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Abstract

Beginning with AQ WomamBorf1938)i writm@ aboutntaterkal theory and the

experience of motherhood abounds (Joyce Trehllg8t Andr ea OO Rei lislagrow@n@07) , a
canon of theory about mother blaming (Molly Lat@iaylor and Laurie Umansky 199Baula J Caplan

2000; OOReilly 2006.) Comicso6 | iteratAuhiserygdr ovi des
femal e comi csd her atermal vauekimtloewhydheyydestheit workds (Mikem

Madrid 2009.)1960s film goddess Elaggirl may grow fifty feet and, equal to any man, catch a missile in

one hand; but Al i son Be c200) il éxglodétleeanssle andbéstigirl c ast o f
safely, to save the wor | decontemmranher@es lam mastdnteresieslins up er
are leshian mother¥heory about lesbian motherhood exists, but explicit maternal experience in comics
remains uncommohexcept asincidet al t o sever al c¢ handammiedeadingi n Bech
specifically with lesbian mothering of daughters and mother blaming, does not exist. Concurrent with

mat ernal theory and life-writirng s sl€o egcowiegdrénd Hekene Cixous (2607)6 s

talks at the intersection of life experience, the body and language, about writing from and about her life.
Sheuses metaphor to make complex reflections accessible to readers, and metaphor operates similarly in
comics and intraumamemo@r ounded in Cathy Caruthoés (1996) t he
hi story, and Gil es Del e prageztéxploredntistio fiorm,esgecificdlly af f ect (
comics, as vehicle for rendering metaphor, traumatic memory and affect visitie. iAtersection of

theory and life practicdt examina mother blaming as a phenomenon that changes with the times in its
insidious need to see mothers as the single drive
life function, and to makthe personal political through the collision of worlds that disrupt the hegemony

of mothers as institutions, with theories that attempt to explain them.
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Chapter 1

| ntroducti on

As a child | was intrigued blRupert Beamannuals | received as gifts. The popular comic features

a small whitefaced bear in a red sweater and yellow pants, who experiences fantastic and
magical adventuresisually occurring when he sets out on an errand somewhere for his mother. |
could spend hours in the pages of these annuals fascinated equb#ytiny squares containing

the images, as by the economy of language used in telling the stories. | was totally intrigued by
how much information was provided on a single page as my eyes and my mind worked back and
forth between the pictures and the wotd make sense of it all. Ironically, my interest never
transitioned to super hero comics or to tage romance comics. Instead | turned at a very young
age to writing my own funny stories with accompanying pictures, and as a youragteo

writing poetry.

The question one might ask is what has this trauma project to do with Rupert and his
miraculous tales? And what has any of this to do with metaphor, embodiment, performance, or
affect? The answer is thas a child | was exploring u p e r t 0 advehtares aina Big/
relationship with his mother just asAnTrauma of Two Mothellsam exploringcertaintrauma
memoriesand specifianothering relationshipsn both my experience of readiRupertand of
creating my comic, | am putting myself insidéfelient spacial realities, different temporalities,
and different personas, in attempts to find meaning. | am also travelling into formal structures of
frames and gutters that accommodate shifts in space and time while imposing order so the stories
still make sense and are believable. | am interested in the form the story telling takes, what is at
work in creating the comic, this merging of metaphor, trauma memory and comics form.

| bring to the writing of trauma comics and to their critique a pletholifecxperience; and

academic research. Considering mothering models and the social/cultural implications of

1



mothering for the critical essay @nTrauma of Two Motheted me to search the literature.
What | found in my search was somewhat surprisingr&fs very limited literature about
lesbian mothering, even less about lesbiamothering, and nothing about a lesbian co
mothering situation where the birth or biological (I use these terms for clarification) mother is
addicted, violent and abusing havildren physically and/or emotionally. Most of the literature is
about heterosexual paremiberethe father is the abuser. In lesbianmothering situations the
step or norbirth/biological mother igenerallythe abuser. There is obviously much warlbe
done in this field. In critiquing the comic | use scholarly references that illustrate limited
understanding of aspects of lesbiarmeothering including: mothering after childhood abuse,
mothering and addiction, and mothering and domestic violehise.references help foreground
little understood mothering models, and the multiple societal and cultural issues impacting the
practice of mothering. In the microcosm illustrated®yrauma of Two Motheliatersecting
issues and relationshipseate a sffting centre. The narrative voice moves back and forth
between innocence and understanding to illustrate a kind of powerlessness.
My aim in creatingA Trauma of Two Mothemsas to step back from the arena of moral
judgment, and away from what Alice Walkarhertext n Sear ch of OQucallsMot her
fithe narrowed and narrowing view of life that often wi(E) in our societyIn revealing the
intricate relationships in theomic | hopeo weave a narrative path through some sensitive terrain
that stil seems little understood by experts, and not well represented in the literature. Viewed
narrowly, A Trauma of Two Motheiis about failuré failed attempts at living and failed
attempts at dying and about aspects of life, cultuead society historally marked by stigma
and silence. The comic is meant as an appreciation of a series of lives reflected in an attempt to
understand them. Wal ker describes appreciating
attempted, where none existed beforestter ai ni ng t o encompass in one

world, the common thread, the unifying theme through immense diversity, a fearlessness of



gr owt h, of search, of l ooking, t hat enl arges

describing a larger wil and a larger history, but | think the allusion applies to my way of

looking at the microcosm representedhifrauma of Two Mother&Vithout an appreciation for

the complexity of the storyds strucofijpeople t he
and chapters of their stories, to make them in our image or to reject them. Child abuse and
domestic violence are never justifidmlit they are products of a social system that places extreme
burdens on mothers collectively and places small vahugome of the individuals in that group,
especially those who struggle to survive.

The narrative voice iA& Trauma of Two Mothemsorks with the comics form to contain a
narrative that otherwise defies structure and lacks meaRimgnarrator directs ¢éhaction,
grounding swiftly changing narrative detail
of fices, court rooms, a hospital, a womanos
abstractly from death, to birth, to insanity, to physigéalence, to suicide, to drunken neglect, to
desperation and rescue, and finally to a place of rest or reprieve. The narrator distances herself
from the events in her descriptions of them, allowing the story to unfold in dimensions that are
not filtered though her emotional response. Her embodied responses to events lead her to action
that initiates change.

A Trauma of Two Mothelis a dramatic portrayal of relife events, framed by violence.
There remains throughout the coraisense of childlike whirngsor timelessness, but also the hint
of everpresent chaos and dangeline is an uncomfortable story but one that needs to be told if
only to bring important social issues to a greater consciousness and to move the accepted
discourse about leshian relaighips beyond coming out stories, and controversial gender role
analysis. Queer culture has historically been exiled to the outer limits of society and viewed as
reason in itself for its member s ATragumadhao al

Mothersis about personal struggles to surviVae comicoffers a critique of social issues

t

t e

i n
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initiated through questionable mothering practices and the abuse cycle they feed. Lesbianism is

normalized in the comit it is not the root of the issuesmis it considered in outcomes or

solutions.Lesbianismjust is.According to Mary LeechinheressByT hat 6 s Not Funny:

Forms, Didactic Purpose, and Physicgliry in Medieval Comic @le® ¢omedic drama
fichallenges the audience to examine whedlies and [to] become more thoughtful about its
principle®  ()JAGr&uma of Two Motheidoes the samd&he comicweaves a nothreatening
path between life and death, between fact and fiction, between reality and illusion, between sanity
and insanityn a tragic story of mothers impacted by mental health issues, addiction, violence,
and abuse.

Although there is no literal stage égomics, the stories are rolled out in frames or scenes
like a drama; the laughable characters themsélhreshis casestick peoplel distance the
audience from the experiences portrayed. These character depictionserefiedied experience,
expected respons trauma. The characters are defined by their actions. The visual icons,
factual details and conversations indide frames need to be interpreted alongside the narrated
text to get the full impact of the story. Comedic actibmesisting inside a bubble and leaving
earth in a hot air balloohwhere the icons seem incongruous, and an allusion to Alice in
Wonderland provide more comic relief, another level of narrative that takes the reader to less
threatening territory if only for an instant before moving back into the violence in other frames.
The experience iA Trauma of Two Mothelis my experience and in slivag my experiencé am
acting as testimony to my own witness of incidents ¢bate together in a work of arth@& art
work, the comic itselfhappens in the performative moment, somewhere between what | am
saying and what | have said. @&rAttridgeinhs e s s ay 0 @nFeaing:Md, Affect W
andRr f or mance 0, ecvlednihgsdfie otlnerirto the field ofahe sgrirethe
experience of the reader, listener or viewer (and, multipledh variationsi across multiple

readers, listener, and viewer s, may be said (382).Mave a

S i



hope by transforming lived experience into works of art is that when shared they might lead some

to ask, fAWhatds going on here, and how does th



Chapter 2

Lietr ature Revi ew

Does anybody write the truth? Is there more truth in life writing than in works of fiction? Of
poetry? In comics? In the very early stages of applying to Cultural Studies |IReed®@n e Ci X ous 0
rootprints: Memory and Life Writingn intervew between Cixous and Mireille Callgruber In
this text, Cixous talks at the intersection of life experience, the body and language, about writing
from and about her life. She sees purposeful living and writing as working to facilitate change or
metamorposis. Metaphor is the convention Cixous uses to make her complex reflections
accessible to us as readers; and metaphor operates similarly in comics, in poetry and in trauma
memory as | will show in my project.

