) of those acts.

Through her exploration of Victor Hugo'slotre Dame de Paris,
Eugéne Sue’'tes Mystéres de Pariand Emile Zola’d.a Béte humaine,
Lawrence shows literature not only as a means dtitigal commentary,
but as an impetus for political change. In reactmthe overly ambiguous
terms used to define rape in the early penal cads,lthese authors use
language and imagery to depict the violence andoh®of rape. What is
more, as Lawrence argues, they give a voice to kégtéms in their
novels, thereby using language once more as athablsimultaneously
empowers and subverts.

In Chapter Four we shift away from literature tokaat eroticism once
more but this time in surrealist terms in a mediuhrere the rich imagery
of surrealism found one of its most powerful meahexpression: cinema.
Denis Pra des Rebours examines three of Luis Bigiiilehs to determine
a link between Bufiuel’s interpretation of eroticiamd George Bataille’s
representation of desire. For Pra, these are éathgone and the same. In
the same way that Mofin-Noussi demonstrates thécesm of Graffigny’'s
epistolary novel through creation of desire andisel, Pra defines desire
as that which is created through societal resbrsti In Bufuel's
cinematographic and surrealist world, the erotinsists most frequently
in the feminine. That is to say, women evoke degirenen, rendering
them objects — or rather vicitims— of heteronorwigti

For Pra, Bufuel's decision to shock audiences dsrifrom his
inability to change the system which acts as thagaomist, that is, which
creates desire through its restrictions on man—han@hristianity or
religion. Using shock as a means to induce chamgebe effective, as
Megan Lawrence proves in her examination of Eudgaue who intimates
a rape act through a violent knife scene which pawg portrays the
horrific scene through the mere allusion to the Hcwever, one may ask
if the linguistic imagery of surrealism lends ifstl ease of interpretation
that we find in nineteenth-century authors suclHago, Zola, and Sue.
For the Surrealists and especially for Bufiuel, imsp shock and
confusion in the audience becomes almost an eridétf, rather than a
means to evoke political change. Nonetheless, &a the critique of the
established order at the heart of Bufiuel’s workis Tdritique does not
carry with it so much the hope of change or revofuthat we see in the
previous articles, but rather a pessimism that deisianot so much a new
way of living, but a new way of seeing — a concehich lay at the very
heart of surrealist thought.

This pessimism brings us to Tom Amans’ treatment Mithel
Houellebecq in Chapter Five where he seeks to anfiveequestion of
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how to qualify Houellebecq's representation of woma&mans endeavors
to refute accusations of misogyny aimed at bothatlt@or and his works.

Rather than focusing on the negative depictionsarhen, he approaches
the houellebecgian world as a whole, demonstratiagmany critics stop

short in their literary analysis, too easily givimgto what appears on the
surface to be blatant misogyny, but what Amans esgalays an integral

role in a houellebecquian world-view.

For Amans, Michel Houellebecq subscribes to, atviiny least in his
novelistic portrayals, a decadent society wheredwrelations are marked
by dissociation and indifference. He posits thaatutritics would label
misogyny in Houellebecq’'s novels does not conditat predisposed
attitude toward women but rather a pessimistic vigwsociety and its
members, men and women alike. Moreover, Amans tinthe advanced
state of decomposition in which we find almostddlithe social relations
in Houellebecqg's novels, be it male/male, femaladte, or female/male.
As Amans demosntrates, Houellebecq’'s deconstruofisnciety eliminates
any notions of human relations, reducing the irdlial to an indifferent
and self-concerned social climber concerned onlyh wiis/her own
hierarchical status. Such a view leaves no roomaf@eparation of the
male/female, let alone misogyny, as it levels etaiyn everyone to an
even playing-ground, even if it is of the lowestdamost base moral
standing.

Be it misogynist or misanthropic, Houellebecq'’s teriew, as depicted
by Amans, fails to offer a solution to the societidcay and moral
decomposition that the characters embody. The thaerdeconstruction is
simply that, a de-constructing without any appateye of reconstruction,
or rather reappropriation, which lies at the hedrbur final section. In
Chapter Six, Alecia C. Dantico focuses on AssiabBj&s attempts to
reappropriate language to be strictly feminineotigh the refusal to
adhere to normative textual models. This chaptersiiiutes, in every
sense of the term,ravolution—as it not only brings us full circle from the
“revolutionaries” of Chapter One, Djebar’'s works gostep further by
using language not only to create androgyny, as sa@ with the
universalized subjedlle, but to create a writing that is strictly feminine —
a space which denies male access. Dantico askattfot Djebar, it is not
enough to master the phallocentric language; rasher seeks to move
beyond it through a new historical writing whoseam® of expression is
the female body.

