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Abstract 

This project identifies and analyzes the relationship between radical ideology and identity 

formation, using the works and lives of Zinaida Gippius and Mishima Yukio as case studies. My 

thesis proposes a model of subject formation based on Lacanian methodology which I have 

called the ³Persona´ model. The Persona model demonstrates hoZ authors like Gippius and 

Mishima utilize prescriptive ideology to restructure the symbolic order that determines their 

perception and reflection by the dialogic other. I use Lacan¶s definition of the Other (A) as the 

overarching set of signifying meanings and rules in linguistic exchanges and examine how the 

author as Persona performs outside-in self-fashioning whereby they structure the outside world 

according to ideology informed by their own internal goals. I define the function of ideology in 

the Persona model as a remedy for perceived maladies of identification, one which serves to 

restructure the Zorld and the perceptual order according to the author¶s ideali]ed conception of 

self. The author as Persona uses ideology as a road map for perception through which the other 

can reflect what Lacan calls the Ideal-I. My thesis looks at texts by and biographies of each 

author and explores the ways in which ideology seeps into the work as a method for assertion of 

author identity. I ultimately argue that through using the Persona framework to understand cases 

like Gippius¶ and Mishima¶s, the roles of ideolog\, identit\, and public consciousness demand 

that the work be read as a vehicle for asserting subjectivity in the context of complex identity 

formation.  
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Introduction 

The role of author biography in literary studies suffers from Sisyphean discourse that volleys 

between completely amputating the author in favor of reader interpretation, to reading the 

narraWiYe Yoice aV Whe aXWhor¶V WhemVelYeV. In ³The DeaWh of Whe AXWhor,´ Roland BarWheV argXeV 

WhaW Whe reader¶V inWerpreWaWion oXWZeighV and eYen eliminaWeV Whe aXWhor¶V inWenWionV and WhaW 

liWeraWXre oXghW Wo be read aV iW iV ZriWWen ³in Whe here and noZ´ (145). BarWheV ZriWeV WhaW ³a 

We[W¶V XniW\ lieV noW in iWV origin bXW in iWV deVWinaWion,´ hoZeYer WhiV argXmenW for diYorcing 

author from work is complicated by examining authors who consciously fuse their identity and 

subjectivity with the work itself (148). In the cases of writers like Mishima Yukio and Zinaida 

Gippius, the work itself demands biographical acknowledgment and an inextricable fusion 

between narrative voice and author. The self-conscious references and ideological complexions 

of each aXWhor¶V narraWiYe VW\le permeaWe Wheir reVpecWiYe liWerar\ ZorkV, rendering a diYorce 

beWZeen aXWhor and Zork impoVVible. MoreoYer, in caVeV like GippiXV¶ and MiVhima¶V, Whe roleV 

of ideology, identity, and public consciousness demand a reading that goes beyond the 

biographical; the literature ought to be read as a vehicle for asserting subjectivity in the context 

of complex identity formation.   

Authors Mishima Yukio and Zinaida Gippius each enjoyed a level of notoriety in life and 

left a meticulously crafted legacy after death. Mishima Yukio (1925-70) was a Japanese author 

who lived during a period of structural change for Japanese society and literature. Zinaida 

Gippius similarly lived through a period of political turmoil in Russia; she was born in 1869 and 

died in 1945 while in emigration in Paris. While known for their writing, Mishima and Gippius 

are especially notorious for matters outside of their fiction and poetic writing. Their interactions 

with literati circles, literary criticism, public personas and appearances, and ideological 
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insistences colored perceptions of the authors both contemporaneously and posthumously. 

Mishima notably was an ardent Japanese nationalist, while Gippius advocated for a return and 

revitalization of traditional religion and spirituality. While both authors are considered to have 

extreme radical political1 views, they also embody and infuse into their writing a spirit of 

contradiction that makes personal the issue of ideology. Both Mishima and Gippius exemplify a 

model of subject formation that I will hereafter refer to as Persona. The Persona model differs 

from persona; Persona considers both public perception as it informs the subject and the self-

conscious accentuation of perceptive elements as they reflect subjectivity back onto the other. 

Ideology functions as a vehicle for reflection; similarly to how language dialogically structures 

the self, the role of ideology in Persona crafting is one which facilitates dialogic self-fashioning 

through reflection.  

This project examines the works of Mishima Yukio and Zinaida Gippius as case studies 

of the Persona model and analyzes the way in which these authors utilize radical ideology as a 

medium for asserting identity. The Persona model as I have defined it derives from Jacques 

Lacan¶V conVWrXcWion of Whe Velf. Lacan¶V formXlaWion of VXbjecWiYiW\ iV parWicXlarl\ XVefXl in WhaW 

it posits identity construction as a perpetual dialectic process informed by interactions with the 

other. This project will compare select works by Mishima and Gippius using the Persona model 

as a framework for understanding the ways in which identity is centered, constructed, and 

asserted through ideology. I will be using a working definition of ideology as a prescriptive 

framework of beliefs for structuring society. Terry Eagleton gives several salient definitions of 

ideology in Ideology: An Introduction (1991), Whe moVW perWinenW of Zhich iV Whe ³promotion and 

 
1 GippiXV¶ poliWical YieZV folloZed primaril\ from her theological views. She notably opposed the Soviet policies on 
religion. Her politics are often conflated with those of her husband, but much of her own writing on politics was 
predominantly concerned with freedom of religious expression. See Simon Karlinsk\¶V ³Freedom from Violence 
and LieV´ for more on GippiXV¶ poliWical aVVociaWionV and Whe diVagreemenW aboXW her alignmenW beWZeen VcholarV.  
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legitimation of Whe inWereVWV of VXch Vocial groXpV in Whe face of oppoVing inWereVWV´ (29). I am 

primarily defining ideology as a prescriptive framework due to the conflation between individual 

and collective goals in the Persona model. I will firVW diVcXVV each aXWhor¶V reVpecWiYe 

biographies and the ways in which biography interacts with the work, then I will outline the 

Lacanian methodology which informs this project. Finally, I will discuss selected works, 

particularly those which are especially self-referential in order to illustrate the inextricable links 

between author and work and the ways in which the work ultimately serves as an assertion of 

identity. Although both authors have vast bodies of work, I have selected texts which make most 

obvious the function of authorship as an assertion of identity through ideological and thematic 

underpinnings.  

MiVhima YXkio, born Hiraoka KimiWake, iV Zidel\ conVidered one of JapaneVe liWeraWXre¶V 

most controversial figures; despite his finely wrought prose, his notorious insistence on aesthetic 

purity and ardent political advocacy for a return to Imperial Japanese ideology made him a figure 

equally as famous for his public beliefs as for his work. Due to his long list of accomplishments 

and occupations (director, model, bodybuilder, author, and more) and his sensational death, 

Mishima is one of the most famous figures in Japanese literature. In 1970, Mishima attempted 

and failed to arouse a coup with a unit of the Japan Self-Defense Force, and ultimately 

committed seppuku (ritual suicide) with Morita Masakatsu, the lieutenant of his right-wing 

VWXdenW miliWariVW groXp and hiV rXmored loYer (NaWhan 258).  MiVhima¶V laVW ZordV Zhen he and 

Morita committed seppuku during their failed coup echoed sentiments from both his fiction and 

criWical eVVa\V; before diVemboZeling WhemVelYeV Whe\ e[claimed Whree WimeV ³Tennǀ heika 

banzai,´ meaning ³Long liYe hiV Imperial MajeVW\´ (NaWhan 279). MiVhima¶V YaVW corpXV of 

work is nearly inextricable from his public character. His death and contemporaneous public 
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appearances, or often, performances not only contextualize the ideals he espoused in his fiction 

and critical work, but the confessional nature of much of his work insists on linking writer and 

writing.  

MiVhima¶V oeXYre in both work and life involves persistent references to themes such as 

eroticized death, beauty, contradiction, stoicism, and the conflict between spirit and body. In his 

1972 arWicle ³MiVhima YXkio and hiV SXicide,´ YamanoXchi HiVaaki ZriWeV WhaW ³MiVhima¶V 

whole career was one of paradox built on an extraordinary tension between spirt and body, words 

and acWion, and arWiVWic creaWion and commiWmenW Wo Whe Zorld´ (2). MiVhima¶V penchanW for 

paradox has been well-documented by other scholars and biographers; Dick Wagenaar and 

IZamoWo YoVhio ZriWe WhaW MiVhima¶V ZorkV are ³repleWe ZiWh graWing conflicWV, ideologieV hoWl\ 

conWeVWed, emoWionV in claVhing oppoViWion, in VhorW, Whe aXra of baWWle´ (43). MiVhima iV alVo 

often read in comparison with the Japanese I-novel tradition, and although not all critics consider 

him a I-novelist in the strictest sense, all agree that his work is infused with a consciously 

confessional tone. The I-noYel WradiWion iV ³a VWraighWforZard aXWobiographical confeVVion b\ a 

hero who iV none oWher Whan Whe aXWhor himVelf´ and haV an XlWimaWel\ defeaWed hero in Vearch of 

Vome kind of ³pecXliarl\ perVonal ideal or moral YiVion Zhich iV aW oddV ZiWh boXrgeoiV VWandard 

of life´ (YamanoXchi 3). YamanoXchi argXeV WhaW deVpiWe inflXence from the I-novel style, 

MiVhima¶V Zork goeV be\ond iW, VXggeVWing WhaW MiVhima¶V Zork iV able Wo mainWain an 

aXWonom\ in a Za\ ³WhroXgh perfecW arWiVWic meWhod´ WhaW oWher JapaneVe noYelV lack (4). 

HoZeYer, MiVhima¶V e[aminaWion of Whe conflicW beWZeen VpiriW as symbolized by language and 

body suggests a self-conVcioXV inWeracWion ZiWh Whe Zork. B\ reading MiVhima¶V Zork XVing Whe 

Persona model, this project aims to highlight the function of understanding his writing as an 

assertion of subjectivity and a resolution of perceived identificatory maladies. 
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Zinaida Gippius is best known for her early twentieth-cenWXr\ Zork Zhich VoXghW a ³neZ 

religioXV conVcioXVneVV´ (PachmXVV 103). GippiXV iV moVW aVVociaWed ZiWh Whe S\mboliVW 

movement in Russian Silver Age poetry; her poetry was concerned with subjects like mysticism, 

eroticism and death, and a pursuit of truth and God. For Gippius, as well as many other 

symbolists, the conflict between the body and the spirit also factors heavily into her work. In 

Beyond the Flesh: Alexander Blok, Zinaida Gippius, and the Symbolist Sublimation of Sex, 

Jenifer Presto highlights the way that Gippius eluded her identity as a woman writer, explaining 

WhaW Vhe ³emplo\ed a genderleVV VignaWXre´ and XWili]ed maVcXline firVW-person grammatical 

markerV in her poeWr\ and ³reporWedl\ VhXnned all official affiliaWionV ZiWh Zomen ZriWerV´ (143). 

GippiXV¶ moVW famoXV rejecWion of her idenWiW\ ZaV WhaW Vhe ZanWed Wo ZriWe poeWr\ ³noW jXVW aV a 

woman but as a human being (chelovek),´ aVVerWing her preference for a genderless presentation 

(Pachmuss 17). Gippius wrote primarily poetry, but is also known for her plays, literary 

criticism, diaries, and letters, which were all published both in collections by Gippius before her 

death and posthumously compiled by Temira Pachmuss.  

