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ABSTRACT

In the late nineteenth century, women writers seek to emancipate the feminine subject from the plots of a phallocentric tradition which transmitted repressive models of femininity. The short stories ‘Werde, die Du bist’ (1894) by Hedwig Dohm, ‘Eine Ausschweifung’ (1898) by Lou Andreas-Salomé, and Gabriele Reuter’s Ellen von der Weiden (1900), show how women writers of the fin de siècle engaged with the binary opposition of body and mind of Western philosophy and thus with the problem of the patriarchal identification of the mind with the masculine and the body with the feminine. In stories juxtaposing male doctors with women whose gendered identity is placed under scrutiny, the authors critique the contemporary medicalisation of female sexual desire, and they explore the gender anxiety of modernity, drawing on Nietzsche’s critique of bourgeois morality. Analysing these works against the background of feminist theory, I argue that they powerfully reveal the connection between contemporary social discourses and women’s experience of desire.

Die Geschlechterstereotypen der bürgerlichen Literatur, die die bestehenden Machtverhältnisse unterstützten, wurden im ausgehenden 19. Jahrhundert häufig in den Werken von Schriftstellerinnen problematisiert. Auf der Grundlage von Analysen von Hedwig Dohms ‘Werde, die Du bist’ (1894), ‘Eine Ausschweifung’ (1898) von Lou Andreas-Salomé und Gabriele Reuters Ellen von der Weiden (1900) zeigt dieser Beitrag, wie sich Autorinnen mit der binären Opposition von Körper und Seele auseinandersetzen und darüber auch das binäre System der Geschlechter problematisieren. Unter Rückgriff auf Nietzsches Kritik der abendländischen Kultur beleuchten diese Erzählungen die Geschlechterkrise der Moderne. Durch die Figurenkonstellationen von (männlichen) Ärzten und ihren Patientinnen verweisen Dohm, Andreas-Salomé und Reuter kritisch auf die Medikalisierung der weiblichen Sexualität um die Jahrhundertwende und gehen der Frage nach, wie die weibliche Körperwahrnehmung über soziale Diskurse beeinflusst wurde. 

In nineteenth-century fiction, plots in bourgeois literature shaped women’s lives coherently into patterns which endorsed a restrictive ideology of conventional femininity. However, as women participated in wider modern and avant-garde movements of social and artistic emancipation during the fin de siècle, their writing increasingly turned to the negative impact of the prevailing gender order on individual women. Their writings expose ‘the regulatory practices that govern gender’,[endnoteRef:1] against the background of a mainstream masculinist modernism whose ‘unprecedented preoccupation with gender’ according to Marianne DeKoven and others, is connected with a ‘fear of women’s new power’.[endnoteRef:2] The narratives treated here, ‘Werde, die Du bist’ (1894) by Hedwig Dohm, Lou Andreas-Salomé’s ‘Eine Ausschweifung’ (1898), and Ellen von der Weiden (1900) by Gabriele Reuter, stand in the nineteenth-century German tradition of the novella as a case study of behaviour which deviates from the social norm.[endnoteRef:3] They can also be read as ‘Krankengeschichten’,[endnoteRef:4] and draw attention to what Foucault identified as the medicalisation of female sexuality, in the context of attempts by bourgeois society to subject the body to ever greater discipline.[endnoteRef:5] The protagonists manifest desires or behaviour which makes their gendered behaviour ‘unintelligible’, in Judith Butler’s terms, to themselves and those around them, and in their first-person accounts they therefore seek to put their own gender into discourse.[endnoteRef:6] The resulting texts – fragmented diary and epistolary recollections – call into question the coherence of the fictional authors’ subjective identity and hence the stability of the narrating self.[endnoteRef:7] They suggest that it is by struggling with this incoherence that the self is ultimately given a provisional shape.  [1:  Judith Butler, Gender Trouble: Feminism and the Subversion of Identity, first publ. 1990, New York 1999, p. 23.]  [2:  Marianne DeKoven, ‘Modernism and Gender’, in The Cambridge Companion to Modernism, ed. Michael Levenson, Cambridge 2011, pp. 174-93 (p. 174). ]  [3:  See especially Petra Rau, ‘The Poetics of Pathology: Freud’s Studien über Hysterie and the Tropes of the “Novelle”’, GLL, 59 (2006), 62-77.]  [4:  See, for example, Deborah Holmes, ‘The Re-Writing of Lou Andreas-Salomé’s Eine Ausschweifung’, GLL, 68 (2015), 611-25 (625).]  [5:  Michel Foucault, The History of Sexuality, 3 vols, London 1979-1984, vol. 1: The Will to Knowledge, pp. 120 and 140.]  [6:  Butler, Gender Trouble, p. 23.]  [7:  Cf. the works by (male) modernist authors in Ritchie Robertson, ‘Gender anxiety and the shaping of the self in some modernist writers’, in The Cambridge Companion to the Modern German Novel, ed. Graham Bartram, Cambridge 2004, pp. 46-61 (pp. 47-8).] 

