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INTRODUCTION

 


From the publication of her first book in
1932 until the mid 1960s, Anaïs Nin was an obscure author who
published books with, often, small presses, and short fiction in
little magazines. With the appearance of The Diary of Anaïs Nin,
1931-1934 (1966), however, she became well known, and then
increasingly popular as more volumes of her diary were published.
The number of her books published since her death in 1977 confirms
that her appeal continues. At least twenty books of new or mostly
new material have been published as of late 2006. These include
nine volumes of her diary, four of them identified as unexpurgated
(these four contain some previously published material); three
volumes of correspondence (with Henry Miller, David Pepperell, and
Felix Pollak); two volumes of erotica, plus five books of
selections from them, one illustrated with photographs and another
with artwork; and a collection of stories. Another volume of
erotica has been attributed to her and her friends on the basis of
unconvincing evidence. Additionally, some short pieces and
selections from works published during Nin’s lifetime have been
collected and published as books, and one novella has been
published under its own title. Such a substantial number of
posthumous publications begs the question of whether worthwhile Nin
writing remains unavailable. Indeed so. Nin’s third book and second
volume of fiction, The Winter of Artifice, has not been
republished since its initial appearance in 1939. At least one
serious reader considers this collection of three novellas Nin’s
major fictional accomplishment. Writing to Nin in 1960, Felix
Pollak states, “I still think it is your best book, that
unexpurgated version — magic, entrancing piece of writing” (Nin and
Pollak 1998, 152).[1] His assessment is debatable, though reasons
for the significance of the book are not arguable: the novellas
present several key characters dealing with emotional issues (a
central focus in Nin’s fiction generally), they serve to illustrate
Henry Miller’s influence on Nin’s prose, they indicate how Nin used
diary material in her fiction, and they provide a basis for
examining Nin as evaluator and reviser of her work.

 


“Djuna,” “Lilith,” and “The Voice” were all
published for the first time in The Winter of Artifice.
“Djuna” has never been republished in its entirety; the other
novellas appear in every edition of Winter of Artifice, as
Nin later named the collection, though she revised them after their
1939 publication and changed the title of one of them.[2]

Set in Paris, “Djuna” concerns Djuna’s
involvement with Hans and Johanna, a couple married unhappily.
Djuna, the narrator, is a writer attracted to impoverished Hans
because she considers him highly intelligent and admires the
manuscript he struggles to complete. His novel depicts a character
inspired by Johanna, who objects to his harsh portrayal of her.
Although Djuna and Hans are lovers, she views herself primarily as
the nurturer of his talent, an aspect of Hans that Johanna does not
value. When Johanna returns to Paris after having been away for the
first two-thirds of the narrative, she and Djuna develop a
closeness that becomes physical to the degree that they kiss and
fondle. The night they spend together in bed concludes the
novella.

Despite the drama surrounding Djuna, Hans,
and Johanna, including the tension between the spouses, the novella
mainly deals with the narrator’s quest for contentment. Although
Djuna does not identify her problems, she acknowledges some of her
deficiencies: lying to Hans so he will not think her ordinary,
assuming any role in order to accommodate him, and wanting to be
loved while remaining ultimately unknown.

Johanna appeals to Djuna because Hans’s wife
possesses traits that Djuna lacks, needs, and desires. These
include forthrightness and the ability to act decisively. Even
though the two women are attracted to each other and, taken
together, constitute a complete person, Johanna does not satisfy
Djuna. Why? Because in loving Johanna, Djuna embraces “the desired,
unrealized, unformulated half of” herself. In order to gain
emotional equilibrium, Djuna must unite with her true opposite, a
man, as she implies after characterizing her love for Johanna as
self-love, as narcissism: “What I loved to-day [herself in
Johanna], far, far above this self, was Hans. Hans, the
other ” (Nin 1939, 85).

The novella concludes without resolution.
Johanna plans to leave Hans for another man. If she does, Djuna
will presumably have unrestricted access to Hans. A life with him
might help solve her problems. Yet if Johanna does not leave Hans,
Djuna must decide whether to continue her involvement with him on a
less-than-ideal basis — by sharing him with Johanna — or leave him,
hoping to find someone to satisfy her needs.

The second novella, “Lilith,” focuses on the
narrator, Lilith, and her problems that result from her father’s
abandonment of the family two decades earlier, when she was ten
years old. The reunion of the daughter (a writer) and her unnamed
father (a musician) in France is the occasion of Lilith’s
narrative, although the text does not indicate what inspired their
meeting.

Any child could be expected to interpret the
permanent absence of a parent as rejection, especially after the
parent treated the child insensitively when the family was intact,
as happened with Lilith. Her father terrified her; he thought her
ugly. His absence affected her to the degree that her life has been
lonely, that she has been incapable of appreciating joyous moments,
and that she has acted against her own best interest. As a way of
retaliating against her demanding, perfectionist father, the adult
Lilith violated their shared tastes and preferences in order to
offend him. She did this by, among other things, loving only poor
men, seeking ugliness, and courting danger. The effects of such
actions on her are unknown.

Despite her father’s unfeeling treatment of
her, the mature Lilith knows that her father acted as he did
because of his own problems. She realizes that he was an inadequate
parent partly because he lost faith in love after being betrayed by
his betrothed, who is not identified. She also comprehends that
what she perceived as his abandonment was an attempt to save
himself from an untenable marriage by fleeing it. As a result of
these awarenesses, Lilith forgives his fatherly shortcomings.