According to Arnol dSywergyeflIMemorynAffdtcts end es s ay, AT
Met aphor, 0 traumatic memory exists between the
event, and similarly metaphor exists between one incident and the meaning of another incident in
the present. Our need to organizeenence refers to both the inner and external environment.
We use metaphor to organize experience that may not be fully defined or understood.

In trauma art, metaphors defy static meaning creating affect insteaskdgs Critical
and Clinical,Gilles Deleuze understands affect in terms of power, as describing the passage from
one state to another, asiatensityi ndexi ng t he bodyb6s encounter wi
ability to go its own way. It is transformative, metaphorical; it organizesysdiisations and
facilitates a change from one thing to another. Like traumatic memory and metaphor, affect is a
state, a movement between what was and whabesc@mingAnd embodiment is a key
convention in comics where drawn characters and theimasctiork with the written text to

convey meaning or story.



In his introduction tBest American Comicsartoonist Chris Ware suggests that comics
itself is fia possible metaphor fUboderstandimgor y and
Comics,comics atist and theorist Scott McCloud suggests that comic[s] panels fracture both time
and space, offering a jagged staccato rhythm of unconnected moments. In this sense, comics
provides an episodic rather than an epic narrative and a ready vehicle for mataptraumatic
memory.

Traumatic images according to Jill Bennett in her bBoipathic Vision: Affect, Trauma
and Contemporary Artjeal not simply with a past event or with the objects of memory but with
the present experi encoer nosf atnhde Nreermoartyi.n gl nL ifAvCeosnti
agrees with both Ware and Bennett when she claiming that comics can express life stories,
especially traumatic ones, powerfully because it makes literal the presence of the past by
disrupting spatial and temporal c@mtions to overlay or redefine without changing both past and
present. Comics conventions reflect this kind of drdéisnmovement characteristic of both
metaphor and traumatic memory through the way space is delineated on the page, and the
nar r atityto éhave thrbughl or freeze time.

Comics also has a performative aspettte trauma comic itself happens in the
performative moment, somewhere between what the narrator is saying and the point where it has
been said. This idea of performance supportsLa Bl ackmanés and Couze Ve
devel oped in their essay fAAffecto describing b
that perhaps escapes or remains in excess of the practices of the speaking subject.

The ideas of body and embodiexperience in my comi@e conflated and understated
T the characters are stick people, literally bodies without organs. This idea olesgdoodies is
crucial to Deleuzeds theory of affect accordin

of Affect: Thinking Beyond Art Representation. ¢



for assessing affect as there are subjects. &
organs not just reading about the body without organs.

Building on the philosophy of Deleuze, Bennett uses a theory based on the work of
French poet and Holocaust survivor Charlotte Delbo to situate traumatic memory in collision
bet ween t he vi ctithedanguag®e tharemablesmarmatve nygemory to be
undestood from the pastand sense memorythe memory that registers the physical imprint of
the event and is always in the present. Again this reflects how Cixous interprets her life as
experienced in her dreams.

Traumatic memory happens in this collismimmemory inside the frames of trauma
comics, while the gutters or space between frames serve to distance the reader from the trauma,
offering protection from being traumatized by the imagery as they construct their narrative.
Bennett quotes Dominick La@ea insisting that gutters facilitate virtual not vicarious experience
in which emotional response comes with respect for the other and the realization that the
experience of the other is not onef6s own. Gutt
narrative allowing them to move outside the events unfolding in frames just as Cixous moves
outside actual lived experiences in interpreting her dreams.

Del euzeds and Bennettds collision of common
outside and an inside intmntact to enact a process of seeing feeling, and creating sensation. The
idea of bringing together insides and outsides provides us with a way of reading encounters
between sense and common memory in pictorial or performative art, ways of reading affect.
Bennett coins what she calls a coming into language when discussing-tedated art pieces.
O6Sullivan says something similar, c¢claiming ar
interpenetration, a molecular world of becoming. The world he aff#ist is our own world seen

without the spectacles of subjectivity.



With reference to art OO6Sullivan adds that
producing affect becausdter the deconstructive reading, the art object remains. He describes
affect as moments of intensity, reaction in/on the body at the level of matter or what Delueze
describes as a bloc of sensations waiting to be reactivated by a spectator or participant. In some
sense, traumatic events work the same way through memory; titebeeemes the art piece that
continues producing affect.

Contemporary trauma comics provides an opportunity to recognize a new way of
conceptualizing the politics of experience. It
calls antihierarchicaland acentered. In trauma comics the tangential moments hang in the space
bet ween frames. According to Theresa Tensuan i
Wor k of Lynda Bar r _gontampararyMamics exploees tBeafdrmsamqdi 0 ,
corventions associated with comics as a means of revisiting and revising the conventional
narratives that inscribe onebés political, socCi

Viewing mommy blaming through the conventions of trauma comics provides an
opportunity to look at thehenomenon for how crazy it really is, and also to explore how it works
through the lenses of politics, society, and gender. Molly tladdy | or 6 s essay fiMot he
Worship/MotherBl ame 0 provides perspectives on the his
bad nother dichotomy. Thenimh e New Do n 6t Pald Captae debunks some of

the myths predicated on this historical thinking that are specific to rdéhughter relationships.



Chapter 3

Forward

This projectengages every facet of my being, antfge so complete an experience the project
l eaves much territory unexplored, and many que
personal. It contributes greatly to who | am today, including my need to rationalize apparently
senseless life events, tha d o n 6 t-maflei paradigresamntyuasi molds we use to locate
experience in our society. The events | document illustrate the impact of real life incidents on my
body, my mind, and my life, as part of a dysfunctional family unit. It is my experience.
Some aspects of my project bear follow up in PhD studies including: how patriarchal
politics, social policies and institutions have failed to understand mothers and mothering practice;
whether mothering controlled by a coalition of mothers would proveremmg successful, and if
not, why not; antracism studies, and whether my position as a white lesbian mother raised in a
lower middle class family with an alcoholic father and an unschooled mother who worked to
support her five children, represents prigdethat may skew my experience in the wider cultural
paradigm; disability studies with more focus on how our ablest culture views mothers who are
di fferently abled; the ethics of auto ethnogra

limitations in téling my story.

Not e: In the |literature the word Acomicso is u

one comic. | use it accordingly in this project.

10



Chap4d4er

Trauma Memory, Metaphor, Affect, anc

Contemporay comics recognizes a new way of conceptualizing the politics of experlarioer.

essay fAComic Visions and Revisions in the Work
Tensuarclaims thattontemporary comics explordst he f or ms a n diatedwithv ent i on
comics as a means of revisiting and revising t
political, s oc(RalTraama df Twodlotidesstow to MdkeeAst dih

Marshmallowis a glimpse of my lived canothering experience i lesbian family grappling

with mental iliness, addiction, violence and abuse. The story is filtered through my memory, and
predicated on mothering roles that deviate from the hegemony of both heterosexual and queer

family structures. The mothers in therstdo not have a social or political contract that commits

them to each other or to the children they attempt-tmather. They are bound in a cycle of

abuse that writes its own rules, and leaves them all traumatized.

Eap) oS\ OV \
[ \ nowW -

Figure 1
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In A Trauma of Two Mothewe ar e gi ven only hints of the
historiesi my infidelity to myprevious partnemmyot her c¢chi l dren, Annads ab
subsequent neediness, the childmershare, violence that transpires betwasrn am the
narratorandone of the motheris the comic. | will refer to the narrator in third person and to
myself as a mother for clarity in this paper. The narrator in the comic places herself outside the
action, disembodied and distant, creating an agent that is actecaypory for peace and good
will. She remainformless, a product dictated by anger, violence, psychosis, and alienation in
A n n a & lthis chapeer | will exploréiow traumamemory, metaphogffectand performance
are interdependent in creating theiarmy comic,A Trauma & Two Mothers: How to Make Art
with Marshmallow | will explore comics as a metaphor toauma memory, and my comis a
metaphor forecovery in itsvisible representation of past events

A Trauma of Two Mothersan be seenakii zomati ¢, what Si mon OO06SL
essay, fAThe Aesthetics of Aff ealdanthi@rdrdhicaki ng Bey
and acentered2002,84). There remains throughdhe comica sense of evgrresent chaos and
danger reinforced with iages of war and weaporiie narrator is often lost and directionless,
thinking back to move forward, trying to make sense of a senseless world and words that fail to
provide meaning, a life that needs to bevréten in the endThere is no heroine in éhcomic.

The story is one of personal struggles in lives held together by fear.nndireosm illustrated
by A Trauma of Two Motheritersecting issues and relationshipsate a shifting centre, an
abstract reality where the connections of thingsaich other change, where subjectivity is next to
impossible, and where understanding is fleeting and momentarthdstory representsworld
where there are constant attempts to connect one point with the other creating layers in the

narrative, planem a hall of mirrors.

