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Abstract

MetaFormances is a correspondence-based project that took place
between 2005 and 2007. Miming the protocol of business form letters,
the letters request their recipient to perform absurd, erotic, and illicit
behavior in order to transform the letter into something else. As | see
it, the recipients’ correspondence signals their readiness to play, to
accept their role in the transubstantiation of the letter, to believe in the
metaphysical force of the delicate printed word, to extend a joke.

Each letter was mailed via overnight express courier along with a
disposable 35 mm. camera and self-addressed, self-stamped envelope.
The project engaged a motley crew of 32 characters — a mailman, a
confettiologist, a Dutch man, a computation origami expert (and his
dad), a porn artist, a pinata factory, a psychoanalyst, etc. As stand-ins
for my own body, the letters enable an exploration of the forbidden, the
otherwise inaccessible, the abject. Through this process of substitution,
the the letters (symbolically) venture towards carnality, enacting rites of
death, wish-fulfillment, and regeneration. The letters thus provide a way
establishing communion, limitlessness, and transcendence. As its title
suggests, MetaFormances is a project that investigates the in-between,
restructuring authorship as vector; content as traversion; form as process.

This thesis explores various topics related to the notion of an epistolary
game. For instance, in my examination of the suppression of the body
within writing, | draw example from Julia Kristeva’s notion of “obscene
language”, Jacques Derrida’s “ecriture batarde”, and Doris Sommer’s
“bilingual aesthetics.” In investigating both the historicity and affective
aspects of a scriptural economy, | consider literary critics (Barthes,
Derrida) and cultural historian Francis Barker. | draw from film theorist
Giuliana Bruno and the psychoanalytic perspectives (Freud, Lacan,
Kristeva, Zizek) to consider object-relations such as the substitute, the
fetish, the specter, the transubstanciate. | conclude by comparing the
eschatological figures of (in)finitude in the writing of Kristeva, Bataille,
Foucault, and Derrida.
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Introduction

MetaFormances is a correspondence-based project that took place between 2005 and
2007. Miming the protocol of business form letters, the letters request their recipient to
perform absurd, erotic, and illicit behavior in order to transform the letter into something
else. As | see it, the recipients’ correspondence signals their readiness to play, to accept
their role in the transubstantiation of the letter, to believe in the metaphysical force of the
delicate printed word, their complicity in extending a joke.

Each letter was mailed via overnight express courier along with a disposable 35 mm.
camera and self-addressed, self-stamped envelope. The project engaged a motley crew
of 32 characters — a mailman, a confettiologist, a Dutch man, a computation origami
expert (and his dad), a porn artist, a pinata factory, a psychoanalyst, etc. | knew about
half of the recipients; the others | found after extensive searches for recipients who |
thought would “play along.”

It was impossible to get responses from all the recipients. | got a lot of rejections. Most of
those who responded did so after | pestered them with polite reminder emails and phone
calls that followed proper business protocol. | used my best phone voice and invoked
my most illustrious epistolary skills as | could possibly muster, deployed my ten years’
training as an administrator and grant-writer. A few of the recipients responded of their
own accord. It seemed to me that they did so because they felt that | had somehow
incised their day-to-day life. Some explicitly told me this is how they felt. Several of the
letters | wrote returned to me without warning, a year or two after | had mailed them off.

The process of letter-writing unfolded organically according to some logic that |
processually discovered. During this working process, | needed to have some way of
understanding the rules of the epistolary exchange, so | wrote them down exactly as
they presented themselves to me. Most of the time, the logic governing the letters (the
choice of the recipient, the request | suggested, the approach, etc.) made themselves
clear to me through revelatory moments in which | imagined myself to be an ecstatic
sociopath or thoroughly repressed Victorian pervert. It's the recognition of this double
consciousness that | believe is contained here in this essay.

Fundamentally, this essay explains why | wrote the letters. | don’t consider myself a
religious person but somehow these letters invoke a sense of religiosity. To me, the
letters are meditations on life, death, and alterity; the letters utilize myth and symbolism
to suggest transcendence, abjection, violence, communion, reincarnation, faith, etc.

MetaFormances culminated in the form of an installation and a book (this essay). Along
the way towards its closure, MetaFormances was exhibited or performed in various
gallery spaces from 2006-7 that helped me develop the project. These venues include
Showa Kinen Park (Tokyo, Japan), The Lab (San Francisco), Moles Not Molar Series

at The Rotunda (Philadelphia), Space Other (Boston), the Massachussets Institute of
Technology (Cambridge, US), Second Gallery (Boston), and more. Many thanks to those



Notes on Methodology

Polyphony as Method

We are all the time selecting to communicate in different interrelated socio-linguisitc registers.
Complimentary, different, they convey similar messages in different tones. Imbricated, they
resound.

Embracing plurivocality, | therefore split this text into three voices. My intention is for this chorus
to rejoin and echo one another; through this play | hope to show their respective virtues and
limits.

Embodied Voice

The first voice narrates the series of correspondences exchanged with others over the period of
a year and a half. Crude and naive, at times reflective, this spoken register ventriloquates the
colloquial discourse of personages that | mime:

—the wistful voice of a ten-year old naif

—a “dude” voice assumed with close friends who know that its deployment mocks its patriarchal
presuppositions

—the voice of an obsessive. Its propositional inflections is intended to build the reader’s
perception of a hyperbolic and hysterical narrator. Purposefully maniacal, this is the voice of the
humunculus—that exteriorated devil that drives its narrator towards mischief.

Stylistically, this voice finds inspiration, sanction, and aegis from writers such as Henry Miller,
whose protagonists’ excess articulates trails of thought you refuse to otherwise recognize;
Kafka, whose allegories geometricize from the most banal details; Dostoevsky, whose frightfully
bumbling protagonists only affirm; Jerzy Kaczynski, whose gruesome tales shock, and Michelle
Tea, whose protagonists are both pitiful and strong. What these writers share is their willingness
to accept human falibility—moments of pathetic grovelling, fear of death, perversion, abjection,
and their converse: the desire redemption, the capacity for inspiration, for limitlessness—and
their appreciation of what literary critic Michael Bakhtin referred to as ‘grotesque realism’.
Describing the fundamental tenets of ‘grotesque realism’, Bakhtin writes, “Exaggeration,
hyperbolism, excessiveness are generally considered fundamental attributes of the grotesque
style.” Its narrator storytells like a carney barker. Excessive, they are excused only through
maintaining their story and continuing their spell. Bakthin writes, “The barker of a show would
not be accused of heresy, no matter what he might say, provided he maintained his clownery.
Rabelais maintained it.”

Voice of the Proper

Present in the form of business letters, the second voice parodies the restraints of workplace
etiquette. This voice is almost-violent, almost-psychotic, almost-mystical, almost-maniacal,
thoroughly repressed.

Exegetical Voice

The third voice interprets and locates this text within other discourses. It contests universalized
notions of desire, language, and play. Destabilizing and decentering, this voice instaurates
MetaFormances within an array of other discourses.



Writing For The/lts Self

Language, like currency, forms a means of exchange
between others — it draws close and repels, gathers

and obscures meaning, transposes. Inexact exchanges
foreground its gaps and rules. In this way, intentionally
pushing language past inexactitude and towards sonority
reveals the tenuous nature of signification. Simply put,
only by pushing language towards error does one finds
its rules. About this non-purposive writing that rejects
and willfully flounders communicative norms — how might
we think about the significance of its transgression? How
might this breach expose the historicity of speech and
writing, the contingency of its mediation? By recognizing
the way language cleaves and codes, how do we then find
the way to work its rules anew, cast or refigure its players,
and rewrite its score?

Permit an extended example. A cover letter is a
professional letter that accompanies a proposal. As the
document that goes on top of the grant, the application,
the proposal, cover letters form the ‘face’ of the project.
Following a highly specialized formalized protocol, the
faciality of cover letters readies the addressee’s attention
towards the documents beneath. The cover letter

elicits the interest of its reader by describing the arc that
connects writer with reader. As the career coach on
JobStar.com writes, “It is regarded as a sign of laziness to
send out a cover letter that is not tailored to the specific
company...it gives you another chance to emphasize what
you have to contribute to the company or organization.”
Other career advisors suggest platitudes such as, “Use
the first line to grab the reader’s attention” and warn to
“Never, ever use threatening or suggestive language;
never make the reader feel uncomfortable.” Betwixt and
between official written discourse and private epistolary
communication, the successful cover letter entices while
following professional protocol.

When this protocol is violated—baring the sender’s
aspirations, fears, desires --the sender obviates the
possibility of a polite and swift rejection. The cover letter
that reveals too much becomes coarse, manipulative,
perverse, vulgar, embodying the characteristics Mark C.
Taylor describes as attributes of the ‘bastard’. “Bastards
appear and (disappear) to enact impropriety. Accordingly,

L wad born Ih Da/iaJ', Texas,
w‘e/‘e my Friest y/‘o.c[a feo.c‘e/‘
Faught uS to teaSe and oftenu-
afe our vowels (- "bray-oun 7
'nStead of  "brown 7, elc).
My Father wad bornIn China
and my molther In Eettador,
WA).CA makes my L/'ot%e/‘ ahd
I CAJ.hkaciofl.ahJ', My Po.feth'
mel In an eleValor '1n Dal-

/ovf, ahd l"ey don't J‘Peak each
other's F£irst lahyuayef. I
FirSt learned £h7i).~‘%, then
P;’yaoh yf:g,m':A In order to
)éea)o Secrets wi.f‘ my mor‘ef,
My Uncle GUJ'Iief‘mv, who lived
wl.fA usd on and of f ayal.h,
aiwayf had of leaSt tivo fa"ye
black dogs - uSuall, quite
/‘ow‘:{y - f‘af Aeld )éaa)o In the
ya"ci with our c]oy\f. Gus fler-
mo' S dogd e pondad beSt to
.S’pahl.f‘. When G llermo and
hs clvyf would 70 back to hive
'n AiS ttle traifer In the
F’vvdf)lai'hf’ we'd J')ocro./é Lo our
4073 ayal.h ’h Ehy/'.J‘A.

