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I am afraid that the anxiety of influence, from which we all suffer, whether
we are poets or not, has to be located first in its origins, in the fateful
morasses of what Freud, with grandly desperate wit, called the "family
romance" (Bloom, The Anxiety of Influence, 1973: 56-57)

Indeed, the whole progress of society rests upon the opposition between
successive generations (Sigmund Freud, "Family Romances" 1909; SE IX:
237).

But whatever effect discouragement and criticism had upon their writing and I believe they had a very great effect - that was unimportant compared
with the other difficulty which faced them ... when they came to set their
thoughts on paper - that is that they had no tradition behind them, or one so short and
partial that it was of little help. For we think back through our mothers if we are women
(Virginia Woolf, A Room of One's Own, 1929; 1983: 72-73, emphasis added).
We are born with the dead;
See, they return, and bring us with them (T.S. Eliot, The Four Quartets 1944;
1986: 47).

First Encounters:
An Introduction

One evening, many years ago, I turned on the television to find
Jeanette Winterson (1959) in London's Highgate cemetery. She stood
amidst the grave stones which framed the shot. 1 Behind her stood a
tree. Before it she declared herself to be the fulfilment of a prophecy.
Winterson quoted A Room of One's Own (1929) and Virginia W o o l f s
(1882-1941) prediction that within one hundred years "we" would
witness the incarnation of Shakespeare's sister.2 O n the screen before
me, Winterson announced herself to be this prefigured sister. At first I
was shocked. Then I became intrigued. I speculated that she had
deployed a cunning strategy. Her self-advertisement may have
camouflaged an act of genealogy-making.
In her collection of essays Art Objects (1995), W o o l f s heritage is
applauded by Winterson as "my spirit, waterfall and wine" (65). Here is
the lexis of succour and transmission. The closing page of A Room of
One's Own suggests how "we" can contribute to the incarnation of
Shakespeare's sister. Throughout the narrative essay Woolf sets up a
flexible canon of women writers numbering amongst them George
Eliot (1819-1880). Yet within the rubric of "we," Woolf includes those
who work in obscurity (107). They contribute to the creative flow
which will be channelled by the Bard's incarnated sibling. Woolf claims
that this special "she" would be "drawing her life from the lives of the
unknown who were her forerunners" (108). Reading this passage that
same evening, I watched shadows and light condense and displace. In
my state of semiotic drift, I figured illuminations and shadows not as
authors but literary forms. I wondered at how narrative fictions, as the
riches they figure or keep hidden, become re-shaped in the theories
and narratives of texts to come.
This study is not "about" but rather "with" the intimate
processes by which literary texts, as narrative and theoretical agents,
are re-written from precursor to inheritor, and sometimes back again.
The Intimacy of Influence follows lines of influence as they flow in two
directions. Jeanette Winterson's Gut Symmetries (1997) probes a love
triangle between a physicist (Jove), a scientist-alchemist (Alice) and
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their significant Other, Stella. The novel narrates the history of ideas
from the Greeks to the Grand Unified Theories (GUTs) of modern
physics. The novel's postmodern experiments in creating parallel
universes between which characters travel, and its adoption of the
modernist tradition in interior monologue, might be deemed an odd
inter-locutor to George Eliot's Daniel Deronda (1876). Eliot's titular
protagonist is a man in quest of his Jewish identity and parentage. The
novel's co-star, Gwendolen Harleth, undergoes a long journey towards
a maturity fraught by dangerous parenting. As it happens, Gut Symmetries is also a study in parents, in fathers lost and found. Its postmodern
experiment in making a hybrid between stream-of-consciousness technique and the discourses of modern science highlights the potential
forms of Eliot's opus - a modernist novel in the making which breaks
away from realism through its own discourses hybridised with science.
Hence, the inheritor novel can be used as an intimate to influence the
precursor work, so that it divulges secrets which its historical context
would have found alien. Between predecessor and successor, intimacies take place when what has been striving for signification in one
work but could not achieve it, reaches this crystallisation in the other. 3
According to the OED, "intimacy" has five distinct meanings:
the closeness between friends; a euphemism for sexual intercourse;
"closeness of observation or knowledge;" a "close connexion or
union" involving symbiosis: the example given is of a father and son
who make not "two Gods, but One God;" and the "inner or inmost
nature" or "quality" of a human character. 4 Thus intimacy connotes
the inextricable relations between knowledge as a passion and rapture
as an epistemological adventure. Intimacy may also risk deification and
symbiosis. When Winterson eulogises W o o l f s work as "spirit," "wine"
and "waterfall," I infer a transmission associated with apotheosis and
transmogrification.
Virginia Woolf is more reserved in the respects she pays to
George Eliot, though the inheritor has her moments of intensity. In a
review entitled "George Eliot" (1919), Woolf rallies her readers with
the "we" who have the "power" to bestow on Eliot's grave, the "laurel
and the rose" (quoted in Barrett 1979: 160). Woolf pronounces Middlemarch "magnificent" though not without "imperfections;" yet it is "one
of the few English novels written for grown-up people." 5 Winterson's
remarks about Eliot are sparse to non-existent. In her essays, Winter-

son reminds her readers that there is as little point in seeking out a new
George Eliot as there is to installing a substitute Woolf (1995: 177).
Literary experimentation is not about reproducing but pioneering.
