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“Sigmund Freud, AnalyzeThis’: How
Madonna Situates “ Die Another Day”
Beyond the Pleasure Principle

Madonna ssong “DieAnother Day” was commissioned by MGM
Studios asthe themefor the 2002 installment of the James Bond film
franchise. Inapressreleaseof 15March 2002, Bond producersMichael
G Wilson and Barbara Broccoli announced: “We arethrilled that Ma-
donna, who isrecognized astheworld’s most exciting songwriter and
performer, has agreed to compose and sing the song for thefirst James
Bond movieof thenew millennium” (“ DieAnother Day ManTitleSong”).
Madonnaco-wrote the song with Mirwais, her consi stent collaborator
sncethelate 1990s. To help promotethemovie, thesingleanditsmusic
video werereleased in October 2002; thefilm Die Another Day opened
amonth later in deliberate coincidencewiththefortieth anniversary of the
first Bond film. Thesinglehit No. 8 ontheBillboard Hot 100 and No. 3
intheU.K. It earned aGolden Globe nominationfor Best Origina Song.
Thesong later reappeared on Madonna sAmerican Life, liftingtheabum
to Platinum certification by the RIAA and #1 on the Billboard chart.

Whilenoneof thesefactsarelikely surprising, thesong itsalf issur-
prising enough: disregarding the conventions of Bond minstrelsy, Ma-
donnafulfillsthe song'spromiseto“avoid thecliché’ by eschewing any
referenceto things007, instead opting toissueagtartlinginjunctionto the
founder of psychoandysis(of dl people) withthewords, “ Sigmund Freud,
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anadyzethis.”! Thisisamost curiousmoment, and onethat warrants our
further investigation: why, when called uponto sell another dose of James
Bond to an ever-willing public, would Madonnaignore the screenplay
and instead address Freud?

Thisessay takes Madonnaup on her invitation to Freud, reading
“DieAnother Day” aongside Beyond the Pleasure Principle, therevo-
[utionary and densetext of 1920 wherein Freud introduces the concept of
thedeathinstinct. It seeksto understand why Madonnawould call for
Freud in this song, and indeed why the Freud of Beyond the Pleasure
Principlespecificaly. Madonna'sdemand and invitation to Freud marks
the end of the song’ sintroduction and getsusdancing in earnest; therest
of thesongisfilled with resol utions cons stent with Freud' sconcept of the
deathingtinct, suchas”l’mgonnadeay my pleasure,” “I’ m gonnadestroy
my ego,” and “I’m gonnaclose my body now.” DoesMadonnaoffer her
song asachallengeto psychoanalysis, aswe might suspect when she
laughs somewnhat diabolically and whispers® | needtolay down” intothe
microphone? Or issheingtead offering her songtothelistener asandyzable
dream-imagery, assuggested by her opening line, “I’m gonnawake up,
yesand no”? Thispaper addressesthese problems, and then concludes
withthecdamthat Madonna, either cannily or unconscioudy, makesgood
on her contract to MGM in referring usto Beyond the Pleasure Prin-
ciple, insofar asBeyondis precisely thetext that accountsfor the plea-
sures of watchingaBond film. Madonna sappeal to Freud, beitinvita-
tion or dareor injunction, subtly congtitutesthe best of possible advertise-
mentsfor thefilm. ThusMadonna's“anayzethis’ exploitsadareuntil it
functionsastruth aso.

Wemay wonder: hasMadonnaactually read Beyond the Pleasure
Principle? Thisseemspossible, given the consistency with which the
song “ DieAnother Day” addressesissuesraised by thisonetext. Itis
beyond doubt that M adonnahas something specifically Freudianinmind,
asshedemandsaFreudian reading of her song asexplicitly aspossible.
But the depth to which Madonnahas studied Freud, and therigor of that
study, isdifficult to estimate or even ascertain. That issue, though, isim-
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materia for my purposeshere: inthispaper, | anmoreinterested inthe
effect created by Madonna's conversation with Freud thaninitsmotiva
tion. Thatis, | aminterested in contemplating what Madonna sgesture
might itself mean, not redlly what shemeansby it.