In 1945 my Fothar's 515~
ter wad yJ’Veh up For adop-
tion to the French ambaSSador
to CA).ho. ad my 7fahcfmofAef
Fled to Talwan, Driven L), the
ur?""‘t heed Fo ;{aIJ'Ve/‘ c‘ee)éy
r).PoJ'l’eJ‘ to thi'S St of

older teen coudInS, L learned
French /n School, My brot her
JaSon learned CAineSa, So Aa'S



my ex-bi ka - Ahh('te/ope)
my ex-ex-b! ke = Hottnd

'y ahd hame my Coommal e §
Ltey y e
po“‘efﬁ'm\f but I can tell
f‘af SomelImeS he'S a lttle
fe.f}.ftahf‘

I have alwayS been Fadesnatad
w).t% f‘e Way z%o.t’ /ahyuaye
yJ'VeJ‘ Form to proced S, Lei.hy,
ahdf 7e~ffu/'e, Lahiuaye ma)ée«f
f".hyf r‘llhyf)‘ langtage alSo
milfleo.dl-hy/y mo.)ée‘f f‘l.hyf
f‘)'hy\i‘, It J‘arw.caJ" J‘J.yh}."
F}ie‘f’ ahd Pol.hfi‘ to Some-
f‘).hy of‘ef; ol f‘e JSame t').ma’
Iahyl-la?e 1$ f‘l.hy In 1t Self
- Seratches on o blank page,
hand 7e$tun'hy to make o
J‘J.yh, Lyfef w‘llfii.hy aboul  q
comFufef, L""‘ﬁu"‘ye o.J'fvhJ-‘fAef
the moSt when 1t'S Lafeiy ahy~
f‘l.hy ol all,

l/ocafl-oml/y, L earn my fl.Vllhg
1’)’ wf).t).hy For ot hars, PeoFIe
Aire me oF o 7"ahf wfl.fef, a
PuLi)'c:'J‘z“, o Freelance writer
o edifor, o dafabate de-
5 yhef’ o busineds J‘f/‘o.fey)ﬂ'"
Aumah refource mahaye/‘, joL
ct?o.c" ele, There's o Ffeo.J‘ufa
In this wf‘l't’:'hg 'nthe thiryg
e Son with no eqo I nveStment
'n the taSk of Aand. The falp).c{
ci).p of ,éey_wa"cl.fappl'hy
yehe"o.fe‘f Immedtale Cewald:
order trondubStonlioaled 'n

the Form of

letters of I’acornmehc{o.f).oh‘f
ct?//aye aJ‘J‘ayJ‘ Cnot heceffo,l‘lll),

my Owh)

written discourse (such as the private diary, a space of
confession), or sublimated within the margins of writing.

Thus, under the sovereignty of the modern graphosphere,
expediency is predicated on a self-removal: in budgets,
form letters, grants, and databases, the individual voice
or corporal presence is inimical to an objective order. |
am interested in the moment when the ‘grain of the voice”
bleeds through and exceeds the normative strictures

of a bourgeois protocol. Rebellious and haunting, this
(abject, obscene, bastardly) excess reminds us of our
own pretensions in assuming that the letter was ever
something other than a transmission from one human to
another. What is this ‘insubstantial place at the margins’
of the graphosphere—the place where the corporal elision
is incomplete, where the body or voice begins to emerge-
-perhaps inappropriately-- rendering all at once, in a

way that may not have been previously perceptible, the
massive corporal suppression involved in the scriptural
production of a bureaucratic hegemony?

10



buSiness plans

dofabated

Ffffy two Aundred Ludyeff
Fifty two timeS Fen Sub-bud-
yefJ

redumes

J').xt'eeh Auh;{fec{ l,focAW‘gJ'
maf)éef).hy Sales Fl.fc‘ef

$1x miflion granl$
hewSlelters

3 m)-/I}-oh PI’QJ'J" refegfes

12 brlion Fax cover Sheet's
fwo biilion cover letters
atfomal 1c bank depofff ottt ho-
r12of10ns

k=12 curciculy

4 w111 on ‘pe/‘mJ.I‘fJ-oh J’I).Ip‘f
inSurance Forms For hfy‘f~
c/“bf, ’pal‘flle‘f’ exAl.LJ.t'J.ohJ‘,
cofpofafa /Uhc‘ROhf’ efe,
Forms for P/ahfl-hy trees 1n
urban o ead

contractS For artiSts
contracts For venues emPioy*
‘g arbISES

memoranda of uhdefffahdfhy
/eya/ exem)of)-oh Forms

bar Falltes

ele,

and For oll kindS of people:
cafpahl"e/‘J‘

[ree P/ahfel‘f

ree wanbers
COhJ'ffucfi-Oh mahaye/‘f
dods

momS

curglors

feens

teend' momS

teand' moms’ L/'vl%e/“f
arbiSES

feo.c‘el'f
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conductors

Pafeth'

Ai'yﬁfchol Studant s

f‘a dude F/‘om fAe Ful,
ahd s wite

Poh.cemeh

Turkish rug Store owners
Fisharmen

Frshermen's he!é‘boﬂf
éhg! heer ¥

IDGVF/G I have neVer met

ele,

Now, I am telling you that I
am oh exffemaf), P/‘mCJ-cl.ehf
ac{mllhl.ﬂ’/‘at’of’ and there 18
ho J'Ao/‘l’o.ye of Situgtions that
people want to "”Floy Such
Ipeo/_vle te ‘e/)o ofgo.hl.ge ther r
buregucrolc Zuaym)/‘a\f' MoSt
mt f‘e fl.me’ o.clmJ-h)-J"f/’o.fl.hy
can be relaxing; /TS end’ are
ﬁhowabla, clllfcfel’e’ Finte,

In PurJ‘w't‘ of this Fleaiure
I )C)-hc{ myfehe 'n J'ea"c‘ of
piacaJ‘ where order I neaded,
L uSually regard RIS task of
o cAa“ahyé to JlMplace a robust
InfraStructure of well-choSen
wor S whoSe eryStalline fot-
Frce withStandS any et dent,

Ahd w‘ille mohefo./‘J-/y remu-
hefar}.hy, or PeanFJ’ becaude
of J'f’ FAIS bureaticratic papa’
Pqu).hy dr1veS me to total
madhes S, The P/‘o.cfllce b nds
me bo f‘e co'nPufa/" fo.F"t'o.F"
falpplhy away 7’301‘. hourS on end
- ah egregioud i Sule of the
Lvdy ahd 1ES 31-701" of mvt’J-/l.ty,
TAG wfl.fl.hy becomeS J’fafa’
J’cf‘l-lpi’ed, TA'S annus Induces



o Kind of SadnedS and Fury,
Lt InStigates an J.mFufJ'e akIn
to that which comlaelf burequ-
cral 3 to Steal paper clrps or
Ip‘oi’ 0copy the!'r naked Lutts
ofter work when no one'S

a’ 0Und],

How can I Save /ahyuaye from
this I nStrumentalt 2ot 1on?

How can I recuperale iahguaye
ol Lhat J'J.mfuleJ‘f ahd moSt
tenttoud of yeffufef w‘)-cA
Lr)'hyJ‘ Licod to the c‘ee)éf,
IpumPJ' o.c{/’eho.f!.he f‘ﬂ?!«?‘ f‘e
muJ‘cleJ" dried the mout 4 ahd
makes 1t Foll agape’

I want

the c{)'J‘coVafy of o p"‘ai‘e e~
J'c/‘}-L}-hy what yoH f‘ouyh' was
Inef Fable

the .rurPr{Je of o well-d oawn
mefaPAo/‘

the exaltalfon or embar oS-
ment of the /'acePf).t?h of o
letter addresSed o 70“, ahef
only you. o

the Faverish pon’c Ihduced 1,7
ah Impopal add eSS,

I want to Feel the w'yAr of
o J'l.mPle apoff’/‘vae 07 cOh-
juhct’l.or\, whoSe Ffed‘ehce or

abJence can delermine So mucA,

L wanl fo See and Fee/ f‘e
way that Iomyuaye returns
Mahyled ahdl ff’ahye, fahﬂec{

UF ‘h 'heldence,
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The Hemeneutics of
Play in Language/Art/Life
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Rule #1. The Hunt for the Game,
or Establishing Players and Terrain

_l)C you Ao.Ve eVer Auhfecl or
;J.J‘Aac{’ you will Know Fhat
Success 13 F/‘ec{}cg.t'e;{ oh
i;lffam'hy well, With bass
,C,';A,’hy’ for J-hffahce’ you will
want o notice the angle of

11 ght oS 1t AES Fhe Variegatad
fey}.OhJ' of f‘a waler, How
mi?‘f the t'em)oefo.fw‘e of the
wale” ahd o~ above ef Fect the
Ffacfu”-hy of /J-gAf? What 13
the time of day, and how will
the acceleration of the Sun

af It exceads 1ES noon apex

of Fact the clo./‘J-l’y of v1Sion
From the Fish's Fe/‘J'Fech.Va_?
w‘o.f 'S the J'Ipeacl of the
curcent and how will tAIS

of Fact the weJ-yAf of you”
;J.J"J.hy /’.he? W‘at al e the
colors of the rocks and
Stones benealh the Surface of
f‘e waler? l\/Ao.f weedS ahd
aiyae 7/‘ow Oh f‘aJ‘a J‘u/‘;acef’
and what colors prefent a
Stark contrast? In w‘af
Seadfon are yoH FJ-‘fAl.hy, ahel

'h what devalopmantal Stage

al e the 7/‘1417\7 ahd InSectS

In an essay about the Surrealists’ appropriation of Oceanic
art in the early to mid 20" century, art historian Philippe
Peltier describes the hunter’s self-preparation for the
moment of discovery. In the search for the object, the
hunter readies him/herself for the sign that points.