 There is remarkably little scholarship on Gippius, and a disproportionate amount of the 

existing scholarship focuses largely on her penchant for cross-dressing. Gippius, like Mishima, 

enjoyed and crafted a degree of contemporaneous infamy, both in Russian literary salons and the 

emigrè salons which she later took part in after leaving Russia in 1919. Gippius, in an effort to 

transcend rigid gender boundaries, would often dress as a male dandy or in exaggerated female 

costume, and was even rumored to be a hermaphrodite (Presto 8). Gippius, alongside her 

husband Dmitry Merezhovsky and others, asserted a notion of evolved Christianity which built 

on Whe ³hiVWorical chXrch´ bXW cenWered Whe Hol\ TriniW\ in iWV concepWXali]aWionV of all aspects of 

inWerperVonal inWeracWion (PachmXVV 108). GippiXV¶ rejecWion of dXaliW\ and inWenVe focXV on a 
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trifold system reflects her issues with binaries, especially those related to gender. In all of her 

gender performances Gippius illustrates a general preference for ambivalence; her male persona 

is a dandy, a largely feminine character, while her parodic female persona is overexaggerated to 

Whe poinW WhaW Vhe reVembleV a female imperVonaWor (PreVWo 145). AV MiVhima¶V iVVXeV beWZeen 

body and spirit are reflecWed in hiV obVeVVionV ZiWh conflicW and maVcXliniW\, Vo GippiXV¶ 

religious ideology reflects her conflict with her identity, gendered and interpersonal. 

In ³The FXncWion and Field of Speech in PV\choanal\ViV,´ Lacan VWaWeV WhaW ³Whe VXbjecW¶V 

act of addressing [allocution] brings with it an addressee [allocutaire] ± in other words, that the 

speaker [locuteur] iV conVWiWXWed in iW aV an inWerVXbjecWiYiW\´ (Écrits 214/258). Lacan utilized 

structural linguistics and the formulaic dialectics of speech to metaphorically explain subject-

object relations, and subject formations as a result. In this particular example, Lacan uses the 

structural linguistic notions of speaker and assumed addressee to explain the way in which the 

subject assumes an other. For Lacan, any act by the subject assumes an other, and the other and 

subject practice reflection on one another to configure identity. In the model of the Persona as 

exemplified by Gippius and Mishima, the Persona figure as subject not only assumes an other as 

addressee but consciously crafts one by means of ideology. The ideological crafting of the other 

enVXreV percepWion and VXbVeqXenW reflecWion on Whe VXbjecW¶V WermV; Whe oWher in Whe PerVona 

model is crafted to reconfigure the subject in order to resolve specific identity issues. In 

e[amining GippiXV and MiVhima aV figXreV of PerVona, an addiWional VWep ariVeV in Lacan¶V 

formulation of subjectivity in which the subject crafts the other by means of ideology, and 

subsequently utilizes that other to reflect and force recognition of idealized selfhood.  
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Methodology 

In hiV chapWer ³The PerVona aV a SegmenW of Whe CollecWiYe PV\che,´ pV\chologiVW Carl JXng 

addresses the nebulous concept of persona, referring first to its etymological meaning derived 

from maVkV Zorn b\ acWorV. JXng XlWimaWel\ defineV hiV noWion of perVona aV ³a maVk of Whe 

collecWiYe pV\che,´ and ³a compromiVe beWZeen indiYidXal and VocieW\ aV Wo ZhaW a man VhoXld 

appear Wo be´ (351). The perVona aV maVk proYideV an appropriaWe e[ample of the public persona, 

which in this context is more aptly considered a performance. Although Jung recognizes the role 

of the other in public-facing identity formation, his concept of persona as merely a mask does not 

address the underlying issues of idenWiW\ negoWiaWion WhaW are clear in Lacan¶V mirror VWage Wheor\. 

JXng¶V concepW of perVona iV XVefXl,  hoZeYer, in XnderVWanding Whe role of an aVVXmed collecWiYe 

in idenWiW\ formaWion, bXW Lacan¶V reflecWiYe lingXiVWic VchemaWa proYide Whe miVVing link 

necessary for understanding how Persona functions by utilizing ideology to recraft the 

collectivized other and subsequently refigure self-identification. While Lacan never suggests a 

functional model for Persona as is formalized here, his general schemata for identity formation 

and reflective interaction between the self, other, and the Big Other can be extrapolated to 

illuminate my Persona schema. The Persona schema that I am proposing involves an idealistic 

recrafting of the presumed Big Other, the symbolic order, by means of ideology as a vehicle to 

engineer the reflection by the other to reveal the Ideal-I.  

This model of the Persona differs from those of the standard notions of public persona 

and narrative voice in that the Persona as it pertains to subjectivity involves a dialogic process 

that begins outward and moves inward, and then is self-consciously reflected into intentionally 

crafWed depicWionV of Whe Zorld and Velf. The PerVona reYerVeV Lacan¶V noWion of Whe mirror VWage; 

the subject starts with outward perception and moves inward. By restructuring the outer world 
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and iWV rXleV and VWraWegieV, ZhaW Lacan referV Wo aV Whe ³OWher´ and Zill be referred Wo here aV Whe 

Big Other [Other(A)], the subject of Persona ultimately restructures the self. Through this 

engagement with perception and reflection, the Personic subject performs a sort of outside-in 

self-fashioning, whereby they structure the outside world according to ideology informed by 

their own internal goals. The subject of Persona determines specific perceived maladies, issues 

with their own identity in need of resolution to achieve completeness and materialization of what 

Lacan refers to as the Ideal-I. I am using the word maladies for the Persona context to emphasize 

the conflict assumed by the subject in recognizing potentially unfavorable elements of identity. 

In his model of subjectivity, Lacan asserts that each person undergoes an initial stage of 

idenWificaWion in infanc\, Zhich he referV Wo aV Whe ³Mirror SWage,´ Zhich iV ³Whe WranVformation 

WhaW WakeV place in a VXbjecW Zhen he aVVXmeV an image´ (76). Lacan aWWribXWeV neXroVeV and 

YarioXV madneVVeV Wo a failXre Wo negoWiaWe ZhaW Whe ³Ideal-I´ of Whe mirror VWage ZiWh Whe laWer 

objecWificaWion ³in Whe dialecWic of idenWificaWion ZiWh Whe oWher.´ (76). Lacan poViWV a V\mbolic 

order of relaWion beWZeen Whe VXbjecW and Whe oWher aV ³a dialecWic of inWerVXbjecWiYiW\,´ Zherein 

Whe VXbjecW¶V addreVV aVVXmeV Whe oWher ³aV abVolXWe,´ Wo ³acW accordingl\ ZiWh Whe oWher«b\ 

making himself an object in order Wo deceiYe Whe oWher´ (40). Lacan XVeV WhiV Vchema Wo 

demonstrate the psychoanalytic basis for paranoia, but the model of Persona likewise follows a 

similar pattern. In the Persona framework, the other is collectivized, and encapsulates the 

objectification of the subject; the subject sees themselves as both the true and deceitful other 

simultaneously. The subject in this framework assumes the perspective of the other to perceive 

the self. In this sense, the ideology espoused by the Personic subject acts as a prescriptive vehicle 

for perception according to the particular maladies and identity issues the subject desires to 

correct to achieve the completeness of the Ideal-I.  
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Lacan alWernaWeV beWZeen differenW ³oWherV´ in hiV VeminarV and paperV, and insists that 

the other cannot be conceived merely as what is outside the subject. The working idea of the 

oWher WhaW Zill be XVed in WhiV anal\ViV iV WhaW of Whe Big OWher aV ³Whe locXV in Zhich iV ViWXaWed 

the chain of the signifier that governs whatever ma\ be preVenW of Whe VXbjecW«Whe field of WhaW 

liYing being in Zhich Whe VXbjecW haV Wo appear´ (Seminars 203). The notion of the Big Other as 

an overarching set of signifying meanings and rules in linguistic exchanges best encapsulates the 

notion of Big Other as the vehicle for perception and reflection in the Persona model. The 

lowercase dialogic other represents the reflective being with whom the subject enters into 

diVcoXrVe. The oWher in Lacan¶V model of VXbjecW formaWion iV aVVXmed and, alWhoXgh noW always 

external in the strictest sense, created by means outside of the subject. The other in the Personic 

model is created by the subject and crafted into a reflecting medium (dialogic other) for optimal 

self-fashioning according to ideology.   

The PerVona can be formali]ed b\ adjXVWing Lacan¶V formXla of VXperego aV phallic 

metaphor, split by metaphorical castration (Fig. 1). The point of the Persona formalization is the  

totality (although illusorily unified), while it is split by a reflective mirror. The Persona model is 

formed by the other in the 

Real (object) and the 

primordial subject. The 

PerVona, like Lacan¶V oWher 

models, is characterized by 

an oscillating, two-way 

dialectic, wherein as the 

other in the Real informs the 

 Primordial 
Subject 

 Other in the 
Real 

 Persona 

Mirror 

I 

I I 

i(a) i(a) 

S(A
) 

Figure 1 
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subject, the subject likewise inflicts itself upon the Other, all fractured by reflection. Lacan¶V 

definitions of metaphor and metonymy are particularly useful for understanding the Persona 

model; the Personic subject effectively makes oneself into a metonymic being through 

displacement and replacement, and likewise uses metaphor in the Real to substitute for 

subjectivity in the Imaginary. In practice, the Personic subject replaces the internalized gestalt 

self-image with an external image. Lacan asserts that internal/external sources of subjectivity are 

not to be understood in diametric opposition, as Freud suggests, but that each formulation of 

subjectivity involves a combination of internal/external sources. The Persona model takes 

Lacan¶V idea Wo Whe e[Wreme; VimXlWaneoXVl\ impoVing Whe inWernal on Whe e[Wernal, aV a meanV of 

reflecting the reconfigured external to craft the internal.  

While Mishima and Gippius¶ an[ieW\ regarding idenWiW\ and iWV VoXrceV in Wheir Zork 

reflecWV Lacan¶V noWion of idenWiW\ formaWion WhroXgh Whe mirror VWage, b\ reimagining Whe and 

recrafting the self in their 

ZriWing, boWh aXWhorV¶ 

participation in this 

negotiation requires adding 

an additional element to 

Lacan¶V Vchema. Lacan 

formalizes the relationship 

between the subject, the ego, 

and the two others (a and A) 

as Schema L (fig. 2). In this 

Vchema, Whe VXbjecW/ego ³S´ 

S   a other 

A Big 
Other  

a  

Figure 2 
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projecWV iWVelf onWo Whe oWher ³a´ WhroXgh Whe Vignif\ing chain. Lacan considers three orders of 

commXnicaWion and inWerVXbjecWiYiW\: ³Whe real, Whe imaginar\, and Whe V\mbolic,´ and aVVerWV 

that the projection of the subject (id) onto the other happens through the realm of the symbolic, 

or the unconscious (Écrits 38). The oWher ³a´ projecWV iWVelf onWo Whe ego (a) WhroXgh imaginar\ 

relation, while the Big Other (A) projects onto the subject through both the unconscious and 

imaginary relation.  