Reading the authors as essay-narrators may offer clues to
tracking the patterns of intimacy between legacies; in this light, Winterson's bond with Woolf can be read as hovering between passionate
connection and a determination to supersede her dead friend. W o o l f s
acknowledgement of Eliot is profound, respectful but capable of
admonition. In a letter to Frances Hooper, Woolf explains that she is
involved in the demanding project of reading all of Eliot's novels.
Writing to Katherine Arnold-Foster she speaks of Eliot's work with
adulation, suggesting that despite their drawbacks, the Victorian
novelists had if not "twice" the brains of Woolf s generation, at least
twice their heart. 6 Winterson offers little evidence that she reads Eliot
with the commitment she would otherwise render Woolf. Hence it
may surprise the reader that in my chapters 2, 3, 4 and 5, I dedicate
each to exploring intimacies idiosyncratic to the three chosen novels,
comprising one each from the oeuvres of Eliot, Woolf and Winterson,
respectively. Chapter 5 is the exception. It brings together four works
from the three authors. My emphasis is on the study of triangular
patterns of intimacy between novels, not authors.
For to study the lines of influence between specific novels
primarily on the basis of how the authors themselves positioned
themselves in line or chose instead to argue back at their heritage,
would be to commit an intentional fallacy. Or to coin my own term, it
would be to commit a citational fallacy. An author may issue many
statements about whom they consider to have influenced their work or
not. Yet to presume that the author can consciously account for all the
narrative or theoretical texts which inform her work is to commit a
citational fallacy in much the same way that some would consider
authors' statements about their novels to be of primary significance.
There is a reasonable degree of consensus that urges readers to trust
the texts rather than authors' statements about their own work. Even
in that genre termed the "essay" or "literary criticism," the implied
author can take on the role of an external narrator and focalizor. 7
These are terms developed by Mieke Bal, whose contribution to
the evolving narratological paradigm is crucial for this study. Her
approach to reading the various layers and agencies in a text, be it
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narrative or theoretical and her notion of the "embedded fabula," to
name but a few of her categories, may prove of great import for the
following reason. Her approach allows texts to intimate themselves not
as a synecdoche for authors living or dead, but as a complex ensemble
of multitudinous elements, historically and culturally in frisson with
contemporary culture. She argues for a concept of "narrativity, not
narrative; not a genre or object but a cultural mode of expression"
(1997: 222). Her terms I will not treat as formulae but as fluid concepts
which this study's literary works re-shape and complement.
Despite my following the tradition of trusting tales and not the
authorial teller, it would be equally narrow to ignore all that an author
might say of her experience of literary tradition. Yet to take an extract
from an essay by any novelist and to apply it as a tool of mastery to
whatever it may refer, is to commit what I term a citational fallacy.
This does not mean misquoting the precursor, but rather, using citations from their work too literally. Woolf declares in an essay that
Daniel Deronda lacks "vigour and directness." She considers the novel
the product of a novelist whose powers were waning. W o o l f s statement of disappointment may hide the recognition that an experiment
was being attempted, even if it failed.8 In other words, what an author
claims about a particular work may belie the literary intentions behind
the critical statement.
Speech act theory has drawn attention to utterances as being
both "constative" and "performative:" the manner in which something
is said is at odds with the apparent content. The innovator of the
theory, J.L Austin, defined "constatives" as utterances which make
statements of fact. In contrast, "performatives" are not concerned with
the expressions which describe or inform; instead, they carry out a
"performance" as they are enunciated. 9 Examples consist of the act of
promising, denying and making a contract. 10 In chapter 1, I will
examine some of the different contracts which can be established not
just between different novels, but also between theories and narrative
fictions. Statements made by an essay, theoretical text or fiction about
another work may be odds to their apparent intention. In my chapter 4
and 5, the allegedly "weak" in Daniel Deronda will be explored as that
which is carried, healed and nourished in The Waves (1931). Between
the novels, an unwitting contract has been established. Eliot's last
novel is her most daring experiment; indeed, it can be analysed as

containing the seeds of modernism. The Waves takes modernism to its
most cutting edge. Both novels are made of "waves," scientifically,
poetically and as adventures in identities which cease to function as
such. "Waves" figure and disfigure the egos of the characters, who are
beings ceaselessly becoming. My hypothesis is that Gut Symmetries is
profoundly connected to Eliot's novel through, in part, the intervention of The Waves. If two literary works are to become conversant and
intimate with one another, then a third text may do more than negotiate. It may forge between two texts which have never "met," a new
friendship.
In chapter 2, I explore a preoccupation c o m m o n to Middlemarch
(1871-2), Orlando (1928) and Sexing the Cherry (1989). All feature
narrative subjects who fall in love with myths, academic treatises, plays,
poems and beloved characters too. In Middlemarch, Dorothea Brooke's
marriage to Casaubon, the scholar who never completes his life-work,
is but one fabula in a huge and complex study in provincial life, scientific discourse, vocation and ambition renounced. In Middlemarch the
town, characters bear intolerable burdens. Orlando's protagonist also
bears the brunt of vocation. Beginning life as a man then undergoing
an inexplicable and unexplained sex-change in the eighteenth century,
Orlando is still potentially immortal after nearly four hundred years.