12



Figure 2

I n AComic For ms an dCHhitesayssuma comicslrapresergsa, Hil ar
form where words and i mesgthesized oarrdive trai g t1H0e8r) tt ch ad
are independent but necessary to each diheco-mothering relationship with Anna iy
Trauma of Two Mothengflects this form. We walk different mothering paths, but we become
necessary to each other in maintaining a cycle of abuse. Anna and | seldom know whahi$ real
what is not, what toddieve and what not to believe, how to separate fact from fiction in our life
narrative. The comics form captures our story, and makes literal motk&pegence that would
otherwise be lost in incomprehensible detailsmics blurghe line between faend fictionin
transcribing worldlyphenomenonmo create artComics dependsn moments of presence within
the frames and absence between the frames to create theeawmarrative that carries the
audience outside the moment, into a sense of suspandedtion somewhere between the real

and the imagined.
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Figure 3
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According to Jill Bennett in her bodkmpathic Vision: Affect, Trauma and

Contemporary Artfithe imagery of traumatic memodgals not simply with a past event or with

the objectsof memgr but wi t h the pr es(24hChuteageeswithence of
Bennet claiming [c]dmics can express life stories, especially traumatic ones, powerfully

because it makes literal the presence of the past by disrupting spatial and temporal c@nteentio
overlay or pal i m{@gCGomicsgangemntiona refict thea kindoé movetnent
characteristic of trauma memory through the way space is delineated on the paugsy toed

narrator movethrough or freezgtime.
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Figure 4

Mi ss JBP6s actions triggered all my b ur
my need to keep Miss JBffe.

Trauma memky exists between an event in the past and present memaory of the event.
Bennett situates trauma memory in collision betweestingvo® s ¢ o mmo ntheme mor y
language that enables narrative memory to be understood from thenobstnse memarthe
memoy that registers the physical imprint of the event and is always in the present (25). The
cartoonist Chris Waaeposgigkelse smethapheomi aecrs mem
(xxii). In both trauma comics and trauma memory the senses are usatjtdetails of incidents
known or remembered into the present, and the event or story happens in the collision between
the two.The present is layered over the past as memories are processed or archival detail
translated and transcribéd/hen discussingauma memory, itUnclaimed Experience: Trauma,
Narrative and HistoryCathy Carutlquotes Sigmuné& r e u d  &Vhat is thedfirst erficounter,
the real that | i1@8%Thibis &queastibn mobtsurvivas)ihcluding Anda ahd
me, do not wat to answer. We do not want to wake the fantasy we have created to protect us

from the reality of our experience. We live in unconnected moments, resting between them.
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Gutters or spaces between frames in comics provide opportunities for audiences to inser
themselves into narratives, and draw connections between the sometimes desperate and non
linear detail, in order to invent a coherent narrative framevilotk.e y per mit audi ence:¢
transl ate comicsd6 narrative, aldihgonviranreg Theyh em t o
facilitate whataccording to BennetDo mi ni ¢ k L a Ca p rvatuai notsicasouss must b
experience €& in which emotional response comes
that the exper i en coewn®fThayhllew netahtieerartist geatimgptite one 6 s
comic to distance myself from embodied trauma and bring the past experience into the present.
And they serve to distance the audience fromaitt®nas they construct their narratives, offering
them progction from the experienaiepictednside the frames.

Figure 5
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In A Trauma of Two Mothetthie audience travels between the objective telling of a story
at the top of each frame, and the avatarsd sub
same fames.The story is toldy the narratoand performed simultaneouddy the avatars
creating a timeless moment somewhere in space where past and presasit €he narrator

weaves a storground this time travel that is as much about her failureojp @tcycle owiolence
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as about personal histories and failed social systems, but no one of these storisassadeilfig.
Their meanings are interdependent #rel/define each othen relation to the whole
In creating the comid& Trauma of Two Miers| needed a way to transcribe embodied
experience so audiences could understand, a way to move back and forth between the violent
wounds on my body that had healed, and the wounds on my mind that had gone deep, and could
not heal. The comic providedynprescription for reconciliation. The pictorial images and
dialogueinA  Tr au ma of argé watentliigrdtebgee irspéaces, and fantastical in others.
They accost the audience with inescapable and
pebr mances represent the events that create th
tense narration is in direct contrast to the graphic action and dialogue. The contrast between the
passive narrative and act i wmrience melges themgnthent ensi
artistdéds trauma memory.
The narrative voice iA Trauma of Two Mothetustrateshow difficult it is to capture
the complexity of trauma memaqrgnd what Julie SalversoninheresBay a ki ng Li berti es
TheatreClassd& o ol i s h VHil tknkeesfisienspdo scs i bi | i tembodidd wi t nes si
traumatic experiencdrauma is psychologicdlwh at C a r wotnd[s] mfiicted not uion
the body but uJlpwitnessisteemembenaddiraun& memory demantsit
the past traumatic incident be brought into the pre3duig.is not easyTheeventsin A Trauma
of Two Motherarephysical and graphid.he affect is processed through my body and through
my memory, my recollection of the experience at the mometreating the comidVe cannot
witnesstrauma except in its interpretatiddowever, we can experience the impact through art.
The comic botlwitnesses and becomes a metaphor for the initial events
The struggle with memory iA Trauma of Two Motheilis mirrored in struggles with
| anguage throughout the frames.  hreatendgherwor ds ¢

roles both as a writer and as a moth&ords come between Miss JARd me in our inability to
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talk about Anna, to bring her memory fad into the presenthe narrative unfoldingt the top
of thec o mifransefpushes the narrative forward, and creates tensiorewititional language
and actions at the bottom thife frames. The story happens in the collision of the narrative and th
ad i on. I n t he a bhanareatedpadisin eoxstard colliseom vate the sénsory
present.
The struggle with language and mempgymeate#\ Trauma of Two Mothedsarrative.
The narrative moves back and forth between destructive actstanmgt to recover from these
acts, weaves in and out of time and place, wanders through graphic realities, and plays in the
interconnectedness of words, images and comics converifiomsomicfacilitates a journey
through the absurd.he storydoes notepresent the everyday reality of most moth&ma and |
are constantly navigating amorphous experience created by events that do not adhere to norms. In
this sense, comics provides an episodic rather than an epic naalirsuma of Two Mothers
uses metaphoric images to illustrate a kind of powerlessness, a struggle beistiegand being
acted upon, a desire for agency that is never reaklgath is created as an unsympathetic
character in the comic. She is portrayed as the villain who wieldp@wir in attempts to
control her world. MetaphoricallA Trauma of Two Motheiguestions the power construct.
Annads destructive power is a metaphor for her
social structures that fail heand on alcohol. lisesocial structures to assert power over Anna,
andensureuryoungest daughterds safety. Power strugg
toward and away from O6intensitiesd in the narr
Metaphoric communication happens in the frame& ®fauma of Two Motherdyut not
justinthe words and images.| hi s essay, Mdimdrey .Syhfefrggt sfand Me
Arnold Modell claims that metaphdri s ever present i n @0F)sTheur es an

c o mi c s Odareatickapeople, Hterallbodies without organ3he narrator extracts experience
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from bodies of orgatessavatarsand filtersthe experiencéhrough her memory without a

subjective lensOrganless bodies madit easier for the audience to go beyondréredered
experience ard interactions between avataosregister affect. Sensation in these instances is not
of the body Audiences do not participate in the events. They participate in their interpretations of
the artistodés representation of the events.

Figure 6

Anna found power in my fear, and used my fear to fuel her tyranny.

y (XA DN, ¥ o

VY v L

Creatingavatas as stick people i\ Trauma of Two Mothersoallows me to portray
traumatic events while protecting audiences from the impact of experidreavatarsaare
symbols or metaphors intended to communicate through actions and gestures that defy
chronologcal time and space to exist in a world of becoming. In his Winriterstanding Comics,
comics artist and theorist Scott McCloud suggestsithato mi c[ s] panel s fractur
space, offering a jagged st #&06)cThebrganleshgvdtansm of un
allow affectto flow through bodies and spaces creating what Bennettdallma de of At raum
t i m@2d).in A Trauma of Two Mothethea v a tgastureHmove the memory backwards and
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forwards through timeThey are not caught inaments of traumatic bodily experience. The artist

focuses on the duration rather than the instantaneity of trauma memory. For every action in each

frame there is a countaction so the drama unfolds like a dancehareographed performance.
Metaphorasl use it in this chaptexists between one incident in the past and the

meaning of another incident in the presdhetaphor exists in experience processed through

memory, and the words and images used to represent that experience. Modelfic[aimg,gh r o u

the use of metaphor we are abl ¢107)0Wewse gani ze ot

metaphaosto organize experience that may betfully defined or understodd09). In the case

of trauma memorpeaddsfi Feel i ngs t hat a kethosegenerdllyasdocjated e v e | ©

with traumatic memory] c¢anno(106).bHegoesxmpto saytate d and

categories of memory are evoked by means of metaphoric correspondences in current time.