In the case of Mishima, Gippius, and the writer as Persona generally, the subject (S) 

projects itself in the realm of imaginary relation onto the Big Other (A) using ideology in order 

to affect change unconsciously (symbolically) in the other (a1) which in turn projects onto the 

ego (a) and Vo on (Fig. 3). In ³Schema P,´ Whe Big Other (A) is utilized by the Personic figure 

consciously to symbolically recraft the other in the ultimate pursuit of recrafting the self. The 

recrafted Big Other can 

be thought of as a sort of 

³roadmap´ for 

perception; it gives the 

other a key for perceiving 

and subsequently 

reflecting the subject. 

What differentiates the 

aXWhor aV PerVona¶V 

interaction with both 

their own subjectivity 

and that of the other in 

(Es) S   a other 

A Other 
 

   a 
(ego)  

A Other 

Figure 3 
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their writing is that they consciously reconstructs the stakes of the Big Other according to 

ideology in alignment with distinct self-conscious maladies. Mishima recognizes flaws or issues 

in his own construction of identity, and uses ideology (Big Other) to remedy these in the other to 

ultimately reflect back onto himself. Likewise, Gippius projects her issues with gender into her 

religious ideology, and ultimately utilizes this ideology to create an other distinct from herself 

and capable of reflecting the Ideal-I back in identity formulation.  

The Persona as a formulation of subjectivity involves substituting ideology for a general 

social order. The Personic author, in practice, utilizes ideology as a language, a methodology, for 

carrying out the two-way oscillation between internal subjectivity and external objectivity. In the 

cases of authors Zinaida Gippius and Mishima Yukio, the vehicle of ideology facilitates the 

process of reflection; the author as Persona uses ideology (Other) to craft the other (a) and 

subsequently reflect the idealized other to refashion the self into the Ideal-I. The following 

sections will examine how reading texts by Mishima and Gippius according to the Persona 

model enriches understanding of these works as complex negotiations of identity.  

Mishima Yukio 

MiVhima YXkio iV ofWen regarded aV one of poVWZar Japan¶V most prolific and controversial 

literary figures. Mishima was a novelist, actor, model, bodybuilder, social critic, playwright, and 

had man\ more crediWV leading Xp Wo hiV Vhocking VXicide in 1970. MiVhima¶V Zork and perVonal 

life embody several contradictions; in his autobiographical novel Kamen no kokuhaku, translated 

in English as Confessions of a Mask, Mishima confessed to having homosexual desires, and 

laWer, married and had children ZiWh a Zoman, Yoko. MiVhima¶V biographer and former 

translator, John NaWhan, deVcribeV hiV relaWionVhip ZiWh hiV Zife aV an ³eVVenWial conYenWionaliW\,´ 

and WhaW Yoko proYided him an opporWXniW\ Wo feel ³anchored in reVpecWabiliW\,´ deVpiWe hiV 
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shocking stories and public persona (143). He carefully crafted a public persona based on 

contradiction, through his public relationship with his wife and acknowledged homosexuality. 

Mishima first emerged on the Japanese literary scene at age sixteen, yet later in life rejected his 

position as an author, wishing instead to be considered a warrior in death (Nathan 273). 

MiVhima¶V noWorioXV fanaWic paWrioWic ideolog\ VWemmed largel\ from hiV Yalori]aWion of 

martyrdom and its historic role in Japanese warfare; Mishima famously posed for photographer 

Shinoyama Kishin as Saint Sebastian, and in Confessions of a Mask cited a painting of the 

martyred saint as his first ejaculation (Nathan 95, 267). MiVhima¶V ferYenW VWanceV on arW, 

politics, death, and literature are woven throughout his work as well as his meticulously crafted 

public persona.  

Mishima was born Hiraoka Kimitake in January 1925 to parents Hiraoka Azusa and 

HaVhi Shi]Xe. MiVhima¶V illXVWrioXV famil\ backgroXnd informed mXch of hiV earl\ ideali]aWion 

and romanticization of Japanese history. His male paternal relatives primarily worked as 

bureaucratic administrators, and his paternal grandmother, Natsuko, who had a great hand in 

raising Mishima, came from a lineage of samurai and high-ranking members of the Shishido 

fiefdom (InoVe eW. al. 34). NaWVXko¶V anceVWr\ Vhaped mXch of Whe mythology Mishima employed 

in his works, and even in his earliest school compositions Mishima wrote with an air of authority 

seemingly inherited from his illustrious roots (Inose et. al. 39). Forty-nine days after his birth, 

Natsuko took the infant Mishima from his mother, Shizue. Natsuko was both mentally and 

physically ill, but doted on the likewise sickly Mishima, instilling in him a sense of aristocratic 

lineage that informed much of his work and persona (Inose et. al. 44). John Nathan characterizes 

NatsXko aV greaWl\ inflXencing MiVhima¶V longing for Whe paVW, ZriWing WhaW b\ dZelling on ³her 

profound dissatisfaction with herself and her wildly poetic longing for a distant past, an elegant 
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past, a past of beauty, she can be said to have afflicted him with Whe µromanWic agon\¶´ (27). 

Natsuko also introduced Mishima to theater and literature and would bring him to kabuki plays at 

an early age. In Whe Lacanian VenVe, MiVhima¶V fraXghW relaWionVhipV ZiWh boWh hiV moWher and 

grandmother complicate the identificatory mirror stage, by which the infant comes to recognize 

self-hood through recognition of the m(Other). MiVhima¶V preoccupation with lineage and 

history in his work reflect both the influence his grandmother had on him and his desire for 

legitimization through a means outside of himself, which would eventually come from ideology.  

 Traditionalist aesthetics and subversions of such, especially those related to Japanese 

WheaWer are VcaWWered WhroXghoXW MiVhima¶V Zork. MiVhima¶V deep concern ZiWh beaXW\ and 

aeVWheWicV permeaWeV hiV Zork and hiV life. YamanoXchi ZriWeV WhaW MiVhima¶V VXicide ZaV noW 

onl\ poliWical bXW ZaV ³alVo rooWed in ZhaW ma\ be called hiV perVonal and aeVWheWic moWiYeV´ (2). 

John Nathan also recognizes the importance of aesthetics in Mishima¶V poliWical ideolog\, noWing 

that Mishima had determined that the emperor was the sole arbiter of Japanese culture (232). 

MiVhima¶V concern ZiWh aeVWheWicV inflXenced hiV pXblic appearance, eVpeciall\ hiV poliWical 

activity. Walter Benjamin writes thaW ³all efforWV Wo aeVWheWici]e poliWicV cXlminaWe in one poinW. 

ThaW one poinW iV Zar,´ and MiVhima¶V miliWari]ed groXp Tate no kai (Shield Society) aptly 

illXVWraWeV Benjamin¶V argXmenW (121). NaWhan diVcXVVeV hoZ memberV of Tate no kai were not 

ultimatel\ poliWicall\ aligned, bXW WhaW MiVhima¶V real pleaVXre in Whe groXp came from Whe 

³Wraining´ monWhV Zhere he liVWened Wo one of Whe ³cadeWV pla\ing Whe JapaneVe flXWe mXVic XVed 

in coXrW mXVic and Nǀ danceV´ (231). MiVhima¶V XlWranaWionaliVW ideolog\ ZaV linked largely 

with aesthetics, as well as with masculinity and eroticism.  

The ke\ WenVion Zhich WieV WogeWher all of MiVhima¶V ZorkV, aV Zell aV hiV perVonal and 

public life, is that between erotic desire and death, and his infusion of reactionary ideology into 
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his work and life further demonstrates his valorization and fetishization of a heroic, patriotic 

death. As a child, Mishima was plagued by illness and was rejected from enlisting in the army 

(Nathan 54). His childhood illness is often regarded as a source of his later obsession with 

strength and masculinity, as well as his reactionary valorization of bushidǀ code, the traditional 

set of values held by samurai ZarriorV. In hiV firVW pXbliVhed VhorW VWor\, ³Hanazakari no Mori,´ 

or, ³A ForeVW in FXll FloZer,´ MiVhima deVcribeV a Zoman being raYaged and killed b\ a Vea 

god, deVcribing her deaWh aV ³Whe pXre mindleVVneVV of a collapVe, accepWing all and becoming 

noWhing´ (NaWhan 42). ³Hanazakari no Mori´ ZaV Veriali]ed in 1941, Zhen MiVhima ZaV onl\ 

sixteen, yet this theme of erotic death remains a central thread throughout all of his later work, as 

well as his own death.  

 MiVhima¶V deaWh in 1970 epiWomi]ed Whe Za\ in which his work, ideology, private and 

public life, all informed one another through the key principles of eroticism, death, and beauty. 

In Whe Vame Za\ WhaW hiV WreaWmenW of each elemenW fXVed WogeWher, MiVhima¶V perVonal life and 

work functioned in a feedback loop of psychosexual self-faVhioning. MiVhima¶V Zork and life, aV 

e[amined here WhroXgh hiV VhorW VWor\ and film of Whe Vame name ³Yǌkoku,´ and hiV eVVa\V in 

Taiyǀ to tetsu,  exemplify the paradoxical relationship between objective and subjective truth in 

his writing. Mishima fuses his identity with his own work to fashion a persona based around a 

layered and dualistic realism characterized by perpetual interaction between the self and the 

outside world. Mishima aestheticizes both history and nation in his work in an effort to 

restructure the Big Other, ultimately providing an ideological method of perception by which he 

can reflect himself as the Ideal-I. By centering disembodiment as a key principle of erotic, 

ecstatic death, Mishima approaches his own identity with an acknowledgment of his effort to 

write himself and to depict a self-consciously subjective realism. Mishima employs these themes 
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in order to rectify what he considers to be his identificatory maladies by providing ideology 

which restructures his identity in the eyes of the other.  

MiVhima¶V e[ample illXVWraWeV a chicken and egg parado[, Zherein iW iV Xnclear ZheWher 

MiVhima¶V Zork inflXenced hiV life or hiV life inflXenced hiV Zork. HoZeYer, he XndoXbWedl\ 

utilized the notion of subjective, individual truth in his writing to fashion himself in a certain 

way. In his 1965 long-form essay Taiyǀ to tetsu, or, Sun and Steel, Mishima describes the 

conflaWion of hiV Velf ZiWh ZriWing, e[plaining WhaW ³in Whe aYerage perVon, I imagine, Whe bod\ 

precedes language. In my case, words came first of all; then ± belatedly, with every appearance 

of extreme reluctance, and already clothed in concepts ± came Whe fleVh,´ illXVWraWing Whe Za\ in 

which he considers his own selfhood inextricably tied with the act of writing (5). Mishima goes 

on Wo Va\ WhaW ³in Whe firVW VWage, I ZaV obYioXVl\ VeWWing realiW\, Whe fleVh, and acWion on Whe oWher 

Vide,´ fXrWher demonVWraWing Whe Za\ in Zhich he conViderV hiV Velf-fashioning to be surreal in 

some way (9). Due to his frequent childhood illnesses, Mishima developed an obsession with 

bodybuilding, which illustrated his desire to rebuild himself both physically and through his 

writing.  