Understanding her father’s actions does not
mean that Lilith should grant his every wish, however. Because of
the effects of his father’s favoring of a daughter over him during
his own childhood, Lilith’s father has been jealous of Lilith’s
life independent of him. Within this context, he thinks that, in a
sense, his daughter has abandoned him. Partly to protect himself
against the pain that this perception causes, he implies that she
should devote herself to him. His desire is unreasonable. If she
commits to him, disaster would result not only because she would
lack significant interaction with other people, but also because
father and daughter are too similar. As Djuna learns in the first
novella, Lilith knows that one must unite with one’s opposite, or
at least with someone significantly different from oneself. Wisely,
she does not dedicate herself to her father.

Although Lilith understands and forgives her
father, she discovers that she no longer loves him. She likens the
demise of her love to the death of her fetus, at a time
unspecified. As it was dead, “the little girl in me was dead too.
The woman had been saved. And with the little girl died the need of
a father” (Nin 1939, 197). Lilith has liberated herself from the
oppressive influence of her father and gained a healthy sense of
her own individuality and independence. As a result, she will
presumably lead a more fulfilling life than previously.

“The Voice,” the last novella, concerns an
analyst who treats his patients conscientiously and sometimes
effectively. These include Lillian, a violinist who thinks herself
a lesbian; Mischa, a cellist with a stiff hand and a bad leg; and
Georgia, an orchestra conductor who feels uncomfortable with her
womanhood because of her father’s amorous adventures when she was
young. Most importantly, the Voice treats Djuna and Lilith, the
narrators of the first two novellas. All these characters,
including the Voice, have significant emotional problems.

“The Voice” does not answer the question
implied at the conclusion of “Djuna”: will Johanna leave Hans?
Whatever Johanna’s decision, in “The Voice” Djuna and Hans remain
together in some manner, though this is a minor issue. Her
frustrated desire to deal with people on the deepest level, her
fear of the past, and her avoidance of reality by living in a dream
inspire Djuna to seek help from the Voice. By the end of the
novella, he has helped her understand some of her problems, though
she continues living too much in a dream.

Lilith has sexual relations with at least
one woman and many men, not including her husband; proudly strong
and independent, she is really weak and dependent. She believes she
loves the Voice; like Djuna, she fears reality. Lilith reinforces
the conclusion of the second novella by telling the Voice that her
“need of a father is over” (Nin 1939, 238). Yet for her the Voice
functions as a father figure, indicating her continuing need for
the guidance and emotional fulfillment that a father can offer.
“The Voice” ends with Lilith and her analyst vacationing together.
Although their outing is unsuccessful and she spurns him because he
repulses her, perhaps her rejection of him is positive: she
possibly no longer needs a man such as the Voice or her father. If
through professional or personal interaction the Voice helps Lilith
overcome the need for a father, including himself, he serves her
well.

As Lilith is something other than what she
seems at the beginning of the novella, so is the Voice different
from how he appears. Professionally confident and authoritative, he
needs as much help as his patients. He understands and assists
them, but not himself. His treatment of Djuna, Lilith, and others —
he is deeply involved with but ultimately detached from them —
parallels and reinforces his problem generally: lack of a serious
human relationship, or love. The genuine love of anybody would save
him from isolation. Yet because the love some patients profess for
him is really attachment to his position and expertise, not to the
man himself, he remains separated from life.

Need for love affects the Voice
professionally. During a session with him, Lilith bares her
breasts, which she thinks too small, ostensibly so he will assure
her that they are normal. He responds by blushing and by cupping
his hand, as if to hold one of her breasts. As he demonstrates
feeling, he loses professional control. Lilith, who assumes the
analyst’s chair while the Voice reclines on the patient’s couch,
notes that he is unhappy and encourages him to explain why.
Temporarily relinquishing his professional role and attempting to
express his true feelings suggest that soon he might begin
addressing his problems seriously.

Lilith grants the Voice’s request to
accompany her to a beach because she thinks she loves her analyst,
though Djuna correctly terms Lilith’s feelings for him a mirage.
Unfortunately for him, his quest for a human connection is
frustrated because Lilith realizes that she does not love him: “He
remained nothing but the Voice with a death-like breath” (Nin 1939,
289). Although the novella ends before Lilith tells him her true
feelings, surely she will reveal them. If so, how will her
announcement affect him, this emotionally stunted, middle-aged man
who thinks that Lilith is bringing him to life? In all likelihood,
the pain of Lilith’s rejection will be great, possibly causing him
never again to open himself to someone. He will likely remain an
anonymous voice, valued and admired by his patients, though
unloved. Only treatment by an analyst would seem to offer him hope
for what might be called normalcy.

 


After moving to New York in late 1939,
following the publication of The Winter of Artifice, Nin
established a press to publish her books (and books by others)
because she could not interest American publishers in her work.[3]
The initial project of her press was, in 1942, a revised edition of
her most recently published book, the collection of novellas.

Nin might first have published Winter of
Artifice because the 1939 edition was, apparently, almost
stillborn. Surely few people read it, either in France or the
United States. For one reason, only a small number of copies of
The Winter of Artifice were available, partly because the
print run was doubtless modest; for another, Nin had little
reputation, so her name would have attracted few buyers; for yet
another, the book received, according to Nin, “no distribution[,]
no reviews” (Nin 1969, 259), possibly because the series of which
it was a part had as its goal, according to Henry Miller’s
biographer Jay Martin, “the publication of books for which no
commercial audience existed” (Martin 1978, 330). Additionally, Jack
Kahane, owner of the Obelisk Press, which published Nin’s book,
died in early September 1939, making the fate of the copies of
The Winter of Artifice problematic. Further, as Gunther
Stuhlmann notes in the introduction to The Diary of Anaïs Nin,
1939-1944, the book “disappear[ed] in the turmoil of war” (Nin
1969, ix). Nin was unable to take books with her to New York. Even
had she taken copies of her new book, they might have been denied
entry into the United States because they were, according to her,
censored there (13); had she mailed them, they might have been
seized because they were, according to Nin, “banned by the U.S.A.
mails” (Nin and Pollak 1998, 7). She states that a limited number
of copies were available in the United States (they “escaped
censorship”) and that they sold well, but she does not identify the
vendors (Nin 1969, 13). In 1954, though, her correspondent Felix
Pollak engaged “book finding services” to locate a copy; they
failed (Nin and Pollak 1998, 16). Summarizing realities that
influenced the reception of her book, Nin writes, in a diary entry
dated 17 October 1939, “My beautiful Winter of Artifice,
dressed in an ardent blue, somber, like the priests of Saturn in
ancient Egypt, with the design of the obelisk on an Atlantean sky,
stifled by the war, and Kahane’s death” (Nin 1996, 370).[4]