She still writes his/her narrative poem "The Oak Tree." W o o l f s novel
tracks the journey of a protagonist who comes to lift the burden of
vocation and the intimidation of literary influences. That sense of
weight is even further lightened in Sexing the Cherry, a novel suspending
within it many mise-en-scènes buoyed by zero gravity. The boy voyager
Jordan, as well as his adopted mother D o g Woman, is a giant of Rabelaisian proportions. In Winterson's novel, the magical daring of Orlando
is taken to further extremes. Sexing the Cherry, however structurally
distant from Middlemarch, shares with its grandparent work, a passion
for myth and for actors who would quest after incommensurables.
What comprises the stuff of dangerous dreaming in Eliot's work is
made into productive experimentation in that of Winterson. And thus
the two novels make unlikely bedfellows. Together, all three novels can
be studied as exercises in confronting literary heritages and lifting their
burdens.
Each of the novels in my chapters encounter each other
through the intervention of psychoanalytic and narrative theories, and
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yet more literary works. Winterson remarks in her essays that "a
writer's style has in it many voices, many connections" (1995: 180).
Her insight would testify to the importance of Shakespeare, Greek
myths and drama, the discourses of science and importantly, the
several voices of the psychoanalytic paradigm producing a fertility of
connections between parties.
Here I want to emphasise that a paradigm will not be made
synonymous with the concept of theoretical model. In his important
book, The Structure of Scientific Revolutions (1962; 1970), Thomas S. Kuhn
defines a paradigm as that which results from a major turn in
thinking. 11 Kuhn gives examples of opposing paradigms. The
Ptolemaic system which regarded the earth as the centre of the
universe gave way to Copernicus' model that the earth moves around
the sun (10-12). Aristotle's mechanics was challenged by Newtonian
optics. T o this list I would add the movement from Paracelsus'
mysticism to that of empirical science. The opening section of
Wmterson's Gut Symmetries (1997) introduces Paracelsus' astrological
notion that "As above, so below" (2). The novel explores not only
these pre-Enlightenment paradigms, but brings them into dialogue
with late twentieth century theories of modern physics. The colliding
paradigms of mysticism and science function in aiding intimacies of
influence which will be a crucial topic in my last chapter. Though
Kuhn does not mention Freud or Darwin, the invention and discovery
of the "unconscious" and theories of evolution would constitute
examples of paradigms, as they over-turned the current world-views of
their times. Kuhn's notion of paradigm stipulates that it comprise a
considerable achievement which attracts great social and cultural
participation m its further development. Paradigms remain openended. As my chapter 1 explains, the Intimacy of Influence engages its
narrative fictions with the paradigm of psychoanalysis, maintaining
between the two an open an dynamic relationship which produces new
knowledges.
The adjective "intimate" nuances the noun relevant to the terms
of friendship. In "intimate" friendship, each party develops a profound
knowledge of the other, even if this should lead to disagreement, or
require a compromise of positions in the tradition of the Platonic
dialogues. O n e forerunner example of this process is Plato's Phaedrus in
which both members of the dialogue shift position; each enables the
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interlocutor the opportunity to re-produce the ideas and opinions of
the other in a re-invented form. 12
In a study challenging the philosophical notions that knowledge requires objectivity and autonomy, Lorraine Code develops the
concept of "second personhood" to argue that knowledge evolves
through friendships. From amongst an array of philosophers and
theorists, she follows the work of Annette Baier and Sarah Ruddick
(Code, 1991: chapter 3). According to Code's paraphrase of both,
Baier's "second person" is one who is incomplete without another
(1991: 82-87). Knowledge comes less through individual strides than
dialogues between different "persons" whose relations to each other
may be far from equal.
The first experience of second personhood comes from the
relationship between parents and children. Structurally, these are not
based on equality. Ruddick, for instance, regards "maternal thinking"
as a potential for subjective development of "identification and distinction" (Code, 1991: 88). Code is less enthusiastic about this maternal
model. It may, ,as she argues, fail to problematise the inequalities
between mother as person and child as other. Code employs Aristotle
for the use of a more feminist argument, to pose a model which is
based on neither "maternal" nor "paternal" models but on friendship
(98-101).
What Code admires in Aristotle's view, is the emphasis that
friendship requires each party to have an intimate knowledge of the
other and that this is based on "respect for the other's separateness and
independence - his appropriately understood self-sufficiency" (Code,
1991: 99). Friendship as knowledge can involve both closeness and
distance, growing from the dialectic between the two. Whereas, claims
Code, a "family relationship persists, through manifold distortions and
abuses" a "second person" way of knowing another relies on what is
"careful, reciprocal, nonimperialistic" (105). Here, the intimacy of
friendship may approach an ideal. Such ideality, however, finds
concrete counterparts in and between the works of Eliot, Woolf and
Winterson.
While I find Code's model valuable for assessing genealogies
through which the texts endeavour to treat each other in a "careful"
and "reciprocal" manner, I should like to qualify it with a tougher, less
idealised version of second personhood. Strong friendships are not
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squeamish. Disagreement, conflict, a damned good fight even, can
modify the positions of the participants. Compromises can be equanimous. They can be uneasy. They might be all these yet also
affectionate. Or rapturous. When the latter occurs, one text may break
new pathways into another or considerably re-write a theoretical
model.
One such theoretical model which is up for rewriting is psychoanalysis. The psychoanalytic theories which are vital to the Intimacy of
Influence have been inspired by Freud's papers on transference, on the
key processes of remembering, repeating and working-through, as well
as his model of the Oedipus complex. A further and important inspiration has been the work of two feminist successors in the field. Judith
Butler and Kaja Silverman have moved Freud's ideas into other
terrains, maldng them dynamic with the emerging intellectual practices
of the nineties.