In Taiyǀ to tetsu, MiVhima beginV Whe eVVa\ b\ mXVing on Whe naWXre of ³watashi,´ Zhich 

is the first-perVon VingXlar pronoXn XVed in JapaneVe, Whe ³I´ (8). MiVhima e[plainV WhaW Whe 

³watashi´ he Zill conVider iV noW WhaW Zhich iV aVVociaWed ZiWh himVelf: ³sore wa genmitsu ni 

watashi ni kizoku suru yǀna ‘watashi¶ de wa naku,´ Vpecificall\ XVing Whe Yerb ³kizoku´ Wo refer 

Wo a VorW of jXriVdicWion or poVVeVVion b\ Whe ³I´ of Whe ³watashi´ (8). He goeV on Wo characWeri]e 

Whe ³watashi´ of inWereVW aV one Zhich iV neiWher pXrel\ inWernal nor floZing oXWZard, harkening 

back Wo Lacan¶s conception of subjectivity as neither wholly interior nor exterior but rather an 

oscillation between reflection and internalization. Mishima notes the relationship between the 
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Velf,  Whe bod\, and Whe e[Wernal Zorld, e[plaining WhaW Whe kind of ³watashi´ he is describing is 

deepl\ boXnd Xp ZiWh ³nikutai,´ Whe fleVh or bod\ (9). He goeV on Wo e[preVV hiV need for a 

³nikutai no kotoba,´ or a langXage or dialecW of the body (9). These opening passages of Taiyǀ to 

tetsu immediaWel\ e[preVV MiVhima¶V an[ieW\ Vurrounding negotiation between the body, his 

ideal form of selfhood, its expression, and public perception. These few sentences in particular 

reflecW Lacan¶V noWion of Whe diVagreemenW beWZeen bod\ and Whe Ideal-I of the initial figure of 

gestalt recognition, and in this confessional essay form, Mishima expresses the nature of anxiety 

associated with misrecognition and the feeling of incompleteness.  

Furthermore, in Taiyǀ to tetsu, MiVhima illXVWraWeV Whe ³VpliW´ in hiV idenWiW\ and hiV iVVXeV 

with language fulfilling more of his sense of selfhood than physical body. Mishima writes that in 

hiV firVW VWage of deYelopmenW, ³watashi ga jibun o kotoba no gawa ni oki,´ meaning WhaW hiV Velf 

(jibun) was placed on the side (gawa) of  language, or words (kotoba) (12). On the other side of 

WhiV dialecWic MiVhima illXVWraWeV iV ³genjitsu, nikutai, kǀi,´ or ³realiW\, Whe fleVhl\ bod\, and 

acWion´ (12). MiVhima characWeri]eV hiV alignmenW ZiWh Whe realm of langXage aV oppoVed Wo WhaW 

of Whe fleVh aV ³meihaku,´ meaning clear or obvious, referring largely to his sickliness as a child 

in oppoViWion ZiWh hiV earl\ liWerar\ acXmen (12). B\ aVVociaWing ³genjitsu´ (realiW\, WrXWh) and 

³kǀi´ (acWion) ZiWh Whe ph\Vical bod\, MiVhima demonVWraWeV hiV diVcomforW in Whe realm of the 

Real, preferring instead to craft his own version of reality through language. Mishima goes on to 

explain that the fear (kowa) associated with this misidentification with the body naturally leads 

one to invent (kakǀsuru) an ³ideal´ bod\ and VXbVeqXenW realiW\: liWerall\ ³VhoXld-be bod\,´ or 

³arubeki nikutai´ (13). MiVhima claimV WhaW WhiV ³VhoXld-be bod\´ mXVW be creaWed ZiWhoXW Whe 

³ideological conWaminaWion´ (kannenteki fushoku) of language or words and that it ought to have 

characWeriVWicV of ³zǀkeibi´ and ³mugon,´ a beaXW\ of form and Vilence, mXWeneVV reVpecWiYel\ 
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(13). Despite this acknowledgement of his own need for a flesh without language, Mishima 

ZriWeV WhaW Whe onl\ reaVonable XVe for Whe ³corroViYe fXncWion´ (fushoku sayǀ) of language is the 

service of pursuing this beauty of the ideal body and truth (13). Mishima goes on to conclude 

that this desire to pursue idealistic fleshly beauty is his motivation to write.  

In his rumination on the split between the physical body and the internal mind and its 

language, Mishima illustrates the classic Lacanian notion of negotiation between the fragmented 

physical body and the Ideal-I. Mishima distinguishes the language of the fleshly body (nikutai no 

kotoba), calling iW a ³Vecond langXage´ (14). MiVhima uses these English words in the text, 

emphasizing the foreignness of the physical to him and creating a jarring separation between the 

kotoba (language) of the text and his internal state and the kotoba of the fleshly body (nikutai). 

The visual dissonance beWZeen Whe JapaneVe and romani]ed characWerV highlighWV MiVhima¶V 

conflicW beWZeen inWernal and ideali]ed idenWiW\. MiVhima¶V concepWion of hiV oZn Velfhood, like 

Lacan¶V, relieV on a dialecWic beWZeen Whe e[Wernal, ph\Vical realiW\, and Whe inWernal, which is 

formalized like a language. Mishima likewise situates language in his formulation of identity as 

the necessary vehicle for achieving his ideal sense of self. The form which Lacan calls the 

³Ideal-I´ iV Whe VpecXlar image Zhich iV ³precipiWaWed in a primordial form, prior to being 

objectified in the dialectic of identification with the other, and before language restores to it, in 

Whe XniYerVal, iWV fXncWion aV VXbjecW´ (Écrits 76). Lacan considers the Ideal-I to be contrary to the 

VXbjecW¶V reality, due to the simultaneous function of the primordial Ideal-I to both create an 

anchor of ³menWal permanence´ and caXVe lifelong alienaWion. MiVhima illXVWraWeV WhiV 

discordance between the ideal-I and the alienating power of language; Mishima considers 

himself isolated (kotǀ) ZiWhin boWh hiV bod\ and XVe of langXage (49). Lacan¶V idea of 

VXbjecWificaWion relieV on an aVVXmed oWher; likeZiVe, MiVhima¶V diVWincW alienaWion comeV from a 
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lack of understanding from the other, which he demonstrates by writing about this physical and 

mental isolation.   

As illustrated in Taiyǀ to tetsu, Mishima considered the alienation between the Ideal-I of 

action and flesh and the internal subject precipitated on language and writing to be his distinct 

malad\. MiVhima¶V \oXWh was plagued by various physical maladies, and he considers this 

inability to identify with the ideal fleshly body to be an ailment both physical and spiritual. 

Mishima acknowledges in Taiyǀ to tetsu that to overcome this malady he must write with the 

ultimate goal of pursuing fleshly beauty and idealistic truth. Mishima attempts to resolve this 

tension and identificatory malady by developing a distinct ideology which connects death and 

eroticism to a higher pursuit of beauty and truth. This valorization of the beautiful erotic death 

fXrWhermore informV MiVhima¶V naWionaliVWic ideolog\. B\ configXring himVelf aV a WradiWional 

and hypermasculine Japanese warrior figure and conflating death for country with death for 

beauty Mishima adopts an symbolically ordered ideology which serves as a lens for his 

perception and subsequent reflection by the other.  

MiVhima¶V 1961 VhorW VWor\ ³Yǌkoku´ or ³PaWrioWiVm´ foreVhadoZV hiV eYenWXal meWhod 

of suicide, and the different layers of realism, as well as his infusion of his idealized self into the 

story indicate his desire to rebuild himself through erotic death and his own writing. In 

³YǌkokX,´ MiVhima deVcribeV a loYer¶V VXicide beWZeen LieXWenanW Take\ama Shinji and hiV 

wife Reiko. The story takes place during the February Incident of 1936, where a radical group of 

VoldierV aWWempWed a coXp d¶pWaW, aVVaVVinaWing man\ goYernmenW officialV (SWalker 806). 

MiVhima¶V LieXWenanW Shinji ZaV noW a parW of Whe rebellion and iV VXbVeqXenWl\ ordered Wo 

execute the members of the rebelling group, his close friends. Rather than choose between killing 

his friends or betraying the Imperial Army, the Lieutenant commits seppuku with his wife, who 
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VliWV her WhroaW afWer ZaWching him die. ³YǌkokX´ fXncWionV aV boWh a propheWic VchemaWic of 

MiVhima¶V eYenWXal ³fanaWic¶V deaWh,´ aV Zell aV a manifeVWo of hiV infaWXaWion ZiWh eroWic deaWh 

(NaWhan [iii). In Whe VWor\, Whe LieXWenanW¶V VXicide leWWer readV ³kǀgun no banzai o inoru;´ 

translating loosely to a prayer for the longevity of the Imperial Arm\ (92). MiVhima and MoriWa¶V 

laVW ZordV alVo referenced Imperial Japan bXW inVWead inYoked ³hiV Imperial MajeVW\´ (NaWhan 

279). In ³YǌkokX,´ aV Zell aV hiV oZn riWXal VXicide, MiVhima embodieV WZo of Whe cenWral 

principleV WhaW Honda Shǌgo oXWlineV in ³Geijutsu, rekishi, ningen:´ (ArW, HiVWor\, and 

HXmaniW\) WhaW of liWeraWXre aV ³Velf-deWermining,´ and ³Wak[ing] hiVWor\ aV iWV objecW´ (Honda 5, 

7). By simultaneously infusing his work with the self and the self with his work, Mishima creates 

a paradox of realism from which he crafts a distinct and historical persona through the locus of 

erotic death. The story itself involves historical realism in that Mishima reveals an interior 

perspective on an infamous historical event, but it also centers itself within the present and future 

dXe Wo iWV fXVion ZiWh MiVhima¶V Velf and hiV eYenWXal VXicide, demonVWraWing hiV merging of 

work and self.  

 ³YǌkokX´ epiWomi]eV MiVhima¶V penchanW for depicWing eroWic deaWh and bodil\ 

detachment; in the penultimate scene before Whe loYer¶V VXicide MiVhima deVcribeV Whe LieXWenanW 

and Reiko¶V ³final acW of loYe´ (152). ThroXghoXW Whe Vcene, MiVhima deWacheV Reiko and Whe 

LieXWenanW from Wheir bodieV, iniWiall\ narraWing Whe Vcene b\ ZriWing ³chǌi no me no miru toori o, 

kuchibiru ga chǌjitsu ni nazotte itta´ (158). Geoffre\ SargenW WranVlaWeV WhiV line aV ³WhereYer 

Whe LieXWenanW¶V e\eV ZenW, hiV lipV ZoXld faiWhfXll\ folloZ,´ indicaWing Whe Za\ in Zhich 

MiVhima placeV emphaViV on Whe LieXWenanW¶V bod\ parWV, aV WhoXgh Whe\ are controlling 

WhemVelYeV (159). In Whe original We[W, ³me´ (e\eV) and ³kuchibiru´ (lipV) acW aV Whe V\nWacWic 

agenW Wo Whe YerbV ³miru´ (Wo Vee or look) and ³nazoru´ (Wo folloZ, XVed in Whe We[W ZiWh te iku¶V 
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past form, which indicates continuous movement). Mishima immediately begins the scene 

between Reiko and the Lieutenant by distancing their actions from their internal desires, and 

relegating agency to the flesh itself. Mishima utilizes this distancing effect throughout the sex 

scene, primarily through this focus on body parts as well as passive verb constructions. For 

e[ample, he laWer deVcribeV Reiko¶V moYemenWV WhroXgh her bod\ parWV, likening Whem Wo 

occurrences in nature. These descriptions are often grotesque in their disembodiment; Mishima 

deVcribeV Reiko¶V Yagina aV ³kage no shidaini koku atsumaru bubun ni, ke wa yasashiku 

binkanni muretachi´ WranVlaWing Wo ³in Whe parW Zhere VhadoZV gradXall\ gaWher and Whicken, Whe 

hair VWandV in a genWle, VenViWiYe clXmp´ and aV “kaorinotakai hana no kogeru yǀna nioi wa,´ 

meaning ³an odor like fragranW floZerV bXrning´ (160). The V\nWacWic agenWV of WhiV parWicXlar 

VenWence are Reiko¶V ³parWV,´ odor, and hair raWher Whan Reiko herVelf, indicaWing Whe Za\ in 

which Mishima distances his characters from their sexual actions. In giving agency to Reiko and 

Whe LieXWenanW¶V bod\ parWV, MiVhima creaWeV a Wheme WhroXghoXW Whe VWor\ Zhere Whe bod\ acWV 

on its own, indicating an instinctual, almost divinely automated response to the promise of death.  