“Discovery is an activity that requires keeping one’s mind
unfetted while also maintaining a state of alertness. Clarity
is achieved at the moment the found object signals to

you. As Breton wrote in one of his most beautiful texts,
(LAmour Fou), discovering a found object is like a bolt out
of the blue, a magical moment that transports you to the
core of your existence and crystallizes your desires in a
lightening flash. Attention now shifts to the object . . . This
the gateway to collecting.”

For Peltier, then, part and parcel with the object’s discovery
is the preceding moment of self-reflection. Discovery,

then, may have little to do with the object itself but its
anticipatory desire. In “The Storyteller’, Walter Benjamin
also describes the affective dimension structuring an
acquisition. While this ‘acquisition’ for Peltier is in the hunt
for the object, for Benjamin’s storyteller, the sought-after
thing is the story. In either case, the end-goal is neither
object nor reportage but their raconteur’s experience. “[The
story] does not aim to convey the pure essence of the
thing, like information or report. It sinks the thing into the
life of the storyteller, in order to bring it out of him again.
The travels of the storyteller cling to the story the way

the handprints of the potter cling to the clay vessel.” For
Peltier and Benjamin, discovery and storytelling enriches
one’s sense of belonging in the world. Through narration,
the individual affirms the constructive relation between



subject and surrounds.

For Kierkegaard, the process of loving one’s surroundings
is an ethical imperative that precedes the determination of
meaning. He writes,

“Even the least, the most insignificant, the most
unimpressive, the poor little flower disregarded by even
its immediate surroundings, the flower you can hardly
find without looking carefully—it is as if this, too, had said
to love: Let me become something in myself, something
distinctive. And then love has helped it to become its own
distinctiveness, but far more beautiful than the poor little
flower had ever dated to hope for. What love!™

In other words, for Kierkegaard, self-acceptance and self-
love is predicated on the love for another. “. . .true love,
the self-sacrificing love, which loves every human being
according to his distinctiveness, is willing to make every
sacrifice—it does not seek its own. Love does not seek its
own. .. ltis this selfless attendance towards the other
that founds Kierkegaard’s philosophy.

Undergirding the explorer’s hunt for the artifact, the
storyteller’s search for a story, and Kierkegaardian is

the quest for the exotic Other. Driving this search for

that which baffles, edifies, and inspires is the desire

to swoon in the face of difference and self-reflexively
assess one’s assumptions about selfhood. Oppositional
to a model of ontological self-containment, this model of
openness towards alterity (otherness) posits selfhood as a
constructive process by which the self extends outwards,
adjusts, and renews in relation to contingency and
incidence. Martin Buber identifies the desire for heterology
as a “primal longing for relation.”™ He writes:

In the drive for contact (originally, a drive for tactile contact,
then also for optical contact with another being) the innate
You comes to the fore quite soon, and it becomes ever
clearer that the drive aims at reciprocity, at “tenderness.”
But it also determines the inventive drive (Urbebertrieb) . .
. and thus the product is “personified” and a “conversation”
begins.

Buber further suggests that the “craving for the You” is

a necessary component to a child’s development. To
summarize, for Buber, self-actualization is predicated on
the relational involvement.

Only through reciprocal exchange is the stranger within®

J‘u/‘/‘ouhdl.h? yow‘ local 781.5‘}-)\?
J'Ppt? From what aherJ' cah
ou occlude yourSelf from

the Fi5h Lahaal%,? This
environmental or o.i’mof)o‘e/‘!-c
[)'J’fam.hy c{efefm).hef w‘ef‘a/‘
yoH cAvofe the lavender rubber
wo/ m wllf‘ i).ffa/‘ 0 ho
glitter, the waight of the
fllhe’ f‘a J‘J.za of ),OUf FIUML
bob, the Force of your caSt
'nto the water,

DIt far onllc 7oVe/‘hJ‘ Fhe Aunt
For the propar /‘ecl-,pJ-ehl’ to
the prucient letter, (lServe
f‘e defo.J-/J' o)c f‘e J'),J'femf

a” oUhd yot - the relative
J’/Jeec{ of f/‘o.}:)fl.c’ the ‘J-dl-hy
places within the InStitutions
ou Vl.fl.f’ f‘e woy f‘e Store
cillfpfa S their c‘oc?iataﬁ
f‘oJ'e mC)cl.ceJ' w‘efe co/:)tee
breaks take place, the eate

of c0mmuhl.cafi.0h amongSt o
crowd, the color of the Sor] In
f‘e Flo.hfef out\f).c{e f‘e ml.hl.—'

maft" ele,

Now Squint. Blur things a
L f, g0’ h Some Pe/‘f[:ecf) Ve,
Locate that perSon or tAJ.hy
w‘oJ'e agency Stand S oul,
Pomeone onJ'e ayi'ft)'hy
Ioaffe"hi ahd habI 1S yoH can
harneSS, pomeone who ml'ﬂf
Share your love For h"i“"‘f"a
letters paper  and the matl,
A coh/:effl.v/oil..ff g,[/‘eo.c!y
Aot an 'ntimate and evelyday
"e/aff-(?h‘f‘i.lp with pope’,

ad does o piihal’a maker, A4
COMFUfafJ Oh 077 gam! exPeff
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ol eacly trandForms the Flat
Pfaha of Fo.fua/‘ )'hl"o J‘cuipfufe,
A/fe/‘.hafefy, YV“ '"f"}’ io;al’e o
certarn relal? phJ'A:P with you’
Fargat Fhal may not be Initrally
appa/‘ehf to them, In Such o
cate  you will Aave to co.fa#uf/y
exPio.;'n tAIS connection, The
moSt lmlpo/‘f’o.hl" criterio 15 to
chooSe Someone that you think
wanl' S o play almmy, Someone
who will want to play your
game, Someohe who Aad bean

wg.).t)lhy to recelVe you’ letter,

ChooSa your targat well,
l,eco.u?fe you o.f.e 90’ hg to
Foll 1n love with oll the
c{qtal.i‘f of f‘ellf /)-Fe, You
will graft yourself to the
latter /‘ecJPJehf'J' mi |1 eu
and only f‘fouﬂ th'S Self-
15 placement 1t will bacome
In Part YgurJ“ TArguyﬂ >,gur
letter you will Stiteh and
Suture,

Jou may ol k wAy Léyl.h this
endeavor of afl. You are
w/‘).t).hy EAS Jetter becouSe
you Ao.Ve o, You need f‘e
feJ'POhJ'e of f‘a of‘ef to
Fnow you are alive, You cannot
yourIaI; Ve/‘f)ey w‘ef‘e/‘ ygu
ale all-l/e)' there 1§ ho way For
yout To alone prove whet her you
ex! St o anh hf Vi Jual J‘uL/ect'
w!thin o cont s nutm, You need
the 01"‘9/’, You can Know

f‘af f‘ay ol e J‘J.hyfda". You
cah recognt ze tham ol ayehff
'n all of thetr hiStorsical
J'Pecl.)cl.cl.t'y, If yoU can

discovered. Further, this mediation between Self and
Other is where one recognizes boundaries, one’s own
particularities, one’s historicity. In those moments

when one anticipates approaching the heterological
Other, one deliberates the proper address, switching
modes of communication, protocol, lexa—or what Doris
Sommer refers to as a game of “code-switching” and
“side-stepping.” Through the process of weighing

modes of self-presentation or translating between socio-
linguistic registers, the subject at that moment occupies

a philosophical relation to language. Writes Sommer:
“Bilinguals develop a ‘metaconsciousness’ to coordinate
(Bakhtin might say orchestrate) alternative ego-positions
and to withstand shocks with more mechanisms than
monolinguals deploy.”™ This metaconsciousness is that
antechamber where the binaries such as subject/object,
familiar/distinct, 1/Thou, etc. commingle, where the
language is de-universalized. Underscoring the ideological
importance of agonistic difference’ in democratic polity-
formation, Sommer writes, “[Externality] is also a condition
of democracy. In bilingual aesthetics, externality is
always visible and audible and it goads movement

rather than marks impasses. Multitongued engagements
are opportunities for a range of performances and
asymmetrical receptions.”™ For Sommer, an aesthetics of
difference drives (“goads”) movement forward and offers
surprise. As Sommer writes, “. . . jouissance happens
when one tongue invades another.”™ When “rubbing words
the wrong way feels right™, when codes collide, the effect
produced embraces risk-taking, worldly engagement.

Taking Sommer’s focus on linguistic bilingualism as a

point of departure for thinking about a more generalized
notion of hybridity, | am interested in those moments in
code-switching between socio-linguistic registers and
protocols. What happens in that brilliant hand-to-hand
encounter between the etiquette adopted for one’s inlaws,
the propriety of a business letter, the contemplative or
interrogative tone of the academic inquiry, the crudity of the
first person narrative?

In this game, its players are not just code-switchers but
code-hackers and the terrain is those things “-meta.”



e/l.cl.f f‘ei'/’ feJ'PohJ'e’ f‘eh
you In turn can Know you too
eyt St Like Sor Not the 1
think I am but J'hJ‘l"eo.ci, L
See f‘af ),ou ex).J'f)' ahd F pa
cah Ceach out to yoU andf elicit
a reSponde I Know you ey! St
B)’ ext’eh“lvh I Know f‘af I
too can ex! ST,
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Rule #2.

The Approach,
or Mediating Alterity

You need to know how yot afe
yo).hy to enter Into the Iife
of youf t'o./‘yef-‘—'fAe UfAe/‘,
F;'rJ‘f, ).mo.y).he the normalive
RVG"yday P.focef\fe‘f mC f‘o.f
PefJ‘Oh'J‘ I'Fe, what objecff
de f‘ey dl-fffacfec{/y foy w‘l.fe
faibhy on the F‘Ohe,? where
do l"ey /uhc‘, what Surfoces
ahd J‘J.yhfuoﬂbf o f‘ay Fo.J\f
ad f‘ey Iel.fufef), fa)ée f‘el-/‘
Shack break? What do f‘ey

do 'n the of Fice or workSho
ofter work when the LoSS has
leFt and f‘ey. are laST ones
there left w)f‘ the c‘a/‘ e

fo turn out the ight. They
turn around and retreat to the
of fice to do J‘omef‘llhi - what
do f‘ay do?