Of the concepts so inflected, a key notion which informs every
chapter in my study is "traversal." In the OED, this word defines the
act of cutting "across" or "going through" or "crossing between" lines
already established, thereby producing ones which have long lain in
wait. Traversal, a topological metaphor, suggests that alternations,
shifts and movements take place between already existing points,
thereby forging new pathways. In psychoanalytic terms, traversal
broadly describes a topographical and temporal interchange between
texts; one party (or both) "remembers" the elements of the other, repeating the counterpart's structures then re-shaping them. Psychoanalysis has stressed the importance of divulging the "contents" of the
unconscious, of giving what has remained in darkness, the light of
representation and signification. Thus traversal will become a crucial
and dynamic model for studying how a literary text or theory can help
its intimate to signify what it may have long repressed.
The Intimacy of Influence does not argue for already existing lines
of transition between works; my aim is not to "prove" that inherent
genealogies have been there all along. I am not here to extricate and
mark out a tell-tale line of bones from that archaeological dig called
English literature. Each chapter proposes a different thesis for what
constitutes a dialogue between literary texts and their theoretical
intimates. The discovery of the interconnections is heuristic. The

novels invited into encounter may forge close ties, disagree, formulate
distant friendships or may bond together with a profound passion.

Notes

"Winterson on the Late Show," narr. Jeanette Winterson, prod.
David Evans, dir. David Evans, The Late Show, BBC, 18 October 1992.
Virginia Woolf (1983: 102) insists Shakespeare's sister will the result
of a team effort: "As for her coming without that preparation, without that
effort on our part, without that determination that when she is born again
she shall find it possible to live and write her poetry, that we cannot expect,
for that would be impossible."
The approach to history I have just articulated finds a quite different
exploration in Mieke Bal's Quoting Caravaggio: Contemporary Art, Preposterou
History (1999) where she structures the term "preposterous history."
OED Vol. IV All further references will be to this 1989 edition.
5
Cited in "George Eliot" (Barrett 1979: 156). Woolf traces a development from Eliot's earlier work, exemplified by Mill on the Floss (1860) to
the more "mature" Middleware (1871-2). Woolf notes that the "world of
fields and farms no longer contents" Eliot in the writing of her fiction. The
implication tucked between the prose is that Eliot graduated from
confessional type reminiscences in the making of her fiction to a fictional
study reaching beyond those concerns dealing with the "mist of recollection" (156).
The Question of Things Happening: The Tetters of Virginia Woolf: 19121922 (1980: 390; 391).
Mieke Bal, Narratology: Introduction to the Theory of'Narrative (1997) sets
out a rigorous definition of the term "focalizor" and "focalization" (144159) in order to eradicate the various confusions produced by terms such as
"point of view." Bal states that "focalization is the relationship between the
'vision,' the agent that sees, and that which is seen" (146). Bal makes a
distinction between the act of focalizing and the events which take place in
the fabula, that is, the points of plot which make the narrative regardless of
who is cognisant of them. Bal uses the example of memory as means of
describing a "special case of focalization" (147). The 'story' a person
remembers does not necessarily have to be the one experienced. This
predicament becomes particularly marked in the case of trauma victims. I
will deal with this aspect more closely in my chapters 2 and 5. But following
Bal, it is important to emphasise here that memory's "present" time strategy
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of reconstructing a past event (fabula) relies on focalization. Bal notes that
"memory is an act of 'vision' of the past but, as an act, situated in the
present of the memory" (147).
W o o l f s short article on George Eliot appeared in the Daily Herald,
March 9, 1921. Entitled "George Eliot," it can be found in McNeillie 1988293-294.
See J. L. Austin, How to Do Things With Words (1975: 101-102,
"Lecture 1" and "Lecture 2").
In The Literary Speech Act: Don Juan with J. L Austin, or Seduction in Two
Languages (1983), Felman makes an analysis of promises, amongst the many
speech acts with which D o n Juan peddles his erotic wares. See also Mary
Louis Pratt, Towards a Speech Act Theory of Literary Discourse (1977) for a study
of how speech act theory can be applied to poetics.
11
Thomas S. Kuhn, "The Route to Normal Science" (1970: 23-34)
gives a definition of what constitutes a paradigm and how a shift from one
dominant paradigm to another causes what K u h n terms a "scientific revolution" (12). According to him, the knowledge revealed by Newtonian Optics
was key in causing such a revolution, producing as it did, theories of matter,
particularly the theory of "corpuscles."
12
See Plato, Thaedrus and Letter VII and VIII (1973) for an example of
dialogues. T w o parties begin with opposed arguments which they then
modulate to achieve a degree of agreement or an agreement to disagree.
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The Intimacy of Influence:
H o w to M a k e a F l e x i b l e W e b

Anxiety, I n t i m a c y , a n d H o w to M a k e a L u m i n o u s W e b
Anxiety- and intimacy may work in close alignment but are distinct
concepts, as are the models accounting for them. The first of these two
is the ancestor concept, and is the heart of the matter in Harold
Bloom's The Anxiety of Influence (1973). Since its publication in 1959, this
key work has confronted the question of how, between the generations,
poems exert their influences upon each other. Bloom succeeded in
examining questions about the relationship between poets and
tradition. He did so without treating the latter word as a synonym for a
historical sequence. He does not argue for historical "periods" as forces
controlling or defining their literary harvests. For Bloom, the fruit feeds
the poet who wakes up to the fact that he is already Fallen. Bloom goes
on to claim that "Satan is the modern poet, while G o d is his dead but
still embarrassingly potent and present ancestor, or rather, ancestral
poet" (1973: 20). Poetic sons are doomed to fight their fathers.