Beyond the Pleasure Principleis Freud’ s most specul ative work
and perhapshismost interesting. Thetext isfamousnot only for itstheo-
retical daring but also becauseit ushersinthefinal topological phase of
Freud's career and introducesthe ever-controversial conceptsof repeti-
tion compulsion and the death instinct. The body of scholarly work on
Beyond isstaggering, having warranted book-length commentaries by
thinkersincluding Derrida, Lacan, and Laplanche.? Beyondisatext about
repetition, desire, thebinding and unbinding of thelibido, thedesthingtinct’s
strugglewith theeroticinstinct, about trauma, dreams, and mastery. This
isalsothetext where Freud discusseshisyoung grandson’sgameof “fort!”
and“dal”, one of themost immediately recognizable momentsin Freud
evento non-speciaists (Standard Edition XVI11: 14-17). Itisaperplex-
ingtext, eventotheextent that Freud frequently undermineshisown argu-
mentswhenever objectionsspringto hismind. Heevengoessofar at one
point astodisclamitsrevol utionary findings, ingsting that heisnot himsalf
persuaded by his new hypotheses, nor does he expect the reader to be
persuaded (SE XV I11: 59). Andyet theimplicationsof hisspeculations
here compdl Freud to revise centra tenetsof psychoanalytic theory, and
hemakestheserevisonsright hereinthistext: herefor thefirst time, for
ingtance, heacknowledgesthat somedreamsarenct fulfillmentsof wishes,
and that theremight be such athing asprimary masochism (SE XVII1: 32,
55). Freud hasmade amajor discovery here, and only by alineof rea-
soning and self-doubt that would do even Descartes proud. He has
daredtoinquireinto theexistence of another process, oneindependent of
the pleasureand redlity principles, preceding them and morefundamental.
Thediscovery of thedeathingtinct marksagenuinerevolutionin psycho-
analysis. no matter the disarming degree of uncertainty withwhich Freud
proposestheidea, he never backs away from the concept of the death
inginctinany of hislater writings. Hence Beyond the Pleasure Principle
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isoften read asthefirst text of thelast phase of Freud'scareer: textsas
central asTheEgo and Theld, Civilization and its Discontents, and Group
Psychology follow from the premisesintroduced here. Partly because of
itsstock of shocking new conceptsand itsstrange habit of underminingits
owndiabolica argumentsasit presentsthem, Beyond iscommonly num-
bered among Freud’' smost difficult texts.

The speculations of Beyond the Pleasure Principle populate
Madonna s song to aremarkabl e extent, and these carry withthem sig-
nificant effects—evenforcing usto reconsider what it might meanto“die
another day.” DieAnother Day, likeall Bond films, isan action picture
about espionage kept as courteous as possiblein theface of international
skullduggery. Unlikemany Bond films, though, the Britishintelligence
community hashere been undermined fromwithin: thistimeBond has
been betrayed by amole, suspended and disavowed by hisemployers,
and now he needsto act (mostly) aloneto solvethe horrifying mystery of
Colonel Tan-Sun Moon’sweapons-for-diamonds scheme.® At itsmost
literd level, thetitleof thefilm refersto the physical transformation and
persistence of Colonel Moon, who has somehow survived hisfirst brush
with Bond only to reappear, geneticaly dtered, astheevil megalomaniac
Gustav Graves.* Bond jests upon encountering histransformed nemesis
that Gravesisfinally ready to“ dieanother day.” But viewersof thefilm
will senseaswell that itstitleisalso supposed torefer to JamesBond's
own fortitudeand indestructibility: thetitleisatestament both to James
Bond'swily charm and the character’ senduring public apped. Wesense
thisbecause DieAnother Day, even morethan other Bond films, demands
to be read as either an homage to the venerable film franchise or a
postmodern exploitation of itssignal motifs. Theimagery and did ogue of
thefilmarefilled withwinking referencesto nearly every precedingfilmin
the series, suggesting that Bond himsef—bothintheplot of thefilmandin
twenty-first century culture—will not dieuntil another day.

Madonna ssong attempts none of these self-congratul atory gestures,
and instead infusesthetitular phrase with awholerange of new and spe-
cifically Freudian meanings: its“DieAnother Day” isnot amatter of en-
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durancebut rather ssemsto refer to negotiation and deferral. Madonna's
lyricsframethe song'stitleand chorusinreationtoaninterndly regulated
andflexibledeathingtinct: “I think I’ll findanotherway ... | guess!’ll die
another day.” In uttering theselines, Madonna speaks not asthevoice
refusing death but asthe organism committed to the singularity of itsown
death. Shewill dieanother day because, assheputsit, “it'snot my timeto
go.” Or,if oneprefersFreud sversion, “the organismwishesto dieonly
initsown fashion” (SE XVI11: 39). In Freud stheoretical model, the
pleasureand redlity principleswork toforestall thefundamenta driveto-
ward destruction: eventhough“theaimof dl lifeisdeath,” theeroticand
death ingtincts negotiate acompromise, onethat Freud calls“alengthen-
ing of theroad to death” (SE XVI111I: 38, 40, emphasisinorigina). In
Freud' sterms, “one group of instinctsrushesforward so asto reach the
final aim of lifeasswiftly aspossible, ... theother group jerksback to
make afresh start and so prolong thejourney” (SE XVIII: 41). Accord-
ingto Freud, deathisawaysan interna process. each organismfindsits
preferred and proper way to die by deferring theimpul sethat would de-
stroy theorganismimmediately.

Freud callsthisdeferra “ashort-circuit” (SE XVIII: 39), ameta
phor that becomesgrosdly literalized at theend of the” DieAnother Day”
musicvideo. Thevideo, directed by the Swedish advertisng team Traktor,
redeployssevera themesfromthe Die Another Day film, includingimag-
ery of fencing and torture. It featuresfour separatelocations, each featur-
ing one or more Madonnas, and makes ittle attempt to connect them
through any overarching narrative. 1none scenewe see Madonna, dressed
inatanktop and bedraggled by torture, thoroughly enjoying her sufferings
asshelip-synchsthewordsto the song; she hasbeen captured by menac-
ing Asian men andisbeing prepared for death by electrocution. Inan-
other scene we find two fencers dueling on ared carpet in aseeming
palace, the halls decked with suits of armor. In athird scene we see
Madonna, alone, dancing while shackled and confined inasmall, dank
cdl. Inthefourth scenewefind ourselveswith Madonnaamidst several
display casesthat seem to hold glasscollector’sitems. Thevideo alter-
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natesfreely and rapidly between these scenes, suggesting their narrative
smultaneity, and interlacesthem only incompl etely toward theend of the
video when the fencers smash through awindow intheir palaceand find
themselvesinthefourth set, ready to destroy itscollection ascollateral
damagetotheir fiercestruggle.