/va, ).mg.y).ha you al e f‘e
letter, DafefmJ-he f‘e woy
J.h w‘).cA you }.hfa/‘cePt f‘o.t
arSon'S ['fe, What papers
do f‘ay Aahdlﬁ, J‘Afeci, wlap,
crumple? (0, how o yott, oF
the F).eca of paper, relote
to other f‘J-hy‘f AaIDPehl.hy

Replete with the trace of its procession—stamps, wrinkles,
stains, tears—the postal letter suggests its sojourn--the
post office, the mailman’s bag, the mailbox, the desk of
its addressee, etc. Delivered directly into the home of
another, the letter becomes a gift, signal, Trojan-horse,
imposter, or augur, gaining access to places otherwise
unavailable. Handled by both writer and reader in
moments of solitude, letters invite intimate moments

of the touching and viewing. A stand-in for the body of
the corporally absent Other, the sensuality of epistolary
exchange operates through “the very reversibility of the
flesh, where touching also means being touched.™

How is it that the letter so uncannily evokes an imagination
of its geographic travel? How does the notion of an
embodied visuality assist in understanding the symbolic
force of the written letter? How does understanding the
relationship between visual and haptic sensing help
explain how we phenomenologically apprehend the world?

In Atlas of Emotion, film critic Giuliana Bruno problematizes
the assumption that Western post-Enlightenment
philosophy singularly privileges vision over other

senses. By locating counter-examples, Bruno presents
an epistemological thread that binds vision and touch as
the sensations involved in geographical travel and self-
location. In Etienne Bonnot de Condillac’s Treatise on the
Sensations (1754), Bruno points to the passage where the
author describes the limitations of vision: “The eye in itself
is incapable of seeing space outside itself.”® But despite
the inadequacy of vision, the sensation of touch “extends”
the sensation of sight--“We are led to attribute to sight
ideas what we owe to touch alone”--leading Condillac to



conclude that the human perception in fact synchronously
deploys and commingles vision and touch to achieve a
sensory apprehension of the world. Condillac summarizes,
“When considering the properties of touch | came to the
conclusion that it was capable of discovering space and
also of instructing the other sense to relate their sensations
to bodies extended in space. . .With the aid of touch, [the
eyes] come to judge objects which are in space.”®

Building from Condillac and other philosopher’s
phenomenological writing, Bruno presents her own thesis
about the commutability of the senses. She writes,

Touch is a sense actively involved with the locomotive
capacity of the body and with its kinesthetic perception.
Because the haptic realm is not simply inclusive but
“‘comprehensive” of this motile touch and its kinesthetics
the haptic, in a way, becomes an actual geographic
sense. In our haptic experience of reaching, an extended,
imagined, and even global touch is achieved. Hence
contact, exploration, and communication are to be
considered haptic activities. . . A participatory aspect is at
work in this kine(sthe)tics, for the haptic involves a sense
of reciprocity. The haptic, as its etymological root suggests,
allows us to come into contact with people and the surface
of things. Thus, while the basis of touch is a reaching out
—for an object, a place, or a person (including oneself)—it
also implies the reverse: that is, being touched in return.

. . Furthermore, we should consider that, as a receptive
function of skin, touch is not solely a prerogative of the
hand. It covers the entire body, including the eye itself,
and the feet, which establish our contact with the ground.
Conceived as such a pervasive enterprise, the haptic
sense actually can be understood as a geographic sense
in a global way: it “measures”, “interfaces”, and “borders”
our relation to the world, and does so habitually.>

Bruno assertion that “the haptic sense actually can be
understood as geographic sense in a global way” explains
how we phenomenologically understand the written letter
as an import from the space of the Other: in touching the
letter, by extension we understand the way that it interfaces
with the world. When receiving a letter we apprehend the
sum-total of deferred “interfaces” involved in arriving at its
destination. Through this imagined passage, the letter—
received from locations faraway or local--metonymically
imply their vector of geographic navigation.

But the MetaFormance letters traverse both geographic
and psychic boundaries. Sent on an indulgent course,

l.h f‘el-/‘ fl.)ce,? k/‘eh ),ou
c{efe/‘m).ha f‘J.J‘ onllc’ COhJJ.c{ef
how 1t FeelS of the moment

of tAIS encounter, Do I’Aey
handle and hold you with
y"ace? Do f‘ay Pl.h yoH to

the cork Loard of their

of f1ce cubicle? Do f‘ey pull
ou to thesr noe, l.hzw.fl.h
w‘ef‘e/‘ f‘a), m}ly‘f defect
the trace of o Scenl? Do f‘ey
r;'P you Into LIES and 0pen
f‘el-/‘ Aahc] So )"7" are SErewn
oF Far o the wind carries
yOU...0he J’hlhplpel’ iahc!J-hy Ihoa
puddle, J‘).hkl.hy to 1t$ c{ePtA)‘
anot her part of you F’yl.hy
Po.J't' the Zw.gg)'cal Stares

of J“‘Zw'rreif c‘attefl.hy 'n
the Fo.",é; more bitS Lumbi!hy
awkwa”d/ﬁeff)—hy Stuck and
uhffuck’ Stuck and unStuck
l’)’ f‘e Shaed of f‘e Be/ miuda
c/‘o.!r;y/‘o.ff Lahkl.hy the Sea?
DiSSrmulated acrodS o terry n,
yoH o’e ke o School of ;J.J'A/,
al’ve oF both fi.hiula" un't and
m ST,

7 From conversation with Francisco
Ricardo, April 2007
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they venture towards carnality. Soliciting its recipient to
place the letter inside their body, to touch their blood, to
violently shred it to bits, to instigate its decomposition, the
letters symbolically enact rites of sex and death. Taking up
Freud and Mary Douglas’ theories on totemism, taboo and
purity, we return to Kristeva’s assertion that abjection is
‘socialized’ as the inverse of law and order:

The abject is related to perversions. The sense of abjection
that | experience is anchored in the superego. The abject
is perverse because it neither gives up nor assumes a
prohibition, a rule, or a law, but turns them aside, misleads,
corrupts, uses them, takes advantage of them, the better
to deny them. It kills in the name of life—a progressive
despot; it lives at the behest of death. . .That is the
socialized appearance of the abject.?

Thus, abjection and order involve a mutual disavowal.
Summarizing Kristeva’s position, Elizabeth Gross writes
that for the child, taking up of the symbolic order entails a
the codification of body and speech.

The ability to take up a symbolic position as a social

and speaking subject entails the disavowal of its modes
of corporeality, especially those representing what is
considered unacceptable, unclean, or anti-social. The
subject must disavow part of itself in order to gain a stable
self, and this form of refusal marks whatever identity it
acquires as provisional, and open to breakdown and
instability.a®

This necessarily “disavowed part of [the] self’ refers
to those parts of the corporal and social body that are
deemed impure and unstable.

What happens when this “disavowed part of [the] self”

is personified? What agency does this figure, devil, or
humunculus assume? Slavoj Zizek describes the psychic
liberation in deploying an object-thing to substitute for the
self: “By surrendering my innermost content, including my
dreams and anxieties, to the Other, a space opens up in
which | am free to breathe: when the Other laughs for me, |
am free to take a rest; when the Other is sacrifices instead
of me, | am free to go on living with the awareness that

| did atone for my guilt; and so on.”¥ For Zizek, psychic
displacement—whether as god or fetish—in fact regulates
normalcy. Even for the individual who “knows better”, their
self-consciousness does not obviate the experience of
cathartic release.



Fulfilling escapist and scopophilic fantasies, the
MetaFormance letters exceed and invade borders, passing
through a sea of hands that relay and relay and relay the
letter towards its destination until it is finally deposited
directly into the private domestic interior of another.
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Rule #3.
The Appeal,

or Soliciting Communion

Condidar your laf\yuaye, you”
fohe’ the mechant Sms of you”
a/JIDeoJ to the Other, You

are Fhe fattar  and you want
them to love you So that they
Share with them youUr own
love for langtage.  You want
them to Feel the delicate
Force of o *fi-hyle word ol 1S
mefap‘yﬂ'cai tramor, Find
the Way you~ letter will close
the d/Stance between yoU andf
the Ut%ef, You wanl them to
do ahytAl.hy For the Sake of
Iahyuage oF you Loo have done,

Al f‘e Same fl.me’ mo./ée Jure
f‘o.f w‘ah the Ol%ef /‘aJ’FOhc{J'
yout allow Fhem to J‘peaﬁ, Do
not demand that f’Aay a3 pond|,
Lut J-hffeo.c{ 9J-Ve f‘em f‘e
p/‘enyo.f!'Ve to J'Faa,é o7 nof,
to PI”‘)’ oJOhj with your game
or not, Their hoh-compl! c}l“y
1S thetr r:i‘l’_

You wanl o w‘ar f‘ey AaVe to
J'ay. Do f‘ey cow»faly o-w.l"A you”
/‘ezueif? Do f‘ey fejecf you/‘

Within epistolary communication, the intended reader
may be its recipient (the dialogist), the reader of the
letter-never-sent (the voyeur), the scriptor him/herself
(the monologist or narcissist). So too, there may be
multiple audiences. Regardless of putative addressee,
each entreats its reader to devote their rapt attention.
For Roland Barthes, the desire in written language is
refractory: “What we desire is only the desire the scriptor
has in writing, or again: we desire the desire the author
had for the reader when he was writing, we desire the love-
me which is in all writing.”