 Mishima employs this same distancing effect in the scenes leading up to Reiko and the 

LieXWenanW¶V deaWhV. AV he deVcribeV Reiko and Whe LieXWenanW preparing for Wheir riWXal VXicide, 

he reYealV Whe LieXWenanW¶V fanWaVieV aboXW hiV oZn deaWh. MiVhima ZriWeV WhaW Whe Lieutenant 

feelV a ³fushigina tǀsui,´ or a ³VWrange inWo[icaWion,´ or feeling of rapWXre Zhen looking aW hiV 

wife as they prepare for death, and that the Lieutenant imagines he will be showing his wife 

VomeWhing Vhe¶V neYer Veen, hiV ³senjyǀ no sugata,´ or, ³baWWlefield figXre´ (188). ThiV 

deVcripWion of Whe LieXWenanW¶V fanWaV\ foreVhadoZV MiVhima¶V porWra\al of Whe ecVWaV\ of deaWh, 

and Vpecificall\ WhaW of marW\rdom. MiVhima goeV on Wo deVcribe Whe LieXWenanW¶V feeling of 

ecstasy as he imagines his wife obVerYing hiV VXicide, ZriWing ³Wo haYe eYer\ Vecond of hiV deaWh 
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obVerYed b\ hiV Zife¶V loYel\ e\eV ZaV Wo be ZafWed Wo deaWh Xpon a fragranW bree]e´ (189). Here 

again, MiVhima makeV Reiko¶V e\eV (me) Whe V\nWacWic agenW of Whe paVViYe Yerb ³mitorareru,´ to 

look after or attend to. In using these constructions, Mishima characterizes Reiko and the 

Lieutenant as being acted upon, rather than performing the actions themselves. By placing the 

agentive focus on their body parts rather than their characters, Mishima further widens the 

disconnect between human spirit and flesh in the story. In doing this, Mishima portrays the 

moYemenWV of Reiko and Whe LieXWenanW¶V bodieV aV objecWiYe in Wheir aXWomaWion. B\ redXcing 

his characters to body parts while simultaneously emphasizing the erotic fantasy of death,  

Mishima characterizes this form of erotic death as primal and inevitable. Moreover, the critical 

detachment of these scenes illustrates the issue of alienation from action. By alienating his 

characters from their actions, Mishima prioritizes writing and language over action in the same 

way he does in Taiyǀ to Tetsu.  

 In Whe final VceneV of ³Yǌkoku,´ MiVhima fXrWher adYanceV Whe diVconnecW beWZeen bod\ 

and spirit, and body and agency, while simultaneously foregrounding the eroticism of the 

coXple¶V deaWhV. AV Whe LieXWenanW diVemboZelV himVelf, MiVhima XWili]eV Whe Vame diVWancing 

tactics which he used in the prior sex scene: passive constructions and synecdoche through 

objects as agents. Mishima describes the LieXWenanW¶V inWeVWineV aV ³shiranageni,´ meaning 

XnknoZing, Xnconcerned; ³hajikederu,´ Zhich meanV Wo boXnce or bXrVW oXW, ofWen XVed in 

connecWion ZiWh \oXWh and Yigor; and ³kikitoshite suberideru,´ meaning Vlipping oXW in a jo\fXl, 

exuberant way (208). In these sentences, Mishima similarly centers the action on the 

LieXWenanW¶V inWeVWineV, ZriWing WhaW Whe\ are ³Vlipping oXW´ and ³oYerfloZing´ from Wheir ³aruji,´ 

or ³maVWer´ (208). MiVhima WhXV remoYeV Whe LieXWenanW¶V agenc\ in WhiV Vcene; hiV inWeVWineV act 

on their own. Moreover, the lighthearted movements of the intestines as they exit the 
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LieXWenanW¶V bod\ indicaWe an ecVWaV\ in deaWh, one Zhich MiVhima laWer deVcribeV aV ³sǀretsu,´ 

meaning brave, heroic (210). This simultaneous heroism and eroticism in Whe LieXWenanW¶V deaWh 

e[emplifieV MiVhima¶V deVire Wo refaVhion hiV oZn perVona inWo WhaW of a Zarrior; MiVhima long 

Yalori]ed VamXrai, and Xpon being rejecWed from miliWar\ VerYice had \earned for a Voldier¶V 

martyred death (Nathan 179). As Mishima had expressed his discontent with his own anemic 

body through his writing and his real-life weightlifting, he utilized his writing to prophesize his 

neZ idenWiW\ aV a marW\r and VWrong ideological hero. MiVhima connecWV Whe eroWic marW\r¶V deaWh 

to his nationalistic ideology in order to restructure the Big Other and to ultimately insist on a 

mode of perception which renders his reflection by the other in accordance with that imagined as 

the Ideal-I.  

 In the 1966 film version of Yǌkoku, Mishima directs and stars in the film as the 

Lieutenant. In the early scenes of the film, shots of Mishima as the Lieutenant are superimposed 

onto Reiko, who sits with her eyes closed, ostensibly thinking about her beloved husband (2:51). 

The ghostly figure of the Lieutenant moveV hiV handV aroXnd Reiko¶V face, and When diVappearV 

(2:55). The shot changes, and the overlaid Lieutenant approaches Reiko as her face, with her 

eyes closed but fluttering, is overlaid across the scene (3:04). While these early shots in the film 

foreshadow the gruesome ending, they also immediately introduce the conflict between body and 

VpiriW Zhich characWeri]eV boWh Whe film and MiVhima¶V oZn idenWiW\ iVVXeV. MoreoYer, Whe 

LieXWenanW¶V back iV WXrned Wo Whe camera, Zhile Reiko¶V e\eV are VhXW. MiVhima prohibits the 

viewer from obtaining any early identification with the characters by keeping both actors closed 

off to the camera, rendering them merely bodies. By using these overlay techniques and 

alienating the viewer from the actors, Mishima immediately depicts a visual disconnect between 

body and spirit reminiscent of the Lacanian mirror stage which divorces the subject from the 
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complete body. Like in Taiyǀ to tetsu and the Yǌkoku text, Mishima not only recognizes but 

highlights the anxiety caused by alienation between the spirit and the body.  

 As the film goes on, Mishima stages the final act of lovemaking between Reiko and the 

Lieutenant on a white platform against a white background, decorated only with a tapestry that 

Va\V ³shisei´ or ³deYoWion.´ The Lieutenant faces the wall, while Reiko gazes up at him; only 

Reiko¶V face iV YiVible Wo Whe camera (8:42). AV Whe camera panV in on Whe coXple, MiVhima cXWV 

abrXpWl\ firVW Wo Whe LieXWenanW¶V e\eV, and When VXbVeqXenWl\ Wo Reiko¶V (9:02). AW WhiV poinW in 

Whe film, WhiV iV Whe firVW Wime Whe LieXWenanW¶V e\eV haYe been direcWl\ YiVible Wo Whe camera. 

Throughout the preceding scenes, his eyes were obscured by his hat or his back was to the 

camera. In this moment, Mishima depicts an act of identification between Reiko and the 

Lieutenant, who have up until this scene been spiritually distant from one another. This scene 

illXVWraWeV Lacan¶V noWion of idenWificaWion WhroXgh Whe oWher apWl\. MiVhima indicaWeV WhroXgh 

both the lack of eye visibility in prior scenes and the abrupt close-Xp on Whe LieXWenanW¶V e\eV 

that identification is possible only through connection with the other. After cutting back and forth 

beWZeen Whe LieXWenanW and Reiko¶V e\eV, MiVhima cXWV again Wo Whe WZo VZordV ViWWing in Whe 

corner of the room (9:24). The swords connect eroticism to imminent death, but also indicate the 

preVence of Whe Big OWher, Zhich in WhiV caVe iV MiVhima¶V naWionaliVW ideolog\, in Whe formaWion 

of identity through connection with the other. Throughout the full scene of Reiko and the 

LieXWenanW making loYe, MiVhima focXVeV Whe camera on Vmall pieceV of each acWorV¶ bodieV: 

hands, hair, necks, eyes, and so on. This focus reflects the disembodiment from the original text, 

but the visual representation of this alienation from the body also serves to alienate the viewer 

from the position of voyeur in the scene. In the middle of the sex scene, Mishima cuts to a shot 

of the Lieutenant in his uniform, again pulling his hat down over his eyes and saluting (11:01). 
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This shot cements the connection between eroticism and ideology, emphasizes masculinity, and 

serves as a further reminder of the Big Other and its role in the formation of identity for each 

character.  

 In the penultimate act of the film, the Lieutenant commits seppuku. Mishima opens the 

chapter with a wide shot of the Lieutenant standing in only a loincloth with his sword in front of 

him, while Reiko kneels and hands him his uniform (14:15). In this shot, Mishima subverts the 

prior staging in previous scenes, where Reiko faceV Whe camera Zhile Whe LieXWenanW¶V back iV 

WXrned. AlWhoXgh Whe LieXWenanW¶V e\eV are VWill concealed b\ hiV haW, MiVhima reYealV hiV fXll 

body to the camera. This staging indicates a fantastical identification with the Ideal-I, formulated 

by reflective identification with both the other, Reiko, and the Big Other, nationalist ideology as 

indicated by the Imperial uniform cap. Mishima portrays his desire to achieve the gestalt 

completeness of the Ideal-I, but rather than just merely attempting to achieve identification 

through discourse with the other, as Lacan lays out, Mishima utilizes the Big Other, ideology, as 

a mediXm for recrafWing Whe Velf aV VXbjecW. MiVhima¶V LieXWenanW characWer faceV Whe camera in 

masculine glory, his entire body displayed for the reflective other, Reiko. The micro-reflection in 

the film illustrates the way in which the subject in the Persona schema utilizes the Big Other in 

discourse with the other to reflect an idealized self. The Lieutenant uses the legitimacy of the 

Imperial uniform to portray himself as strong and masculine to his wife, who reflects this 

idealized self back to him.  