If the scarcity of The Winter of
Artifice was a reason why Nin made Winter of Artifice
the first publication of her press, it was neither the only reason
nor the major one. Unhappy with the contents of the Paris edition,
she wished to publish a revised text that reflected her current
thinking about it. The 1939 version of the novellas contains plot
and narrative irregularities. In “Djuna,” for example, the narrator
fails to specify whether she, Djuna, lives with Hans during
Johanna’s absence — and if not, why not? — and does not explain why
Johanna, upon returning to Paris, spends her first night in a hotel
rather than with Hans, her husband.[5] In “Lilith,” how does the
daughter harm her father, as noted on page 128? Why does Lilith
retaliate against her father by acting against her own best
interest when, because of their long separation, he apparently does
not know what she is doing? Further, why does narration in “The
Voice” shift from third person to first on pages 278-79? Was Nin
writing what became known as postmodern fiction, in the sense of
intentionally omitting elements of plot and presenting an
inconsistent point of view? If not, such shortcomings grate. She
resolved some of the problems when revising the contents for
publication in 1942.

Despite these issues, Nin seemed most
dissatisfied with the 1939 text because it does not fully represent
her own writing. She explains this concern to Felix Pollak: “When I
wrote this book I was too much under the influence of Henry
Miller’s writing and his revisions of my work (I was just beginning
to write)” (Nin and Pollak 1998, 7).[6]

Anyone wishing to understand how extensively
Miller edited Nin’s writing of The Winter of Artifice could
do so by examining his comments on two facsimile typescript pages
of “Djuna” published in Anais: An International Journal
(Harms 1986, 114-15).[7] The revised version of these pages appears
on pages 54-55 in the 1939 edition. Miller takes seriously his task
of improving Nin’s prose, which Nin acknowledges was then weak
because French, not English, was her original language (Nin 1987,
93). In concentrating on style, idiom, and diction, he forces her
to address aspects of writing that did not particularly trouble her
when writing in her diary, the written source of the characters and
events in “Djuna.” He addresses the issue directly: “Take out all
the inflation and leave the hard, bare rock of concrete reality —
then you get accurate poignancy. I am laying it on thick, because
now you should see how certain aspects of ‘diary’ writing lead to
false accents.
Because it is a writing behind walls — without hope of criticism or
of suffering the strong light of day. Get
me?” (Harms 1986, 115)

Comparing a typescript paragraph with its
published version indicates the care Miller took with and the
degree to which he influenced Nin’s writing. The draft version
reads as follows:

 


“There was tacked on Rab’s door a paper with
his name and address carfeully printed. She asked him: Are you
afarid to forget your name and who you are,and where you live? Have
you not played with the idea of amnesia, which only meens a
somanabulistic condition of the ideal self. The conscince goes to
sleep and then the critical self too, and you can walk the streets
and act as you please without calms. Its only our name, our
address, and our relations which bother us, like so many
memorandums of what we ought to be to correspond to their image of
us. But the important thing is only to resemble our own image of
ourselves.” (Harms 1986, 114)

 


Miller corrects spacing problems and
misspellings. He also comments on some of his substantive
alterations and suggestions. For example, about Nin’s construction
“which only means,” he states, “Bad
expression ‘which is simply another way of saying, etc.’ But it
needs a better transition.” Writing about
Nin’s use of “calms” for “qualms,” he barks, “Look it up!!!”
Regarding “memorandums,” he notes that the “plural of Latin words
ending in ‘um’ is ‘a’.” Responding to the conclusion of Nin’s
penultimate sentence, he comments, “Bad sentence structure.” At the
end of the paragraph, he advises, “Watch all your ands, buts etc. Weakly used!”

Here is the published version of this
paragraph.

 


“There was tacked on Hans’ door a paper with
his name and address carefully printed. I asked him:

“‘Are you afraid to forget your name and who
you are and where you live? Have you ever feared amnesia, or wanted
it? I have desired it because it is like an atrophy of the ideal
self. The conscience goes to sleep, and therefore the
critical self. You can then walk the streets and act as you
please without qualms. It is only our name, our address and our
relations which bind us, like so many memoranda, to the role which
is expected of us. The important thing is not to perpetually
resemble that fixed image of ourselves, but to create and believe
in transformations.’” (Nin 1939, 54)

 


The draft and published versions differ
significantly. Most obviously, the narrator has changed from third
person to first, and Rab has become Hans.[8] In addition to
rethinking issues relating to narrative and character before
deciding on the final text, Nin adopted some of Miller’s
recommendations. Among them: “which only means” has disappeared,
“memorandums” has become “memoranda,” and the penultimate sentence
has been revised beneficially. She did not reduce the number of
ands and buts.