We can understand the music video as a series of dream-images,
especialy snce Madonnaopensthesong withtheline, “1’m gonnawake
up, yesand no.” Her “yesand no” signalsthat we are squarely inthe
domain of theunconscious, where*yesand no” areindistinguishable(such
isFreud sposition, at least, in hisessay “Negation” [ SE X1X: 235-39)).
Within these dream-images, mirrorsare smashed, fetishized collectables
aredashed to bits, and Madonnasfight each other in ascenethat recalls
Poe's“WilliamWilson” morethan any Bond film.> By theend of thesong
Madonnastill hasn’t awakened: inanunusua effect evenfor dancemu-
sic, the canned string arrangement cutsin and out at the producer’swill,
even blending into Madonna sown distorted voice, creating an effect com-
parableto aperson’sintermittent ability to hear whenfalling adeep.® For
thesereasons, | read thed ectric-chair music video asapunishment dream.
In Beyond the Pleasure Principle, Freud explainsthat punishment dreams
areindeed pleasing wish-fulfillments, inthat “ they merely replacethefor-
bidden wish-fulfillment by the appropriate punishment for it; that isto say,
they fulfill thewish of thesenseof guilt whichisthereactionto therepudi-
atedimpulse’ (SEXVIII: 32). Appropriately, then, Madonnagrimly ac-
knowledgesinthelyricsthat “for every sinl’ Il haveto pay,” and her laugh
here suggestsan intense pleasurein this settlement. What wewitnessin
themusicvideoisobvioudy purejouissance.

Traktor’svideo featuresdifferent setsand different Situationsfrom
those of themovie, despitether shared thematic e ements. Thefilm’sopen-
ing credits, choreographed to accompany Madonna s song, are displayed
over astylized montage of Bond being tortured with scorpionsinaNorth
Korean prison. Unlikethe torture montage from Die Another Day, the
musi c video'storture chamber features neither scorpionsnor hdlfires; in-
stead wefind adingier, less“officid” spaceof confinement festuringiron
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shacklesand the 1950s-style electric chair. Theimagery isnot culled
fromthefilm, despite occasional visua referencesto previousBond vil-
lains(for instance, oneof the executionershasmetal teeth). Editingaso
emphasizesthedifferencesbetween these stuations, asthefilm’smontage
sequencevisualy compressestime, suggesting fourteen monthsof gruel-
ing endurancewithin only afew minutesof screentime. Themusicvideo,
onthe other hand, makes no similar attempt to document or celebrate
Madonna sendurance, nor doesit represent any sow, deliberatetorture.
Itselectric chair impliesavery different mode of suffering thanthat which
the scorpions portend in Die Another Day. At the end of the video,
Madonnadefiantly escapesfrom her torturer’ s botched attempt to elec-
trocute her. Bond, on the other hand, makes no attempt to escape his
captorsand in fact asksfor hisexecution to be expedited even asheis
being alowed to smply walk away as part of adeal negotiated offscreen
between Britain and North Korea.” The electric chair dominatesthe
musi ¢ video with itsominousimmediacy, implying aheadlong rushinto
death—desath not in one'sown fashion, but in thefashion and timemost
convenient for thestate. Just when it seemsthat Madonna sfeisty tenure
hasexpiredinthemusic video, she escapestheéelectric chair throughits
unexpected “short-circuiting.” Theelectric chair of themusicvideo pre-
sentsitself asafigurefor theimmediate and overwhel ming jouissance of
death, and it forces Madonnato portray asubject who must negotiate
around, and dip away from, thisjouissance.

ThusMadonna svow to*“ delay my pleasure’ makes psychoandytic
sensein the context of the Freudian short circuit. For Freud, thereality
principle*doesnot abandon theintention of ultimately obtaining pleasure,
but it neverthelessdemands and carriesinto effect the postponement of
satisfaction. . . asasteponthelongindirect road to pleasure” (SEXVIII:
10). Madonnawrigglesaway inacloud of smoke, but aBond-styled
blood-red graphic remindsthe viewer that, in escaping the chair, Ma-
donnahere hasnot escaped desth atogether, but hasmerely been“length-
ening theroad” toward it (Freud SE XV1I1: 40). It seemsthat we have

29.1 October 2006



84 David Sigler

seen Madonna*“ struggling through, by roundabout paths,” to again em-
ploy the Freudian parlance (SE X VIII: 11).