 As the Lieutenant commits seppuku, Mishima jumps between shots of the blade cutting 

into his skin and close-up shots of Reiko as she cries (18:32). When the Lieutenant disembowels 

himself, Mishima closes the shot on his face; although partially obscured by the hat the 

LieXWenanW¶V face conWorWV ZiWh orgaVmic pain (18:41). MiVhima again cXWV beWZeen Whe cr\ing 
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Reiko and the Lieutenant as he dieV. Reiko bearV ZiWneVV Wo Whe LieXWenanW¶V deaWh, bXW b\ 

focusing on her face Mishima emphasizes the necessity of the other in the Lieutenant's process of 

identification. Like in the original text, Mishima connects the eroticism of death with the goal of 

identification with a strong, masculine warrior figure, but in the film provides a visual element of 

reflection. By focusing on Reiko, Mishima exemplifies the role of the other in the formation of 

the Personic subject identity. Rather than simply a two-way discourse where the subject and the 

other reflect onto each other in a desire to achieve the completeness of the Ideal-I, MiVhima¶V 

Lieutenant as subject uses the Big Other ideology of patriotic duty to recraft the other, Reiko, 

into one who will reflect a masculine, dutiful identity back to him. In cutting between the 

characters of the film in this way visually, Mishima emphasizes the role of the other and the Big 

Other in crafting the subject as Persona.  

While Mishima exhibits the drive to achieve the refashioned Ideal-I through crafting the 

other through ideology in the original text, the film version of Yǌkoku provides a visual 

understanding of the flow of reflection and refashioning in the Persona schema. Most notably, 

the discrepancies between shotV of Reiko and Whe LieXWenanW¶V faceV, and Whe XlWimaWe 

replacemenW of Whe LieXWenanW¶V face ZiWh hiV Xniform haW reYeal Whe eVVenWial role of Whe Big 

Other in the Persona schema. As the Lieutenant dies, Reiko grabs at his shoulders from behind. 

He plummets downward onto his face, and at this moment his hat finally falls from his head 

(20:02). Mishima depicts the dying Lieutenant from above; even without the hat his face is still 

obscured. Although the Lieutenant has achieved a form of embodiment, it is one dependent 

entirely on the Big Other, patriotic ideology as symbolized by the uniform hat. Moreover, by 

casting himself as the Lieutenant, Mishima makes a further case for his goal of identification 

with this masculine warrior figure. The medium of film also presents a more literal reflective 
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action, and so the Yǌkoku film is an apt representation of the way in which the Persona schema 

relies on discourse with an other, in this case, the audience, to reconstruct the identity of the 

subject through the vehicle of ideology.  

 In ³SXn and SWeel,´ MiVhima acknoZledgeV hiV Wendenc\ Wo depicW WhiV ³Wheme of 

eVWrangemenW of Whe bod\ and VpiriW,´ and indicaWeV WhaW mXch of hiV ZriWing folloZed from an 

attempt to negotiate the relationship between the two in his own life (19). Mishima equates his 

desire to strengthen his body and overcome his childhood illnesses through weight lifting with 

driYe Wo ³change from a being WhaW creaWed ZordV Wo one WhaW ZaV creaWed b\ ZordV´ (111). 

ThroXgh WhiV noWion of ³creaWion b\ ZordV,´ MiVhima demonVWraWeV Honda¶V concepWion of 

realism as inevitable through self-fusion, and ultimately brings the world of his writing into his 

life, both personal and public. By invoking the historical framework of ritual suicide in both his 

short story and his actual death, Mishima writes and acts himself into a tradition of martyrdom in 

Whe JapaneVe hiVWorical and liWerar\ canon. In ³Yǌkoku,´ MiVhima inYokeV Whe shinjǌ tradition, 

meaning doXble/loYer¶V VXicide, common WhroXghoXW hiVWorical ZorkV of JapaneVe liWeraWXre and 

theater, especially Nǀ and Kabuki pla\V. ThiV marW\r¶V VXicide iV alVo perWinenW in Whe poVWZar 

period; during WWII approximately five thousand men had died completing kamikaze or suicide 

bombing missions as part of the Japanese wartime defense (Stalker 991). The notion of sacrifice 

for a higher caXVe permeaWeV MiVhima¶V Zork, jXVW aV iW inflXenced hiV deaWh. In ³Yǌkoku,´ 

Mishima connects a higher ideological cause, loyalty to the Imperial Army, with eroticism, while 

simultaneously distancing his characters from their actions through passive constructions and 

synecdoche. In this way, Mishima conveys a hypnotically inevitable tendency toward erotic 

martyrdom, and b\ framing Reiko and Whe LieXWenanW¶V acWionV aV inYolXnWar\ and occXrring 

WhroXgh Whe bod\¶V agenc\, he porWra\V eroWic deaWh aV a primal driYe. MiVhima XlWimaWel\ 
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connects erotic death to a higher ideological concept in order to reconstruct his own identity 

through affiliation with the masculine warrior tradition that situates his Ideal-I.  

Gippius 

Zinaida Gippius, like Mishima, incorporates alienation between body and spirit as well as an 

interest in the eroticism of death into her work. These themes seep into her public appearances 

and ideological VWanceV aV Zell; GippiXV¶ preoccXpaWion ZiWh conflicW beWZeen Whe bod\ and Whe 

spirit is evident from her diaries, letters, and gender performances. Similarly to Mishima, 

Gippius demonstrates a fixation with her own identity and her negotiation between contradictory 

elements. Her poetry is frequently self-referential and serves as an assertion of identity, often 

WhroXgh criWiqXe of femininiW\. In Wandem ZiWh her pXblic performanceV of gender, GippiXV¶ Zork 

functions as a complex negotiation between an unfavorable and forced identity; she reveals a 

desire to refashion herself as subject through her work. In this way, Gippius exemplifies the 

Persona model. She utilizes ideology to recraft perceptions of her by referencing her convictions 

about religion, gender, and the body in her poetry. Gippius determines that gender and binary 

perceptions of such are maladies in need of resolving, and like Mishima, she absolves herself of 

these maladies by prescribing an ideal method of perception and reflection through her writing. 

Through this self-referential poetry, Gippius crafts an other who is able to perceive her through 

the ideological lens she proposes.  

Gippius developed a notorious reputation in Russian and émigré salons, and she later 

incorporaWed faceWV of her repreVenWaWion inWo her poeWr\. MiWrich¶V (DmiWrii D. TogolVk\) 

caricature portrait of Gippius (fig. 4) depicts the poet in profile, casting a vast shadow behind 

her. The portrait emphasizes her narrow frame, spindly limbs, and oversized hair; in one hand 

Vhe holdV a lorgneWWe, and in Whe oWher a Vpider iV dangling. The porWraiW epiWomi]eV GippiXV¶ 
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reputation as a demonic woman, and the inclusion of the spider further reinforces her sinister 

appearance. Olga MaWich referV Wo Whe Vpider in WhiV porWraiW aV ³W\pif\ing Whe femme 

faWale«capWXr[ing] iWV YicWimV in iWV VWick\ Zeb,´ illXVWraWing Whe Za\ in Zhich GippiXV¶ 

contemporaries portrayed her as dangerous and deceitful, specifically in relation to her 

femininiW\. MiWrich¶V porWraiW noW onl\ depicWV GippiXV aV ViniVWer, bXW aV more feminine Whan 

other artists do; Matich specifically references the Leon Bakst portraits which depict Gippius as a 

masculine female dandy (172). In Beyond the Flesh, Presto notes GippiXV¶ propenViW\ for moWifV 

of ZeaYing in her Zork, and connecWV WhiV Wo Whe feminine labor of ZeaYing and GippiXV¶ 

tendency to insist on parodic representations of femininity (146).  Gippius frequently 

characterizes femininity as sinister, revealing her conviction that femininity, and especially the 

female body, is a malady in need of remedying.  

Gippius infuses her complex and ambiguous public reputation into her work in a way that 

signifies her awareness of her identity and its inevitable fusion with her writing. Gippius utilizes 

these criticisms as a method of writing herself out of what she considers to be identificatory 

maladies. Like Mishima, Gippius expresses issues of identity both in her public life and in her 

ZriWing. In her 1905 poem ³Ona,´ or ³She,´ GippiXV reflecWV her 

own self-hatred bound up in issues of identification with gender 

and the body. Gippius describes a frightful creature to whom she 

is bonded, one who is causing her to slowly die due to their 

unity. Throughout the first three stanzas of the poem, Gippius 

describes the creature using words that indicate her utter disgust 

with the creaWXre, VXch aV ³nepovotliva´,´ laVciYioXV, lXVWfXl, 

³kolyuchaya,´ prickl\, Vpin\, ³protivno-jguchaya,´ repXgnanWl\ 
Figure 4 
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or repXlViYel\ Whorn\, and a ³zmeya,´ a VerpenW (5-10). Although she uses these words to express 

her repulsion, the specific words Gippius chooses are also reminiscent of the characteristics her 

contemporaries chose to highlight in their portraits and caricatures of her. For example, Olga 

Matich illustrates how portraits of Gippius focus on her skeletal figure, her roles as a provocative 

femme fatale and a sinister, devilish female dandy, as well her ambiguous gender. Matich 

e[plainV hoZ Bel\ ³reinforceV Whe deadl\ image´ commonl\ VhoZn in depicWionV of GippiXV 

WhroXgh a ³focXV on [her] Yampiric, bloodWhirVW\ moXWh,´ WhroXgh hiV compariVon of Gippius and 

³a hXman-Vi]e ZaVp,´ Zhich MaWich When likenV Wo a VerpenW (178). GippiXV¶V oZn deVcripWion of 

this hellish creature mirrors descriptions of her reputation by her contemporaries, suggesting not 

only that Gippius acknowledged these facets of her identity, but emphasized them as well. 

GippiXV¶ characWeri]aWion of Whe creaWXre in ³Ona´ illXVWraWeV her inabiliW\ Wo negoWiaWe her 

own identity, and the frustration and disgust that arise as consequences of this inability to 

comprehend identity. In addition to the repulsed language used in the description of the creature, 

Gippius characterizes the creature as inextricably tied to her, ultimately revealing that the 

creaWXre iV in facW her VoXl. GippiXV ZriWeV ³I umirayu ya ot etoy blizosti/Ot nerazryivnosti eyo so 

mnoy,´ ³And I am d\ing from WhiV pro[imiW\/from inVeparable cloVeneVV, her ZiWh me´ (3,4). 

Gippius goes on to describe her frustration in being unable to access or penetrate (dostula) the 

creature as she stays silent (gluxa). Gippius ends the poem ZiWh Whe line ³i eta strashnaya – moya 

dusha,´ ³and WhiV dreadfXl Whing iV m\ VoXl.´ GippiXV¶ final idenWificaWion ZiWh Whe abjecW creaWXre 

that has been slowly killing her indicates her disgust with her identity and the alienation she feels 

between her bod\ and her VoXl. The characWeri]aWion of Whe creaWXre in ³Ona´ iV alVo deciViYel\ 

feminine; Gippius uses the female third-perVon pronoXn ³ona´ in boWh Whe WiWle and aV Whe 

identifier for the creature. By associating the abject creature with femininity, Gippius reveals her 
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disdain not only for femininity, but for the feminine aspects of her own soul. Gippius 

characWeri]eV femininiW\ in ³Ona´ aV a ZeighW\ (tyajkaya) and unwieldy (nepovorotliva) burden 

which is slowly killing her. This characterization both reYealV GippiXV¶ diVgXVW for Whe feminine, 

but also her extreme anxiety toward any sort of binary gendered identification, especially one 

based on the body. By characterizing femininity as abject in this way, Gippius indicates her 

perception of womanhood and Whe bod\ aV her XlWimaWe malad\. GippiXV¶ alienaWion beWZeen her 

body and soul results in her tendency to use her writing to sublimate the body, especially her 

female gendered body.  