Valerie Harms suggests that Miller’s
“criticism [of Nin’s writing] was as merciless and exaggerated as
was his own writing, and for Nin to survive it, without being
destroyed, strengthened her” (Harms 1986, 113). I would not
characterize as merciless Miller’s comments about this one
paragraph in the “Djuna” typescript, though they are direct; nor
would I call them exaggerated. Miller offers solid advice
forthrightly. That Nin accepted most of his recommendations
indicates her agreement with them at the time. Because the
published version is superior to the draft paragraph, one can
conclude that at least in this instance he influenced her writing
positively.[9]

Nin later acknowledged the validity of
Miller’s comment that the noncritical nature of diary writing makes
unaltered diary entries inappropriate in fiction. Writing to Felix
Pollak in 1955 about The Winter of Artifice, she comments,
“It was my first attempt to transpose the Diary material, it was
naively exaggerated” (Nin and Pollak 1998, 25). Indeed, because
diary material serves as the basis for the three novellas (and
because “Lilith” and “The Voice” have been published frequently
since 1939, though in revised form), significant parts of the plots
are now familiar. “Djuna” is Nin’s earliest published rendering of
the now-famous interaction among Nin (Djuna), Henry Miller (Hans),
and June Miller (Johanna), which Nin details more fully in The
Diary of Anaïs Nin, 1931-1934 and Henry and June.[10]
Events in “Lilith” are based on the reunion of Nin and her father,
Joaquín Nin, as presented in The Diary of Anaïs Nin,
1931-1934 and Incest ; those in “The Voice,” on the
relationship between Nin and analyst Otto Rank as depicted in
The Diary of Anaïs Nin, 1931-1934 ; Incest ; and
Fire.

One paragraph in “Djuna” illustrates the
astuteness of Miller’s and Nin’s comments about Nin’s use of diary
material in fiction. As Nin’s passion and love for June develop in
the diary published as Henry and June — now probably the
published text most contemporaneous with the event — the author
learns that June likes wearing sandals but cannot afford them.[11]
In an entry dated January 1932, Nin decides to buy her a pair:

 


“We went to the sandal shop. In the shop the
ugly woman who waited on us hated us and our visible happiness. I
held June’s hand firmly. I commandeered the shop. I was the man. I
was firm, hard, willful with the shopkeepers. When they mentioned
the broadness of June’s feet, I scolded them. June could not
understand their French, but she could see they were nasty. I said
to her, ‘When people are nasty to you I feel like getting down on
my knees before you.’” (Nin 1986, 24-25)

 


In “Djuna,” the paragraph reads as
follows:

 


“We went to the shoe shop. There the ugly
woman who waited on us hated us and our visible joy. I held
Johanna’s hand firmly and commanded. I was firm, wilful with the
shopkeeper. Give me this, the best — don’t you see, it’s for
Johanna? The best then, the very best you have. When the woman said
she did not have broad enough sandals for Johanna’s foot, I scolded
her. And then to Johanna: ‘When people are nasty to you I feel like
getting down on my knees before you. I love you, Johanna.’” (Nin
1939, 72)

 


Nin crafted this fictional scene out of
diary material that presumably reflects an actual event. She
retained the development and much of the wording of the “original”
material, but refined it for publication in 1939. The fictional
version seems generally superior to the nonfictional one.

For “Djuna,” Nin wisely deleted the fifth
and eighth sentences from the text of Henry and June. The
first of them is unnecessary. In describing herself as “firm,
wilful,” Djuna adequately identifies masculine qualities, making “I
was the man” redundant. There is also no good reason for retaining
the eighth sentence. By this point in the novella, Djuna has
characterized Johanna as unsophisticated, poor, and primal. Saying
that this American who has spent little time in France is ignorant
of French would seem unnecessarily critical. Further, having
Johanna observe the shopkeeper’s nastiness would be inappropriate
because Djuna implies the clerk’s rudeness in her direct statement
to Johanna.

As Nin deleted sentences from the diary
version of this scene when writing “Djuna,” she also added
sentences to it. In two new sentences beginning “Give me this, the
best,” Djuna emphasizes the depth of her affection for Johanna,
although the first sentence would have conveyed this emotion
adequately. Another new sentence at the end of the paragraph makes
Djuna’s point obvious: “I love you, Johanna.” The additions strike
me as redundant.

A beneficial change in this paragraph
concerns the woman who waits on the customers. In the earlier
version, she is one of at least two shopkeepers; in the later, she
is the only shopkeeper. Making her the sole person involved with
Djuna and Johanna eliminates an extraneous person or people,
thereby sharpening focus.

Comparing this one paragraph in Henry and
June and its revision in “Djuna” supports Nin’s claim that in
writing The Winter of Artifice Nin “transpose[d]” material
from her diary.[12] Whether her use of the diary in the service of
fiction was “naively exaggerated,” though, depends on what she
means by this phrase. If her comment to Pollak means that she
failed adequately to transform occasional episodes from the diary
for use in The Winter of Artifice, she might be correct,
although she did modify them, sometimes effectively. She errs,
though, in telling Pollak that she first used the diary for
fictional purposes in The Winter of Artifice. It serves as a
basis for characters and events in The House of Incest
(1936) and in some of her short fiction published before 1939.

Whatever the reasons for Nin’s
dissatisfaction with the collection of novellas published in Paris,
she revised it substantively for publication as Winter of
Artifice in 1942. The later edition includes only two novellas:
one without title that had been “Lilith,” and “The Voice.”[13]
Other than omitting “Djuna,” an altered point of view is the most
important revision. In The Winter of Artifice, the first two
novellas are told in the first person; the last, in the third. The
two novellas in the revised edition are told in the third person,
thereby creating narrative unity between these texts that concern
Lilith prominently, though she is unnamed in the first one. The
adjusted point of view also helps increase certainty. In the 1939
edition, narrator Lilith occasionally thinks she knows what another
character means; in the 1942 text, the third-person narrator is
certain. In the Paris edition, for example, Lilith interprets her
father’s initial comments to her: “It seemed to me that his first
words were words of apology” (Nin 1939, 123). Revised, the father’s
meaning is unambiguous: “His first words were words of apology”
(Nin 1942, 18). The difference matters, though Nin could have made
Lilith’s statement definite had she changed it within Lilith’s own
narrative.