But how doesthedectric chair cometoimpart itscomplicated form
of jouissance? Oneanswer may residein the binding that Madonnaen-
gagesinasapreparatory measurefor execution: in Freud sterms, “the
mechanical violence. . . would liberate aquantity of sexua excitation. .
.Jbut, ontheother hand, the ssimultaneousphysica injury .. .would bind
the excess of excitation” (SE XV I11: 33). Beyond the Pleasure Prin-
ciplecarefully theorizesthe binding and unbinding of cathected energies:
Freud seesthe” binding” of thedriveasacrucia stepinthe deferment of
death. In Freud’smodel, the erotic drive divertsthe headlong rush to
death by converting energy froma“fredy flowing” toa“ quiescent” date,
aconversion accomplished by apsychic binding (31, 30).2 Madonna,
adonewiththeeectric chair, prepareshersdlf for her pending e ectrocution
by binding her left arminaleather strap. Despite her frantic pace, thisact
of binding somewhat resemblesthat of the Morning Prayer in Kabbal ah.
Whereasat first it was unclear why thisprayer would be an apt prepara-
tionfor elther thedectric chair or her subsequent escapefromit, Beyond
allowsusto read thisperformance asanother literalization of aFreudian
motif. For Freud, the binding of erotic energy sublimatesthe deathly
jouissanceintoitsown deferment. Theprocessof binding, for both Freud
and Madonna, alowsthe organismto dieanother day.®

Madonnabinding her armin preparation for death foretel|sanother
scene of binding—her cameo appearanceinthefilm Die Another Day.
Madonnaplaysasensuousfencing instructor named Verity, eager totest
JamesBond'sathletic mettle. 1noneof her few lines, sheasksBondto
help her tieher corset, asit hascome undone. Bond, played by Pierce
Brosnan, answerswith enigmatic but flirtatiouszed, “Why not?” Thisact
of courtesy isquickly followed by Bond'sequally courteousbut nonethe-
lessfrenzied duel with Gustav Graves, who isone of Verity’scharges.
Thefilm features an extended fencing scene between Bond and Graves,
eachdressedinwhite. But whenthefencing themeistakenupagaininthe
music video, it appearswith atwist: theduel isnow between Madonna,
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dressed in white, and an anonymous adversary dressed all in black. A
second twist follows shortly thereafter: when the black-clad fencer is
unmasked, she too turns out to be Madonna. The black-clad fencer
opensher mouthinastonishment at thiscoincidence (asmight theviewer),
before continuing theduel moreaggressively than before™® Thefina twist
isthat, mysteriously, whenever either of them cutsthe other, thewound
appearson athird Madonna s body, thisoneimprisoned in theremote
torture chamber. Thislast Madonna, imprisoned and absent from the
dudl, sustainsitsinjuriesremotely. Itisobviousenoughthat Beyondthe
Pleasure Principle could beread as staging ametaphorical “duel” be-
tween Erosand Thanatos, and it would be easy enough to cast thedueling
white-and-black Madonnasin theserolesfor the purposes of our read-
ing. But Freud suncertainty about the existence of the death ingtinct, and
the nonreciprocal relation that he posits between the pleasure principle
anditspossible“beyond,” give me pause about making thisassociation.
However, thisfencing metaphor getsmoreinteresting, and usefully rigor-
ous, when we understand the third, displaced Madonnaas an implicit
illustration of thetransference’srolein repetition compulsion, atopic that
Freud exploresat length in Beyond.

Seeking an examplethat would convey thetragic weight of thecom-
pulsionto repeet, Freud refersusto Tasso'sGerusdemmelLiberata. Freud
calsTasso'swork “themost moving poetic picture of afatesuch asthis’
(SEXVIII: 22), “this’ being repetition compulsion. In Freud’saccount,
Tasso'shero Tancred * unwittingly killshisbeloved Clorindain adud while
sheisdisguisedinthearmour of an enemy knight” (22). Inthiscontext
we cannot hel p but note the suits of armor that provide the background
for thedueling Madonnasinthemusic video: indeed theunveiling of the
black fighter in the music video carrieswith it acomparably uncanny,
unheimlich senseof striking something too closeto home. But thepart of
Tasso'sstory that illustratesthe compul sion to repeat comesnext: Freud
saysthat Tancred “ dasheswith hissword at atall tree; but blood streams
from the cut and the voice of Clorinda, whose soul isimprisonedinthe
tree, isheard complaining” (22). Freud readsthis second, arboreal at-
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tack asevidence of acompulsionto repeat the scene of atrauma“which
overridesthepleasureprinciple’ (22).

Freud and M adonnaeach work through fencing metaphorstoillus-
tratethe pathos of repetition, and each tellsthistalethrough aseemingly
supernatural seriesof displaced injuriesand aduel with someoneuncan-
nily toomucha home. Certainly thefiln'sextensveuseof fencing themes
andimagery, which providethe pretext for Madonna sown cameorolein
thefilm, suggestsfencing asan especidly gopropriatevehiclefor Madonna's
music video aswell. But the video stagesitsfencing scenein avery
different—indeed, specifically Freudian—way. | want to understand this
element of themusic video, then, asan illustration (however possibly un-
intentiond) of repetition’sroleinthetransference. Indescribing repetition
compulsion asthe symptom of trauma, Freud justifiesthe need for a“ be-
yond” of the pleasure principle: “Thecompulsionto repeat aso recalls
from past experienceswhichincludeno possihility of pleasure’ (SEXVIII:
20). Madonna, conscioudly or not, illustratesthe compulsion to repeat
rather adequately: inthe course of afour-minute song, sheresolvesto
“dieanother day” no fewer than twenty-fivetimes. For Freud, the com-
pulsionto repeat actionsor phrasesisasign of the“transference neuro-
sis,” aproblem that sometimes emergeswithin psychoanalysisand can
further complicate casesof trauma(SE XV111: 18).