In these stories, the constellation of female patients juxtaposed with male doctors draws attention to a phallocentric conception of the relationship between mind and body, which feminist cultural theorists such as Judith Butler have diagnosed as lying at the heart of Western thought.[endnoteRef:8] In this binary relationship the mind is traditionally conceived as the masculine domain, and the body as feminine. This gendered opposition feminises the turbulent inner reality of bodily instincts and genders the power to control them as masculine. Women writers’ preoccupation with the doctor-patient binary in the 1890s and 1900s is an ongoing critical engagement with the cultural association of the woman with the body and her exclusion from the realm of the intellect.[endnoteRef:9] This binary opposition reveals what Elizabeth Grosz has conceptualised as ‘the patriarchal rationalization of male domination in terms of the fragility, unreliability, or biological closeness to nature attributed to the female body’.[endnoteRef:10] In ‘Werde, die Du bist’, the protagonist, Agnes Schmidt, a widow and mother of adult children, is confined to an asylum under the care of a male doctor. In the narrative frame it is revealed that when travelling to Capri she has fallen in love with the doctor’s younger colleague, something doctors treat as a symptom of her madness. However, in a diary it is revealed that she desires to transcend her body altogether in order to be accepted by the younger doctor as a spiritual equal. Agnes is unable make a claim to an intellectual or spiritual life while at the same time affirming her corporeality. In Reuter’s Ellen von der Weiden, the eponymous protagonist marries a Berlin doctor, who runs an asylum treating women for nervous illness. Ellen’s sexual attractiveness resides in her connection to nature and to her instincts, yet this is also the force which impedes her integration in a society which still so strongly values self-sacrifice and a repression of the physical, particularly in women. Ellen refuses to conform to the life of a doctor’s wife in society, and instead acts on her powerful experience of love for a modernist artist. In ‘Eine Ausschweifung’, whose narrative takes the form of a letter to an unnamed male admirer, the protagonist Adine describes her recent return to her hometown where she once nearly married the doctor, Benno Frensdorff. Adine experiences a powerful masochistic desire for Frensdorff, which she seeks to understand in her letter. As is the case with the other protagonists, Adine’s sexual desire deviates from socially prescribed norms.  [8:  See Butler, Gender Trouble, p. 17, as well as Judith Butler, Senses of the Subject, New York 2015, especially ch. 1, ‘How Can I Deny That These Hands and Body are Mine?’, pp. 17-35.]  [9:  See the examples from Helene Böhlau’s Halbtier! (1899) and Ilse Frapan’s Arbeit (1903) analysed in Charlotte Woodford, Women, Emancipation and the German Novel: Protest Fiction in its Cultural Context 1871-1910, Oxford 2014, pp. 75-90 and pp. 149-52.]  [10:  Elizabeth A. Grosz, Volatile Bodies: Towards a Corporeal Feminism, Bloomington, IN, 1994, p. xiv.] 

The male doctors who feature in each story are agents of the discipline that society seeks to exert over ‘the performances of the body’.[endnoteRef:11] In Dohm’s ‘Werde, die Du bist’, Doktor Behrend controls his patient Agnes’s contact with the outside world; he also regulates her refusal to conform to social convention with gestures and a reminder of social prohibitions: ‘[er] ergriff die Irre am Arm und sagte hart und laut, wie er sonst nie zu ihr sprach: “Besinnen Sie sich, Frau Schmidt, vergessen Sie nicht, daß Sie eine alte Dame sind”’ (p. 36). The doctors’ masculinity is enhanced by their professional power. Benno Frensdorff in ‘Eine Ausschweifung’ is an ‘Irrenarzt’ in a small town where his professional and personal identities have merged in the eyes of those around him, and Adine cannot imagine his pursuing any other profession (p. 141). In Ellen von der Weiden, the asylum run by Fritz is described as his ‘Reich’ and his sovereignty over his women patients is clear from his behaviour: ‘Er hatte beinahe etwas Königliches in der ruhigen Bestimmtheit, mit der er seine Befehle gab’ (Ellen, p. 15). Fritz and Benno, in particular, appear to live for their work, embodying the discipline of their profession in their very selves. As Foucault suggests, they have directed ‘the energy available for useless pleasure toward compulsory labour’.[endnoteRef:12] [11:  Foucault, p. 120.]  [12:  Foucault, p. 120. See also pp. 139-41.] 