Nin made other modifications to “Lilith.”
Sometimes, individual words, sentences, and even paragraphs of the
1939 edition are omitted from the 1942 text. Here is a paragraph
that appears only in the earlier edition, wherein Lilith refers to
her experiences during the decades she was separated from her
father:

 


“It was this absorption in the need of the
other which was at the root of all the mysteries of my life — at
the root of my silences, my evasions, my lies. A sensitiveness to
what my father did not want to hear prevented me even from
picturing the scenes I had enjoyed. I was perpetually recomposing
the scene in such a way that it would bring a balm to his egoism, a
lull to his jealousy.” (Nin 1939, 138)

 


Nothing of which I am aware indicates why
Nin excluded this paragraph from the revised text. She possibly did
so because it relates too much, especially in the first sentence,
where Lilith conveys her understanding of the reason for her
problems. Perhaps Nin realized that letting a character’s actions
reveal emotional realities is generally preferable to explaining
them.

Nin altered significantly the 1939 version
of “The Voice” before publishing the novella in 1942. She removed
every mention of Hans, which necessitated deleting passages as long
as two pages. Other deletions indicate that she was aware of
American censors or of the presumably delicate sensibilities of
American readers, or both. Among the material present in the Paris
edition but absent from the later one: the scene in which Lilith
bares her breasts to the Voice (Nin 1939, 238-39), a passage
dealing with an erection (244-45), Lilith’s ménage à trois with
Harold and Arline and later the two women’s sexual encounter
(248-51), Lilith’s calling Djuna a bitch (254), and Djuna’s
reference to her and Lilith’s menstrual periods (255). Nin also
deleted material relating to Georgia and Mischa, as well as the
entire scene of Lilith and the Voice vacationing. Further, Nin
omitted less dramatic material, occasionally at the end of
paragraphs, possibly because it is redundant. She tightened prose,
as when describing Lilith’s response to the Voice’s statement that
“a real woman” cannot successfully live life alone: “I must have
become a real woman right here, for I feel the dependence now, and
I don’t mind it. I like it” (276) becomes “I don’t mind my
dependence on your interpretations” (Nin 1942, 139).

In sum, Nin made many changes to The
Winter of Artifice before publishing two of the novellas in
Winter of Artifice. The nature of the alterations indicates
that Nin matured as a writer between the first two editions of her
collection of novellas.

 


I have explained reasons for Nin’s
dissatisfaction with The Winter of Artifice. As Nin
acknowledges, it shows the influence of Henry Miller. Even with his
assistance, however, she did not create polished fiction. Perhaps
the flaws of the 1939 edition are understandable. Nin — an author
admittedly not then fully comfortable with English — was writing in
a form that was new to her: relatively long, relatively realistic
fiction. Each novella is much longer and more realistic than her
first volume of fiction, The House of Incest, a prose-poem
of slight plot and externally ill-defined characters. Yet Nin’s
accomplishment in The Winter of Artifice is important.
Within imperfect plots substantial enough to hold readers’
attention, Nin effectively examines the emotional difficulties of
Djuna, Lilith, and the Voice, precisely as she addresses similar
problems with the major characters in the five novels beginning
with Ladders to Fire (1946). The Winter of Artifice
also illustrates the manner in which Nin adapted diary material for
fictional purposes. Further, her revisions of “Lilith” and “The
Voice” serve as a basis for documenting her maturation as a writer
between the 1939 publication of the book and the appearance of the
revised edition only three years later.

The Winter of Artifice is Nin’s most
neglected book because from almost immediately after its
publication until now it has been unavailable and therefore
unknown. After its only reviews (one in 1939, another in 1940), it
received no critical comment of which I am aware. Even Nin’s two
major biographers, Deirdre Bair and Noël Riley Fitch, mention it
only in passing. Some Nin scholars, such as Rose Marie Cutting,
assume that all its editions are identical. For literary and
scholarly reasons, then, this republication of The Winter of
Artifice, two-thirds of a century after its first appearance,
satisfies the greatest need relating to Nin’s fiction.

Benjamin Franklin V

University of South Carolina
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Notes