Wanting to make the best of their Hell, each son makes a quest for an
impossible goal - originality. Bloom suggests that the artist engages in
an "antithetical battle against nature" (9). The latter word is used
figuratively. The enemy is the literary tradition and its canon. Poets take
up their task despite being "condemned," as Frank Lentricchia puts it,
to "dialogue with their ancestors" and "intertextual continuity" (1980:
330).l In this relationship of hostile dependency, the son needs the
father but needs to vanquish him.
Having said this, the idea that the father's works precedes those
of his sons through a diachronic structure, is upset by Bloom's anxiety
model. Quoting Kierkegaard from Fear and Trembling, Bloom further
defines the poet as one who "gives birth to his own father" (quoted in
Bloom: 56). Bloom's next excerpt comes from Nietzsche: "When one
hasn't a good father it is necessary to invent one" (56). Kierkegaard's
pronouncement could be read as his appropriating for the male a
female act, that of birthing. Yet in this example, the roles of parent and

12

The Intimacy of Influence

child are reversed. Furthermore, it is important to keep in mind that
Bloom cites Freud's essay "Family Romances" (1909). Here, Freud
suggested that when children feel bereft of their parent's love or when
these same children cannot esteem and hence love the mother or father
enough, the parents become replaced with fantasy versions. These
children regard the substitutes as more successful and nourishing. For
the child this game of substitution produces day-dreaming. For the
writer, the game is played with selected ancestors who are chosen or
rejected as efficacious models. 2 In Bloom's statement which is the
epigraph to my book, the anxiety of influence is regarded as re-enacting
this romance. For instance, in fantasy a boy might replace his father
with a King. So in quoting Kierkegaard, Bloom suggests paradoxically
that the act of re-birthing the male parent can involve eliminating the
original father. The King is dead, long live the King newly born. He has
been specially re-generated to compensate for the precursor's failings.
Acts of "re-birthing" and reinvention through fantasy can be
further examined in Bloom's six "ratios," the strategies of revision
deployed to deal with the predicament of incompleteness. Three of
these ratios will provide points of contrast for the intimacy model
which is the keystone of my study. The ratio of tessera defines the
activity of "completing" the gaps in the ancestor's work, but doing so
with the implication that the precursor's contribution did not push
itself far enough (4). Deploying this ratio, the successor brings to the
fore what he considers his predecessor to have omitted. Kenosis is what
Bloom terms a "breaking device;" this offsets the tendency to simply
repeat the ancestor's contributions (4). The precursor poem deflates its
borrowings from the inheritor. Thus this ancestor is also emptied of his
riches (5). If the ancestor is not so emptied, he can overwhelm the
inheritor (37). This process finds itself reversed through the ratio of
apophrades in which the dead father returns as a pale imitation of his
son, thus making the young pretender appear stronger. Through apophrades, the son cannibalises his father's text until the two become
fused. Birthing father, replacing him, cannibalising him, dealing with
him as one besieged by the Flood, offers little in the way of models for
either intimacy or reciprocity. Between Bloom's father and son, a
symbiosis is as dominant as the struggle to escape it. Furthermore,
Bloom conflates the notion of the "ancestor" with that of "literary
work." What is more, despite the determination to produce coherent
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categories by which to measure revision in poems, Bloom conflates the
emotions a poet suffers with the poetic text so produced.
In her canonised, genre-breaking narrative essay, A. Room of One's
Own (1929; 1983) Woolf pursues quite a different strategy for assessing
how to do things with influence. She offers no categories nor formulas
for revisionary force. Rather, she imperceptibly and intricately unravels
a dynamic theory of how women writers can shape their work, suggesting that great writing allows for a separation between excess emotions
and artistic production. 3 Between women writers of successive generations there is little opportunity for an agonising symbiosis as the lines of
literary transmission are so limited. She figures the process through an
important metaphor. Woolf suggests that "fiction" can be compared to
a "spider's web, attached ever so lightly perhaps, but still attached to
life at all four corners" (1983: 41).
The arguments which develop in my study contend that in
Woolf s work, the web is no static metaphor, but through a series of
metonymie connections this web can transform and link up to other
metaphors which are related but different from it. N o t only does Woolf
mix her metaphors and make of this vice a virtue, she performs the
mixing with an alchemist's art, enabling the product to transmute into
kindred, rhetorical figures. 4 The web is a metaphor which has as its
precedent that famous woof and weft of George Eliot's Middlemarch
(1871-2). N o t only is its substance a text in the sense of texture, but it is
also Lydgate's "web" of primal tissue (1994: Book I, Chapter 15: 177).