Figure 7
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The narr at AMduma ¢of Dwo Maothens a mataphor fathe fivestages of

traumai’ wounding, circuit breaking, witnessing, healing, and reintegrafihg journey through

the comicbs metaphoric images in present ti me
doesnoteal |y | ive in a bottl e. Mot her in a bottl e
grow bird wings or plait bird feathers into Mi
connecting pieces of my world that get disconnected over time JM&®, and | dondt r
Annads feet, hands and words in our garden or

and hands donét come back and assault me physi
help organize our experience of evethit are over, but continue to impact us in the present.

Figure 8

Onfirst readingA Trauma of Two Mothey# appears that the narrator is thdy
survivor. However, closer reading brings into gti@s the degree to which Anns fraumatized
by her moherand how tlis impacts her mental healjtand her ability to canother.And to what

extent she is traumatizechen | take custody of her chil@ihere are also questions about how

21



Skyebs |life is impacted by Anna,rismpadtedbbh et her N
Annads abandonment .

A Trauma of Two Motheilis a metaphor for traumatic relationships. In credtireg
comiclreexperienced the affective traumadasd i niti al
through comics conventions, to create Theavatarsan A Trauma of Two Mothel@re organized
according to the parts they playaffectiveagents between remembered incidemdrecorded
events. Thavatarsare controlled by this deliberate act of creating so they live always
metaphoricalf in relationship to the wholexperienceMetaphorically, if one character or action
is changed in the present, the event is changed in the past, or at least the memory of the event and
the audienceds experience of estrdpreserdnea petpleande c¢ ha
the graphically rendered action represents actual events. Trauma memory happens where the past
events meet the rendering. Metaphor exists in how the comic gives meaning to the experience
represented in frames and gutténscases of trauma, the metaphoric connection between past
and present is frozen #oere is a telescoping of time to the point of remembering. Trauma
of Two Mothersthe passive narration takes the audience away so the action unfolds down a
rabbit hole wih the audience looking in.

Figure 9
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The title carries t& most significant metaphar A Trauma of Two Mothers: How to
Make Art with MarshmallowMarshmallowfii s t he fl uffy white confect
unknown, t hfeodgferenceabotdmi. Symbwlicdlly of course. There is no actual
art made with marshmallow in the comic, but there are real people who are whipped and beaten
by life struggles just as sugar is whipped and beaten to form marshmaHauthclaims trauma
is characterizedot just by what we can know but alsowlyat we can neveknow (4).Air
pockets form in the cells of marshmallow so the marshmallow does not collapse from the beating.
Thec o mi ¢ s 6 Bnpaatédaandsin tizeir sumal, stripped bare to the bone, wéir in their
celssymbol ically making them transparent. Marshn
comic, what we cannot know abduth e  a expetiemaegdnsetaphor for what | cannot put into
words

In trauma art, metaphors defy statieaningce at i ng af fect instead. C
Gilles Deleuzes a y i Tinage are s many different strategies for assessing [affect] as there are
subjects. ¢é it is a bopdywithduiomané oy omakdbngovyvopuscel
about the body withoutrgansi y o u  ma k e y @Q0%, $2&)Ilwhen witnessing alr. this

way audiences experience their interpretation of the art event through their bodies independent of

soci al and cul tural bi ases, and st DOugadogicl I n Al
Turno, Cl ar e drcazmaefinmgaBecta sdistinct frod emotion, as bodily
meaning that pierces soci al interpretation, <co

(552). Deleuzeunderstands affect in terms of powes d@scribing the passage from one state to

another, as amtensityindexingtheb o dy 6 s e n ¢ o u n tMedell sayssontethihngh e event
similar when he claimsthé& er t ai n r oot metaphors have their
metaphors organize bddy s e n@Q@x i ons 0

Model |l 6s theory of metaphor organizing bodi
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what Del euze calls affect indexing the bodyobs
between bodily states, not the recognition of them axctien to themSimilarly, in A Trauma of

Two Mothergrauma memory occurs in the collision of common and sense memory within the

frames; not in one or in the other or in the product of the collision, but in its process. And

metaphor occurs in the comicrihg a transference between the thing being represented and the

thing representing it.ike trauma memory and metaphor, affect is a state, a movement between

what was and what is,leecomingOur need to organize experience refers to both eemal

andexternal environments, what we experience and how we understand that expAsence.

vehicle for trauma memory and metaptorp mi cs 6 t angenti al moments ha
between framewhere the audience brings together the art event and the storyttebeuent,

and creates meaning.

In terms of abuse trauma, it is not possible to reproduce the event in art, but we can
represent the event. We can transl ate A he even
Trauma of Two Motheris an affective padigm. The comic is a process where witnessing and
trauma memory cause bodily sensations for the artist, who renders the experience through comics
conventions, providing opportunities for audiences to participate in their own processes and
affective expdences of the artevent Bui | di ng on Del euzeds notion
an outside and an inside into contact to enact a process of seeing feeling and creating sensation.

This is reflected in the meeting of objective narration with embodiedierge within the

frames ofA Trauma of Two Mother3he idea of bringing together insides and outsides provides

us with a way of readinggauma memoryn pictorial or performative art, ways of reading affect.

The audience is pulled back and forth betwedne nar r at or 6s bl unted affe
violence producesAgency moves back and forth betweendlatarsincidents move back and

forth in time, meaning moves back and forth bemwenages and words.
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Bennett coins what she call§iac o0 mitnog |iann(2) whargdesaussing trauma
related art pieces.si@d$uwlrl Actisaportal towworldfodb met hi ng
impermanence and interpenetration, a molecular world of becoming 2 0 Q The wolld2hé )
calls affects igiour own wold seen withouthe spectacles of subjectivitya.f f ect s ar e é th
stuff that goes on beneat h,(126).&thorefedencetmare n par al
O6Sullivan ,gdad ter ttdhesalpeconstructive reading,
whether we will it or not, continues produciagf f €X26).sl@describes affect as moments of
intensity, reaction in/on the boablgpcoit t he | eve
sensationswai ti ng to be react i vac(l2odAshnyartistlcenpedgbct at or
the narrativén A Trauma of Two Mothet&e an audience connects to an artwork, attempting to
understand and transla#sffects are the marshmallow used to make af ifrauma of Two
Mothers,whatwe cannot see but goes meaning after thiaitial eventis over and after the
performance of the art event is ovitarshmallow is the direct or phenomerefierence
to the wold that turns trauma to fiction, arlde translatiordependdor interpretatioron the
experiencehe audience brings to the performance.

Figure 10
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Affect in A Trauma of Two Motheifsappens in the encounter between the performance
and the audienc®erformance can be the physical acting out of the narrative by an actor, or the
avatarsaactingontheppe dur i ng t he a u dhisédeamkpériormancetsuppofts r e a d i
Li sa Bl ackmanos an daffeCtaesaieindgddesnas pracessibgeeosrtyu rg fi n g |
towards something that perhaps escaqalkng or r ema
subijoe¢mdt hiei r e.Blackman dnd Vehimevake the work of Bruno Latownd
Patricia CloughLatour askavhat a body can do rather than what it is. Clough asks how the real
and the virtual are embodied, how bodies are always thblpagtangled processes, and
importantly defined by their capacities to affect and be affd&ed\s performative arA
Trauma of Two Mothenequires witnesses to forgo a searchwbatthe comic means in favour
of a search fohowit means.

As an atist, | askmy witnesses, including the corai@vatarsas witness to incidents, the
narrator reinterpreting the incidents as events, and my audience watching the performance, to
relinquish control over time and space as they know it, and enter metafilionio forbidden
pl aces in peopl e d sComidscoaventionmprovidess yehicetfal trabnoad i e s .
memory, portrayingrauma memonrgas occurring within a set of conditions. Metaphor operates to
facilitate collisions in time and space withiorsics frame and gutter, and bet ween t he
story and the events the story represdvitsmory, metaphor and performance, as aspects of art
contribute to affective moments in interactions between theage and the spectat@y
performingA Traumaof Two Mothers| ask a lot of my audience, not the least of which is to be
open to the affect carefully nurtured by bringing together comics convention with trauma memory
and metaphor. | am also hoping for transformative moments by bringing my audientei
artwork, contributing in some small way to erodihg stigma around mental illnezsd

addiction, and understanding violence and abuse as they imptrs
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Chapter 5

Queer Mot heri ng itnhian kMandg Wolhrd dB a dReMo

Figure 12

The beautiful/ugly truth about mothering is that [it] is neither wholly oppressive nor altogether
empowering. Joanne Minaker
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The Wound
Chaos returngepeats, repeatstossingyour WOrds , your handsourbreath
through my world, in no particular ord&/iolencehas itspoetry , movement between
beginning and ending. We hang bOdYrecbrmr e to stav

moments like history remembering the death of stranMe.mOI'y makes them

important. They grovin the gap betweetleath and now. What we recall is the impact, the dents

on thebOdy holes where living should be. NbOdYoecomes thetagefor your

performance , the final curtainYou bow for applause, but no one is watching. A

handror aneye afootin themouth There is ndlood Nofeeling . Theviolent

blow to your ego enrages

Now everydream | rememberefers me to a singlémage  of you, violent,
raging and dangerous. EveP@€mMOory screams for our daughter, scared and held prisoner

until 1 beg you, and you let her go. Love can b MICONSCIOUS connection for mother

and child. She does not judge your drunken antics in the spavech§®y andfear. The face

in hermirror looking back like you disturbs her, temporarily. Lines of discontinuity trace her
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to me, although naif my body the gentidlandthat rocks her, 8ign  of loss; one mother

looking back an instant too late, thiher blind to the future.