[1] The titles listed in this note — all
published after Nin’s death — are arranged chronologically within
categories. I cite only first editions. The volumes of Nin’s diary
are Linotte: The Early Diary of Anaïs Nin, 1914-1920,
translated by Jean L. Sherman (New York: Harcourt Brace Jovanovich,
1978); The Diary of Anaïs Nin, 1966-1974, edited by Gunther
Stuhlmann (New York: Harcourt Brace Jovanovich, 1980); The Early
Diary of Anaïs Nin, Volume Two, 1920-1923 (New York: Harcourt
Brace Jovanovich, 1982); The Early Diary of Anaïs Nin, Volume
Three, 1923-1927 (San Diego: Harcourt Brace Jovanovich, 1983);
The Early Diary of Anaïs Nin, Volume Four, 1927-1931 (San
Diego: Harcourt Brace Jovanovich, 1985); Henry and June: From
the Unexpurgated Diary of Anaïs Nin (San Diego: Harcourt Brace
Jovanovich, 1986); Incest: From a Journal of Love, the
Unexpurgated Diary of Anaïs Nin, 1932-1934 (New York: Harcourt
Brace Jovanovich, 1992); Fire: From a Journal of Love, the
Unexpurgated Diary of Anaïs Nin, 1934-1937 (New York: Harcourt
Brace, 1995); and Nearer the Moon: From a Journal of Love, the
Unexpurgated Diary of Anaïs Nin, 1937-1939 (New York: Harcourt
Brace, 1996). The volumes of letters are A Literate Passion:
Letters of Anaïs Nin and Henry Miller, 1932-1953, edited by
Gunther Stuhlmann (San Diego: Harcourt Brace Jovanovich, 1987);
Letters to a Friend in Australia (Melbourne: Nosukumo,
1992); and Arrows of Longing: The Correspondence between Anaïs
Nin and Felix Pollak, 1952-1976, edited by Gregory H. Mason
(Athens: Swallow Press/Ohio University Press, 1998). The volumes of
erotica are Delta of Venus (New York: Harcourt Brace
Jovanovich, 1977) and Little Birds (New York: Harcourt Brace
Jovanovich, 1979). The volumes with contents drawn from one or both
of these books are The Illustrated Delta of Venus (London:
W. H. Allen, 1980), with photographs by Bob Carlos Clarke; A
Model and Other Stories (London: Penguin, 1995); Stories of
Love (Ringwood, Victoria, Australia: Penguin, 1996);
Fragments from the Delta of Venus (New York: powerHouse
Books, 2004), with illustrations by Judy Chicago; and Artists
and Models (London: Penguin, 2005). The collection of stories
is Waste of Timelessness and Other Early Stories (Weston,
CT: Magic Circle Press, 1977). The volume of erotica attributed to
Nin and others is White Stains (London: Delectus Books,
1995).

The collections of Nin’s entirely or mostly
previously published works are Portrait in Three Dimensions
(N.p.: Concentric Circle Press, 1979); The White Blackbird and
Other Writings (Santa Barbara: Capra Press, 1985);
Conversations with Anaïs Nin, edited by Wendy M. DuBow
(Jackson: University Press of Mississippi, 1994); and The Mystic
of Sex and Other Writings, edited by Gunther Stuhlmann (Santa
Barbara: Capra Press, 1995). The novella published separately is
Stella (London: Phoenix, 1996).

The vast majority — almost all — of titles
that were in print at the time of Nin’s death remains in print in
late 2006: diaries, fiction, and criticism.

Pollak thought that Nin should republish
The Winter of Artifice. In a 1960 letter to her, he writes,
“I wonder whether you should not consider republishing now the
original version of Winter — if someone like Grove Press
would bring it out. It may make the stir it ought to make and bring
financial rewards besides. Have you ever thought of it?” (Nin and
Pollak 1998, 152). Nin responds only by saying, “Grove Press would
never publish me” (154).

[2] Excerpts from “Djuna” appear as “Hans and
Johanna” in Nin 1989. They are from The Winter of Artifice,
9-13, 14-16, 16-18, 18-20, 24-26, 26-27, 34-35, 35-36, 39, 40, 49,
66, 67, 69-70, 74-76, 76-79, 82-83, 83-85, 85-89. In titling the
excerpts “Hans and Johanna,” Gunther Stuhlmann, the editor of
Anais: An International Journal, shifts focus from the
narrator, as Nin has it with the title “Djuna,” to the objects of
Djuna’s desire. The novella seems more about Djuna than Hans and
Johanna.

The other editions of Winter of
Artifice (with no definite article in the title and with
contents different from those of The Winter of Artifice) are
N.p.: n.p., 1942 (the first publication of Nin’s own press, which
became the Gemor Press); in Under a Glass Bell (London:
Editions Poetry London, 1947); in Under a Glass Bell and Other
Stories (New York: Dutton, 1948); Denver: Alan Swallow, 1961;
London: Peter Owen, 1974 (with House of Incest) and 1991
(without House of Incest); and Athens: Swallow Press/Ohio
University Press, 1992. Since 1961 in the United States, Winter
of Artifice has been continuously in print, first with Alan
Swallow in Denver, next with Swallow Press in Chicago, and then
with Swallow Press/Ohio University Press in Athens. The novella
published as “Lilith” in 1939 appears without title in the edition
of 1942, as “Winter of Artifice” in that of 1947, as “Djuna”
(entirely different from the “Djuna” in the 1939 edition) in that
of 1948, and as “Winter of Artifice” in every later edition.

[3] For a history of Nin’s press, see Jason
1984. Nin writes about the press in Nin 1973.

[4] I cannot determine the number of copies
printed of The Winter of Artifice. Almost certainly, there
were not more than 1,000. In the 1930s, the Obelisk Press published
several books by Henry Miller. Lawrence J. Shifreen and Roger
Jackson, Miller’s bibliographers, note that it published 1,000
copies of Tropic of Cancer (1934), Black Spring
(1936), Max and the White Phagocytes (1938), and Tropic
of Capricorn (1939); 200 copies of Scenario (1937); and
150 copies of Aller Retour New York (1935) (Shifreen and
Jackson 1993, 5, 55, 78, 81, 72, 51.)

In a guide to writings about Nin, Rose Marie
Cutting lists two reviews of The Winter of Artifice, one by
Emily Hahn published in Shanghai and another by Alfred Perlès
published in London (Cutting n.d., 2-3).