Dantico begins by looking at the concept’é€riture féminineand its
place, or lack thereof, in undergraduate humanitiesricula. She
demonstrates that feminist thinkers and their ostceng demand for a
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uniquely feminine or feminist text have taken alkbaeat to their male
counterparts in undergraduate humanities coursesekkr, Dantico finds
the answer to the call in the works of Luce Iriggrand Assia Djebar,
each of whosécriture femininesuccessfully complete the work of their
predecessors who “first began to deconstruct tladigdentric paradigm.”
By exploring Djebar’s creation of her own identityough language — an
identity that is simultaneous, muti-valent, andeifidable—Dantico brings
us back to where we began with the conclusionwahan is that which
resists definition. And so, we come full-circleltacan, to the indefinable
feminine, thereby reaffirming Freud’s mistake ikkiag “What do women
want?” rather than the more appropriate questiohatis woman?

One could argue that this very question plays smig be it minor or
significant, in each of the following chapters. Fhexploration of
sexuality, eroticism, and gender in French and ciophone literature
offers a fresh look at both past and contemporexyst—a look that not
only answers questions for the reader but alsotese@ew ones. Does a
logical relation between the genders exist? Betty do genders exist?
How many? What ones? What divides them? Clearlghoas like Wittig,
Garréta, and Bouraoui would argue against the ttoadilly clear and
binary gender delineations, creating a more flgdce for a multitude of
gender and sexual identities. What constitutesicgsot? Is it, as Pra
asserts, the desires shaped by what society desiesDoes Bufuel's
depiction of desire as residing in the male andvgked by the female
constitute misogyny through its objectification tife feminine? Are
Houellebecq's portrayals of women part of a langerldview that regards
all genders as actors in the decadence of modesietg® If so, does
Houellebecq also view the gender divide with theedluidity as some of
the other authors discussed here?

Such questions are limitless. Many have already-bemd some have
yet to be—the subject of further study. This cditat, we hope, will not
only answer some questions but more importantly exiémplify the very
special relationship between literature—and seiyaleroticism, and
gender studies. Sometimes the literature invents sirapes their social
reality, while other times it struggles to keepwigh it. If language creates
the divide between the sexes, then is it not tmeepemeans to destroy it?
If you have not already answered “yes” to this ¢joes our hope is that
after reading the following chapters, you will.

—Melanie Hackney
Aaron Emmitte
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CHAPTERONE

READING CONTEMPORARYNARRATIVES
AS REVOLUTIONARIES:

RADICAL TEXTUALITY AND QUEER
SUBJECTIVITY IN THE WORKS OFMONIQUE
WITTIG, ANNE F. GARRETA,

AND NINA BOURAOUI

KRISTINA KOSNICK

Any important literary work is like the
Trojan Horse at the time it is produced.
Any work with a new form operates as a
war machine, because its design and its
goal is to pulverize the old forms and
formal conventions.
—Monique Wittig, “The Trojan Horse”