Thewound i t s just at my bodyds c gtightensehjoughmy eads d
back. Waiting Breathing. WhenWwake, mybody s shi el ds will fall, the

will puff me up like laughter. M)b|00dwill not feed thavouNd Flows around it letting the

woun@ tongue strike out with thirst. Ti@nemypasses masked through @dyeams , a

woman part you and part me. The encouapams a portab unknown worldsThey scare me. |

continue to sleepFear stand at the door, guarding against the moment of

transformation.

Tr ut hsi@8d version of reality written into nbOdyis a tattoo deeper than ink, an

image | di dnoWOEdSo dfsme,.lay me down, pick at miwounduntil all the

skin around it ised, and singing. They «erite eventSand stuff them back into nbOdySo
far, the endings are always the saR@Stis stitched like shadow to my heels, pushing me

forward into nothingness, pulling me dowmside my head inside myheal"t inside my
body, demons chase each other, scratch am@uUth beg me to cry out in pain so they can
escape. MoopaleSKiNfights to release the small me, strangB€arSare aligned in perfect

symmetry. All | do is sweat. Count your lucB§arSyou say as you rehse youhandSrom
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my throat. | do. | refuse to move. Releasing you fromdfi@ams  would bejustice

enough. Then | could stop-liging your tragedy.

Feelings tangle follicles on my scalp. They have worked their way arounwidend
bathed theSCAS Mostly they are longing to be free. Bd@in is an emptygrammar
without rules. | want to rnvent it. Endstops. Enebtops. Enektops. EndSuﬁering

beats a path to unknown places. Grammar geﬂ’ﬂﬁking , sends me looking for

order

| play youlike apuppe,timaginary strings in my hands, dancing back, dancing back. My mind
can imagine this trick of time, before the beginntdlknown futures lurk at the edge of

forgivenessmaking retreat palpabldVIitN@SS  lies in the inbetween. Too muchrtie

has passedVeSpeak lovet hrough the bdafgigns i nterpreter,

language |, silenced
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Silence createm perfect order, so fragileshatterswith a singleword . The poet is
born of necessity, practicing words in the d&itttlalS  to protectmyself, tosurvive.
Hours inventingNOI'dS , images of mothers. You, me, in caustic dance around each other.

Only the strongsUrviveor do theyMiolencehrives on weakness, stelOWer . You are

not real.

TheStOI'y of your addictions is mautobiography , a gritty parable of loss,
my being annihilated to stop what had gdside  from festering, travellin@utside

my bodybefore mywords transformf e afantésy@inteexperienceof the

mind, infinite ideas andmusic. 1 am inexile, dancing without strigs. The

universec an 6t thisstmahga encounter, the moon in my mouth, your hands at my throat

like the Milky Way burning oddlyself/otherone.who could wake me? Who soutids

risky alarm?

For the past few years | have been workinghas project, to render visible lesbian mothering
experience impacted by physical and emotional abuse. For my purposes, mothering experience
describesconot her s r el ationships as they affect

between mothers drtheir children. My former conother Anna lives with diagnosed mental
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health issues and alcohol addiction in a world that is often created subjectively without thought or
attention to hovshe impactshose she loves. Her life is chaotic and violenthiaworld it is
difficult if not impossible to create relationships that are healthy and functional; dysfunctienal co
mother and mother/dabter relationships and behaviorm mothering realities that are
challenging to navigate. Foregrounded in physiodl @motional abuse, the mothering experience
highlighted in this project lies outside the heterosexual mothering model critiqued by popular
maternal theorists, but exists in the same patriarchal world, and is judged by the same values.
My comic, A Traumaof Two Mothers: How to Make Art with Marshmalldwings into
guestion prescribed notions of mothering, and the impadblefnceand trauma on mothering
relationships. It explores instances of mothiexming within these relationships. The avatars in
thecomic are modelled on real people, and the comic is intended to honour the sitfqraggs
illustrate,rather than elevate any of its characters or depict any kind of moral judgkhgnt.
mothering experience is politically feminist, and lesbian. H@relvam not aiming in this
chapterto defend or legitimize either. Rather, | seek to claim legitimacy and authenticity for
specific cemothering experience, exploring hamy experiencee-myths the good mother/bad
mother construct, and feeds the motbhiaming machine. | will use theory, poetry, anecdote, and
comics toexplore what the mothering practiceAriTrauma of Two Motheiis rather than what
the mothering practicghould be, or is not, tacitly questioning whether abused mothers can
achieve whatAdr ea OORei l ly call s empowered mothering
The comic also illustrates how trauma memory works in creating trauma art. The past
events inA Trauma of Two Mothei@re actual events staged in present time. The words and
pictorial images are immediate and wtokether, bringing the reader close to the events. They
command our attention and our witness in their action and performance while providing
necessary distance from the actual events that cannot and shoukekpenienced. As Jane

Tolmie points out inhe introduction to her edited volunigrawing From Life: Memory and
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Subjectivity in ComicAftischol ars i nvested in critical aut ol
the impossibility of dir ebg.t) Incarparatisgimgessni on of | i
mothering narratives, especially in cases of trauma or abuse can help tell these stories in a form
that is more accessible to a wider variety of audiences. Tolmiewrtess Comi ¢s about ab
a visual networking strategy for bringing togethanvssors in particular and those interested in
rai sing awar eip.éndhss projact | gire to éorbatH. 6 (X

The experience in the conigtrue, as far as the limits of memory, journal entries and
legal documentation permit any story to be wuer time. HoweverA Trauma of Two Motheiis
first and foremost a work of art, and the question of whether a work of art is true is irrelevant.
Moreover, comics produces works of art in which readers are complicit in making both meaning
and affect, in aating theirowntruth€Comi cs dé means 6 and o6is trued f
according to their own experience.Umderstanding ComicSc ot t Mc C| Evernydactwr i t e s,
committed to paper by the comics artist is aided and abetted by a silent aceoplequal
partner i n cr i mg68kThesequentabartih Trauma of Tavd Eathétsoth
deconstructs traumatic mothering to understanghile recreaing it through trauma memory,

transforming embodied experience to art as an evepalrtime.

Figure 13
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In contrast to the comicny poem,The Woundat the beginning of this chaptisr
emotional and subjectiv&he poendescribes my aesthetic experiencéhef same events
depicted inA Trauma of Two Motherémages move back and fbrin time, in and out of
sl eeping and dreaming, in and out of the speak
process toward healing a wound that never h#algorks like comics in the way it controls time,
but its use of word imagery defiearavitness. The poem does not ask readers to experience
something they canndtanot her 6 s traumati c experience. Ther
poem to the event or wounding. We do not see what is happening; the images reference my
knowledge of the wund after the event is over.
The narrative irA Trauma of Two Motherdraws on my experience -¢oothering two
nontbiological daughters, Skye and Miss JBP, with my former partner, Aifmeacomids a
telling of personal mothering wounds, depicting tloeysof two mothers impacted by nedeath
experiences, and how these events control t he
in the comic builds around instances of child and domestic partner abuse. However, it is the
memory of surviving theventsrather than the events as they happteat, impacts the two
mothers. Caruthwrites it r auma i s not simply an effect of
enigma of(589r viAnmalado survives her mot hndf 6s atten
survive Annads attempt to choke me to deat h.
The two mot mdafraudna gf bwo Mathere very different. Through the
lens of mental health issues and with alcohol to help her escape, Anna avoids her wound, and
uses uncontrolled anger avidlence to assume power over her wotldecome an unwilling
participant with Anna and her daughter, Skye, in an abusive relationship; and a single mother and
protector to Miss JBP. | avoid my wound, focusing instead on creating a safe world for my
yourgest daughter. Anna is triggered to past memaories of her near drowning and further abuse

from her mother in present time, when Miss JBP is taken from her care. | am triggered to past
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memories of her near chokimge and other abuse from Anna in present timken Miss JBP re

connects with

haunt t he trauma

Anna t

victim é t

en

year s

he shocking

mothering experience ik Trauma of Two Mothers.