Maurice Girodias, son and successor of Jack
Kahane, owner of the Obelisk Press, relates the understanding
between publisher and authors about the payment of printing costs
for the three books that Obelisk published in the Villa Seurat
series, a series named after Miller’s Paris residence, 18 Villa
Seurat. According to Girodias, his father would pay the costs for
the first volume, Miller’s Max and the White Phagocytes ;
Nin, for Durrell’s The Black Book ; Durrell, for Nin’s
The Winter of Artifice. Girodias also records that, at
Durrell’s suggestion, Nin and Durrell would pay for the printing of
each other’s book rather than their own in order to avoid the sense
of defeat that vanity publication might have created (Girodias
1980, 239). However, Gunther Stuhl-mann and Jay Martin claim that
Nancy Durrell, wife of Lawrence, paid the printing costs for all
three books. Martin also notes that the Villa Seurat series ceased
publication (with The Winter of Artifice) when she could no
longer support it (Nin 1996, 379; Martin 1978, 330). Commenting
about underwriting Nin’s “Chaotica” (a working title for The
Winter of Artifice) in a letter to Lawrence Durrell (5 November
1938), Henry Miller writes, “Let us know, will you, if the money is
still available for this book? Hope you are not bankrupt yet”
(Durrell and Miller 1988, 107). Lawrence Durrell’s biographer
observes that “the £150 it cost to print the three titles came from
Nancy’s capital” (MacNiven 1998, 183). In a diary entry dated 1
November 1937, Nin states that “Larry is putting up the money [to
Kahane] for three books” (Nin 1996, 162). In an entry dated 13
December 1938, she notes that “Durrell is bringing [The Winter
of Artifice ] out in February [1939],” implying that Durrell
published this book (Nin 1996, 280). In an entry dated January
1943, Nin records that “Lawrence Durrell backed the publication of
Winter of Artifice ” (Nin 1969, 259). Nin dedicates The
Winter of Artifice to the Durrells: “To/NANCY and LARRY/with
love.” James Armstrong addresses the date of Kahane’s death in
Armstrong and Miers 2003, 31, 41 n91. A statement in The Winter
of Artifice indicates that it was published in June 1939; Nin
reports receiving her copies in mid July (Nin 1996, 345).

The context of Nin’s comment about
censorship indicates that she means United States censorship.
Conceivably, she means French censorship. I cannot confirm that
The Winter of Artifice was censored or banned in either
country. James Armstrong does not include Nin’s book among the
Obelisk Press publications “banned in Britain and the United
States” (Armstrong and Miers 2003, 24). Jay Martin details Henry
Miller’s successful effort to smuggle into the United States copies
of his banned books, “one at a time.” Drawing on a letter from
Miller to Emil Schnellock, Martin notes that Nin “held the
unofficial book-smuggling record by managing to bring in fifty
copies on one trip” (Martin 1978, 330). If she smuggled in so many
copies of Miller’s books, she probably would have attempted to
smuggle in copies of a banned book of her own (The Winter of
Artifice) if she had access to them.

On 4 October 2006, abebooks.com listed for
sale three copies of The Winter of Artifice. The prices, in
United States dollars: $600, $962, and $1,000.

[5] Before Johanna’s arrival, scenes shift
between the residences of Hans and Djuna; yet, Djuna says that “I
had been living with” him (Nin 1939, 81). Johanna’s hotel is
mentioned on 71.

[6] In a diary entry dated 8 February 1939,
Nin mentions reading proofs of The Winter of Artifice with
Henry Miller (Nin 1996, 309). I cannot determine when Nin became
aware that Miller’s influence on her composition of this book was
too great, although in a diary entry dated November 1941 she notes
that she is “revising Winter of Artifice ” (Nin 1969, 162).
What Nin means by “just beginning to write” is unclear. The
Winter of Artifice was her third book; in 1937 and 1938 — the
two years before the publication of this collection of novellas —
ten of her short pieces appeared in little magazines.

[7] Manuscripts and typescripts of Nin’s
fiction — including those for much of The Winter of Artifice
— are at Northwestern University, which bought them at the
suggestion of Felix Pollak. See Pollak 1952. For an inventory, see
Van der Elst 1978 and Zee 1972.

[8] In the draft, the character speaking
with Rab is Mandra, who is Djuna in the published version.

[9] For an example of Miller’s sensitive,
positive analysis of Nin’s writing, see Miller 1988. Responding in
the 1960s to the question “Did you [and Miller] influence each
other as writers?,” Nin states, “No, except in the sense that we
encouraged each other. . . . But above all it was an understanding
of what the other was doing” (Vaid 1987, 52-53).

[10] Characters based on the Millers appear
in fiction Nin published subsequent to The Winter of
Artifice. In most of her novels, she uses the characters Jay
and Sabina, who were inspired, respectively, by Henry Miller and
June Miller. A character (first named Alraune, then Sabina) based
on June Miller appears in The House of Incest (editions
after the first omit the definite article).

[11] Deirdre Bair explains why Nin’s
original diaries do not exist. Five years after engaging Virginia
Admiral and Robert Duncan to rewrite her diary, in the mid 1940s
Nin

“engaged Lila Rosenblum to help, mostly to
correct her grammar, spelling, and punctuation. Anaïs wrote new
versions of old events on lined pads, which Lila corrected. Then
Anaïs recopied the corrected pages into booklets, some of which she
had Lila type. This generally led to further rewriting and
correcting, and when she was finally satisfied with the typed
copies, she destroyed the originals. It was a process that went on
and on, sometimes ‘hundreds of times.’ She inserted all these
carefully typed pages into loose-leaf folders, and when she gave
them to someone to read, always insisted they were reading her
original diaries. Anaïs Nin carried on this process of
self-expurgation all her life.” (Bair 1995, 324-25)

In The Diary of Anaïs Nin, 1931-1934
(apparently superseded by the presumably unexpurgated Henry and
June), the paragraph about the sandal shop, dated 30 December
1931, reads as follows:

“We walked to the sandal shop. In the shop
the ugly woman who waited on us hated us and our obvious happiness.
I held June’s hand firmly. I commanded: ‘Bring this. Bring that.’ I
was firm, willful with the woman. When she mentioned the width of
June’s feet I scolded her. June could not understand the
French-woman, but she sensed that she was disagreeable.” (Nin 1966,
32)

[12] As early as 1932 Nin considered her
diary a source for fiction: “Everything goes into it that I may use
for novels” (Nin 1966, 58).