This paper takes Monique Wittig's 1969 publicatiohthe feminist
war epicLes Guérilleresas a point of departure in order to sketch out a
trajectory of the dialogue between literature alneotetical perspectives
that moves from second wave feminism to the adeémueer theory.
Close readings of texts by Monique Wittig, Anne Garréta, and Nina
Bouraoui demonstrate that these contemporary womréars of French
expression employ literature as a space where fiiguifiers are refuted
and the world is conceived of differentlies Guérilleresmarked a
fundamental subversion of phallogocentric discodhseugh the writing
of ellesas universalized subject, thereby drawing a padrbbéween the
Amazonian society at war against the patriarchytha text and the
author’'s fierce critique of masculine linguistic darsocietal privilege.
Likewise Wittig's oeuvre both her experimental literary texts and proto-
queer theoretical work, sets the stage for nagatsuch as Garréta’s and
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Bouraoui’'s that rely on ruptures in textual normdyi in order to
materially create queer worlds in writing. By pnetéeg the friendship-
turned-romance between two gender ambiguous cleasacGarréta’s
Sphinx advocates for the preclusion of the category antter” while
reappropriating the mythology of the sphinx’s enégand its seemingly
tragic ends. On a different note, her autofictionalel Pas un jourties
together a series of disparate vignettes said taken from the author’s
life and spontaneously evoked by the intersectietwben “women” and
“desire” in her memory. The disjunctive quality tifis assemblage of
récits each of which can be read independently fronothers, calls into
guestion the presumed unity of “subjectivity” ifseSimilarly, Bouraoui's
Mes mauvaises penséessort of confessional narrative addressed to her
therapist, foregrounds polyvocality as it infinjtelomplicates and multiplies
subjectivity in myriad articulations with varioushysical, cultural, and
geographical bodies. As the author explores heiraetgsfears, and
memories, she weaves together complex and multidiimeal constellations
of countless voices that strike a harmonious ch@ahsidered together,
these revolutionary literary texts coalesce in avemeent against
(hetero)normativity, which—instead of representiagr world—posits
ways of revis(ion)ing it.

Throughout the past century, both the impact obuative literary and
theoretical movements and the contributions of essitof marginalized
gender and sexual identities have profoundly matkedody of literature
written in French as well as informed our waystohking about language
and identity.From the genre of theouveau romarto poststructuralist
feminisms and the formal constraints of writer'sllectives such as
Oulipo, many have worked to challenge and to suhbwetronly traditional
narrative forms but also traditional notions of jgahivity, blurring the
distinctions between literature and theory by pmfing fiction and
poeticizing the essay. Hence in literature, quebjexts and experimental
writing seem to go hand in hand. In a recent bddichael Lucey has
focused on this intersection, arguing that the es@ntation of queer
sexualities by writers such as Colette, Gide, amu$ft influenced the
evolution of prose forms in twentieth-century Fretiterature. Advancing
that these narratives’ subject pronoun ‘I,” or thek thereof, effectively
shaped social conceptualizations of queer sexemliliucey emphasizes
the performative nature of certain innovative Higr texts: Theorists
Lauren Berlant and Michael Warner have also cadiention to literary
performativity in their essay “Sex in Public,” magithe case that works
of literature, along with other cultural forms, leathe potential to “allow
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for the concretization of a queer counterpublic
social world.” Berlant and Warner elucidate:

fmdex[ing] a virtual

A queer “world,” like “public,” differs from commuLity or group because it
necessarily includes more people than can be fiEhtimore spaces than
can be mapped beyond a few reference points, nafdesling that can be

learned rather than experienced as a birthright. Gureer world is a space
of entrances, exits, unsystematized lines of acdamte, projected

horizons, typifying examples, alternate routesckémes, incommensurate
geographies.

By consistently resisting homogenization and heggmaueer world-
making projects work to counter, undermine and stthiveteronormativity.
In literature, this doesn’t only happen by presemtihe reader with queer
themes, characters, and contexts. More importaittlis the refusal to
adhere to normative textual models—to conceiveaofjliage, narrative,
and subjectivity in new ways—that renders certartd doubly queer,
generating renewed understandings of links betiasguage, personhood,
and the world.

Although the representation of non-normative gesndmd sexualities
in literature is of undisputed importance, pariecly when it aims to
increase the visibility of marginalized populatipitds equally imperative
to consider the ways that texte not simply represent queer subjectivities
but rathertextually create them through linguistic manipwas and
experimental narrative strategies. The radicaluitlyy of these literary
works recasts linguistic significance, producingdojsativities that are
fluid, subversive, and polymorphous. Consequentigs¢ texts act as
literary performances that participate in the camgion of queer
counterpublics, informing social conceptions ofritity, particularly as it
is articulated through gender, sexuality, and erafiesire. Beyond
recognizing the texts themselves as revolutionarfoim, as readers, we
are also acted on by these texts that challengevorldviews and ask us
to conceive of other ways of being, both in andtigh language. The
notion of “reading narratives as revolutionariedays on this twofold
nature of literary performativity; texts influendgerary tradition at the
same time as they inform readers’ linguistic asst@ms and worldviews.