Figure 14
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The evolution of motherhood and maternal theory is documented in current literature
including a concise over vi eRockingitheradle: Bhaughddé Re i | |
on Motherhood, Feminism and the Possibility of Engred Mothering2006), and more
det ai |l ed anal yMoesGohneMadsMatharhodtbandgMadness, Oppression and
Resistanc€2012)and Mol |y Ladd Tay!l oBadMothersnThe Rolities ofi Uman
Blame in Twentieth Century Ameri¢E98). Early in its theoretical history, motherhood was
established as the institution in which all women mother. Widely respected for her seminal text,

Of Woman Born: Motherhood as Experience and Institutl®76),Adrienne Rich first questions
the institution ® motherhoodfi wh i ¢ h -défised ame ¢omtrolled and is deeply oppressive to
w0 me nd4d She ihtroduces the idea of mothering, the day to day practice of mothers caring for
their children.Sheclaims that mothers must becotyed mothers or mother outa in order to
resistpatrict hy 6 s cont r o Writiogf30 yearsldte®d Re o d | v ptheobl emat i z
relationship between the patriarchal institution of motherhoodfiahdnot her i ngdé wunder s
6womends experiences odefinedmhdircenteredhagd patdniialyh ar e f e
empower i ng(3%). &hewlamserment analyses of motherhood define mothering as an
ideal practice that escapes patriarchy and limits individual subjectivities, and idelmiteder
to be empowered, women nieconstruct the patriarchal institution of motherhood and write
their own motherhood storie®.6 Rei | | ' y encourages woman to mot he
of resistanceA Trauma of Two Mothelis my act of resistance, a mothering story grounded in
redity and circumstance that defies the good mother/bad mother myth.

Scholarly writing about mothers and mothering practice have proliferated over the past
50 years. I n her essay, i A dignpfor Rethenkingla t er n al Bod
Mo t h e rShellegPark addresses the experience of motherhood within different mothering

relationships. She claims that bodies inhabiting the periphery of the larger social body develop a
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double consciousness (210). My mothering experience shares some of the chara®arlstic

describes, having been a heterosexual biological partnered and single mother, and a lesbian

biological and nofbiological cemother, and single mother. Scholarly writing about lesbian

mothering practice, and especially lesbiamuathering practicés not common. Focus in the

literature on notbiological mothers in lesbian families is almost existent. When discussing
lesbiancemot her s i n her essay, ALesbian Nonbiol ogi c
Exi stenceo, Da wrmoniiCtohme asuc lcolmenrelnyt ssi | ences regar .
p a r eShd observes that the role of the fmdmlogical comotheriii s parti cul arly <co
because without a biological connection many have a hard time imagining her relationship to the

c hi (L56)0

Figure 15

In the beginning Miss JBP did not call me mommy or mum or mother.

! ﬂ__m‘
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But she accepted very young that she had two mothers.

By age two, Miss JB and | were living
on our own without Anna. Miss JBP
chose to call me mommy and Anna,
Anna.

Anna became more and more removed
from Miss JBP&6s | i

| took on singlemothering with my full time job.

Soecxer el ﬂ
= | [Dorce

M carc < ool
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The mothering experience detaileddmrauma of Two Mothelges far to the periphery of
hegemonic mothering practice. Using Parkodés and
mothering experience is a complex struetyr compl i cated by Annabs addi
Lesbian cemothering redefines mothering practice along the lines of shared experience, in a way
male/female partner parenting and single parenting do not. Specificaltyptt@ring roles are
not predefined by social order. The ndriologicalmot her 6 s need tmotheest abl i s
relationship with her child is impeded to the degree the biological mother recognizes her
responsibilities in the family, but not her right to mothéhis is especially trué the comother
comes into the family once the relationship between the biological mother and child is
established, and if that mother/daughter relationship is abusive. This is the case in my relationship
with Anna.

O6 Rei Itllye sfaiyrss t iolvgies of gnod matmerhood atesrewritten whenever
a soci al reorgani zation is desired, particul ar
(38).These ideologies are designed to control mothers. When describing good mditieos in
Decides Mothers Are Cey? Caplanaddd) They never get angry, are 1
nurturing 100 per cent of the time, and are by nature capable of knowing everything necessary to
raisehappy,wela d j ust e d(79810i) . d Tdrdy model t heieals,generat:i
al ways putting their childrenés needs first. T
achieve, and their attempts set them up to be what Caplan calls sacrificial mothers or intensive
mothersin the introduction to her edited text, Wong sofip the claim that prominent discourses
including the good/bad mother myth, sacrificial mothering and intensive mothering are socially
motivated. She claim® mo msmadanderunamokin response to sociological pressures and
expectations promulgated foro t h @) Is ATrauma of Two Mothernna and | are caught
in the madnessf these mothering myths and constructs, and we take very different paths in our

searches for sanity.
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Figure 16

Bad mothers mother outside the institution of motherhood. Thegansidered to be
bottomless pits of neediness who candithoupossi bl
a great deal of help from experts (Caplan 80). The bad mother myth gave rise to an archive of
child advice manuals designed to help badhaist change themselves to accommodate their
chil dr e mhe mythcaaisedivéomen to constantly monitor their behavior. According to the
bad mother myth, mothers are dangerous when they are pawerful her essay fABi rth
and Adopt i v e Jddoliftbnevritesbg 8ed/t bad is in tHE). eyes o
But is this always the case? Annfathe @Goweér Mat h
and the Bad Mother are created; all that we @edirable in mothers is signified bye former,
and all that we fear arfthte is marked by the tatr (96) can an abusive mother be perceived as a

good mother?
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Figure 17
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Much maternal scholarship hangs on the good mother/bad mother myth, a narrative that
in a catch 22 paints both moteevho do, and mothers who do not fit stereotypical motherhood
molds at different points in historizesbian cemothering experience predicated on abuse is
absent from mothering literature, except in rare quantitative studies where the abuser is almost
always the notbiological motherlronically, maternal theorists critique good motherhood as a
bad thing because it sets mothers up for failure. They critique bad motherhood as a good thing
because ierables mothering outside the institution of motherhoatileads to empowermerin
A Trauma of Two Mother&nna mothers outside the institution of motherhood. However, her

mothering is damaging to both our-swthering relationship and our children. If good mothers

are bad because they follow prescriptive adei, and bad mot hers are good

where does that leave Anna?
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Figure 18

mtimmy (3 am\

The good mother/bad mother narrative enables mdthening, and holds mothers
responsi ble for their childrends nergbast iavned beha
Umanskyés coll ection ex pblamngfom structufaleystermsto s our ce
mothers themselves, underscoring the suffering mdilaening causes for both mothers and
children.The textillustrates how mothers were firmly put in thplaces by the early twentieth
century, setting the stage for institution building by politicians, social workers, therapists, and
medical practitionerd. n her essay fAo0Mot her Made Me Do I|to:
of Child Gui da rclimsthakrothdnlneng domihated exglanations of
childhood neuroses and psychoses by-[tigntieth}century, and continues yet to influence
interpretations of juvenile behavi@t01). Sociologists and psychiatrists merged in what Jones
calproes ional s conspiracy (09), aesatingbpthtpheandustrybfi ng au
child guidance and the institution of motherhodlis conspiracyrovided opportunities to feed

mothers a language for interpreting their mothering experienedaimfuage centres on mother
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blaming. Under this model, mothers were described aspregective, over directive, dominant,
infantilizing, and unaffectionate (101). They were nagging,-avaious, and rejecting. They
were analyzed, categorized, and labeltadcfinical simplicity.

I n her c¢haBltami, ndgido t Giaplsan mortihteerss, are st ucl
bl ami n d127% Sheddd$sivhen a woman truly believes that she is a horrible mother, her
selfesteem plunges and her sense of isolatiowsjrincreasing the likelihood that siiél be

a b u s (@36)eTe abuse iA Trauma of Two Mothelis an intergenerational cycle. At question

is the mothersé6é ability to stop it. Anna is ab
Skye. In asuicide note Annawrite§ How coul d | be the daughter yo
drown me in the tub? whelhi 4 iwasArmrndbadbydarnlI3yl mem

or a story told her by someone about her early childhood experience. Wheghar tiot, Anna
believes this story based on subsequent abuse from her mother. Anna believes her own mother is
not a good mother, and she blames her, even as an adult, for their troubled relationship.

Figure 19

Sometimes | showed up at Annabés apart me
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. or to intercept brawls between Anna and Skye.

Yocr Sether denied ct‘& 1 4 ro bab\::l

sad enied
PMK hc:: btf"\"\ 7‘:“: so ke idnt
au’e_ ha ve Yo sSe<
wou |

4._:’//
R

In Motherless Daughters: The Legacy of §ddope Edelman write§, Mot her | i
ground a é daughter in a gender, a family,
of her female ancestors into maps((2&hanthe an

case of abusive noer/daughter relationships, howevieminine historyis not so simple. Anna
does not respect her mother, and she ignores thengan her mother line storgghe does not
learn from her experience with her mother, nor does she find anythémgdoragder to change
the abusive pattern in her relationship with Sgigsically and verbally violent t8kye; Skye

has little or no respect for Anna.
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Figure 20
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Their mother/daughter interaction mirrors the interaction between Anna and her mother.
Violenceand abuse becomes entrenched in their lives and informs their family vatluesa?d s
insecurity in her relationship with Skye makes it difficult for her to share her mothet@dier

insecurityalso makes it impossible for me to assume-eothering redtionship, and for Skye to

form anattachment wittme. Instead, become t he target of both Sky

their violence as their relationship grows increasingly dysfunctional. Anna wants to control me,

and she wants me to control Skye, the sever gives me mothering rights. Instead she deflects

her abusive behavior onto me, and blames me for being abusive to Skye. When Miss JBP is born,
my initial attempts to bond with her, | ike my
of hers#f as a mother. She becomes increasingly depressed and violentmothesing

becomes an act of war.