In these stories, epistolary and diary forms allow a search for some kind of emancipation through the process of putting the gendered self into language. By subjecting the unruly body to the rational discourse of language, self-narrative offers women protagonists the possibility of shaping an identity. In Nietzsche’s Die fröhliche Wissenschaft, the question, ‘Aber warum schreibst denn du?’, is answered with an expressesion of the compulsive nature of writing as a potentially cathartic experience: ‘Schreiben ist für mich eine Nothdurft, […] ich habe bisher noch kein anderes Mittel gefunden, meine Gedanken los zu werden, […] Warum ich will? Will ich denn? Ich muss.’[endnoteRef:13] These thoughts are echoed by Agnes Schmidt, in ‘Werde, die du bist’, whose diary begins: ‘Ich muß schreiben – ja – ich muß! Sonst – was sonst? Ich weiß es nicht,’ and who later asserts: ‘ich muß schreiben, damit ich nicht verrückt werde’.[endnoteRef:14] Similarly, Reuter’s Ellen exclaims: ‘Ich kann das nicht länger aushalten – ich werde verrückt…’.[endnoteRef:15] For Adine, the protagonist of ‘Eine Ausschweifung’, writing is a seemingly compulsive response to the involuntary nature of the memories which resurface: ‘Warum sitze ich hier am Tisch gebückt, tief gebückt, und schreibe und schreibe, in allen Nerven gebannt vom Rückblick in meine Vergangenheit?’[endnoteRef:16]  [13:  Friedrich Nietzsche, Werke: Kritische Gesamtausgabe, ed. Georgio Colli and Mazzino Montinari, Berlin 1967-, V/2, pp. 13-335, Die fröhliche Wissenschaft, §93, p. 124. ]  [14:  Hedwig Dohm, ‘Werde, die Du bist’, in Ausgewählte Texte, Berlin 2006, pp. 33-92 (pp. 39-40). All further page references will be given in brackets and refer to this edition. First publ. as Wie Frauen werden. Werde, die Du bist, Breslau 1894. ]  [15:  Gabriele Reuter, Ellen von der Weiden, Berlin [1900], p. 9. All further page references will be given in brackets and refer to this edition.]  [16:  Lou Andreas-Salomé, ‘Eine Ausschweifung’, in Fenitschka. Eine Ausschweifung. Zwei Erzählungen, Stuttgart 1898, pp. 99-178. All further page references will be given in brackets and refer to this edition. See http://www.deutschestextarchiv.de/book/view/andreas_fenitschka_1898  (accessed on 15 July 2015). As Deborah Holmes has analysed, the story is a revision in modified form of the novella published under the title ‘Ein überlebter Traum’, in Westermanns Illustrirte Deutsche Monatshefte, 82 (April 1897), 644–59 and 761–78. See Holmes, ‘Re-Writing’.] 

This language of compulsion and incipient madness suggests the fictional writers see themselves as occupying a liminal state between bodily health and nervous illness. Foucault comments that it is ‘through sex […] that each individual has to pass in order to have access to his own intelligibility […], to the whole of his body […], to his identity’.[endnoteRef:17] The first-person narratives indicate, however, that finding a language through which to express sexual desire and gendered identity is not so easily achieved in a sexual economy in which sex ‘belongs, par excellence, to men’.[endnoteRef:18] In the fragmented diary entries by Agnes (‘Werde, die Du bist’) and Reuter’s Ellen, a narration of the sense impressions derived from the body builds up a picture of the self. However, the use of imagery in the following passage from ‘Werde, die Du bist’ suggests it is by no means a coherent picture: [17:  Foucault, p. 155.]  [18:  Foucault, p. 153.] 


Heut war mir’s, als ob ich in der Luft auf einer Strahlenbrücke stünde. Ein Zug von Genien, mit Rosen bekränzt, schwebte mir entgegen, unter süßem Gesang Blumen streuend. Ich strecke die Hand aus nach den Blumen. Da braust aus dunklem Gewölk jäh eine wilde Jagd heran. […] Ich stürze hinab, und ich liege am Strande mit einer Wunde in der Brust. Der Sand trinkt mein Blut, und lange, rötliche Gräser wachsen hervor, scharf wie Schwerter (pp. 69-70).

Agnes’s inner psychological turmoil manifests itself through her attempt to interpret the sensations of her unruly body. The language she uses juxtaposes harmonious imagery reminiscent of Christian art with the mythological image of the wild hunt, suggestive of deep, troubling forces within the self. The reference to the wild hunt, with its associations to the mythological figure of Wotan, alludes to primordial instincts not fully understood by the writing self. Their involuntary resurgence gives rise to a fear of punishment, as indicated by the sexualised images of the wound, vampirism and sword-like blades of grass. The vision could even be diagnosed through Nietzsche’s Die Geburt der Tragödie as a Dionysian state of ‘Selbstvergessenheit’ culminating in ‘aus Schmerzen geborene Wonne’. [endnoteRef:19] The imperative in the title of Dohm’s ‘Werde, die Du bist’ is thus problematised by the narrative form which, by giving expression to such visions which emerge from the depths of Agnes’s psyche, suggests internal divisions which impede self-knowledge. Ellen in Reuter’s novel describes the process of writing her diary as ‘Selbstzergliedern’ (Ellen, p. 79), a forensic process of self-analysis, but this dissection of the psyche in itself also implies that the (rational) writing self is not altogether synonymous with the self to be dissected.[endnoteRef:20] As Judith Butler reminds us, ‘although the body depends on language to be known, the body also exceeds every possible linguistic effort of capture’.[endnoteRef:21]  [19:  Nietzsche, Werke, III/1, pp. 5-152, Die Geburt der Tragödie, §4, p. 37.]  [20:  On other women writers’ use of dissection as a metaphor for the writing process, see Woodford, Women, Emancipation and the German Novel, pp. 84-7 and p. 96.]  [21:  Butler, Senses of the Subject, pp. 21-22.] 