Just as Monique Wittig’s work made critical lingtic and canonical
interventions, denouncing grammatical gender noend retheorizing
novelistic form, engaged readers of her texts ¢se gecruited as active
participants in this revolution. Fundamental to tfis politico-literary
project is the concept of “lesbian” as a gendet trenscends the binary
opposition tethering “female”/*“woman” to and agdifimale”/“man” in



4 Chapter One

what Judith Butler has since called “the heteroakxnatrix.” Indeed,
Wittig is perhaps best known for having said th&sbians are not
women,” a belief that proliferates itself in hersags as well as in her
novels? In Wittig’s view, because “lesbian” can neither dpeantified by
nor anchored to “woman” or “man,” it emerges amnaversal subject that
transcends the gender binary. Far from mirroriregepirical worldLes
Guérilleres generates a queer counterpublic by revolutionizthg
linguistics of gender. Similarly, ihe Corps leshiei1973), Wittig goes on
to point out that language, because it is phallegtiec and founded on a
gender binary, innately precludes the leshian subje

By focusing on an Amazonian society at war agaihst patriarchy,
Wittig’s Les Guérillere$ metaphorically works against phallogocentric
tradition. The fact that the title of the work ifsés a neologism
emphasizes the performative potential of the piddet is to say that
reading it serves to contextualize for the reades exactly theguérilléres
are (and what thegio), which in turn triggers a structural reorganiaatbf
linguistic significance. The already fragmentarxttés punctuated at
regular intervals by a long series of women's namested in capital
letters that begins and ends with a sort of paetinifesto. At the end of
the book, Wittig includes a list of previously pishied works she drew
from when writingLes Guérilleres explaining: “Les Guérilleres sont le
lieu de rencontre de quelques textes, dans les@iesls« prélevements »
ont été effectués, a la fois comme références dustorico-culturelles du
livre et comme des distances que le livre tentgpéfer par rapport a
elles.” These names are borrowed from other contextspreppated as
active participants in an antimisogynist and anéhesexist society, recast
asguérilleresworking against a linguistic tradition that subsssallesin
ils.

The text is circular in the sense that, on a micletvel, victory in the
war againsils takes place at the end of the book althoaligss has been
the universalized subject pronoun since the bobkginning. The first
page announces: “ELLES AFFIRMENT TRIOMPHANT QUE OUT
GESTE EST RENVERSEMENT®"Here, Wittig plays on the notion of
joindre le geste a la parolelefinitively inscribing her text as an act of
overthrow.Les Guérilleregestures linguistically at toppling an oppressive
discourse by reclaiming/rewriting women'’s literayr history, and
language, as marked by the systematic usage oprthreounelles The
performative nature of the text itself, even whensidered independently
from Wittig's political project, is further undersed by the repetition of
“elles disent,” which is written nearly forty timélsroughout the relatively
short work and succeeds in drawing our attentionrtting’s transformative
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force. In a particularly striking example, languageapacity to effect
material change is emphasized: “Elles disent [.Is]t'ont toujoursdans
leurs discourstrainée dans la boue. Elles disent, ils t'olains leurs
discourspossédée violée prise soumise humiliée tout leanls® In this
passage, the performative force is doublelkstake action in their own
“discours” rising up against what language hasohistlly perpetuated
against them. While the expression “traine[r] denboue” and the series
of verbs including “posséde[r]” and “viole[r]” caall be read figuratively
as demonstrative of the subjugation of women Wistigeks to subvert,
they also strongly evoke a physicality that lendgporeal dimension to
this linguistic fight. Similarly, the understandirtat language has the
performative potential to radically alter our wordhighlighted here:

Elles disent, je refuse désormais de parler cealgmgje refuse de
marmotter aprés eux les mots de manque manque wis p&@nque
d’argent manque de signe manque de nom. Je refugsedoncer les mots
de possession et de non-possession. Elles disefd, ra'approprie le
monde, que ce soit pour m'en déposséder aussitétce soit pour créer
des rapports nouveaux entre moi et le mdiide.

Wittig's elleswill not speak “ce langage,” but rather claim agetwseize
and expropriate the world as we have known it—dlitéeally makingLes
Gueérilleresa text that does what it says.