Figure 21

| mother Miss JBP in the dead zone betwae h e r need of me and
lost opportunity to bond.

AD

My obligation as custodial mother to keep Miss JBP safe was complicated by my
attempts to maintain a relationship for her with Anna.

Now promised you weuldntt
drink. when MissSRP was
here -

You're Arinkire Bnna,
I comt ¥ leave Miss I8/ vou.
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Annads war i s ossiblywith Heepass, and withalcohol. p
-
N S Wg //
©
PR \‘0 il . p
ox x
Y
-y (o)

Four motheslabels are constructive when discussing mothering Tmauma of Two
Mothersi moms in a bottle, sacrificial mother, custodiadtirer, and intensive motheéknna is

anactiveal cohol i c mot her , what Jenni fer Tei refe

ry

of Treasonous Homosexual so0 aswit momoi hem momt |

s ur r o@®) iechding psychoneuses and mental hospitals, which Anna also experiences.

Teiry claims,ii Al | of them encour a¢lé8). Arthalipes witth BRolare and e ¢

Disorder and Border Line Personality Disorder. Her drinking causes depression, insomnia,
anxiety and violece. As a result, her ability to mother is severely impaireé. Tmauma of Two

Motherst he bottl e becomes a surrogate for Annads

escape the abuse she suffered as a child anthggne her childhoodl he bottlealso becomes a

surrogate for Annadés image of herself as a mot

relationship with Skye. When Anna abandons Miss JBP she btamakandonmermn her
need to drink. And she blames her perception of herself as a bademot o0 ¥ou jus thinkA

Il m a | ousy mashe bagsrat onelpoirtt ia theeconyico25)o My attempt tmather

with Anna is destructive; | can do nothing right because Anna interpyetsothering success as

her failure. The good motheraridé bad mot her are created as muc

their mothering practice as by others who interpret that practice.
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Figure 22

Anna breastfed Miss JBP for eight weeks, puping on the days she drank

While Anna struggled with pogpartum depression, and her drinking increased, Miss
JBP thrived on infant formula, her own particular mother in a bottle.
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does not work outside the home, and she is the central caregiver. However, mashaoin
natural to Anna, she is not a good mother to her biological daughter, Skye. She mothers with
violence and rage, and Skye perfects many of the same strategies. When | enter the family, Skye

is a child terrori st r emtheringprgcice.o Annads pinch

Figure 23

CEr out o ™y L

why o Tl <
SHOOT “You Rown

According to Ob6Reilly, intensive mothering
time, energy and money a biological mother expends in rearing her children (42). This may not be
a fair measure of mothering practice, bmtAa 6s focus on drinking and
|l eaves | ittle money, time or energy for mother

perceived transgression of Annaéb6s inconsistent

spoiling thechild.
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Figure 24

O6Reilly claims custodi al mthepgoswarineedforwas f i r
motherc hi | d a t 42)aCudiondia mdth@ringlso describes the current status of anon
biological mother granted custody of her child thiotige courtsWhen Miss JBP is seven
mont hs old Anna and | separate and she denies

initiate court proceedings to gain legal custody.

| am an empty page, a gutless body,

boney fngers prying apart ribs.

Selfishly, | want to leave you with your birth mother,

cleave to nothingness | envision without you,

cut the strings, tangle the ends around my cowardice

neatly. I try to pretend | never knew your need of me,

quietly rake my dyig heart with dirty nails

until my heartis calloused between wounds, and | feel nothing.

Who could blame me?

Seven sleepless nights | drift, eyes bulging,
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slipping deeper into denial, weakness pinning me down,

white noise, snow, the night you were horn

| abandon reason. A body dances over me

grinning toothless. A grandmother, shaman?

No, ités you, your baby mouth, your
| hear you crying, or maybe

the cries are mine and | cry alone;

primal, meaningless syllables kindling my need.

| reach for yoi gathering only absence,

my dream, the darkness, ayaur absencevakes me.
Seven sleepless nights. My heart heals.

| take you away. | am your mother.

Who could blame me?

The process is bitter and adversarialjmittmother against mother. | am granted custody.
When Miss JBP witnesses violence, | initiate court proceedings again, and Anna is denied access
to Miss JBP. Safe from Anna for ten years, Isinglet her i ntensely, putting
needs before my owinvesting much time and money. But my youngest daughter is denied a
relationship with her biological mother. Am | a good mother?

It is necessary to theorize mbuihier hood and
impossible to create a mother mold, a-size fits every mothering experience protocol for

controlling mothers. Mothering is socially constructed, but in cases where mothering practice
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deviates from hegemonic mothering experience,

circumstances more tham policy, therapy or child rearing literature Arifrauma of Two
Motherswsho do we Dbl ame for addictions, vi ol ence
without knowing her personal history? Do we blame Anna for not finding more positive coping
mechanismand making better decisions? Do we blame me for participating in an abusive
relationship? Do we blame Skye and Miss JBP for their genetics and make them responsible for
their abuse and abandonment? These are questions to be answered. Based on megrigadeexp

and the reading | have done, | say no. Mothers make easy targets and can often be weakened by
abuse and trauma into submission, and into taking responsibility for more than their role in
complex systems. Mothering helps build nations, but motheldeg not destroy them.

Motheringis not that kind of politic.

The comothering practice id Trauma of Two Mothergresents a chaotic dance in a

a |

mad world. The mothersd personal hi simother e s may

in a world trat denies their legitimacy as a family may account for the madness. Abuse is wrong
in any context, and this story is not ov&husewill live on to impact Anna, Skye, Miss JBP and

me, each in our separate ways. There is hope that this cycle will be ittektegpod/bad

mothering, and mother blaming myths and molds will crumble under the pressure of complex
mothering experience, and mothers will be humanized and understood in their struggles. If this is

empowerment, | wish us god speed.
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Figure 25

Hope is the thing with feathers that persirethe soul.  Emily Dickinson

54



Chapt 6
Loving Miss JBP: Writing/ Art-as Mot

bl aming Culture

If to love (her child) is, for a woman, the same thing as to write, we have in that conjunction a

modern, secular equivalent of the word made flesh.  Susan Rubin Suleiman

When | write, | can shake off all my carésAnne Frank April 5, 1944

Writing and sequential art have become part of my mothering practice. As a lesbian single

mother, | am often devastated by the challenge of raising a traumatized adolescergchagtec

abandoned in infancy by her biological mother, Anna, and raped byeat8ld acquaintance

when she was 14. My fear is exacerbated by physical violence from Anna, during-partlifer

and cemothering relationship, and by my own childho@auwuth defines trauma sa wdund on

the mind é a breach in the mind4 Sraumxvwoendsi ence o
do not heal themselves over time like wounds on the body. To heal, survivors repeatedly visit past
events in present time thrdugrauma memory. One way to do this is through writing and art.

This chapter addresses my experience of mditaaning as a lesbian single mother to my-non

biological daughter, Miss JBP, and the power of writing and art to move us forwaitte Mew

D o nBdatne Mother: Mending the Moth&aughter RelationshipPaula Caplan identifies

Aunt apped energy €é bound ufpplmot ngnlbwti mltsle i dha
selfblameandselhat e 06 (38). She adds, -bfa@mgcomeswasiyr e awar
and distorts our view, we (41 nhisbhamer mghlightsthe at ch o
curious twist on mothdolaming that comes not only from professionals, as seen so often in the

literature, but from Miss JBP, and from me, asmwavigate our mothetaughter relationship. |
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incorporate theorycomics,and personal anecdote in my analysis of our complicated situation,
defined by trauma, invisible disabilities and mental health issues. | also consider sequéntial art
comics, and ther visualart series of words and images, strung together in journals, on walls and
canvases, and on my daughterods body.

The struggle in creating comics, and in writing this chapter about rdold®@ing, based
on my own experiencés deciding how to wte about real peoplewhat to include, what to
leave out, how best to tell the story. It is a struggle Susan Olding describesRaghatogies
She writesfiHow to tell a true story? If | write it as ndiction, | get to include all the messy
details.l do not have to package it in an artificial plot, | get to say what | see. But how do |
prevent myself from flattening the characters, turning real people into caricatures, turning their
Il i ves i nt @7)?d8meant otmdends itsélf nicely taiting my stories by allowing
the messy details to be included in illustration, blunting their impact on the reader somewhat by
purposely flattening the characters to stick peofiés techniquavorks because | want my
audience to see through or pastpkeeple. In flattening the characters they have been moved
aside to reveal the issues. The plot is concealed in their performance, how they act out necessary
slices of experience filtered through my memory to move the comic narrative forward.