Inintroducing thetopic of thetransference neuros's, Freud describes
ascenenot at thetraumatic warfront, nor indreams:. instead, heinvitesus
into hisoffice(SEXVIII: 18). Inhabiting thisneurosis, Madonnaplaces
herself inasimilar situation, taking ontherole of the neurotic analysand,
offering adefiant laugh and whispering “I need to lay down” into themi-
crophonetwo-thirdsof theway through thesong. Addressed thus, Freud—
and indeed thelistener, who, in hearing this confession, istemporarily
alied with Freud—becomes amaster or father (thanksto thetransfer-
ence) ableto authorize and superviseMadonna's“laying.” Madonna's
utterance, at once sexualy inviting and vaguely menacing, suggeststhat
she hasadopted an hysterical stanceinrelationto Freud. InFreudian-
L acanianthought, the hystericisby definition coquettish, playful, subver-
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sive, and sweetly menacing; indeed she demandsthat the analyst/master
show hisstuff in aseeming attempt to submit to the master’ sknowledge,
but does so until the gaps or holesin the master’ s knowledge become
readily apparent. Herewe can note that Madonnadoes not smply pro-
posethat Freud “analyzethis’; rather, she presents her demand repeti-
tively (“analyzethisl/analyzethisl/andyzethisthisthisthisthis’) soasto
suggest anunending stream of “ submissions’ to Freud' sauthority. “ There's
so muchmoreto know,” singsM adonnaresol utely, meanwhile promising
to“keepthissecret.” Thehyderic, Lacanexplains, getsoff onthemaster’s
knowledge; sheisin search of amaster who can be mastered.** Thus
Madonna's“ | needtolay down,” repletewithitssexual allurements, its
confession of weakness, and itsdemand for analysis, strikesapeculiarly
destabilizing chord for theana ytic scene. Madonna, laughing equivocaly
assheappealsto Freud for analysis, enacts both a“papadon’t preach”
act of defianceand a“justify my love’ daughter’sseduction.

But Madonna swillingnessto strikeahysterica poseisitsalf under-
mined by her resolutionto “dieancther day.” AsLacannotes, “Thehys-
tericreachesthegod immediately. TheFreud sheiskissngistheobjet &’
(Seminar XV, 21.2.68, X 9).1> The Madonnaof “DieAnother Day” is
indeed interested in flirting with Freud and demanding an exhibition of his
knowledge. But her resolutionsto “delay my pleasure’ and “ destroy my
€90’ suggest another stance, onethat might extend beyond the satisfac-
tionsof the pleasure-unpleasureredity-unredity matrix. Madonnais, quite
precisdly, refusing to reach the objet aimmediately; sheistoying withit,
reheargngitsacquisition, SO asto master itssatisfactionsin her own proper
way. Lacanwrongly assumesthat Freud was solely responsiblefor solv-
ingthisproblemfor hysterica patients, evenwondering “how washeable
to put insuspenseinthisradical way what isinvolvedinlove?’ (Lacan,
Seminar XV, 21.2.68, X9). But Madonna, knowingly or unknowingly,
strips Freud of hisresponsibility by taking thisact of suspension upon
hersdf.

Interestingly, Madonna swhispered “| need tolay down” ispre-
cededby an“uh...uh.” This*uh-uh” might beread asamodified“o-
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0": “0-0-0-0" being the small child’ sutterancethat Freud interpretsas
“Fort!,” or“gone!” (Freud SE XVI11: 15). Thisissupported by themusic
video, inwhich Madonnagrabsarazor-edged hat (one of the accoutre-
mentsof Bond villainy) and throwsit away. “ Gone!” sheannounceswith
her “uh uh,” just as she sendsthe hat away in apleasurable display of
magtery. A children’'sgame: isthisgesturenot thefulfillment of her prom-
iseearlierinthesongtofind®Atimetowork, atimetoplay?’ InFreud's
account, children’sgamessuch asfort-daarethevery processesby which
wemaster and negotiate traumaand initiate repetition compulsion. And
s0it seemsamost inevitablethat Madonna svery next utterance assumes
the pogition of theanalysand (“| needtolay down™) and then, by transfer-
ence, getslocked into aninterminable compulsionto repeat: al shecan
say for theremainder of thesong arevariationsof “1 guess!’ |l dieanother
day” and nothing else. Moreover, the disco-styledrum machine, which
through most of the song has enjoyed intermittent rests, now remainsun-
interrupted; but evenitissurvived by the ssemingly indefatigable synco-
pated string arrangement caught in an endlessloop of repetition that outlasts
all of the other instruments.** According to Freud, fixations about death
(or, asheputsit, “involvingarisk tolife”) gpproach hysteriainthe“wedth”
of their symptoms, but also stretch somewhere beyond hysteria,
“surpasging] itasarule” (SEXVIII:12).