Gippius further reflects her complex gender identity in both her poetry and her carefully 

crafWed pXblic perVona. GippiXV ZaV qXiWe Zell knoZn for her ³XncerWain Ve[Xal idenWiW\,´ her 

celibacy, her erotic love triangles, and the various and ever-shifting characters that she would 

play in the public eye (Matich 163). In her chapter on Gippius, Transcending Gender, Olga 

Matich explains the ways in which Gippius flaunted her celibacy through fashion, by wearing 

³Yirginal ZhiWe,´ and braiding her hair in a peaVanW VW\le WhaW ³Vignified her YirginiW\,´ Zhile alVo 

frequently  dressing Whe parWV of boWh a ³decadenW femme faWale´ and a ³female dand\´ (166, 

171). MaWich deVcribeV GippiXV¶V pXblic idenWiW\ aV ³an eclecWic collage of Veemingl\ 

incompaWible fragmenWV,´ and ³a decadenW VXbjecWiYiW\ conViVWing of conWradicWor\ elemenWV,´ 

thus illustrating the ways in which Gippius intentionally and physically exhibited a presence of 

uncertainty (171). Gippius underscored this identity of contradictions and uncertainty most 

notably in her fondness for gender ambiguity; she often dressed in male clothing, typically used 

Whe maVcXline form of Whe l\rical ³I´ in her poeWr\, Zhile alVo Vigning her poeWr\ ZiWh her female 

name. Matich also includes caricatures, criticisms, and portraits of Gippius, in order to illustrate 

her reputation amongst her conWemporarieV. GippiXV iV characWeri]ed WhroXgh MiWrich¶V 1907 
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caricaWXre, Zhich porWra\V her aV a ViniVWer, VhadoZ\, almoVW ghoVWl\ figXre, and Bel\¶V ³YiVXal 

porWraiW´ of Whe poeW, Zhich deVcribeV her aV ³Whe VkeleWon of a VedXcWreVV,´ ZiWh a ³breaVWleVV 

boVom,´ Zho ³defWl\ capWiYaW[eV] SaWan´ (177). TheVe repreVenWaWionV of GippiXV epiWomi]e her 

conWemporarieV¶ YieZ of her, Zhile VimXlWaneoXVl\ highlighWing Whe ambigXiW\ Vhe preVenWed Wo 

the public.  

GippiXV¶ penchanW for androg\n\ originaWeV noW onl\ from her philosophical issues with 

binary oppositions, but also from her distinct disdain for the feminine. In Beyond the Flesh, 

PreVWo deVcribeV GippiXV¶ predilecWion for Zearing a dand\¶V monocle or a lorgneWWe aV 

symbolizing her association with both the ³male dand\´ and ³boXrgeoiV femininiW\´ (164). 

Although issues between the spirit and body are quite common in the Russian Symbolist canon, 

GippiXV¶ are eVpeciall\ complicaWed dXe Wo her idenWificaWion ZiWh Whe androg\ne and rejecWion of 

femininity. Presto ZriWeV WhaW GippiXV ³refXVed Wo engage in Whe W\pe of creaWiYiW\ WhaW Whe French 

feminists have referred to as écriture féminine, or the writing of the female body, opting instead 

to employ the masculine voice in her verse and to identify femininity and the female body with 

Whe perYerVe´ (8). GippiXV ofWen Vigned her poeWr\ and leWWerV ZiWh Whe Xnmarked (maVcXline) 

VignaWXre ³Z.N. GippiXV,´ and rejecWed Vpeaking and pXbliVhing opporWXniWieV WhaW Zere 

specifically marketed toward women writers (Presto 143). Although Gippius displayed a clear 

distaste for femininity, she also displayed herself as hyper feminine, to the point of parody, in 

Valon VpaceV. PreVWo connecWV GippiXV¶ WaVWe for parodic h\perfemininiW\ Wo poemV VXch aV ³The 

SeamVWreVV´ ³Shveia,´ Zhich incorporate imagery of traditionally feminine crafts, particularly 

ZeaYing, and argXeV WhaW deVpiWe her inWereVW in WheVe VXbjecWV ³Vhe eYinceV a Wendenc\ Wo poViWion 

the feminine self as object, rather than subject, thereby distancing the feminine self from the 

Vpeaking VXbjecW WhaW Vhe poViWionV aV inherenWl\ male´ (148). In WhiV VenVe, GippiXV demonVWraWeV 
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awareness of the split gendered subject and negotiates how her identity can be reconciled from 

the byproduct of these binary oppositions.   

GippiXV¶ 1903 poem ³Pauki´ or ³The SpiderV´ encapVXlaWeV her conflicWV ZiWh gender, 

reputation, and the creative act. Despite ³Pauki'' preceding the Mitrich caricature by several 

years, many of the motifs that Gippius includes in the poem align with those illustrated by her 

conWemporarieV. MoreoYer, ³Pauki´ illXVWraWeV GippiXV¶ immenVe diVdain for femininiW\ and her 

oZn implicaWion in iW. In ³Pauki,´ GippiXV deVcribeV being VXrroXnded b\ foXr ³relenWleVV, 

WireleVV´ (neutomimiy) spiders that sit in each corner of her narrow (tecniy) world (1). She 

deVcribeV Whe foXr VpiderV aV ³cXnning, faW, and dirW\´ (lovki, jirny i gryazny) and writes that they 

alZa\V ³ZeaYe, ZeaYe, ZeaYe´ (pletut, pletut, pletut…) (2). The spiders each spin their own web, 

finally spinning a tremendous (ogromniy) one that covers the speaker (3). In the final stanza, 

Gippius writes: 

³Moi glaza – pod pautinoy. 
Ona sera, myagka, lipka. 
I rady radostyu zberinoy 
Chetyre tolstyx raika´ 
[My eyes ± Xnder Whe VpiderZeb/iW¶V gra\, fainW, sticky/And glad, happy, animalistic/Four 
fat spiders] (Gippius, Zavitaya Kniga, 90.) 
 
In this final stanza, Gippius describes being consumed by the web of the four sinister 

VpiderV. ThiV final VXbmiVVion Wo Whe VpiderV reflecWV GippiXV¶ concern ZiWh her identity and her 

fear of being loVW in definiWion. GippiXV¶ inclinaWion Wo WranVcend gender aV a ZriWer and aYoid Whe 

écriture féminine, iV ineradicable from Whe normaWiYe caWegorieV of ³female poeW´ and ³female 

WopicV/labor´ in earl\ 20Wh CenWXr\ RXVVia. In ³Pauki,´ GippiXV VXbYerWV and criWici]eV Whe noWion 

of femininity by depicting the weaving spiders as fat, cunning, and sinister. The word she uses 

for spiderweb, pautina, iV a feminine noXn aV Zell, and WhXV Whe Vpeaker¶V an[ieW\ in Whe poem 

about being subsumed by the web reflects a larger anxiety about being subsumed by femininity. 
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PreVWo alVo connecWV GippiXV¶ fearV in ³Pauki´ Wo an an[ieW\ aboXW ZriWing iWVelf, and argXeV WhaW 

³Whe Vpeaker¶V horror or an[ieW\ in Whe preVence of Whe VpiderV¶ creative labor or trud points to the 

aXWhor¶V an[ieW\ aboXW Whe creaWiYe proceVV´ (155). B\ inWerpreWing Whe an[ieW\ of ³Pauki´ aV 

anxiety about the creative process, it becomes clear that Gippius, like Mishima, intends to write 

herself out of her the malady she considers to be female identity. Gippius equates the creative 

labor of the spiders with that of her own literary creation and expresses anxiety about the 

relentlessness (neytomimih) of this labor. Moreover, by connecting this anxiety about creative 

labor to that about her narrow (tesnoii) world (mire), Gippius indicates that she views her poetry 

aV a remed\ for Whe Zorld¶V ailmenWV. ThiV harkenV back Wo GippiXV¶ oYerarching pXrpoVe in 

poetry of invoking God and desire to use poetry to emphasize her spiritual ideology.  

In her 1907 poem, ³Troynoe´ or ³Threefold,´ GippiXV e[preVVeV her deVire for a 

VpiriWXaliW\ Zhich cenWerV Whe Hol\ TriniW\, and likenV God¶V inWeracWion ZiWh hXmanV Wo WhaW of a 

poeW¶V creaWion. GippiXV conclXdeV Whe poem b\ ZriWing ³tolko ob dumaet Bog: O cheloveke. 

Lyubvi. I smerti,´ meaning WhaW ³God onl\ WhinkV of: man, loYe, and deaWh´ (PachmXVV 104). 

GippiXV XrgeV oWher poeWV, aV Zell aV herVelf, WhroXghoXW Whe piece Wo belieYe in WhiV ³troynaya 

pravda,´ Whe ³Whreefold WrXWh.´ GippiXV¶ inYocaWion of God in Whe poem reflecWV her XlWimaWe driYe 

in poetic expression: to reevaluate human interaction with God and spirituality. Pachmuss writes 

WhaW GippiXV¶ poeWr\ reYealV ³WhaW Vpecial loYe for beaXW\, WhaW anWimon\ beWZeen Whe poeW¶V 

religioXV impXlVeV and VimXlWaneoXV blaVphem\,´ and WhiV aVVociaWion beWZeen beaXW\ and 

spirituality reflects a mimetic desire similar to that of Mishima (15). By not only drawing out 

these connections between beauty, religion, death, and sublimity, but projecting them onto her 

fellow poets, Gippius reveals her own ambivalent sense of identity reliant on reflection from the 

oWher. GippiXV¶ fi[aWion on conflicW and binarieV recallV Lacan¶V noWion of dialogic VXbjecWiYiW\, 
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insofar as the subject asserts identity WhroXgh reflecWion b\ Whe oWher. HoZeYer, like MiVhima¶V, 

GippiXV¶ Zork cannoW be merel\ conWained in Whe dialogic addreVVer/addreVVee binar\, aV Vhe 

utilizes her ideology of spiritual revitalization to craft an other which is ultimately capable of 

reflecting back her Ideal-I. GiYen Whe PerVona model, GippiXV¶ incorporaWion of VpiriWXal ideolog\ 

functions as instructions for perceiving according to the three-fold, ambivalent identity she 

espouses.  

 Gippius illustrates her preoccupation with the Holy Trinity both in her poetry and her 

diaries and correspondences with her contemporaries. Gippius considered the notion of the 

Trinity to be applicable in all aspects of life and extrapolated the idea of a three-fold God into a 

general rule for interpersonal relationships. While she formulated her relationship with her 

husband, with gender, and with several friends and other writers according to these rules, she 

also expressed a clear anxiety around the prevalence of binaries in everyday life and spirituality. 

For Gippius, these binaries were incompatible with her notion of spirituality and the ideal effect 

iW had on her idenWiW\. GippiXV¶ iVVXeV ZiWh gender and Ve[XaliW\ Wie direcWl\ inWo her VpiriWXal 

ideology. In a 1905 letter to journalist and critic Dmitry Vladimirovich Filosofov, Gippius writes 

repeatedly about the mysteries (taina) surrounding the numbers two and three (Pachmuss 64). 