In ‘Werde, die Du bist’, Dohm upholds the Cartesian dualism between mind and body so as to lay claim to the possibility of spiritual transcendence in a society which undervalues women’s physical selves and excludes them from the intellectual sphere. The nearly sixty-year-old protagonist Agnes, incarcerated in an asylum for ‘hysterical’ patients, is encountered in the narrative frame through the eyes of two male doctors, and they treat her expression of desire for Johannes, the younger of the two, as a case of ‘erotische[r] Wahnsinn’ or ‘Anachronismus des Herzens’ (pp. 36 and 38). In her own fragmented diary entries, Agnes explores her social performances as wife and mother and the alienation from herself which these brought about; she also casts light on the mechanisms of repression which impeded her development of a sexual identity. Agnes expresses a hope that reading her diary might be of benefit ‘für die andern – die andern Frauen’ (p. 39). The identificatory potential of the narrative is intended to empower others to recognise similar structures of oppression in their own lives before it is too late. But far from viewing her own madness negatively, Agnes asserts that true sanity is to be found in the asylum and her escape into the world of the mind, in contrast to the madness of her earlier life. Dohm’s protagonist, in the past, was defined by her reproductive body and she cannot now see any social value in her aging body, so she seeks to transcend gender altogether through the spiritual. The novella culminates in Agnes’s death, stylised in the narrative frame with overtones of religious symbolism, which consolingly suggests it to be a re-birth and a process of transcendence. In a narrative so strongly focused on the desire for social and sexual emancipation, the plot’s culmination in the failure of Agnes’s attempt to escape patriarchal structures might seem to offer little hope to the female reader, and the conventional poetic treatment of the female protagonist’s death stands in an uneasy relationship with the feminist resistance offered by the attempt at self-fashioning in the diary.[endnoteRef:22] To understand this ambivalence, attention must be paid to Dohm’s understanding of the relationship between the mind and the (gendered) body. The narrative validates the spiritual over the material, suggesting that the path to emancipation is through realm of the mind or soul, which appears to be encoded as the gender-neutral or universal subject of humanist tradition. However, such a route to emancipation implies that Agnes’s existence as an embodied subject is simply not viable, and given the identification of the mind with the masculine and the body with the feminine, the narrative therefore fails to challenge the encoding of the ‘universal’ subject of humanism as, in practice, a masculine subject. As Anna Richards argues, Agnes is only able to find freedom through escape from the body, something to be found in a retreat into the mind (‘Großes habe ich gedacht, Herrliches geschaut’, p. 38), and in death (‘ob ich im Jenseits werde, die ich bin?’, p. 92).[endnoteRef:23] Agnes’s death thus fails to permit a revaluation of bodily (feminine) sensation, and so, while the narrative calls for a process of emergence or becoming, little opportunity exists for becoming a woman. [22:  See Anna Richards, The Wasting Heroine in German Fiction by Women 1770-1914, Oxford 2004, pp. 184-7.  See also Ruth Ellen Boetcher Joeres, ‘Die Zähmung der alten Frau: Hedwig Dohms Werde, die du bist’ in Die Widerspenstige Zähmung: Studien zur bezwungenen Weiblichkeit in der Literatur, ed. Sylvia Wallinger and Monica Jonas, Innsbruck 1986, pp. 217-28, and Abigail Dunn, ‘‘Ob im Tode mein ich geboren wird?’ The Representation of the Widow in Hedwig Dohm’s ‘Werde, die du bist’’, in Women and Death: Women’s Representations of Death in German Culture since 1500, ed. Clare Bielby and Anna Richards, Rochester, NY 2010, pp. 88-100.]  [23:  Richards, Wasting Heroine, p. 187.] 

The problem of this gendered mind-body dualism resurfaces in the symbolic structure of Dohm’s novella, and again suggests that the path to emancipation is by transcending the gendered body. If Dohm’s novella has a ‘falcon’, à la Paul Heyse, then it is the dried passion flower which Agnes is holding at the start of the novella, and which she throws at the doctor Johannes, who had worn it in his button hole during his earlier encounter with Agnes on the island of Capri. Agnes travelled to the island in search of self-fulfilment, and fell in love with Johannes, who in turn professed to have been captivated by the sight of Agnes balanced on a rock, gazing out to sea, almost like Psyche, Cupid’s beloved. But she is not completely like Psyche, for her age now disrupts the image Johannes has of her, and she overhears him referring to her with some misogyny as ‘die Großmutter Psyche’, an aged caricature of the beautiful mythical figure (p. 38), in a betrayal of her trust which leads to her nervous illness. The passion flower points to Agnes’s love for Johannes as central to the novella, but is at the same time a reference to her attempt at self-definition through the spiritual rather than the physical. She describes the flower, as worn by Johannes, as being: 

eine Art Ordenskreuz, ein Zeichen, daß er [Johannes] zu einer Gemeinde gehört, die still sich bildet. Tolstoi ist einer ihrer Ordensmeister. Er sagt es selbst, sein Ideal ist nicht das des größten lebenden Philosophen: ‘der Übermensch’; es ist der ‘Mitmensch’. Seine Religion ist Nächstenliebe (pp. 83-4). 

The passion flower signifies Johannes’s membership of the theosophy movement. As Agnes records in her diary, theosophy emphasises an ethical way of life which places first and foremost a life lived for others, which she contrasts to Nietzsche’s individualistic emphasis on the ‘Übermensch’. The movement drew extensively on the ideas of Buddhism, including the proposition that all souls are identical with and a part of the higher or supreme soul which is in all things. Agnes describes her love for Johannes in the terms of a meeting of minds or souls, a superior form of love to ‘sinnliche Liebe’: 

Freier, reiner ist, was ich empfinde, eine intime, begeisterte Genossenschaft, geboren aus der herztiefen Sehnsucht nach Mehrsein, nach einem Mehrerkennen, Mehrfinden, Weiterschauen. Das zärtliche Ineinanderschmiegen von Stimmungen und Gedanken, ja, auch sie sind eine zarte Wollust, und die Küsse, die nicht auf die Lippen geküßt werden, sondern von Seele zu Seele (pp. 87-8). 