Freud takesit upon himsalf tolimit the repetitive utterancesthat
can emerge from such situations. he acceptsthatitis“thephysician’s
endeavor to keep thistransference neuros swithin the narrowest limits: to
forceasmuch aspossiblethe channel of memory andtoalow aslittleas
possible to emerge as repetition” (SE XVI11: 19). But Madonnahas
aready pointed her ownway out of thisfixation, and thus hasindeed
“found another way”: her earlier promisesto* close my body now” and
“sugpend my senses’ arefulfilled through her scenesof binding fromthe
music video, asdescribed above. Freud, like Madonna, would havethe
organism close its body by a process of binding so as to suspend its
senses; thus binding, somatic closing, and sensory suspension areinti-
mately linked processesin Madonnaand Freud alike. Insection |V of
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Beyond, Freud describesthe binding of energiesasa” crust” that forms
around the body that will dull the potentially traumaticimpact of outside
stimuli (SE XVI11: 24-33). Inthevideo, the cut that piercesthe bodily
armor of thefencing Madonnasillustratestheimpact of the cut astrau-
matic: indeed, Freud suggeststhat “wedescribeas* traumatic’ any exci-
tationsfrom outsidewhich are powerful enough to break through the pro-
tectiveshield” (29), amisfortunestrikingly literalized inthemusic video
and protected againstinthelyrics.*

Madonna stattoo in the video announcesthis complicated protec-
tion scheme againgt joui ssanceequally effectively, and even suggeststhet,
asLacan claims, jouissance becomes alienated from the subject through
the appearance of thesignifier. That is, thevideo featuresMadonnausing
aggnifier quiteliterally to shidd hersalf from overwhe ming joltsof enjoy-
ment, which she apparently associateswith God, fatherdom, and prohibi-
tion. Madonna, binding hersalf frantically in preparation for theelectric
chair, sportsafaux-tattoo on her right armin Hebrew lettering. Spelt with
theletters(right toleft) “lamed,” “def” and“vav,” (roughly, “LAV”), the
tattooed word is possibly an uncommon form of the Hebrew word for
“no,” or possibly “not” ; it may also be one of thenamesof G-d.*® Theno!
and name of the father combined punningly upon her body, Madonna
visualy suggeststhat she hasbeen marked by theletter but can till enjoy
the Other directly. Thisform of jouissance, which Lacan associateswith
mystical religious ecstasy, isthereward for those (namely, women) who
canmanageto beincompletely contained withinthe stricturesof theName-
of-the-Father. Lacan assertsthat womanly mysticismis* something seri-
ous’ eventhoughitspractitioners*know nothing about it”—whichisa
formulation that may resolvethe perceived contradiction that Madonna,
who claimsto take K abbalah very serioudly, neverthel ess has been ac-
cused of treating the mystical tradition somewhat unknowingly (Lacan
Seminar XX 76).

Her body supposedly pushed to itsphysical limits, the Madonnaof
themusic video eruptsinaseemingly overwhelming and deathly enuncia-
tion of enjoyment that leadsher to recognize pleasureasthebodily limitto
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endurable suffering.’® The enigmatic tattoo presentsaliteralized case of
thefemininejouissancetha, asLacan says, dlowstheWorman (theLacanian
strikethroughindicating her rel ationship to the symbolic order) to enjoy
not only through thesignifier but soin direct relation to the Other (Semi-
nar XX 64-77). AsLacan explains, sometattoos can be understood as
materializations of thelibido, and they “ certainly [have] the function of
being for the Other, of Situating thesubject init, marking his[sic] placein
thefield of thegroup’srelations’ (Seminar X1 205-206). Noting their
“eroticfunction,” Lacan claimsthat with sometattoos, the subject “in
short circuit, moredirectly than any other, succeeds’ inintegrating subjec-
tivity and desire (Seminar X1 206). Madonna stattoo, initsdirect asser-
tion of thedia ectical subversion of the subject and of that subject’sdirect
accessto the Other, impliesthat even while Madonnamay not haveactu-
ally yet destroyed her ego, her ego neverthel ess has been unseated, jeop-
ardized, and self-alienated.18 Fittingly, once Madonnavanishesfromthe
short-circuiting el ectric chair at theend of themusic video, thelettersfrom
her tattoo appear asif burnt into the electric chair itself.19 Thisfresh
mark of “no,” however, inthisnew context, seemsto celebrateMadonna's
prolonging theroad to death more than it documentsthe Name-of -the-
Father: it appears as a marker of Madonna's escape, and it appears
seemingly becausewe havejust seen the whitefencing Madonnaof an-
other, seemingly unrel ated scene shoot an arrow through the heart of the
black fencing Madonna (which could possibly beread as Erosstaving of f
Thanatosfor awhile).?