Whereas Wittig wrote to counter a linguistic ttah that both
precludes the lesbian and subsumes the linguistifsxhinine subject, in
the novelSphinx(1986)** Anne F. Garréta creates a queer counterpublic
that is oriented towards the preclusion of the ephof gender and/or
fixed sexual identity altogether. For although thender/sex of the two
protagonists is explicitly problematized, erotic sule itself is of
fundamental importance. The narrative focuses dova affair between
A*** and the narrative voicge, both of whom remain free of linguistically
gendered markers. Even as they engage in a sexa#ibnship they are
never described in ways that follow from traditibrgender norms.
Although secondary characters in the novel are ethrks feminine or
masculine, A*** and je remain both mimetically and diegetically
“androgynous.” Garréta, a member of the experiniewtiter's group
Oulipo, accomplishes this linguistic challenge layrating the story in the
passé simpleand imparfait tenses, which are not inflected by gender.
Similarly, adjectives with gendered form are nediectly applied to the
characters themselves, only to attributes or aspefctheir persons. This
strategy is quite successful in French becausgrésence” can be read as
“her presence,” “his presence,” or even “hir presghthe genderqueer



6 Chapter One

alternative in English. Garréta relies heavily bis taspect of the French
language when depicting A*** ange, as exemplified in the following
passage:

Le plaisir que je prenais a sa présence ne tenaitapl'originalité de ses
vues non plus qu'a une identité de nos go(ts; mmusglisputions ni ne
discutions. Sa présence et sa conversation m'étaienagrément, tout
comme la contemplation de son corps ou de sa daggément esthétique
gue je ne saurais attribuer qu'a une légéreté @i savait se garder de
inanité. Frivole et grave, je ne puis mieux défiA***, dans la subtile
dimension d’une présence sans insistance quiditig@bpre'?

In one sense, the phrase “je ne puis mieux déAri” does seem to

draw the reader’s attention to the absence of geddeefinitions in the
novel, and thereforge’s inability to describe A** in other terms.
Likewise, it can be read metatextually as an allugb the experimental
nature of Garréta’s novel. And yet the ambiguity“j@f ne puis mieux
définir A**" also suggests that A*** could nobe better described; A***

cannot be defined, labeled or identified but existimately as an
inscrutable being—as a “sphinx” whose individualifiee of the mark of
gender, is uncompromised and whole. Gill Rye hateddhat Sphinx

exemplifies the kind of text where:

reading can be formulated as a dialogue which tgkese within a

framework of (changing) power relations. The indual reader has to
negotiate his or her particular reading in dialogigh, in response to, and
in interaction with (and against) the teéxt.

Rye suggests that the uncertainty cultivated bardity works such as
Garréta’s might serve to enmesh the readers’ oemtiiies in the reading
of the text, thus generating the creation of a tew* In this way,Sphinx
actively participates in queer world-making, notlyoby presenting a
counterpublic that realizes the preclusion of “gatidbut also by
challenging its readers’ preconceptions about lagguand personhood,
inviting us to think about—and live in—the worldféirently.

On a mimetic level, both A*** ange embody traditionally contradictory
attributes in respect to gender. A*** is a musckbmhcer with a shaved
head who, as is typical of many entertainers, isroputting on make-up.
Jeis a quiet intellectual, a student of theology wieromes a D.J. at a
club after drinking there with a professor from geademy, and frequents
a variety of bars that cater to women and men, ljoier and straight.
However, it is interesting to note that Garrétanseao foreground other
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aspects of identity in the text, such as race daskceven as her writing
precludes the existence of gender and by exterisied sexual identity.
For example, A*** js black and moved to Paris frdtarlem. Andje, a
relatively affluent white Parisian with no obserlakfamily (save a
deceased grandmother whose apartmgntinherits) develops close
relationships with A***'s family in New York. One ight hence suggest
that Garréta’s writing argues both explicitly amdpiicitly that although
the notion of gender requires fluid conceptual@adi (or even annihilation
altogether), other aspects of personhood such @s aad class are not
mutable or permeable artifices but rather demandiosuolturally
contextualized recognition.

In another of Garréta’s works entitl®és un jour(2002)™ the focus is
not on the preclusion of gender but on a constasitadbilization—that is to
say a queering—of subjectivity itself. In tlaate scriptumto the novel,
she explains that her project is to randomly remblmemories of women
and desire, and to alphabetize them:

Tu tassigneras cing heures [...] chaque jour, unsndirant, a ton
ordinateur, te donnant pour objet de raconter levaoir que tu as d’'une
femme ou autre que tu as désirée ou qui t'a dédigeécit ne sera que
cela, le dévidage de la mémoire dans le cadret stfiecn moment

déterminé. [...] Tu les prendras dans l'ordre ouselle reviendront a
I'esprit. Tu les coucheras ensuite dans I'ordresirapnnel de I'alphabét.