Agnes, seeking emancipation from her objectification as a sexual being, but also conditioned by the social discourses which render female sexuality taboo, appears to have sublimated her desires into the socially-sanctioned mode of spiritual love, in the hope of finding an affirmation of her human worth. In this way, she has renounced bodily pleasure in an act of repression whose fragility can be seen in the symbolic structure of her visions. 
In Lou Andreas-Salomé’s ‘Eine Ausschweifung’, the protagonist Adine experiences a thrill from the dangers of self-annihilation through sexual submission. In the story, as others have explored, Adine narrates retrospectively how her present sexual relationships are impeded by a long-standing attachment to her cousin and former fiancé, Benno Frensdorff.[endnoteRef:24] ‘Eine Ausschweifung’ highlights the impossibility of determining what constitutes an authentic feminine sexuality by revealing the interconnectedness of mind and body and asking whether the experience of the body and its desires can be disentangled at all from the cultural discourses through which women’s social subordination has been reinforced. Andreas-Salomé turns to early psychoanalytic models to explore through narrative the relationship between the conscious mind, on the one hand, and instincts and drives on the other.[endnoteRef:25] In Josef Breuer’s early psychoanalytical treatment of the patient Anna O. (1895), Breuer and Freud claimed that ‘hysterical’ symptoms could be alleviated when the workings of the unconscious mind were revealed to the patient; and concluded that ‘der Hysterische leide grösstentheils an Reminiscenzen’, involuntary memories whose recurrence affects the subjects’ behaviour.[endnoteRef:26] In her diary, Adine’s language echoes these ideas when she recalls how a journey home was also a journey into a past attachment that has determined her psychic development. In the phrase: ‘Ich war ja heimgekommen, um Reminiszenzen zu feiern’, Adine concedes that her journey home did not so much enable a celebration of memories, but an awakening of the involuntary masochistic tendencies through which her erotic responses are unconsciously shaped (p. 133). In her narrative account she reveals the powerful effect of the past on the present (‘auf mein wirkliches Leben’, ibid.), and the uncanny reality of the psychic life of the subject, the ‘heimlichen, unkontrollierbaren Nerveneindrücke’ (p. 102), which, according to psychoanalysis, can be better understood by creating a narrative to open it up to scrutiny.[endnoteRef:27] [24:  See especially Brigid Haines, ‘Masochism and Femininity in Lou Andreas-Salomé’s Eine Ausschweifung’, Women in German Yearbook, 10 (1994), 97-115; and Nicholas Saul, ‘…das normale Weib gehört der Zukunft’: Evolutionism and the New Woman in Leopold von Sacher‐Masoch, Frieda von Bülow and Lou Andreas‐Salomé’, GLL, 67 (2014), 555-73.]  [25:  Cf. ‘[…] ebenso wenig ist “Bewusstsein” in irgend einem entscheidenden Sinne dem Instinktiven entgegengesetzt, - das meiste bewusste Denken eines Philosophen ist durch seine Instinkte heimlich geführt’, Nietzsche, Werke, VI/2, pp. 3-255, Jenseits von Gut und Böse, I, §3, p. 11. ]  [26:  Josef Breuer and Sigmund Freud, Studien über Hysterie, Leipzig 1895, p. 5. http://www.deutschestextarchiv.de/book/view/freud_hysterie_1895?p=11 (accessed on 29 June 2015).]  [27:  Cf. the division or ‘Spaltung der Psyche’ suggested by Breuer and Freud, p. 197: ‘Alle intuitive Thätigkeit ist geleitet durch Vorstellungen, die grossentheils unterbewusst sind. Es werden eben nur die hellsten, intensivsten Vorstellungen vom Selbstbewusstsein wahrgenommen, während die grosse Masse actueller aber schwächerer Vorstellungen unbewusst bleibt’, Breuer and Freud, p. 195.] 