Filosofov, Gippius, and her husband Dmitrii Merezhkovsky lived in a triple union for fifteen 

years, albeit a celibate one (Matich 197). GippiXV¶ marriage ZiWh Mere]hkoYVk\ Woo ZaV pXrel\ 

fraWernal; MaWich deVcribeV Wheir marriage aV a ³lifelong ideological parWnerVhip deYoWed Wo a 

VocioreligioXV caXVe´ (166). GippiXV rejecWed Ve[ generall\ and ZroWe aboXW haYing no 

³procreaWiYe feeling,´ Zhich MaWich VXggeVWV iV a eXphemiVm for homoVe[Xal deVireV (195). 

GippiXV conVidered Whe ideal indiYidXal Wo be Whe androg\ne ³Zho iV capable of e[periencing Whe 

m\VWer\ of Whe µWZo¶ in Whe Ve[Xal acW¶´ (PachmXVV 24). In her collecWion of GippiXV¶ 
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correVpondenceV, Temira PachmXVV V\nWheVi]eV GippiXV¶ ³meWaph\VicV of loYe´ aV haYing Whree 

cenWral ideaV: ³Whe idea of [man¶V] androg\ne naWXre, Whe idea of VpiriW and fleVh being XniWed in 

him, and Whe idea of hiV likeneVV Wo God´ (25). In GippiXV¶ idea of an ideal romantic relationship, 

Whe maVcXline and feminine elemenWV inherenW in each indiYidXal ZoXld align perfecWl\. GippiXV¶ 

struggle with her female identity originates in part from her convictions about the superior nature 

of three-fold spirituality, but she also considers the three-fold method and a revitalized 

VpiriWXaliW\ Wo be a ³cXre´ for eVcaping Whe binar\ definiWionV Zhich plagXe her.  

 GippiXV¶ concepW of meWaph\Vical androg\ne loYe illXVWraWeV Lacan¶V noWion of Whe VXbjecW 

dependent on the assumed other for formation. Like Mishima, Gippius expresses anxiety 

regarding ³ZholeneVV´ of idenWiW\; hoZeYer, Zhile MiVhima¶V comeV predominanWl\ from an 

alienaWion of mind from bod\, GippiXV¶ negoWiaWion iV cenWered aroXnd inWerperVonal, eVpeciall\ 

romantic, relationships. Gippius too engages with the conflict between spirit and body, but often 

insofar as it relates to interpersonal relationships. Lacan describes the mirror stage of 

idenWificaWion aV Whe momenW Zhere ³Whe VpecXlar I turns into the social I,´ Whe VWakeV of Zhich 

³[Wip] Whe Zhole of hXman knoZledge [savoir] inWo being mediaWed b\ Whe oWher¶V deVire´ (Écrits 

79). In Whe 1953 lecWXre ³The FXncWion and Field of Speech and LangXage in PV\choanal\ViV,´ 

Lacan aVVerWV WhaW ³man¶V deVire findV iWV meaning in Whe oWher¶V deVire, noW Vo mXch becaXVe Whe 

other holds the keys to the desired object, as because his first object(ive) is to be recognized by 

Whe oWher´ (Écrits 222). Lacan characterizes all interpersonal communication as dependent on 

this dialectic of recognition, one which Gippius reflects in her own negotiation of identity. 

Gippius not only desires recognition by the other, but absorbs the other into her own creation of 

self in an effort to sublimate what she considers to be undesirable gendered identity. By fusing 

masculine and feminine elements in her public presentation as well as in her writing, Gippius 
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propagates her theories of platonic love and androgyny in order to reflect her ideal identity.  This 

fusion illustrates how the Persona model relies on the subject utilizing ideology to propagate a 

way of perceiving and reflecting according to that which most effectively resolves what the 

subject considers their primary maladies.   

 GippiXV¶ religioXV ideolog\ WhXV can be understood as a vehicle for restructuring the Big 

Other. In the same way that Mishima utilizes nationalism and valorization of masculinity as a 

method of perception which will render him reflected by the other as his Ideal-I, Gippius uses 

her spiritual principles to resolve the tension between her perceived and ideal identity. Gippius 

uses her spiritual ideology to restructure the Big Other, the symbolic order, and insist on a 

method of perception which rejects binary oppositions and gender fixedness. Gippius insists on 

this method of understanding gender and binary conflicts in her work to prompt the other to 

reflect a non-gendered, ambivalent identity. Like Mishima, Gippius emphasizes issues of identity 

and contradiction in her work in an effort to assert identity on her own terms. By using ideology 

to restructure the Big Other, Gippius provides a roadmap for the other to perceive and reflect her 

idealized identity.  

In her 1905 letter to Filosev, Gippius articulates her anxiety about the spirit of individual 

identity (lichnost) being lost in the romantic pairing. She writes that the type of unity she has 

proposed, an alignment between the two perfectly masculine and feminine personalities, will 

bring one closer to a connection or convergence (sblijenya) with God. In her 1901 poem 

³Elektrichestvo´ (ElecWriciW\), GippiXV e[preVVeV Whe an[ieW\ inherenW in pairing aV Zell aV Whe 

potential elevation that can occur from properly aligned pairing. In the poem, Gippius describes 

two intertwined wires, which she characWeri]eV aV ³\eV´ and ³no,´ ³µda¶ i µnet¶´ ZiWh Wheir endV 

(kontsy) not yet connected (spleteny). She describes the wires as waiting (jdet) for resurrection 
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(voskresene), and Zhen Whe\ finall\ connecW Whe ZireV Xndergo deaWh Zhich leadV Wo lighW: ³i 

smert ix budet - svet.´ ³Elektrichestvo´ encapVXlaWeV GippiXV¶ an[ieW\ aboXW loVV of idenWiW\ in 

binary pairings, while simultaneously expressing her hope for something productive and 

revitalizing as a result of the death inherent in the loss of identity in duality. The poem describes 

WZo oppoVing elemenWV, Whe ³\eV´ and ³no´ ZireV, loVing Wheir indiYidXaliW\ aV Whe\ die and 

become light. In this way, Gippius expresses the same ideal process she writes about in her 1905 

letter to Filosofov; the death of the individual identity is acceptable only insofar as it furthers 

God¶V lighW.  

GippiXV¶ ideal deaWh of indiYidXal idenWiW\ in Whe VerYice of God¶V lighW in 

³Elektrichestvo´ reflecWV her XlWimaWe VpiriWXal principleV and Whe ideolog\ b\ Zhich Vhe 

restructures the Big Other in service of reflecting and asserting her subjectivity. Gippius 

propagates an ideology by which binary elements are perfectly matched to one another to 

eliminate the conflicted binary piece in favor of an idealized third identity. By insisting on the 

pursuit of God and liberation from binary identity conflict by striving toward the Holy Trinity, 

Gippius resolves her own self-deWermined malad\. ³Elektrichestvo´ e[emplifieV Whe ideological 

roadmap that Gippius asserts for perception of her by the other as viewer or reader. Gippius 

implies that by rejecting binary oppositions and understanding her identity rather as a merging of 

such oppositions the other, and subsequently the subject who receives this reflection, will 

experience an enlightenment and resurrection (voskresene). The conceptual death (smert) and 

future transformation into light (svet) of Whe WZo oppoViWional ZireV in Whe poem reflecW GippiXV¶ 

desire to obliterate her own identity in favor of an idealized one.  

Gippius ultimately incorporates critiques of binary identity, especially the feminine, into 

her work in order to conceptually refashion the symbolic order of understanding gender and 
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interpersonal relationships. By proposing an alternate symbolic order, a recrafted Big Other, 

Gippius provides to the dialogic other a vehicle for comprehending her own identity, which is 

effectively reflected back to her. The self-referenWial aVpecWV of GippiXV¶ Zork VXggeVW noW onl\ 

her conflict with identity, but also her impulse to rewrite and refashion herself through her work. 

Like Mishima, Gippius considers aspects of her identity to be problematic and develops specific 

ideology to resolve the way in which the other perceives and subsequently reflects her identity.  

Conclusion 

In examining the intersections between lives and works of Zinaida Gippius and Mishima Yukio, 

the proposed model of Persona as an outside-in reconfiguration of identity reveals the way in 

which ideology can be used to recraft the stakes of the Big Other to provide a reflection of the 

Ideal-I WhroXgh Whe dialogic oWher. GippiXV and MiVhima¶V e[ampleV mainWain Whe imporWance of 

reading literature in tandem with biography insofar as biography informs the work. Both authors 

exemplify an inextricable link between their writing and identity, and this link is not only 

conscious but deliberate. Mishima and Gippius utilize their writing as a vehicle for asserting 

subjectivity in the context of perceived identificatory maladies. Notably both authors incorporate 

the conflict between body and spirit, especially as it relates to gender, although to different ends. 

In MiVhima¶V caVe, maVcXliniW\ repreVenWV an XnobWainable compleWeneVV beWZeen VpiriW and 

body; Mishima characterizes his Ideal-I as a stoic, traditionally masculine figure who dies for a 

higher purpose. Gippius expresses extreme conflict with her female body and repeatedly presents 

femininity as abject in her poetry. Although her Ideal-I is not gendered in the same way that 

MiVhima¶V iV, GippiXV Vimilarl\ configXres death for a higher purpose as an escape from identity 

conflicW. MoreoYer, GippiXV¶ Ideal-I functions as a form of completeness which merges binary 

oppositions into a new form of identity rather than a traditionalist configuration of binary gender. 
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Both authors render conflict itself as a primary object of their work and public performance, 

personalize conflict and opposition, and utilize ideology to resolve and situate the self within 

contradiction.  

 The conflict between body and spirit in the works of Gippius and Mishima directly 

relates to assertions of identity; therefore, divorcing the work from author biography renders the 

major themes of the works obsolete. Gippius and Mishima deal with identity as the central object 

in their works, and when read in tandem with their biographies the issues of authorial identity 

cannot be ignored. Mishima and Gippius are especially notable cases due to their respective 

radical ideologies which are evident both in their biographies and work. By incorporating 

ideology into their works, Mishima and Gippius illustrate the Persona model insofar as they use 

ideology as a prescriptive medium for perception and subsequent reflection. Gippius and 

Mishima employ ideology to restructure the Big Other, the symbolic order by which the other 

perceives and reflects the subject according to that which will most absolve their own personal 

maladieV. MiVhima¶V inViVWence on WradiWionaliVm and naWionaliVm proYideV a lenV WhroXgh Zhich 

to fashion himself as a patriotic and masculine warrior figure in the eyes of the other, while 

GippiXV¶ Whree-fold spiritual ideology empowers an understanding of gender outside of binary 

conventions.  

 The Persona model ultimately makes the case for reading texts while acknowledging how 

they are potentially informed by author biography and identity. The Persona model encourages 

examining how particularly self-reflective writers like Zinaida Gippius and Mishima Yukio 

incorporate ideology and biography into their texts and reveals the function of this writing as 

assertion of subjectivity both in spite of and to resolve conflicts with identity. In cases like 

GippiXV and MiVhima¶V, Zhere Wheir reVpecWiYe ideologieV and repXWaWionV are aV famoXV aV Whe 
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texts themselves, the Persona model is especially crucial in determining the intersections 

between identity and work.  
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