[13] Nin writes in early 1939 that she
intends to have “a special version made of Winter of
Artifice omitting the Henry-June novel [“Djuna”], all in part
one, for Hugo and Gonzalo” (Nin 1996, 305). This she did in 1942
with Winter of Artifice. She might have omitted “Djuna”
because, as Noël Riley Fitch asserts, “it reveals more than she
wishes to reveal about the June-Henry-Anaïs triangle” (Fitch 1993,
252). Engravings by Nin’s husband Hugh Guiler (as Ian Hugo) appear
in the 1942 edition, a volume that Nin’s lover Gonzalo Moré helped
print.
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The café table was stained with wine. His
blue eyes were inscrutable, like those of a Chinese sage. He ended
all his phrases in a kind of hum, as if he put his foot on the
pedal of his voice and created an echo. In this way none of his
phrases ended abruptly.

Sitting at the café he immediately created a
climate, a tropical day. In spite of the tension in me, I felt it.
Sitting in a café with his voice rolling over, he dissolved and
liquified the hard click of silver on plates, the icy dissonances
of glasses, the brittle sound of money thrown on the zinc
counter.

He looked like Prokofieff. Like a Chinese
sage. Like a German scholar.

"How did you come to meet Johanna?" I asked,
thinking that if she were his wife I could not understand her not
being there, why she was not there listening to his voice, looking
over the book he brought always in his pocket, forgetting to drink
because he had been talking about his book which was getting so
enormous that it had to be clipped every day.

"I met her in a dance hall. She was working
as a taxi girl in a dance hall on Broadway."

"She must have seemed so different from the
other women there."

"Not at first, and yet when she began to
talk... Her talk and her voice. She sat down and she confessed her
whole life to me. And what she confessed was all untrue."

"Will she come back?"

"I don't know. She's often made promises
like that. She may never come back. For the moment I don't want her
back. I don't like what happens to me when she's around. She
humiliates me, paralyzes me, it's torture."

He opened his soft animal mouth a little, as
if in expectancy of a drink.

"Whereas now, Djuna, I'm happy, I'm too
happy." Then he began to laugh, to laugh, with his head shaking
like a bear, shaking from right to left as if it were too heavy a
head. "I can't help it. I can't help laughing. I'm too happy. Last
night I spent the whole night right here. It was Christmas and
there were too many bed bugs in the hotel room."

He's a man whom life makes drunk. He is like
me. I was surprised how gently he had walked into my life, how
quietly he seemed to be living, when all the time his writing was
whipping and lashing around, coursing like lava with burning
bitterness and caricature. His softness of speech could not temper
the watchful curiosity of his analytical blue eyes. Beneath the
furry human warmth I sensed a non-human purpose. Behind this Hans
with his southern roguishness, wearing his hat tipped to one side
and perpetually calling for drinks, I divined a more austere
personage bent upon creation.

"Johanna... Johanna wanted to kill me for
all that I wrote about her."

"It is a very cruel book."

"But she's a terribly cruel woman."

"I admire her courage to hurt... After all,
she fed your work. She gave you a tremendous experience."

"You're only thinking of me as a writer," he
said, and then I knew that this was not so because while he talked
I had been noticing that he was very thin, that although his voice
was warm and ample, his body was thin, and that at forty his hair
was almost white, and I knew that if Johanna had been good for his
novels, I wanted to be good to him, to Hans the man who was hungry,
thirsty, abandoned.

"When I read your novel about Johanna and
Hildred, do you know what struck me as strange, Hans? That you the
husband, lover, writer, should have been such an indistinct
personage. You made the portrait of the two women full length, with
bold, emphatic strokes. But when it came to yourself, you made
yourself out an abstraction, just a writer, observing, noting,
suffering, yes, but all of it furtive, modest, self-effacing. Why?
It is as if Johanna crowded you out, as if you considered yourself
unimportant except as a recorder, unimportant as a man, I mean. I
couldn't find you. I could only find a man who was telling a
story."

"Always thought of myself as unimportant...
I've lived so blindly. No time to think much. Tons and tons of
experience. Johanna always creating trouble, misery, changes,
flights, dramas... No time to digest anything. And then she says I
die when she leaves me, that pain and war are good for me. All the
time I'm with her I'm choking with anger. After scenes with her I
get terrible pains in the pit of the stomach."

This man who cannot be distinguished in a
crowd, who can pass through it like an ordinary man, so quiet, so
absorbed, with his hat on one side, his step dragging a little,
like a lazy devil enjoying everything softly, why did I trust this
man, confide in him... He carries such a fertile world in his head,
and yet he can sit like a workman before his beer, and talk like a
cart driver to the whores, so that all of them are at ease with
him. His presence takes all the straining and willing out of
things. He is like the south wind blowing when he comes, melting
and softening, bearing joy and abundance.

"Nobody was ever your friend and hers, too,"
I said musingly. "The war is too strong between you. One must
always make a choice between you."

He said: "I could not bear to lose you. You
are so close to me, yet you mystify and frighten me too, when you
are sitting in your black armchair, like a queen... I can't explain
what I mean. I wrote you a letter, a crazy letter which I tore up.
I wrote you a crazy letter, a love letter, Djuna."
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