Adine acknowledges her masochistic attraction to Benno (her ‘erschlaffende Gefühlsausschweifung’, as echoed by the title) to be a deep-seated drive or instinct (‘Keine Liebe, – etwas Dunkleres, Triebhafteres’, p. 134), which she connects to formative experiences of her childhood, to her mother’s self-sacrificing behaviour, and to the recollection of her nursemaid relishing the blows wielded by her husband. These appear to have imprinted on Adine’s mind the association of pleasure with pain. Moreover, in considering the sources of her masochism, Adine in ‘Eine Ausschweifung’ also wonders whether she bears traces of the Sklavenseligkeit’ (p. 105) of her female ancestors, passed down through ‘eine lange, unendliche Generationen lange Kette duldender und ihres Duldens seliger Frauen’ (pp. 174-5). The image suggests a gendered identity whose cultural conditioning has become an inherent characteristic, similar to how Nietzsche turns to Jean-Baptiste Lamarck’s theories of inheritance to explore the genesis of society’s moral codes: ‘Es ist aus der Seele eines Menschen nicht wegzuwischen, was seine Vorfahren am liebsten und beständigsten gethan haben. [...] Dies ist das Problem der Rasse’.[endnoteRef:28] However, the example in the story of the nursemaid also highlights what Muriel Cormican suggests is the ambivalence of Andreas-Salomé’s engagement with masochism in ‘Eine Ausschweifung’,[endnoteRef:29] since it shows the complex association between submission and agency, or slave identity and an instinct for freedom. After nursing Adine for nine months, Adine’s nursemaid stubbornly refused to return to her marital home, choosing instead to remain with her employer. She thrives on the husband’s blows as a sign of his power over her, yet at the same time she has pragmatically placed her own fulfilment as servant to Adine over obedience to the husband, and so her pleasure in submission is also connected with a sense of autonomy found in her separation from him.  [28:  Nietzsche, Werke, VI/2, pp. 3-255, Jenseits von Gut und Böse, §264, pp. 228-9, cf. Werke, VI/2, pp. 259-430, Zur Genealogie der Moral, I §10, pp. 284-8.]  [29:  Muriel Cormican, Women in the Works of Lou Andreas-Salomé: Negotiating Identity, Rochester, NY 2009, p. 32.] 

Adine’s original love affair with Benno, six years earlier, is described as one of the ‘jugendlich romantischen Marlittiaden’ to which young women succumb as a result of their early social conditioning. Her story is connected, then, to the cult of self-sacrifice and strength through submission propagated in popular culture, notably in the romances of Eugenie Marlitt. Those stories, serialised in the widely-read family periodical Die Gartenlaube from the 1860s to the 1880s, draw on the conventional plot of an innocent girl who gradually falls in love with an older, fatherly figure, so that her relationship invariably has a pedagogical dimension. However, while the youthful Adine originally succumbed to her love for Benno with similar innocence, the artist Adine narrating the story repeatedly emphasises the sexual excitement evoked by the thought of masochism and the performance of masochism. Andreas-Salomé takes conventional gender roles, then, and distorts them by highlighting the eroticism inherent in Adine’s ideal of subordination to Benno. In this way she also emphasises the power of the inner drives and sexual instincts, whose awakening through these feelings of subordination ironically gives rise to a feminine subject whose sexual agency is a challenge to masculine power. 
In the climax to the story, Adine recognises Benno’s own physical need for her, and in this need also his vulnerability. Benno’s power over Adine is revealed as illusory, to her disappointment, when he is overcome by his own bodily impulses. Alone with Adine, he emits a sound that is not a word but just a noise, the expression of some emotion deep within him, and he kisses her:  ‘wie jemand trinkt, der, an der Stillung seines Durstes verzweifelnd, schon verschmachtend am Boden gelegen hat’ (p. 162). In this reversal of the former power relations, where he thanks her for not repudiating him, Adine finds herself incapable of experiencing erotic attraction towards him, but rather the image comes to mind of her as a motherly figure comforting an infant. She offers her body to him with devotion and self-sacrifice, but in this image Benno is infantilised. Judith Butler puts forward the idea that masculine power is an illusion based on a successful repression of the physical self and its needs, whose resurgence risks undermining masculine identity per se, whereby women’s role is to ‘reassure [masculine] power of the reality of its illusory autonomy’.[endnoteRef:30] Adine experiences a pressing need to reinforce Benno’s own image of his power, (‘Ach, ich kann ihn nicht kränken!’ […] ‘Niemals ihn vor mir demütigen, […]. Laß mich lieber ganz zunichte werden’, p. 162). To extricate herself from the situation, Adine gives Benno to believe erroneously that she has a sexual past, so that he will no longer wish to marry her, and this at the same time allows her to feel humiliated in his eyes, providing her with a sexual thrill after all. Adine reinforces Benno’s autonomy, but she is also aware that it is illusory and exists only in the sexual role play which she has created.  [30:  Butler, Gender Trouble, p. 57.] 