Inthelyrics, themusic video, and thefilm, we see an intimate con-
versation emerging between Madonnaand Freud. Thisconversation, we
must remember, isthoroughly commoditized, and it must serve commer-
cia purposesin aremarkably overdetermined way: the songisdesigned
to serveasacommodity initsownright (asahit single), asan advertise-
ment for itsalf (initsmusic video), an advertisement for Madonnaas con-
strued as abrand unto herself, an advertisement for thefilm, and asa
prominent part of thevery filmthat itissupposed to advertise. Inemploy-
ing (and implying) conceptsfrom Beyond the Pleasure Principle, Ma-
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donnahaseffectively made good on her promiseto MGM by offering
listenersasubtle explanation of the pleasures awaiting audiences of the
Bond film. When peoplepaid eight dollarsto seethe*new” Bond, they
weren't getting anything new at al: indeed, thefact that Die Another Day
could grossover $160 Million at the box office despite offering audiences
only what they’ d seen nineteen timesbefore over the past forty yearshints
at the powerful pleasuresand potentia for capital gain associated with the
compulsiontorepesat. Freud, of course, would have had difficulty inun-
derstanding thisphenomenon, which presentsachalengeto hisclamthat
“[n]ovelty isalwaysthe condition of enjoyment” (SE XVIII: 35). But
neverthelessitisclear that filmviewers, likereaders, enjoy particular forms
of pleasurefromfollowing heavily plotted narratives. Herel’ mdrawing
fromthework of Peter Brooks, who offersan account of readerly desire
inhisclassc study of narratology, Reading for thePlot. 1t should comeas
little surprisethat Brooksbaseshismodd of narrative pleasureonaclose
reading of Beyond the Pleasure Principle. Brooks stheoretical model
positsthat viewers of aheavily plotted film such as Die Another Day
would takepleasurefrom baancing twoingtincts: onethat aspirestoward
theend of thefilm, and onethat delaysthat ending by following acircui-
touspath toward it (Brooks103-104). Seeninthislight, when Madonna
reminds usof Beyond the Pleasure Principle, intentional ly or otherwise,
sheisgesturing toward the specific theoretical framethat can account for
the enduring appeal of JamesBond for viewers. Thisform of pleasure
announces amarked contrast to the popul ar perception of Madonna's
own career, which hasbeen famoudy marked by countless personal rein-
ventions.? Whilethefilmic Bond character hasdowly evolved over forty
years of wear, Madonna s personaasapop star has struck many main-
stream listenersasdaring, unpredictable, and malegble over thelatter half
of Bond'scareer.? But Madonna sposesfor “DieAnother Day,” despite
being routed unexpectedly through Freud’ sgenuinely daring work, here
asusud servethecorporateinterestsof thecultureindustry primarily. The
effect of Madonna scall for andyssultimately producesadifferent sort of
objet a, specificaly the sound of aringing jackpot shared between Mav-
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erick, BMG UMA, EON Productions, and MGM. But Madonna, in
pursuing thismost consistent cause of her desire, has neverthelessre-
vealed that viewers can experience in Die Another Day afew of the
pleasures of the unconsciousitself asthey negotiate their way through
countlessincarnationsof the Bond myth.

David Sigler

Univergty of Virginia

Notes

1My understanding of the business aims and generic expectations for a
“normal” Bond theme song has been greatly enhanced by Jeff Smith’sessay “Cre-
ating A Bond Market.”

2Seelacan’'sSeminar |1, Derrida’s The Post Card, and Laplanche'sLifeand
Death in Psychoanalysis, which represent three of the most rigorous and influen-
tial commentarieson Beyond.

%] hope that this brief statement of the premise of the film does not unfairly
neglect theimportant part played by Jinx (Halle Berry) in the saving of theworld. |
confine my remarks to Bond's situation only to highlight the main differences
between Die Another Day and the rest of the Bond oeuvre.

“Bond’seffortsto correct and regul ate flows of capital are consistent with his
role as corporate “company man,” to borrow Edward P. Comental€’s designation
and astute analysis of lan Fleming's Bonds. See Comentale’s essay “Fleming's
Company Men,” especially pp. 9-11.

5| wish to thank Keith E. Clifton for reminding me that Madonna attempts
similar dream-imagery inthemusic video for “ Bedtime Stories,” and alsofor inform-
ing me that Madonna used the electric chair as a prop during her performances of
“DieAnother Day” during her American Lifetour in 2003.

6 Freud discusses this phenomenon briefly in the chapter of The Interpreta-
tion of Dreamsentitled “ The Stimuli and Sources of Dreams,” wherein he acknowl-
edges the importance of sensory receptors in shaping dream content but explains
that “[s]cientific enquiry, however, cannot stop there” (SE IV: 27). For afurther
discussion of Madonnaand her relation to dreams and psychoanalysis, see Daniel
Walden and HelenaPoch’s article, “ Psychoanalysis of Dreams: Dream Theory and
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Its Relationship to Literature and Popular Culture: Freud, Billy Joel, Appelfeld, and
Abe,” Journal of Popular Culture, 32:1 (1998 Summer), pp. 113-20.

"For an interesting discussion of Die Another Day’s representation of North
Korean-South Korean politics, North Korea's relationship to the West, and the
film’s representation of the North Korean nuclear armament, see AlexisAlbion’s
“Wanting To Be JamesBond,” pp. 213-214.

8For arigorous Freudian interpretation of libidina binding and anal eroticism
inlan Fleming'sBond novels, see Comentale’s“ Fleming's Company Men,” pp. 13-
16.

9 Beyond The Pleasure Principle cannot adequately explain, however, why a
heavyset bearded man suddenly appears in the electric chair once Madonna has
escaped. Traktor decidesto show us animage of thisman only very briefly at the
end of the music video; the man seemsto be enjoying the joui ssance of the electric
chair as much as Madonna had been.