The text is composed of @mte scriptumapost scriptumand a series of
twelve narratives positioned alphabetically in tio®k although in the table
they are listed chronologically by the night thegrey written. In the very
least, this strategy incites two discrete readipgreaches—alphabetical
and chronological. Although many of the distinctratives do contain
metatextual references to the writing project fisile content of each is
entirely independent from the others on a mimetiel; each experience
of desire is contained within its ownuit and there is no overlap between
the women or occurrences invoked. The novel's timeracontinuity is
intentionally fragmentary, lending a certain rantd@ss to memories
Garréta endeavors to render (more) “impersonneltdmsigning them to
the alphabet.

The inherent structural fragmentation Pas un jouris bolstered by
Garréta’s stylistics in ways that definitively integate the cohesiveness of
“subjectivity.” The author's heavy usage of puntima—particularly
ellipses and parentheses—and frequent fluctuatieteeen narration in
the present and past that weave together philosabpfeflections éssai3
and autofictional accountshiétoire§ encourage the reader to replace
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notions of fixed subjectivity with the concept ofdividuations of being,
each individuation existing autonomously and imaonal particularity.
Here, for example, the continuity of th&cit is broken:

Tu t'ennuyais donc mortellement a ce colloque on lvait réuni, sous tu
ne sais plus quelle prétexte, une palette d'unieémss et d’'écrivains
divers. (Il te suffirait de fouiller dans une defiep de dossiers qui
encombrent ton bureau et en quoi se résume |'actié/ta vie objective
pour retrouver le programme du colloque et le teyde tu y pronongas,
mais & quoi bon? [...J)!

This parenthetical interjection acts as a sortheftrical aside that draws
the reader's attention to the fabrication of Gargétnarrative—not
necessarily fabrication in the fictitious sense, father as it might connote
the creation of a text crafted from the interpldyr@mémorationand the
author’s explicit references to the unique writcttpllenge she sets out to
realize via this recollection.

At other points in the novel, a slippage in veghges creates a sort of
mise en abymthat infinitely complicates the text and its nanatvoice.
The section entitled “E*” is of particular intereist this respect. During
this night of writing,tu recounts having met a novelist at a conferenclk wit
whom she engaged in frequent debates before pgrosi@ of her novels
for long enough to be able to discuss it with hedianer—all of which is
narrated in thémparfaitandpassé simpléenses:

On se sépara donc aprées diner sur un excellentngertet tu regagnas ta
chambre d’hétel [...] Tu étais en calegon et la beoasdents en main
lorsque le téléphone sonna. Ta romanciéere te paitpds la rejoindre au
bar prendre un dernier verre. Ca ou l'insomnie.. dnfifas ton pantalon et
pris I'ascenseut?

It is at this moment in the text that the narratghifts into the present
tense: “Tu es assise [...] Le bar est [...] Elle paike [...].”*° This
interlude continues in the present tense and eritistuvgoing back up to
her room. But the text becomes cyclic as we reag @gain: “Tu étais en
calecon et la brosse a dents en main lorsque &phéhe sonna’®
However, this timeau ventures to E¥'s room and they engage in a sexual
encounter, the past tense narration of which esdabauptly as the act
itself:

A quel moment s’emparerait-elle de ta main pouotaer, la contraindre a
conclure, la fixer dans sa chair et d'un coup desrese délivrer de
'insoutenable fuite du plaisir? Mais c’est le tesrghe la remémoration qui
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a présent te presse de conclure. Le réveil a sofunde souviens avoir
interrompu ta caresse inachevée.

In this récit, Garréta playfully collapses the distinction betwea sexual
act and a textual one—between a moment chargedengtic tension and
a narration that leaves the reader with a sensiadhevementhat
parallels that of E*. The author’s narrative voiseeither anchored to the
present nor the past, but is in constant osciltaéi® myriad individuations
of tu.