[bookmark: page111]In the attempt to explore Adine’s desire for Benno (‘Liebesrauch’), Andreas-Salomé also has recourse to a cultural critique which draws extensively on Nietzsche (p. 107). The masochistic sexual desire awakened in Adine by Benno is ‘eine Gefahr, die heimlich anzieht wie Schwindel und Abgrund’ (p. 162). When Benno’s hidden human frailty is revealed, and he is shown to share with Adine the state of cultural enslavement which is the origin of all conventional morality, Adine feels ‘Sehnsucht und Enttäuschung und ein Widerwille gegen alles, was nicht Abgrund und Gefahr sein wollte’ (p. 162). This language suggests that Adine as artist is tempted by the Dionysian abyss, and perhaps also conceives of the pain of her masochistic submission as a sacred and productive force, similar to how Nietzsche describes the intimate association of sexuality with pain in Götzen-Dämmerung (1889): ‘alles Werden und Wachsen […] bedingt der Schmerz … Damit es die ewige Lust des Schaffens giebt, damit der Wille zum Leben sich ewig selbst bejaht, muss es auch ewig die “Qual der Gebärerin” geben… Dies Alles bedeutet das Wort Dionysos’.[endnoteRef:31] Morover, in Andreas-Salomé’s study of Nietzsche’s life and work (1894), she describes Dionysian intoxication as the overcoming or synthesis of binary oppositions, including pleasure and pain: ‘jene geheimnisvolle Wesenseinheit von Weh und Wonne, von Selbstverwundung und Selbstvergötterung, – jenes Übermaß gesteigerten Gefühlslebens, in welchem alle Gegensätze sich bedingen und verschlingen’.[endnoteRef:32] Her masochistic sexual desire, given expression through intoxication or ‘Liebesrauch’, is an essential and productive force; it has the potential to stimulate her artistic creativity, also by enabling a new unity of self through this overcoming of binary oppositions. In Andreas-Salomé’s essay ‘Gedanken über das Liebesproblem’, the state of erotic intoxication is described as one ‘in dem der Liebende Körper und Seele in inniger Umschlingung in sich eins fühlt und daher jenes Gesunden, jene kraftvolle Erneuerung verspürt wie nach einem göttlichen Wunderbad’.[endnoteRef:33] Ultimately, though, Adine’s unconscious longing for Dionysian intoxication and danger, on the one hand, and her drive for self-assertion, on the other, results in a kind of cognitive dissonance. Her conscious mind is incapable of allowing her to assume a position of permanent subordination,[endnoteRef:34] yet her unconscious impedes the experience of sexual desire in any other way. Adine’s masochism plays an important part in the unconscious self-regulation of sexual identity, which permits the experience of desire, but only through this dangerous longing for pain and self-destruction. [31:  Friedrich Nietzsche, Werke, VI/3, pp. 48-157, Götzen-Dämmerung, ‘Was ich den Alten verdanke’, §4, p. 153.]  [32:  Lou Andreas-Salomé, Friedrich Nietzsche in seinen Werken, first pub. 1894, Dresden n.d., p. 62.]  [33:  Lou Andreas-Salomé, ‘Gedanken über das Liebesproblem’, Die Erotik: Vier Aufsätze, Munich 1979, pp. 47-73 (pp. 57-8).]  [34:  ‘Trotzdem würde ich ja nie, im ganzen Leben nicht, imstande sein, die Liebe eines Mannes zu ertragen, der mich wirklich auf die Knie festbannen oder mich in meiner Individualität ähnlich vergewaltigen wollte, wie Benno es ehedem unwissentlich versucht hatte’ (‘Eine Ausschweifung’, p. 174).] 

In Ellen von der Weiden, an engagement with the dualism of mind and body is foregrounded through the metaphor of Ellen as a ‘Waldtier’ (p. 8). In the narrative frame, she is observed in her natural habitat on a mountain crag by the doctor, Fritz Erdmannsdörfer, of whom the third-person narrator comments ‘man war ja ein vernünftiger Mensch’ (Ellen, p. 5). When the narrator refers to Ellen as ‘Waldtier’, this relates on the one hand to Fritz’s perception of Ellen’s health and naturalness. Fritz’s journey into the Brocken took place for reasons of hygiene, a therapeutic break from the stresses of Berlin, and the narrator comments that he considers ‘Naturliebe’ to be ‘heilsam und dienlich für den Kulturmenschen’ (Ellen, p. 6). Later, Fritz contrasts Ellen with the patients in his asylum: ‘Ich will eine gesunde, lustige Frau haben, verstehst du mich? Wozu habe ich dich sonst aus dem Harz geholt? Hysterische Frauenzimmer hätte ich in Berlin zur Auswahl gehabt’ (Ellen, p. 18). However, the juxtaposition between the ‘Kulturmensch’ Fritz and the ‘Waldtier’ Ellen draws attention also to the human being as animal and hence to the instinctive desires which reside within embodied subjects.[endnoteRef:35] The language Reuter uses alludes to Nietzsche’s critique of the force of civilisation to displace and repress the instincts derived the animal origins of human beings. Reuter’s memoirs note the powerful effect of Nietzsche’s ideas on her own critique of bourgeois morality, and she also recalls a pilgrimage to visit Nietzsche, then in a state of catatonic collapse, in the company of Rudolf Steiner, a close friend, while Steiner was writing Friedrich Nietzsche, ein Kämpfer gegen seine Zeit (1895).[endnoteRef:36] In Zur Genealogie der Moral, Nietzsche describes it as ‘der Sinn aller Cultur […], aus dem Raubthiere “Mensch” ein zahmes und civilisirtes Thier, ein Hausthier herauszuzüchten’ (Nietzsche’s italics).[endnoteRef:37] As a ‘Waldtier’, rather than a civilised or domesticated ‘Haustier’, Ellen preserves the primal connection to her animal self, which she expresses through a feeling of harmony with nature in the mountains. Through the artist Hans Uglandy’s paintings, she imagines herself as ‘ein Geschöpf des Waldes’ (p. 46), at one with the elements, bathing naked by the light of the moon. Ellen describes her emotions as ‘wie ein wildes Tier in seinem Käfig’ (p. 68), also reminiscent of an image in Zur Genealogie der Moral of man as ‘dies an den Gitterstangen seines Käfigs sich wund stossende Thier, das man “zähmen” will’.[endnoteRef:38] Nietzsche’s ‘Herdentier’ also possesses a social instinct which forms the basis of conventional morality, yet Ellen as ‘Waldtier’ is possessed of a drive for individuality which undermines Fritz’s efforts at socialisation. Through Ellen, Reuter comments on how modern civilisation regulates and thus distorts bodily desires, and she draws attention to the particular implications of this for female subjects, for whom an intelligible gender identity in bourgeois society was predicated on shaping the body to repressive social norms.  [35:  See Grosz, Volatile Bodies, pp. 22-23]  [36:  Gabriele Reuter, Vom Kinde zum Menschen, Berlin 1921, pp. 448-51. ]  [37:  Nietzsche, Genealogie, I, §11, pp. 288-91 (p. 290).]  [38:  Nietzsche, Genealogie, II, §16, p. 339.] 