10 Uncanny doubles are, of course, not foreign to the Bond oeuvre: most
memorable, the Blofield clones and their cloned cats in Diamonds Are Forever
(1971). For aninteresting psychoanalytic reading of anal eroticism, anxieties about
masculinity, and their expression through the Blofield clones, see DennisW. Allen’s
essay “Alimentary, Dr. Leiter,” especially pp. 25-29. Incidentally, Diamonds Are
Forever sharesmuch of its plot with Die Another Day, including anillegal tradein
African diamondsfor the manufacture of adevastating weapon, acriminal master-
mind capable of radical self-transformations, and the use of scorpions as weapons
of political cruelty.

1 nthissentence, | am drawing upon Bruce Fink’s discussion of hysteriain
TheLacanian Subject, pp. 133-135.

12 Although Gallagher translates Lacan’s “objet &’ as“ o-object,” | have de-
cided to retain Lacan’s French usage here for the purposes of consistency, specific-
ity, and conformity with customary transl ation practices of Lacan.

BThanksare again dueto Keith E. Clifton, who not only suggested this point
to me but also exemplifies strategies for reading Madonna's instrumentation and
lyricstogether in his persuasive article “ Queer Hearing and the Madonna Queen”
in Madonna’s Drowned Worlds.

4 Freud's meditation on the bodily crust as a shield against the shock of
jouissance reverses the strategy of Gustav Graves, the villain of Die Another Day,
who has devised for himself ametal exoskeleton capable of emitting high-voltage
electric shocks. Onalesstechnological note, oneisreminded also of the scorpions
that Bond endures at the beginning of the film.

5 The tattoo seems to resist easy interpretation, confounding several fluent
Hebrew speakersand even inspiring an explanatory note from Rabbi YehudaBerg,
spiritual leader of The Kabbalah Center. | am gathering my reading of the tattoo
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from an interesting discussion of Madonna's tattoo, posted on the blog “ Ghost of
aFlea” and dated October 31, 2002 (“TheFlea").

See <http://www.ghostofafl ea.com/archives/000169.html>. A later post to
thisblog claimsto havereceived an “official” explanation of thetattoo from Rabbi
Berg: according to the blog, Berg explainsthat “The ‘word’ on Madonna's shoul-
der isnot actually aword, but rather one of the names from the 72 Names of G-d.
Kabbalah explain that Moses used these names to split the Red Sea, and that we
can usethem to create miraclesin our own lives. Each name drawsaparticular kind
of energy. Thenameinthe‘DieAnother Day’ videoisfor eliminating theego.” See
Berg's remarks at <http://ghostofaflea.bl ogspot.com/
2003 02 _02_ghostofaflea archive.html#88420317>. Thus, inaninteresting further
literalization of aLacanian motif, Madonna has not-all of the Name-of-the-Father
tattooed (temporarily) on her body. For another discussion of the meaning of the
tattoo, one that accuses Madonna of cultural appropriation, see Sashinka's blog at
<http://sashinka.blogspot.com/2002_10_01_sashinka_archive.html#82966553>.

16 Torture can be construed as aform of enjoyment beyond the body, one that
forcesthe body to meet the limit of itsjouissancein death. See, for example, Alenka
Zupancic'sdiscussion of “Fantasy within the limits of reason alone” in her Ethics
of the Real, pp. 79-82.

7 The term is written as barred in Lacanian theory to indicate that “The
Woman” as such is not entirely contained within the symbolic order; she is, as
Lacan putsit, “not-whole” and therefore she can but be excluded” by “the nature of
words.” That iswhy any reference to the universal category of “Woman” can only
be written under erasureif it isto be somewhat accurate; as L acan states, “\Woman
can only bewritten with abar throughit” (Lacan, Seminar XX 72-73).

18 Here my understandings of jouissance, the ego, and the signifier arerouted
through Lacan’sinfluential essay from Ecrits, “ The Subversion of the Subject.”

¥ Thisinexplicable event seems to revise a Freudian formula from the New
Introductory Lectures: where she was, there her signifier shall be. See Freud SE
XXI1: 80.

2 The film's evil fencing champion character Miranda Frost, played by
Rosamund Pike, also dies by being impaled through the chest.

21 Several sophisticated scholarly responses to these reinventions have been
collected in Madonna’s Drowned Worlds, a collection edited by Santiago Fouz-
Hernandez and Freya Jarman-lvens. This collection establishes that Madonna's
reinventionsare amatter deserving better theorization and even beginsthiswork in
earnest.

2 Bond'sgradual transformations have been discussed often and well; among
the most interesting of these discussions are Jeremy Black’s The Politics of James
Bond (especially pp. 159-168), TaraBrabazon's “Britain’s Last Line of Defence,”

Studiesin Popular Culture



"Sigmund Freud, Analyze This": Madonna Beyond the Pleasure Principle 95

and Jim Leach’s“ The World Has Changed.” Madonna's commitment to self-rein-
vention has been well discussed in Steven Spencer-Steigner and Britta Wheeler's
"Madonna, the Libertine?', Lynne Layton's "Who's That Girl? A Case Study of
Madonna," and Lynn O'Brien Hallstein's "Feminist Assessment of Emancipatory
Potential and Madonna's Contradictory Gender Practices," aswell asin the afore-
mentioned Madonna's Drowned Worlds.
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