Although the narrative voice is almost always refeed adu, the
subject pronounje does appear in three different passages, further
accentuating the instability of subjectivity in tm®vel?* In the most
striking example, Garréta underscores this rupbeteveentu andje with
her characteristic parentheses, ellipsis, and muestark:

Tu ne le savais pas alors, t'en tenant au conampfotable d’'une amitié
qui aurait digressé en désir, tu ne le savais pa®re au moment
d’entreprendre la rédaction de cette nuit, maiastaimé K*, et j'éprouve
soudain avec cing ans de retard la douleur d'gweidu une femme que
j'aimais (—que tu aimais?...) sans I'avoir jamaigs

Given that ‘I' (e) and ‘you’ ¢u) are grammatically opposed pronouns in
the instance of discouréjt seems as though the inherent tension within
Garréta’'s second person narrative voice is onlyh&éur exacerbated by
these passages where ‘I' is written after all. larenways than one, the
following commentary in thante scriptumdoes metatextually shed light
on the question of cohesive subjectivity in thet:téfOn ne peut plus
radicalement différer ni dissembler de soi-méme tuentreprends ici de
le faire.”® Of course, on one level it can be read as antati®s that this
project is anything but typical of the way Garrémtes. But it is equally
important to note the irony of writing that one nah differ more from
oneself than ‘you’ (‘' in the autofictional guise ‘you’) are setting out to
do in undertaking such a project. Ras un jour Garréta succeeds in
undermining the commonly accepted diametric opfsibetween these
pronouns. Unsurprisingly, our understanding of ti@rative voice is
troubled even more in theost scriptumas it is explained that at least one
of these “recollected” stories is in truth a puabrication, and the reader is
encouraged to actively “cherche[r] la fictioff. By fluctuating between
two genres, between narrative and essay, Anne F.é@adraws our
attention to the perpetually shifting ground upothick identity is
constructed and interrogates the cohesivenesaibjestivity” itself.
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Whereas Garréta’s work precludes the notion of gefid the case of
Sphiny and irrefutably problematizes fixed subjectiVitly the case oPas
un jour, Nina Bouraoui'sMes mauvaises pensé&x005f’ emphasizes
polyvocality, infinitely complicating and multiplgg subjectivity. Here,
being is conceptualized in constellations, not onlth other people but
also with cultural and geographical bodies—the Aleof Bouraoui's
father and her mother's France, for example, or waters of the
Mediterranean as she swims. The text is a pluralitparratives woven
together and thus nothing about the narrative v@écés permanently
identifiable. Written as a single paragraph, even form of the novel is
expansive and consuming, creating a structuradifipithat complements
the protean nature of the narrative voice. The itself is addressed as a
confession to the author’s therapist that openg:wite viens vous voir
parce que j'ai des mauvaises pensées,” and cloges“@uand je viens
vous voir, je garde l'idée d’'une confessidh.The resemblance of these
opening and closing sentences gives the narrativdraular quality,
gesturing towards a continuation of this streamcohfsciousness ad
infinitum. As Bouraoui comments numerous times tigtwout the book,
hers is an “écriture qui saign€.In this way, when an event or recurring
experience from the past is recounted, it is neakllyays in the present
tense, as though it is being re/experienced imtbenent it is written, in
the moment it is shared with “docteur C™:

Avec vous, je suis dans la vitdans ma vie, dans ses replis et c’est une
facon pour moi de retrouver I'écriture, de la fearilou de la fonder, je sais,
je comprends mieux, j'écris sur le sensible, clast écriture vivante, je
suis un auteur vivant, la disparition de I'écritest aussi I'effacement du
sentiment de vie ; I'abandon, c’est la mort, I'alxse c’est la mort, parce
que j'ai si peur pour ma mere, quand elle travigseues d’'Alger, quand
elle rentre par la route moutonniéere, quand etleadia campagne: « Je vais
derriere le champ, les marguerites me semblentgiarsdes. » Elle est la
et elle n’est plus 13

In a single sentence, Bouraoui's narrative voicekpiup threads of
memories of the past and weaves them into the prasith a simple
“parce que.” The author’'s notion and implementatm“écriture qui
saigne”—of “écriture vivante"—invites us to recoptealize the
relationship between physical bodies in time anacepand writing as an
instrument of material connection. Whereas Hélénzos posited
écriture féminin& as a consubstantial correlation between writing) te
body through which women might escape phallogoaeniradition,