In epistolary communication, when the letter stands in for
the corporally absent scriptor or reader, the schema of
epistolary correspondence takes on a liturgical process
that conflates the letter with lover: a thoughtful literary
composition signifies the writer’s devotion to its recipient,
the sending of the letter is analogized as a bodily emission,
the reception of the letter signifies the addressee’s
reception of desire. In Paper Machine, Derrida writes:

Paper echoes and resounds, subjectile of an inscription
from which phonetic aspects are never absent, whatever
the system of writing. Beneath the appearance of a
surface, it holds in reserve a volume, folds, a labyrinth
whose walls return the echoes of the voice or song that

it carries itself; for paper also has the range or range of a
voice bearer. . .Paper is utilized in an experience involving
the body, beginning with hands, eyes, voice, ears; so it
mobilizes both time and space.a"

He laments:



| do slightly miss the long time, the intervals, and the demand? Do t‘Aey excaed your
rhythm that then used to mark the history of written text,
all is comings and goings before publication. It was also
the chemistry of a conscious or unconscious process of
maturation, the chance of mutations in us, in our desire, in
the bodily closeness with our text in the hands of the other.
ai Do not Fofyef that yoU need
ther r ref pone and not you”
In other words, paper is an exteriorated ‘subjectile’ that own. You can handle thI S
reveals and conceals the body. As an external boundary
of the body it becomes a prosthetic locus of sensual
pleasure. The erotic pleasure of the text emerges from

feiuaJ‘f.? Do I’Aay toke over
you” p/‘o/'ecl’ oF the!r oun and
cadt yo! oSl de?

uhce/‘t’o.fhl’y, thrs uhﬁhvwable,
and 1E 15 1n Fact what yoH

within this metaphysical tension between body and paper, crave, You wanl Fo opan your
the doting intimacy one bestows on paper, the time and wide your Jenfe To See and
space created through reading and writing. hear the Other,

In Postcards: From Socrates to Plato and Beyond (1987),
a series of letters exchanged between Derrida and a
putative lover, the author writes, “. . .you see that | am
writing it to you, you are touching it, you are touching the
card, my signature, the body of my name--and it is indeed
you who, now, right here. . .--do you love me?”@ Upon
receiving his lover’s letter, Derrida writes: “I am spending
my time rereading you.”# The plot unfolds through the
sending and receiving of correspondence and complicates
as their epistolary exchange supersedes their relationship.

Presaging the problem of conflating epistolary exchange
with the relationship itself. Derrida writes, “You yourself
explained to me that the jealousy begins with the first
letter.”@ And later, “[I can hardly bear] the day when you
no longer will let me put the dot on my Is, the sky will fall
on my head and the fall will be endless. . .”*™ For Derrida’s
protagonist, the love of language has replace the lover for
another. As Freud warns, “The case [of fetishism] becomes
pathological only when the striving for the fetish fixes itself
beyond such determinations and takes the place of the
normal sexual aim; or again, when the fetish disengages
itself from the person concern and itself becomes a sexual
object.”" In failuring to distinguish the love for another with
the love of language, language becomes the fetish that
overshadows the lover’s primacy.

The monological nature of Derrida’s letter is made clear
when Derrida demands that the recipient of his letters
return to him all the letters he sent. Enraged, she
responds, “Whose letters are these, anyways?” Derrida
has assumed they are his; in doing so he has annulled her
voice. Lacan considers the discovery that the addressee
of epistolary exchange is the scriptor
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himself. “Might a letter to which the sender retains certain
rights then not belong altogether to the person to whom

it is addressed? Or might it be that the latter was never
the true addressee?”® Lacan explicates the ethical
consequences of narcissistism’s demand. “Demand
already constitutes the Other as having the ‘privilege’ of
satisfying needs, that is, the power to deprive them of
what alone can satisfy. The Other’s privilege here thus
outlines the radical form of the gift of what the Other

does not have—namely, what is known as its love.” For
Lacan, when the demand formulates the Other as the one
who can fulfill, this designation objectifies the Other, thus
denying him/her of a selfless love. “[The demand for a
response] annuls the particularity of everything that can
be granted, by transmuting it into a proof of love, and the
every satisfactions demand obtains for need are debased
to the point of being no more than the crushing brought on
by the demand for love.”@ In other words, when the proof
of love pre-structures a response, it obviates an authentic
response. Summarizing Lacan’s notion of narcissistic love,
Mark C. Taylor writes about the individual who is unable
to recognize their image-reflection (the imago) as split
from the self; he/she then is unable to see the Other and
collapses the Other into his/her own ego:

The pleasure that the specular ego longs for arises
through a process of ‘identification’. . .Since it is ruled

by the principle of identity, the pleasure-seeking ego is
inevitably ‘auto-erotic’. In different terms, the effort of the
speculative l/eye to see itself in every ‘other’ is essentially
narcissistic. The love of the ‘I is always an amour-propre.
Such narcissistic love is inseparably bound up with
aggression. Unwilling to tolerate difference, the ‘loving’ ‘I’
seeks satisfaction by dominating others and assimilating
difference. This struggle for mastery is the psychological
form of the ‘will to power’ that Heidegger believes to be
characteristic of the modern philosophy of the subject.>

The ‘specular ego’ then both seeks to identify with and
destroy its object of identification. The narcissistic drive
characterizing the epistolary exchange in Postcards
resounds throughout Derrida’s other philosophical writings
which assume love is always a self-love, or amour-propre
(a return to oneself). But to understand Postcards as a
mediation on love overlooks the epistolary exchange as a
mediation with death and the Unconscious.

For Derrida, the emission/reception of postcards is likened
to the game (Fort/Da) played by Freud’s infantile grandson



who throws and recoils a spool of thread in response to his
mother’s egress and return. Freud and Derrida speculate
that this repetition of this game permits the child to witness
presence/absence, death/return. This pleasurable and
painful impulse originates from what Derrida refers to as
the self-appropriating drive (‘proper’ or ‘se proprier’), a
drive stronger than both life and death that involves a self-
distancing and self-return--a telos. Derrida articulates the
mechanics of the ‘proper’ drive:

The step must occur within [the organism], from it to i,
between it and itself. Therefore one must send away the
non-proper, reappropriate oneself, make oneself come
back [revenir] (da!) until death. Send oneself [s’envoyer]
the message of one’s own death. Such would be the
function of these component drives: to help (auxiliary
function) to die one’s own death, to help (function of
assistance: to assist in death) in death’s being a return to
the most proper, to the closest to oneself, as if to one’s
origin, according to a geneological circle: to send oneself
[s’envoyer].?

In other words, the exteriorizing drive within “geneological
circle” takes place through the heterological Other.
“Heterology is involved, and this is why there is force, and
this is why there is legacy and scene of writing, distancing
of oneself and delegation, sending, envoi.”

Despite his intentions of scripting a role for the Other,

one is always left wondering whether there is indeed a
place for radical and unpredictable alterity within Derrida’s
universalizing philosophy. What happens if the Other
doesn’t want to take part in Derrida’s solipsistic mediations
with death? Derrida writes of the resistance within the
echo' but what happens when the echo is an embodied
voice with an agenda of its own? What happens when the
voice of the Other is a chorus?

1 See Derrida’s writing on Echo and Narcissus in
Positions.
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Rule #4.

The Delivery,

or, the Medium and its Specter

wr’l.fe ),ou/' lelter, print ot
oh papar, Even Leffef, Send
It vig ol/e/‘hilyh’ exF/‘eJ’J',

You want to commtnicate Fhe
ur gency of your fezbleftt, But
alSo, you wanl' Lo Surprise
your /'ecl-)oJ-ehr 1,), the P"J.hrec]
wo/ dex poSed and Vulnerable,

I ke the nafure of youf
feiuaJ‘l",

You want o ex/.wfe the
mo.fef‘l-a.h.fy mC t'exf’ fo mo.)ée
visible the SubStrate that
enabled P/'J-hfec{ letters

Yo appear of o’ Sambod! ad
J“ilyhl'f:!.e‘f. /}haio?oui to

19t A century LmPraN‘fom'N
Pal.hfe/'J' w‘o, f"'vuyA Lroad
ahd coarSe brush Strokes,

A1 Smant le Pl.cfvfl'al J-Iiufllohf,
f‘a yeJ‘fufa J.hfahcif Lo
relnScribe o co"/m/’eal
prefence 'nto the ot herwiSe
SeamlesS Erondmi$Sion of
Formularc bureaucrac,, It'S

o Auhf 78(7/’ f‘a Fl.hyer‘f t‘Aat'
y"ovfp the peh o7 touch the
COMFUfef )ée),l;(m/’c{’ f‘e Aahc{J

A specter of speech and an almost- drawing, the printed
word lies between. The printed word mystifies by its
capacity to cajole and spurn, to mirror (e.g., mimesis)

or officiate (e.g., performative utterance). In a recent
riposte to the charge that his speeches were more fluff
that substance, Massachusetts governor Deval Patrick
alluded to the language’s historical role in enacting social
change. “We hold these truths to be self-evident that all
men are created equal’ -- just words,” . “We have nothing
to fear but fear itself’ -- just words. . . . ‘| have a dream’ --
just words. They’re all just words.” Patrick suggests that
mere words bear significance on the course of history and
justice.

Invoking the metaphysics of the printed word, Derrida
writes, “. . .and | write to you that | love the delicate

levers which pass between the legs of a word, between

a word and itself to the point of making entire civilizations
seesaw.” The majesty of language, again, is its ability
to command from the position of its near-absence, its
near-nothingness. It is language’s evanescent quality that
renders its material substrate haunt all the more.

In an age of electronic communication, the materiality

of paper gains in its evocative force by virtue of its
near-obsolescence. At this particular moment in time,
email communication surrounds the exchange of paper
documents, supporting paper’s legacy as signifier of the
real. Forinstance, even today, contractual exchanges
between entities may involve the preliminary exchange of
emails that ensure and confirm the reception of the paper
document. One might even attach an electronic document
whose parameters (8.5 x 11 inches with one margin



border) refer to original paper documents. And still, one
prints out important documents as a guarantee against the
short life-span of electronic data storage. The spectrality
of the paper document is all the more prescient to those
traveling from industrialized and lesser-developed places
where paper documents still reign.