The plot of Reuter’s Ellen von der Weiden eventually reduces the eponymous Ellen to a life of social exclusion as a result of her unintelligible gendered behaviour – or, in an alternative reading, it shows the fraught process of Ellen’s eventually adopting a recognisable gender identity, as a (single) mother, at the cost of the suppression of her sexual desire and personal freedom. The structure of the narrative moves from Ellen’s becoming subject to the family as an ‘agency of control’,[endnoteRef:39] to her gradual social and then sexual emancipation, and culminates in something akin to punishment for Ellen’s transgression beyond patriarchal marriage. Through the plot’s structure, the novel reveals social fears of the disruptive force of the eruption of bodily instincts, and the necessity of their repression in order to preserve a coherent sense of self. Ellen moves at the start of the novel from the Harz Mountains to Berlin in order to marry Fritz, yet in Berlin Ellen experiences what Georg Simmel diagnosed as a ‘Steigerung des Nervenlebens’.[endnoteRef:40] As a newly married woman in her Berlin apartment block, even the new furniture makes Ellen nervous: ‘wahrhaftig, wenn ich allein bin, habe ich Furcht vor meinen Möbeln. Sie haben so etwas Drohendes in ihrer funkelnagelneuen Pracht’ (p. 12). The perfection of the new furniture becomes emblematic of a state she feels unable even to mimic effectively, as she recognises the weight of social expectation on her to conform to a model of respectable femininity. The passion she develops for the modernist artist, Uglandy, give her an insight into her unconscious desires, and his paintings are described as ‘Seelenzustände’ (p. 73). The artist himself seems to answer her sexual longing for ‘ein braunes, zottiges Waldtier, das in einer Höhle haust, so etwas zwischen Gnom und Ungeheuer’ (p. 47). Their adultery, a night of dream-like sex, is thus ultimately also a union with her homeland and the natural landscape of the mountains. Butler comments that ‘if the body is synecdochal for the social system per se […] then any kind of unregulated permeability constitutes a site of pollution and endangerment’ (Gender Trouble, p. 168). Ellen’s lover experiences renewed artistic creativity through their sexual activity and his deliberate renunciation of the bourgeois moral code represented by an unhappy engagement (she even exhorts him to choose life, in a Nietzschean sense, over morality). In contrast Ellen herself becomes ‘a site of pollution’ and needs to be locked away to avoid contaminating others. The reader cannot but feel that her pregnancy (by her husband, not her lover) is like a kind of punishment enacted on her body for her sexual transgression, especially since her first realisation of it is when confronted by her husband in his patriarchal authority as doctor on her return from her nocturnal activity with Uglandy. The restraints placed on Ellen during her period of confinement seem therefore to be a metaphor for the power of society to control unruly physical subjects.  [39:  Foucault, p. 120.]  [40:  Georg Simmel, Gesamtausgabe, ed. Rüdiger Kramme, et al., 10 vols, Frankfurt a. M. 1989, VII/1, pp. 116-31, ‘Die Großstädte und das Geistesleben’, Aufsätze und Abhandlungen 1901-1908, p. 116.] 

As Ellen learns – with difficulty – to develop maternal affection in the year following her child’s birth, Reuter’s narrative reveals how desires themselves are shaped by social prohibitions and cultural discourses of legitimation. Just as Dohm’s Agnes emphatically rejects ‘was auf der Tierseite liegt’ (p. 88), Ellen represses her sexuality in order to resign herself to her new role, so that Ellen’s lover Uglandy comments on his return: ‘Ich ging aus, eine verlorene Brockenhexe zu suchen, und fand eine Heilige’ (Ellen, p. 169). Ellen’s trajectory, from doctor’s wife to adulteress and divorcee, then to a saint in the eyes of her former lover, appears to rule out the possibility of a woman experiencing the combination of desire and freedom in modernity in the same way as men. 
These fin de siècle stories powerfully reveal the impact of society’s regulation of sexuality on women’s understanding of their own bodies and hence their gendered identity as such. By attempting to give a language to their women protagonists’ sexual desire, Dohm, Andreas-Salomé and Reuter not only confront an important social and literary taboo and offer alternative models of gender to those of nineteenth-century tradition, they also raise questions central to literary modernism about the relationships between bodily sensation, illness, and the rational mind. These stories show the emancipatory potential of plotting the feminine as an embodied subject. They also strongly emphasise how the task of shaping the feminine through language necessitates a revision of the philosophical models of subjectivity, models in which the traditional hierarchy of mind and body renders problematic a validation of a feminine corporeal existence and hence female sexual desire. 