Woolfs non-static articulation of a web spins not just from her
immediate ancestor George Eliot but to the successor, my contemporary, Jeanette Winterson. The web constitutes the woof and the weft of
the term "influence." Be it active between generations of women
writers, "individual" texts or between theories and literary objects, this
web will be the starting point for my development of a theory of
"intimacy" as opposed to "anxiety." 5
The network of friendships and raptures between works of succeeding generations of women writers, the knowledge and passion
generated between them, form, re-weave and re-shape an already
existing web. As time passes, as Freud's "family romance" is lived and
re-lived through textual probing, the web is re-woven, not just through
the decisive individual experiments of a "strong" poet/writer, but
through intimacy with "parents" and "grandparents." Woolf claimed
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that as writers, "we think back through our mothers if we are w o m e n "
(1983:72). These are mothers who have been transformed from their
parental role into that of friends. Some of these friendly texts may be
argumentative. 6
Writers or poets who are men have problems quite different
from their female counterparts. A comparative reading of Harold
Bloom's The Anxiety of Influence (1973) and Virginia W o o l f s A Room oj
One's Own (1929) might suggest such a hypothesis. Bloom declares that
male poets "wrestle with their strong precursors, even to the death"
(1973: 5). Women poets and novelists, claims Woolf, suffer from a lack
of female precursors. These are crucial. "We think back through our
mothers," she argues, but in the quest for a female tradition, male
writers are not to be discarded. Despite the playful gibe suggesting that
women can learn a "few tricks" from the male canon she lists,
Shakespeare is a writer to whom she will return, and in praise. She does
so to invent a hypothetical predecessor who will be reincarnated into
the future, namely, "Shakespeare's sister" (48; 108). In the Renaissance,
Woolf explains, the "sister" failed because the vicissitudes of historical
conditions would not support her creative endeavours. Addressing the
women writers in the audience, Woolf addresses a collective "you" to
"earn money and have a room of your own;" furthermore, she
recommends living in the "presence of reality, an invigorating life"
(105). The call is for women to become independent and to take part in
the world. Woolf claims that the work of Charlotte Brontë would have
benefited from travel and greater social interaction (67). For Woolf, the
writer's commitments are to an interconnection between cultural life
and tradition, "for masterpieces are not single and solitary births" (63).
She insists that successful pieces of art are a result not just of literary
tradition but the "experience of the mass" (63). She hardly espouses the
figure of the woman writer wandering lonely as a solitary ego
determined to compete with and outdo the forerunners.
For Bloom, monetary economics and class difference are not
the issue. His concern is the literary embarrassment of riches with
which every writer must contend. The male line is crowded out. Bloom
does not include Shakespeare in his list, he explains, because it is
precisely this congestion of influences that the bard could escape: he
had fewer forerunners (11). In The Anxiety of Influence, men who are
writers are not just overwhelmed by their predecessors; they can never
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formulate a friendship which is not troubled by paternal complexes and
exhausting symbioses. Young poets are driven to eat their father's flesh.
A Room of One's Own, however, suggests a process of one woman
writer discovering another and becoming a conduit for both mother
and daughter work, while allowing the distinctions to remain between
the two writers and their texts. I contend that W o o l f s elegant remark
that "we think back through our mothers if we are w o m e n " carries
within it more subtle implications for understanding the influences
between the narrative fictions and essays of women writers. In other
words, Woolf s comment implies more than the "mothers" and the
"women" to which these nouns refer. To more effectively expand on
the possible implications to be teased from W o o l f s sentence I turn first
to some useful semiotic tools provided by the American philosopher
Charles Sanders Peirce.
In "Logic as Semiotic: The Theory of Signs" (1897), Peirce lays
down three semiotic tools in the form of three types of signs: the icon,
the index and the symbol (quoted in Innis 1985:1-23). Reading a
passage from Winterson's Sexing the Cherry (1988; 1989) is not only
aided by Peirce's terms. Winterson's novel actually helps its theoretical
partner to offer its tools not as separate entities, but as capable of
operating as an ensemble.
The opening page of Winterson's third novel finds its hero
Jordan, a seventeenth century adventurer who explores exotic lands and
temporalities, considering life as a letter written in invisible ink. I will
suggest that his description of the letter has a bearing on W o o l f s line
concerning intimacies; the connection between the Woolf and
Winterson text can be usefully sought with friendly help from Peirce's
signs. For Jordan is particularly interested in meanings which can be
both pictorial and linguistic. He considers the Greeks for w h o m
the hidden life demanded invisible ink. They wrote an ordinary letter
and in between the lines set out another letter, written in milk. The
document looked innocent enough until one who knew better
sprinkled coal-dust over it. What the letter had been no longer
mattered; what mattered was the life flaring up undetected (1990:
10).
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Broadly speaking, the passage is figurative, implying that below the
surface of visible, written elements is a life which can no longer be
contained by markings on a piece of paper. This life can flare up to
form new letters from a source "undetected." In Peirce's terms, the
icon is a sign which bears some similarity to the thing it describes. Thus
the "ordinary letter" is an icon, bearing resemblance to those pieces of
paper on which messages are written for a prospective addressee.
Peirce's index requires that it operate contiguously or continuously with
another sign. The paper-sheath as letter is also an index of the "life
flaring up undetected." The flame and the paper touch, that is, they are
juxtaposed. As Peirce notes about the index, it would "at once, lose the
character which makes it a sign if its object were removed, but would
not lose that character if there were no interprétant" (1984:9-10).
Without the sheath of paper and the invisible ink there is no flaring up
of life; without this life, the index of the sheath disappears.