In essence, the preeminence of a dematerialized writing
technology (e.g., email exchange) produces the paper
letter’s fetishistic and spectral puissance. Slavoj Zizek
writes, “. . .in our postmodern age, what we witness

as the gradual dissipation of the very materiality of the
fetish.”¥ Zizek uses the example of electronic money,

a dematerialized medium whose spectral presence we
sense only through its effect. “. . .the paradox is that

with this spectralization of the fetish, with the progressive
disintegration of its positive materiality, its presence
becomes even more oppressive and all-pervasive, as

if there were no way the subject can escape its hold.”*
According to the “progressive disintegration” of “positive
materiality,” the email stands in for the paper letter, which
stands in for the word spoken by the absent Other, which
stands in for the Law (per Lacan) or the Other (per Zizek).
Moreover, the spectralized fetish signifies by summarizing
or invoking the entire (synecdochal) chain of replacements.
“[Itis a] paradoxical fact that the dimension of universality
is always sustained by the fixation on some particular
point.”

In this way, by understanding the implicatives invoked by
the printed word, the player of language games finds a
well-stocked storehouse for linguistic repartee...

t‘at 0pen thelopeJ" f‘e eyef
that read the contract, the
Vol.ce wl.fAJ-h f‘e wf'l-ffeh w0 d,

You want your fatter to haunt.

Do not fo/‘yef to 'nclude

the c{)'J‘PoJ"al;le came’a, You
waht Lo Jee the hves of the
Othar but you do you not

head the proof that they
e){).J‘f‘ You AaVe Fo Leyl.h

w).t% f‘e o.«fJ'um)ot'J.vh I’Ao.t
f‘ay ex!.J‘f’ ahd f‘at Uhll.ka
Doul,ffhy TAOmo.J", you o not
need to touch the wound to
belleve, Howaver ou )
wanl Fo ).mFo./‘f to f‘e /effa/‘lJ‘
/‘ecl-lpl-ehf f‘o.f f‘ey Ao.l/e been
c‘oyeh or elected to do w‘at
I’Aey mi'yﬁf nol" nomally clo.
You want to allow Fhem that
Ip/’l.Vl.fe ed moment when the
do not know whelher therr
corijI}-cJ-r?, ;.‘f' /'J-iAt ?r W/ 0ng,
This theill 18 the 7)#1’ you
L"’.hy. A3 the mallman Sl d
uFoy, rece!Vin '”)’ ieffe/" ”_L
don't know 1F thS 1S artor o
proank but | quass it doeSh't
molter, 7 The /‘ecthlhehf‘T'
uSe of the camera Jl.yha“‘
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Rule #5.
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or, Pleasure in the Hermeneutics of Play
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In games whose rules are unknown, the ideal player

is someone enticed by the prospect of writing its rules
anew, someone who willfully suspends belief, someone
who opens towards the future. The temporality of the
indeterminate game is an endless “what if’ and “remember
when”; its tone is interrogative (questioning existing order
and law), propositional (suggesting anew), and reflective
(recalling an alternative). As a protected space of deferred
judgment, players by definition must be ready to trust. In
this way, the hunt for a player is a search for someone
with whom to keep secrets. As the anthropologist Johan
Huizinga writes,

The exceptional and special position of play is most
tellingly illustrated by the fact that it loves to surround itself
with an air of secrecy. Even in early childhood the charm
of play is enhanced by making a ‘secret’ out of it. This is
for us, not for the ‘others’. What the ‘others’ do ‘outside’

is no concern of ours at the moment. Inside the circle of
the game the laws and customs of ordinary life no longer
count. We are different and do things differently.

Huizinga suggests that the space of play is a self-
contained space that sets itself apart from a broader set of
(hegemonic) order. The mystery of the game is the logic of
its self-containment, the system of its governance. Writes
Huizinga:

Inside the play-ground an absolute and peculiar order
reigns. Here we come across another, very positive
feature of play: it creates order, is order. Into an imperfect
world and into the confusion of life it brings a temporary,

a limited perfection. Play demands order absolute and



supreme. The least deviation from it ‘spoils the game’,
robs it of its character and makes it worthless. The
profound affinity between play and order is perhaps the
reason why play, as we noted in passing, seems to lie to
such a large extent in the field of aesthetics."?

Play, then, offers a temporally delimited space for
transgression of social mores, intensification of feeling,
assumption of alternate personage, and more. Exuberant
and excessive, oppositional to normativity, play can only
ephemerally exist. The ephemeral nature of play draws
attention its bounded nature: “Indeed, as soon as the rules
are transgressed the whole play-world collapses. The
game is over. The umpire’s whistle breaks the spell and
sets ‘real’ life going again. . .Play beings, and then at a
certain moment it is ‘over.’ It plays itself to an end.”® The
importance of sanctioned transgression is underscored
through anthropological examples in which the individual
self-liminalization is regarded as a socially-regulating rite
of passage. In his field investigations of the Nbemu, a
Central African tribe, anthropologist Victor Turner studied

a ritual in which adolescent boys become temporarily
dispossessed of their belongings, divested of their status in
society, and appear different through dress and costume.
He describes the social importance of ‘liminality’:

Liminality may be partly described as a stage of reflection.
In it those ideas, sentiments, and facts that had been
hitherto for the neophytes bound up in configurations

and accepted unthinkingly are, as, it were, resolved into
their constituents. These constituents are isolated and
made into objects of reflection for the neophytes by such
processes as componental exaggeration and dissociation
by varying concomitants.®®

Those in this state of ‘liminality’ are considered
ontologically separate from the social whole, a bifurcation
reflected even in the grammatical use of a separate

noun structure to refer to these youth. In their bounded
state, they are endowed a freedom to temporarily create
alternate structures of meaning. Turner writes, “Liminality is
the realm of primitive hypothesis, where there is a certain
freedom to juggle with the facts of existence. As in the
works of Rabelais, there is a promiscuous intermingling
and juxtaposing of the categories of event, experience, and
knowledge, with a pedagogic intention.”™ Significantly,
these youth then undergo a ritual to be re-integrated back
into society.

While theorists such as Huizinga, Victor Turner, and
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Caillois® focus on the social function of rituals such as
play, the 20" century hermeneutic philosopher Hans Georg
Gadamer methodologically shifts the anthropological

gaze from the production of play to its philosophical
consideration. Imparting to the field of study his
phenomenological heritage, Gadamer consistently de-
ontologizes social givens and interprets them in terms of
process and perception. For example, Gadamer questions
whether it is not the game that grips its players but instead
the player’s capacity to participatorily enact a sacral space
of play through the discovery of its order:

The attraction of the game, the fascination it exerts,
consists precisely in the fact that the game masters its
players. . .The real subject of the game is not the player
but instead the game itself. What holds the player in its
spell, draws him into play, and keeps there is the game
itself. This is shown by also by the fact that every game
has its own proper spirit.tf

For Gadamer, the game’s “proper spirit” appears as
transcendent, unfolding for its players to interpret. “[Play]
presents itself’ through the player’s negotiations and
interactions and takes place as a process ‘in between.”®9
In other words, the search for a player is ultimately the
desire to achieve a state of that ecstasy in which the game
reveals itself, delimits the playing field (terrain), names its
players, and proscribes the actions. Huizinga describes
being apprehended by this rapture: “The joy inextricably
bound up with playing can turn not only into tension,

but into elation. Frivolity and ecstasy are the twin poles
between which play moves.™" This ecstasy and frivolity
occurs when the individual perceives him/herself as an
agent within a larger unfolding system.

Similarly, the protagonist of Derrida’s Postcards engages in
the tragicomedy of a letter-writer’'s agony and ecstasy--the
writing and rewriting of the same two lines, the nod from
the mailman, the incessant anticipation of an auspicious
sign, signaling an the letter’s reception and response, etc.
Derrida writes,

When | am creating correspondence, | mean when | write
several letters consecutively, | am terrified at the moment
of putting the thing underseal. And if | were to make a
mistake about the addressee, invert the addresses, or put
several letters into the same envelope? This happens to
me, and it is rare that | do not reopen certain letters, after



having failed to identify them by holding them up to the
light at the moment of throwing them into the box. My
sorting and my postal traffic is this scene. It precedes and
follows the last pickup, the other one, the next one, or the
one | missed. The obsessional moment occasionally lasts
beyond the imaginable. Once the letter or the lot of letters
is gone (I have finally unclenched my hand), | can remain
planted in front of the box as if before an irreparable crime,
tempted to await the following pickup in order to secure the
facteur and to take everything back, in order to verify at
least one last time the adequation of addresses.”

For Derrida, the postoffice and mailperson personifies the
site of epistolary convergence. Perceived with heightened
sensibility, they become folded into the protagonist’s
drama. Describing his relationship with his postmaster,
Derrida writes, “I think she really understands me, she
would like to take part in a great scene that she does not
see, she treats me a bit like a son who comes to make
obscene confidences to her.”

Like Derrida’s protagonist who knows he himself invented
the “postal pleasure,” the player of the make-believe game
is likewise lured by the game that seemingly possesses an
interior logic. Writes Gadamer:

The players are not the subjects of play; instead play
merely reaches presentation (Darstellung) through the
players. . .The movement backwards and forward is so
central to the definition of play that it makes no difference
who or what performs this movement. The movement of
play as such has, as it were, no substrate. It is the game
that is played — it is irrelevant whether or not there is a
subject who plays it. The play is the occurrence of the
movement as such.’

For Gadamer, play is not just the discovery of transcendent
order and ontological thresholds. “Play is more than a
subjective act. Language is more than the consciousness
of the speaker; so also it is more than a subjective act.™
Gadamer uses the term “transformation into structure”

to name this process by which language or play become
“something more”:

| call this change, in which human play comes to its true
consummation in being art, transformation into structure.
Only through this change does play achieve ideality,

so that it can be intended and understood as play . .
.Transformation means that something is suddenly and as
a whole something else, that this other transformed thing
that it has become is its true being, in comparison
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with which its earlier being is nil. . .Thus transformation
into structure means that what existed previously exists
no longer. But also that what now exists, what represents
itself in the play of art, is the lasting and true®™.