The adolescentears with my youngest daughter, Miss JBP, are tumultuous. She is a
quirky 15yearold, recently diagnosed with Attention Deficit Disorder (ADD), Oppositional
Defiance Disorder (ODD), depression, and anxiety. She exhibits limited impulse control and
enga@s in risky behavior leaving home or school without telling anyone where she is going;
walking long distances on public highways in s@no weather at night; and sexting nude
pictures of herself to a boy she barely knows. She lives in fight or fligtie pamd | become
overvigilant with fear for her safetur days are chaotic as I try to keep her from spilling so far

outside herself she does not know where she ends and others begin.

56



Figure 26
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Figure 27
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Recording experience, not only from my perspective and my body, but also from my
daughteroés, i s a way to authenticate |life even
images in narratives abbmothering, especially in cases of trauma, can help tell stories that
cannot be fully arti culAmimagelofabuse reagchedost.and makesmi e e
T often coerce$ emotional connections, forcing a public acknowledgement of privatem&ra
remaking a closed world of shame into an open
not an inevitable or natural emotional side effect but a deliberate result of artistic decisions: the
image of a forced encounter or an encounter grouimdgower inequalities [that] is in turn thrust
ont o t he alnmylessisno@ approach)ta comics, audience is a necessary
component for interpreting the story. Audience is invited to both experience affect, and grapple
with complex issues likthe ones Tolmie describes. In comics, the physical can be displayed on
the page, and through it, the emotional and psychological must be portrayed.

Comics can help deconstruct the existing patriarchal ideal of motherhood, making room
for mothercentred gperience by incorporating stories that provide a focus on the spoken
language mothers use to describe specific mothering prattieg.offer a different spatial
reality, and possibilities for a different kind of ordely mothering experience like somerics
literature, facilitates a journey through time and space, where events do not always make
chronological sense, or adhere to expectations. CaruthsafisT he hi st ory of é tr
individual(s) is nothing other than the determined return to theevea f d e($3).Auct i ono
Miss JBP and | weave a path through present time, our experience is often rooted in recurring
memories and references to the pkiss located in trauma memarywhatBennett describes as
the struggle to illustrate a collisiortiveen common memory, the language that enables narrative
memory to be understood from the past, and sense memory, the memory that registers the
physical imprint of an event and is always in the pre§5jt This collision means putting an

outside and amside into contact to enact a process of seeing feeling, and creating sensation,
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similar to what Tolmie describes as affect. Art creation allows trauma to flow through bodies and
spaces creating what Bennettcalfmo d e of &6t (128)uSersdanemory is of tmee 6 O
body. Writing and art give voice to the ways Miss JBP and | experience ourselves through our

past. A handprint is a handprint, but a pattern of handprints covering a bathroom wall is

something different, as | show later in this chapter.

Figure 28
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In Rootprints: Memory and Life WritingdéleneCixous explores language as a tool for

embodimenand transformation in the act of creating. Her writing practice connects to both her

inner and outer worlds. When deliberating on why she writesoCit s Is awrsi, t & é wi t h

incessantdriveforre st abl i shing the truth, justice. & We
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not | uBKlissdBP(alsalknows the world is not just. She struggles to connect who she is

inside her body with what happs in the world around her, to find a way to fitHier early life

was both womercentered and violent. By the time she was a year old, Anna and | were
separated, and | had custody of Miss JBP. On a good day, Anna was sober when | dropped Miss

JBP off fa a visit, still sober when | came to pick her up.

As a writer, | ask myself how my mothering role impacts my writMgtherblaming is
irrational, and in my story, | want to blame Anna for the life narrative she penned herself, the one
that does not inalde Miss JBP. | want to blame her for this more than | want to blame her for
Mi s s J B P 6 sdisgpsitioreta ADD, OpD, and Bipolar Disorder, or the way the outside
world perceives her. | want to blame Anna for how her absence is more real to Missud B/
presence at times, and how we fall into uncomfortable silence between words trying to
understand it. | want to blame her because | am doing all the mothering. This is not an act of
courage; itds a necessary fsaftmosbdaysadodstdafalns t hat
want to blame Anna for how Miss JBP does not fit nicely into my story, so | constantly find
myself rewriting. But | do not blame her. | just keep writing.

When discussing wr it i Famepoetty wamherbldvedasg Ri c h
no oneds mot her , wli38.0rthdcongaxyi vaiting with Miss JBR\becanlef 0 (
a way for us to connect as mother and daughter, a way to communicate when the tension between
us was too great to speak out loud, and feelnghed through our bodies asking us to make
sense of them. When Miss JBP was seven years old, we penned our first sequence of
collaborative writings. Being also visually gifted, she illustrated each story with colored pencil. |
designed that short colléah to help Miss JBP develop printing skills, and address the blame
teachers placed on me for her{e#inded untidiness, her lack of printing pizazz. The writing was
a way to do this creatively while sharing quality mother and daughter time in our\esyHut

the project initiated focus on shared experience, the way we interpreted our lives in the present
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with reference to our pasts. On August 2, 2005, six months after our last contact with Anna, Miss
JBP ended one st or y,.fFresfanyandwg livedapplydever dfteditlzes | ot s
time, we had pushed Anna, her drunkenness, her verbal abuse, and physical violence deep down

inside us. Miss JBP drew the picture below to go with that story.

Figure 29

Miss JBP and I lived in the cougf miles away from Anna, but | kept the doors and windows

locked. | feared Anna, and blamed her for the effort it took to hide my fear from Miss JBP and

from the worl d. Il n our writing on Auththet 3, Mi
conext of writing this story, she means O6scared
misspelling, though, Miss JBP revealed a truth she would later work out on her body, cutting and

scarring herself to make pain visible.
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Figure 30

Simultaneous wth the writing practice, Miss JBP initiated collaborative painting in
acrylics. She preferred this way of expression over written language. Her visual vocabulary was
much more developed at seven, and there was no right or wrong way to create. We sisgly ch
a canvas and got to work. Writing and painting over the years became a way for me to keep my
finger on her pulse. | needed to know one moth
the new millennium patriarchy prevailed; sasex families, inisible disabilities and mental
illness were often tolerated, but still not widely accepted.

Miss JBP and | armextricably bound together through the story of a traiiizen she
was 13, she contacted Anna on Facebook. Although planned on her padBWlidi&l not talk to
me first. The action was so sudden and unexpected, | had no time to anticipate the strength of my
reaction, the only reaction my body permitted, consumed by all the danger of the past violence,
but in present time. | was notready forNM s J B P 6 s danuat mpyrréadtien. | eealized

too late how her contact with Anna would change the pattern of our lives.
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Figure 31

You CRAn'T D

THAT. WHY DD
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A RELATIOW SHiP
W RvivA And
LivE witrt ME)

T <an't oPEN

THAT Rook. Doy
Do 1T AGAIY ),

Neither Miss JBP nor | had seen Anna for six years following a final act of violence, ending a co

mothering eperience for Miss JBP between Anna and me. The event also ended our relationship
with Miss JBP-fister,Bkyeo| ogi c al hal f

Figure 32

I Ye\)ruorg 2004 | fook Miss TBP Yo Aana's qpar\nm\ Yo celebrate Kye's 19t bir\\\&uj.

S

‘mTHlNK T Ater Anna et us ap, masi T6P Giled Yot niah
Tm A pRupy/ 04 THNK violence awau, | Gled my report couering he
I'm A - Pog% b years, wiih he \OCA& \)olicc

Yourg Wor A Lous
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Al t hough Miss JBP6s contact with Anna was L
work that way. We are culturalijonditioned to look for who we are in the story of our biology,
paying particular attention to who we come from. Ironically, although | have been the nurturer, |
am not the mother professionals and perger s bl am
into the family 6éherstoryd. Our genetic storie
young adolescent, Miss JBP fought to experience them, and | fought to protect her from them. |
feared their violence, and the possibility Anna would tdjéiss JBP again. | was not ready to
face the impact reonnection wold have on her life, oronmine. bl amed mysel f f or
struggle, and | blamed Anna for causing the struggle by never attemptingaomect with Miss
JBP.

After contacting Ama, Miss JBP began hearing voices inside her head. She was
diagnosed with anxiety induced psychosis and depression, starting a long journey through

medication aimed at helping her find a more peaceful place within herself

Figure 33

Whe are
You? |
am not

you:

k\, S
Serious
mom]

Vulnecakle. an%erous wo(ld,
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Experts concludedMs s JBP6s inability to communicate wi
bringing her memory of Annads violence into co

blamed me for the wall that went up between my youngest daughter and me, after shadcontacte

Anna.

Figure 34

Miss JBP and | came together again through collaborative writing. We used separate
journals to maintain control over our places in the metlaeighter relationship. We agreed on
ideas or issues, and we created images. Then we wratethbomages. The writings in this
series are dialogues with ourselves. In discussing them afterwards, neither of us could break
through the shields protecting us from the memory of violence we recognized in each other, even
t hough we dsadvritdy, tand asrammothet, L am often lost and directionless, thinking
back to move forwardrying to navigate both a senseless world, and meaningless lanQuege.

April 3, 2012 Miss JBP wrot.eAndill awnr ovtoel,c efdl wa m
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