The two signs icon and index are accompanied by Peirce's
"symbol," a more arbitrary operator and more abstract. Printed words
on the page, mathematical formula and abstract traffic signs all constitute symbols. In Winterson's passage, the letter itself can be read as a
symbol for the psyche. Just as the human psyche can be conceived of a
structure which consists of layers, certain of their elements being conscious, others hidden away at deeper levels, so the Greek letter presents
surfaces with explicit messages and other sections full of hidden
symbols. In other words, the letter with its scribbles of invisible milk
forms a complex comparison which is both icon, index and symbol.
T o return to Woolf s hypothesis that women writers think back
through their mothers, I suggest that "mother" is indexical of the
female, literary ancestor; in turn, she is indexical of the text which "she"
produces. Moreover, the word "mother" functions symbolically not as
the symbiotic and troublesome father figure so dominant in Bloom's
work, but as a mentor who offers a detached yet inspiring source of
help for the woman writer. What is more, the "mother" can symbolise
not a person, but a text which functions as a friend. In W o o l f s terms,
therefore, "parent" and "friend" need not be mutually exclusive but
rather, doubly supporting categories. Mothers can develop into friends.
According to Code's hypothesis, friendship includes the notion
that the deals which are struck between different parties may vary.
Deals may require reciprocity on the one hand, yet be subject to
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imbalances and inequalities on the other (95-105). Applying this notion
to narrative and theoretical objects, I would suggest that different texts,
different theories or narrative fictions may be unequal in their interactions. Despite W o o l f s optimism, I should add that the narratives of a
woman writer can reinvent her precursor's work ruthlessly. Rupturing
the web might be a pre-requisite for re-weaving it.7
Women possess, argues Woolf, a capacity for "intricacy" (81).
Not thinking like "great m e n " she continues, a woman discovers even
in a room, a world which to be accounted for, "the resources of the
English language would be much put to the stretch" (83). The implication, here, is that language is a fabric which has yet to be pulled and
extended into as yet undiscovered shapes. When this occurs, the rooms,
these zones of uncharted experience can transform.
The rooms differ so completely; they are calm or thunderous; open
on the sea, or, on the contrary, given to the prison yard; are hung
with washing; or alive with opals and silk...one has only to go into
any room in any street for the whole of that extremely complex force
of femininity to fly in one's face (83).
A room opens onto other spaces, ones alternately humdrum or exotic,
as though "flight" has repudiated limitations. Yet as Woolf adroitiy
remarks, this plenitude of vision on the part of the woman writer has
been born from centuries of being sequestered within rooms. The
mundane, the limited, the incomplete life excluded opportunities for
travel and adventure, weaves for itself an intimacy with all which has
been experienced as lacking.
Intimacies of influence, then, work along the paradoxical edges
of what Woolf theorises and imagines to be a " w e b " which can transform into the rooms which open out onto a landscape. What functions
in the passage above as an unashamed mixing of metaphors between
opals and washing and rooms, becomes further utilised in W o o l f s sixth
novel Orlando (1928; 1977), a comic, fictional biography which through
such mixtures and enmeshings, combines and separates precursor and
inheritor texts. The titular protagonist of Orlando starts out as a man
born in the reign of Elizabeth I. With a startling talent for longevity, the
he who becomes a she reaches a mere thirty-six years old by 1928.
Moreover, Orlando is the male-female personification of the literary
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tradition spanning four centuries. N o t only does h e / s h e refer to an
array of playwrights and poets, including Shakespeare, Marlowe,
Donne, Nick Greene and Johnson, to name but a few, but Orlando
undergoes a miraculous and inexplicable sex-change in the seventeenth
century (1977: 106). This allows him/her to be the first hero-heroine
through which the vicissitudes of the poet's life can be scrutinised.
Orlando's past as a man can act as tradition for Orlando the woman.
Yet the woman poet was once a man who then became a woman. In a
cunning and preposterous twist, Orlando is a one man-woman band of
literary precedence. 8 The man gave birth to the woman; in the fictional
excesses and exuberance of Orlando, if anyone were to write a sequel,
then perhaps the woman might change back to the man. " H e " would
then be able to think back through himself as a male and female writer.
In A Room of One's Own, Woolf sets the woman writer on a map
of male as well as female precursors, though the female line is one of
her important concerns. Women writers need their tradition. The
already existing one consisting of men can be traced, but the women's
line is threadbare; that is so is problematic. It is the longing to seek
friends, rapturous interlocutors, mothers, daughters, male writer friends
when necessary, disagreement as well as agreement which inspires the
woman writer. By so doing she takes on the burden and invitations of
that web of tradition.
It would be to indulge another sort of family romance to either
imagine or argue that influence is a process entirely nurturing. Recreation can necessitate destruction, misunderstanding and damage.
The journey of re-inventing one's ancestors will not allow a flight into a
Utopian quest. In an essay on the heritage of George Eliot which pays
special attention to Middlemarch, Woolf pays her respects to Eliot for
ensuring that her narrative fiction acknowledges through her heroines,
the demand "for something which is perhaps incompatible with the
facts of human existence" (quoted in Barrett, 1979: 159-160). Furthermore, Woolf commends Eliot for exercising "far too strong an
intelligence and too broad a humour to mitigate the truth because it
was a stern one." Re-inventions may be achieved, but between
women's texts the disturbances which haunt them may not devolve
from the over-burden of male precursors, but from the weight of
ideology which still keeps women's narratives hidden away, particularly
if they experiment with form. In Sexing the Cherry, Jordan discovers that
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his "own life was written invisibly, was squashed between the facts"
(1996: 10). The evolving tradition of women's writing and women's
theoretical work has had to find techniques for deciphering the
invisible ink of the cultural palimpsest. In the process of re-weaving, rips and ruptures may be incurred.