Gadamer’s invocation of ever-lasting ‘truth’ problematically
recalls the universalist claims of Kant’s transcendental
consciousness. Nonetheless, | find Gadamer’s description
of this process useful for describing the experience of

the player who perceives the game’s rules as exterior

and requiring divination. But Gadamer alos puts for that
“genuine play possesses besides its formal characteristics
and its joyful mood, at least one further very essential
feature, namely the consciousness, however latent,

of ‘only pretending’. The question remains how far

such a consciousness is compatible with the ritual act
performed in devotion.”™ Assenting to the player’s double
consciousness, Gadamer continues:

Play fulfills its purpose only the player loses himself in

play. Seriousness is not merely something that calls us
away from play; rather, seriousness in playing is necessary
to make the play wholly play. The player knows very well
what play is, and that what he is doing is ‘only a game’; but

he does not know what exactly he ‘knows’ in knowing that.
bo

Acknowledging that the players by definition know that the
game is “only a game” seems to undermine Gadamer’s
insistence that play is transcendental. This nugget of
implausibility and philosophical instability, however,
reminds us that Gadamer’s hermeneutics describes the
player’s experience of invoking the universal sublime, this
sensation does not necessarily confirm its existence. What
Gadamer’s hermeneutics of play obscures is that while the
rules or logic of the game appear as divinely exterior and
transcendent, they are in fact (eschatological) rarefactions
of those same historical symbolic structures that present
themselves through the myths, language, and body of the
subject.



Conclusion
The Rejoinder,

or, Ellipses & Eschatology...

| take up Derrida’s consideration of the ellipses -- “. .

. - that figure of speech that extends declarations into
time and space. Through their textual insertion, the
ellipses ambiguates the preceding and succeeding
declaratives, reframes them as either quasi-questions,
and defers resolve. For Derrida, the conclusion of a

book (a production delimited by an author and reader)
signals its return as a text (discourse divorced from its
authorial creation and open to interpolation). Through

the death of the author, the book is (re-)inaugurated

into the continuity of discourse. Derrida describes the
process by which the ellipsis paradoxically both closes a
statement and joins it to others: “Within the elleipsis, by
means of simple redoubling of the route, the solicitation of
closure, and the jointing of a line, the book has let itself be
though as such.” Through its indeterminacy, the ellipses
thus commands, luring the reader and writer towards
transcendence. “Itis there, but out there, beyond, within
repetition, but eluding us there. It is there like the shadow
of the book, the third party between the hands holding the
book, the deferral within the now of writing, the distance
between the book and the book, that other hand.”®
Conceived in terms that echo the structure of Freud’s
drives, Heidegger’s ‘Being towards Death’, and Nietzche’s
‘eternal return’, Derrida writes,

. . .what disposes it in this way, we now know, is not

the origin, but that which takes its place which is not,
moreover, the opposite of an origin. It is not absence
instead of presence, but a trace which replaces a presence
which has never been present, an origin by means of
which nothing has begun. Now, the book has lived on this
lure: to have given us to believe that passion, having
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with which its earlier being is nil. . .Thus transformation
into structure means that what existed previously exists
no longer. But also that what now exists, what represents
itself in the play of art, is the lasting and true®™.

Gadamer’s invocation of ever-lasting ‘truth’ problematically
recalls the universalist claims of Kant’s transcendental
consciousness. Nonetheless, | find Gadamer’s description
of this process useful for describing the experience of

the player who perceives the game’s rules as exterior

and requiring divination. But Gadamer alos puts for that
“genuine play possesses besides its formal characteristics
and its joyful mood, at least one further very essential
feature, namely the consciousness, however latent,

of ‘only pretending’. The question remains how far

such a consciousness is compatible with the ritual act
performed in devotion.”™ Assenting to the player’s double
consciousness, Gadamer continues:

Play fulfills its purpose only the player loses himself in

play. Seriousness is not merely something that calls us
away from play; rather, seriousness in playing is necessary
to make the play wholly play. The player knows very well
what play is, and that what he is doing is ‘only a game’; but

he does not know what exactly he ‘knows’ in knowing that.
bo

Acknowledging that the players by definition know that the
game is “only a game” seems to undermine Gadamer’s
insistence that play is transcendental. This nugget of
implausibility and philosophical instability, however,
reminds us that Gadamer’s hermeneutics describes the
player’s experience of invoking the universal sublime, this
sensation does not necessarily confirm its existence. What
Gadamer’s hermeneutics of play obscures is that while the
rules or logic of the game appear as divinely exterior and
transcendent, they are in fact (eschatological) rarefactions
of those same historical symbolic structures that present
themselves through the myths, language, and body of the
subject.
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The Rejoinder,

or, Ellipses & Eschatology...

| take up Derrida’s consideration of the ellipses -- “. .

. - that figure of speech that extends declarations into
time and space. Through their textual insertion, the
ellipses ambiguates the preceding and succeeding
declaratives, reframes them as either quasi-questions,
and defers resolve. For Derrida, the conclusion of a

book (a production delimited by an author and reader)
signals its return as a text (discourse divorced from its
authorial creation and open to interpolation). Through

the death of the author, the book is (re-)inaugurated

into the continuity of discourse. Derrida describes the
process by which the ellipsis paradoxically both closes a
statement and joins it to others: “Within the elleipsis, by
means of simple redoubling of the route, the solicitation of
closure, and the jointing of a line, the book has let itself be
though as such.” Through its indeterminacy, the ellipses
thus commands, luring the reader and writer towards
transcendence. “Itis there, but out there, beyond, within
repetition, but eluding us there. It is there like the shadow
of the book, the third party between the hands holding the
book, the deferral within the now of writing, the distance
between the book and the book, that other hand.”®
Conceived in terms that echo the structure of Freud’s
drives, Heidegger’s ‘Being towards Death’, and Nietzche’s
‘eternal return’, Derrida writes,

. . .what disposes it in this way, we now know, is not

the origin, but that which takes its place which is not,
moreover, the opposite of an origin. It is not absence
instead of presence, but a trace which replaces a presence
which has never been present, an origin by means of
which nothing has begun. Now, the book has lived on this
lure: to have given us to believe that passion, having
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“oceanic™--a term Freud used to refer to limitlessness
and continuity. Like the game of Fort/Da, the ellipses
enables the witnessing of death and transcendence.
Spectrally present, the ellipses drives the work towards
its eschatological rarefaction and that moment where, by
virtue of its externality reveals the historicity of its own
production. The ellipses opens the statement towards
others, inviting its interpolation, a call for the Other to
partake. Like the Surrealist game of Exquisite Corpse in
which one part of the figure is drawn, then left for others
to successively fill, the ellipses is an invitation for the
heterological rejoinder.



Appendix

(Career Advice from http://www.career.vt.edu/JOBSEARC/coversamples.htm, accessed 5/4/07)

All cover letters should:

Explain why you are sending a resume. Don’t make the reader guess what you are
asking for; be specific: Do you want a summer internship opportunity, or a permanent
position at graduation; are you inquiring about future employment possibilities?

Tell specifically how you learned about the position or the organization — a flyer posted
in your department, a web site, a family friend who works at the organization. It is
appropriate to mention the name of someone who suggested that you write.

Convince the reader to look at your resume. The cover letter will be seen first.
Therefore, it must be very well written and targeted to that employer.

Call attention to elements of your background — education, leadership, experience
— that are relevant to a position you are seeking. Be as specific as possible, using
examples.

Reflect your attitude, personality, motivation, enthusiasm, and communication skills.

Provide or refer to any information specifically requested in a job advertisement that
might not be covered in your resume, such as availability date, or reference to an
attached writing sample.

Indicate what you will do to follow-up.

In a letter of application — applying for an advertised opening — applicants
often say something like “I look forward to hearing from you.” However, if you
have further contact info (e.g. phone number) and if the employer hasn'’t said
“no phone calls,” it's better to take the initiative to follow-up, saying something
like, “I will contact you in the next two weeks to see if you require any additional
information regarding my qualifications.”

In a letter of inquiry — asking about the possibility of an opening — don’t assume
the employer will contact you. You should say something like, “I will contact

you in two weeks to learn more about upcoming employment opportunities with
(name of organization).” Then mark your calendar to make the call.

175



176

—_—

(“What Makes a Good Cover Letter”. JobStar.com, accessed 5/5/07.)

. No spelling or typing errors. Not even one.
. Address it to the person who can hire you. Resumes sent to the personnel

department have a tougher time of it. If you can find out (through networking and
researching) exactly who is making the hiring decision, address the letter to that
person. Be sure the name is spelled correctly and the title is correct. A touch of
formality is good too: address the person as “Mr.,” “Ms.,” “Mrs.,” “Miss,” “Dr.,” or
“Professor.” (Yes, life is complicated.)

. Write it in your own words so that it sounds like you--not like something out of

a book. (Electra gets in trouble with libraries when she says things like this.)
Employers are looking for knowledge, enthusiasm, focus.

. Being “natural” makes many people nervous. And then even more nervous because

they are trying to avoid spelling errors and grammatical mistakes. If you need a little
help with grammar (do they still teach grammar?)--check out the classic work on
simple writing, Strunk & White’s Elements of Style, published in 1918 and now online. A
good place to begin is “Chapter 5: Words and Expressions Commonly Misused.”

Show that you know something about the company and the industry. This is where your
research comes in. Don’t go overboard--just make it clear that you didn’t pick this
company out of the phone book. You know who they are, what they do and you have
chosen them!

. Use terms and phrases that are meaningful to the employer. (This is where your

industry research and networking come in.) If you are applying for an advertised
position, use the requirements in the ad and put them in BOLD type. For example:
the ad says--



(sample cover letter from http://www.career.vt.edu/JOBSEARC/coversamples.htm, accessed
5/4/07)

Your Street Address
City, State Zip Code
Telephone Number
Email Address

Month, Day, Year

Mr./Ms./Dr. FirstName LastName
Title

Name of Organization

Street or P. O. Box Address

City, State Zip Code

Dear Mr./Ms./Dr. LastName:

Opening paragraph: State why you are writing; how you learned of the organization or
position, and basic information about yourself.

2nd paragraph: Tell why you are interested in the employer or type of work the employer
does (Simply stating that you are interested does not tell why, and can sound like a form
letter). Demonstrate that you know enough about the employer or position to relate your
background to the employer or position. Mention specific qualifications which make

you a good fit for the employer’s needs. This is an opportunity to explain in more detalil
relevant items in your resume. Refer to the fact that your resume is enclosed. Mention
other enclosures if such are required to apply for a position.

3rd paragraph: Indicate that you would like the opportunity to interview for a position or
to talk with the employer to learn more about their opportunities or hiring plans. State
what you will do to follow up, such as telephone the employer within two weeks. If you
will be in the employer’s location and could offer to schedule a visit, indicate when. State
that you would be glad to provide the employer with any additional information needed.
Thank the employer for her/his consideration.

Sincerely,
(Your handwritten signature)
Your name typed

Enclosure(s) (refers to resume, etc.)

(Note: the contents of your letter might best be arranged into four paragraphs. Consider
what you need to say and use good writing style. See the following examples for
variations in organization and layout.)
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(advice to students on applying to jobs, from the Writing Center at Renssalaer
Polytechnic Institute, http:/www.rpi.edu/web/writingcenter/cover_letter.html, accessed 5/4/07)

Audience

A cover letter provides, in a very real sense, an opportunity to let your prospective
employer hear your voice. It reflects your personality, your attention to detail, your
communication skills, your enthusiasm, your intellect, and your specific interest in the
company to which you are sending the letter.

Therefore, cover letters should be tailored to each specific company you are applying
to. You should conduct enough research to know the interests, needs, values, and goals
of each company, and your letters should reflect that knowledge.
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For more information on the anthropology of games, | recommend the following: Johan
Huizinga (Homo Ludens, 1950), Roger Caillois (Man Play and Games, 1933) and Victor
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In his opening paragraph to Civilization and Its Discontents (1930), Freud begins by
describes his repartee with a colleague who admonishes him for failing to properly
comprehend the true source of religious sentiment. Freud'’s colleague describes, “This
[sensation] consists in a peculiar feeling, which he himself is never without, which he
finds confirmed by many others, and which he may suppose is present in millions of
people. It is a feeling which he would like to call a sensation of ‘eternity’, a feeling as
of something limitless, unfounded--as it were, ‘oceanic” (Freud: “Civilization and Its
Discontents” in A Freud Reader: 723). Somewhat humorously, Freud then concludes
that while the notion of the ‘oceanic’ posed a challenge to his theories, he could in fact
not discover the ‘oceanic’ feeling within himself.



Bibliography

“Advice to Young Authors on What not to put in a Cover Letter.” http://www.kith.org/journals/j
€d/2004/08/22/2205.html. accessed 5/5/07

Bakhtin, Mikhail. Rabelais and His World. Translated by Helene Iswolsky. Cambridge,
Mass.: MIT Press, 1998.

Barker, Francis. The Tremulous Private Body: Essays on Subjection. Ann Arbor, MI: University
of Michigan Press, 1996.

Barthes, Roland, and Katzoff Collection (Brown University). The Rustle of Language. 1st ed.
New York: Hill and Wang, 1986.

Barthes, Roland, and Susan Sontag. A Barthes Reader. New York: Hill and Wang, 1982.

Bataille, Georges. The Unfinished System of Nonknowledge. Minneapolis: University of
Minnesota Press, 2001.

. Translated by Mary Dalwood. Erotism: Death and Sensuality. San Francisco : City
Lights Books, 1986.

Benjamin, Walter. llluminations. Translated by Hannah Arendt. New York: Schocken Books,
1986/1968.

Bollas, Christopher. The Shadow of the Object. New York: Columbia University Press, 1989.
Bourriaud, Nicholas. Relational Aesthetics. Paris: Presses du Réel, 1998.

Bruno, Giuliana. Atlas of Emotion. New York: Verso Press, 2002.

Buber, Martin. / and Thou. New York: Touchstone, 1996.

Caillois, Roger. Translated by Meyer Barash. Man, Play, and Games. New York: The Free
Press, 1961.

“Career Advice.” http://www.career.vt.edu/JOBSEARC/coversamples.htm, accessed 5/4/07.

181



182

Cronin, Joseph. Foucault’s Antihumanist Historiography. Studies in the History of Philosophy
57. Queenston: The Edwin Mellen Press, 2001.

Derrida, Jacques. Translated by Prenowitz, Eric. Archive Fever: A Freudian Impression.
Chicago: Chicago University Press, 1995.

. Translated by Patrick Mensah. Monolingualism of the Other, or, The Prosthesis of
Origin. Palo Alto: Stanford University Press, 1998.

. Paper Machine. Translated by Rachel Bowlby. Palo Alto: Stanford University Press,
2005.

. Positions. Translated by Alan Bass. Chicago: University of Chicago Press, 1981.

. The Postcard: From Socrates to Freud and Beyond. Translated by A. Bass. Chicago:
University of Chicago Press, 1987.

Derrida, Jacques, Alan Bass, and ebrary Inc. Writing and Difference. Routledge Classics, 2001.

Doniger, Wendy. The Woman Who Pretended To Be Who She Was: Myths of Self-Imitation.
New York: Oxford University Press, 2005.

Foucault, Michel. Smith, A.M. Sheridan, trans. The Archaeology of Knowledge & the Discourse
on Language. New York: Pantheon Books, 1972.

. A History of Sexuality: an Introduction. Volume |. New York: Vintage Books, 1989.

. The Order of Things; an Archaeology of the Human Sciences, World of Man. New York,:
Vintage Books, 1973.

Freud, Sigmund. The Freud Reader. Edited by Peter Gay. New York : W.W. Norton, 1989.

. Three Essays on the Theory of Sexuality. New York: Basic Books, 1975.

. Beyond the Pleasure Principle. New York: W.W. Norton & Co., 1975.

Freud, Sigmund, and A. A. Brill. The Basic Writings of Sigmund Freud. New York: The Modern
Library, 1938.

Freud, Sigmund, and James Strachey. Civilization and Its Discontents. Standard ed. New York:
W.W. Norton, 1989.

. A General Selection from the Works of Sigmund Freud. New York: Anchor Books, 1957.
Gadamer, Hans Georg. Truth and Method, Continuum Book. New York: Seabury Press, 1975.

Gilligan, Carol. “When the Mind Leaves the Body.” Daedalus: Journal of the American Academy
of Arts & Science. Summer 2006, vol. 135, no.3, 55-66.

Greene, Josh. http://web.mac.com/serviceworks/iWeb/Site/About%20Us.html. Accessed 5/1/07
Gross, Elizabeth. “The Body of Signification”. In Abjection, Melancholia, and Love: The Work

of Julia Kristeva. Edited by John Fletcher and Andrew Benjamin. New York: Routlege,
1900.



Gutting, Gary. Michel Foucault’s Archaeology of Scientific Reason. New York: Cambridge
University Press, 1989.

Hacking, lan. Historical Ontology. Cambridge: Harvard University Press, 2002.

Helman, Scott. “Patrick, Obama Campaign Share the Language of ‘Hope’.” The Boston Globe,
4/16/07 2007.

Huizinga, Johan. Homo Ludens: A Study of the Play Element in Culture. New York: Roy
Publishers, 1950.

Kristeva, Julia. The Kristeva Reader. Edited by Toril Moi. Oxford: Basil Blackwell Ltd., 1986.

Lacan, Jacques, and Bruce Fink. Ecrits : The First Complete Edition in English. New York: W.W.
Norton & Co., 2006.

. The Ethics of Psychoanalysis: 1959-1960 (The Seminar of Jacques Lacan, Book V).
Ed. Miller, Jacques-Alain. Trans. Porter, Dennis. New York: W.W.Norton & Co., 1986.

Oliver, Kelly, ed. The Portable Kristeva. Second Edition ed. New York: Columbia University
Press, 2002.

Peltier, Phillipe. “Oceania: Objects of Revelation and Desire.” In Oceania: Objects of Revelation
and Desire: New Guinea Art: Masterpieces from the Jolika Collection of Marcia and John
Friede, edited by John Bigelow Taylor John Friede, and Dianne Dubler, 56-75. Milan:
Fine Arts Museums of San Francisco in Association with 5 Continents Editions, 2005.

Powell, Jason. Jacques Derrida: A Biography. New York: Continuum International Publishing
Group, 2006.

Rothenberg, Jerome, and Clay, Steven, eds. A Book of the Book: Some Works & Projections
About The Book & Writing. New York City: Granary Books, 2000.

Silverman, Hugh. Gadamer and Hermeneutics. New York: Routledge, 1991.

Silverman, Hugh. Textualities: Between Hermeneutics and Deconstruction. New York:
Routledge, 1994.

Doris Sommer. Bilingual Aesthetics : A New Sentimental Education. Durham : Duke University
Press, 2004.

“Sample Cover Letter.” http://www.career.vt.edu/JOBSEARC/coversamples.htm, accessed
5/4/07

Sontag, Susan. On Photography. New York: The Noonday Press, 1971.
Taylor, Mark C. Altarity. Chicago: University of Chicago Press, 1987.
Turner, Victor. The Forest of Symbols. Ithaca: Cornell University Press, 1967.

Veyne, Paul. “Foucault Revolutionizes History.” In Foucault and His Interlocutors. edited by
Arnold Davidson. Chicago: University of Chicago Press, 1997.

“What Makes a Good Cover Letter”. JobStar.com, accessed 5/5/07.

183