Creating new patterns and new configurations through the web may
require tearing away the cobwebs. The "forerunner's" sections may be
damaged if the process of renewal is to take place. This passion for reinvention may incur a price. What is damaged and left open may return
like the Freudian repressed. As an essayist, Winterson is dismissive of
Victorian fiction.9 Yet my reading of Gut Symmetries (1997) suggests that
the text includes strands which could be strengthened by being reconnected to nineteenth-century threads. The novel might be read with
Bloom's apophrades in mind; despite the eschewing of the nineteenth
century novel, its ghosts re-appear. Put alternatively, so-called "realist"
novels may prove to be learned in strategies more often associated with
their modernist inheritors. In turn, these spirits carry heritages which
can be tracked back to the Renaissance and to texts predating the
sixteenth century. There may be stopping points, or mandatory places
of "origin" which, in turn, imply even more sites of inception.
When narrative subjects return to what might be accounted for
as a place of origin, she or he may find a starting point which requires
still more negotiation. The epigraph to Sexing the Cherry employs the
metaphor of a dynamic terrain, that is, a matrix of "empty space and
points of light." Space and time travel is made possible through the
novel's determination to be "antithetical," to borrow Bloom's word, to
the convention that narrative space and time obeys rules of unity and
consistency. Jordan of the seventeenth century becomes a young Navy
recruit in the twentieth, if only for a couple of pages (117-121). Jordan's
co-narrator D o g Woman, a giantess of Rabelaisian proportions, can
also move from the seventeenth into the twentieth century. Doing so,
she raids the Pentagon in Washington to challenge the Arms Race
(122). After this she incarnates into a woman suffering from the consequences of mercury poisoning (123). The fact that there are two
principal narrators who can take on different identities and who,
unbeknown to their own reincarnations, can challenge the notion of
time's linearity, questions the idea that an account of history is adequate
if it divides experience into past, present and future tenses.
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The novel's quantum mechanic web articulates the inexorable
nature of the human predicament as it attempts to forge forward but is
frequently re-routed backwards. Jordan sums up the predicament of
pursuing journeys which curve back to a familiar place.
The shining water and the size of the world.
I have seen both again and again since I left my mother on
the banks of the black Thames, but in my mind it is always the same
place I return to, and that one place not the most beautiful nor the
most surprising (1989:17).
The old parts of the web must be returned to again and again as though
the woman writer is fated to forever weave and disentangle her work,
so that through repetitions where no one iteration will be identical,
what is damaged can be confronted.
The metaphor of the "web" not only connects to those figures
which lie at the heart of the novels of all three women writers, it is a
metaphor which transforms and further, contiguously links to related
metaphors. In Woolf s seventh novel The Waves (1931), the six principal
characters are also narrators, each made from verbal particles of fine,
textual consciousness. The six soliloquies interweaves time, shared
experience and even what might appear to be the solipsistic sensibilities
of each identity. These monad-like inner worlds are nonetheless
synthesised from the filaments of common experience which unite the
six: Bernard, Susan, Neville, Jinny, Rhoda and Louis variously
experience their round of love affairs, marriages, careers, births of
children, disappointments and ultimately, death. Each stage of the
characters' lives is followed through the books' nine sections. Each of
these represents a phase of the characters' lives as they grow from
childhood through to old age. Bernard is an important presence in the
book, taking on the task of narrator in chief, being responsible for the
novel's closing and epiphanic section.
The one character who is not a narrator, w h o m Gillian Beers
terms an "opaque" figure, is appropriately called Percival (1996: 85). He
is a vital focus for the dreams and aspirations of the other characters.
Like Parsifal, he is represented as the ideal knight whose quest for the
Grail is vicariously experienced by his friends. His untimely death midway through the novel sets the characters into crises. Around these the
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poetic texture of the work modulates, both prior to and after the actual
death. Around the abyss left by death the six friends bond through
language, rhythm and metaphor. The poetic description of waves and
sunlight which constitutes each italicised passage introducing a section,
figures much more than the diurnal cycle of tides. Waves as theorised
by early twentieth century physics become metaphors and metonymies
for energies forging and breaking apart the subjectivities of the six
figures whose renewed, mutual encounters constitute the fabula's
fabric.10 The Waves also adopts the metaphor of a tree and its branches
to explore how characters grow through each other. Each of these
metaphors connects contiguously to another, or becomes mixed,
almost self-consciously. In other words, the metaphor of the "web"
becomes connected to or even grafted onto the "wave" and "tree"
metaphors.
Such a strategy, however differently, is deployed in Sexing the
Cherry, where the notion of time and subjectivity being formed from
"empty space and points of light" transforms into the photosynthesising energy of plants as they are grafted into new hybrids. In Jeanette
Winterson's Gut Symmetries, the web finds its formation through the
most contemporary ideas of modern physics. Newton theorised a
universe of three dimensions but, as the "Prologue" tells us, it now
consists of ten. Our paradigm for understanding the universe has
expanded and multiplied; the forerunner's work, that is Newton's, has
been added to richly. Moreover, be it the hyperspace dimensions of Gut
Symmetries, the anti-gravity spaces of Sexing the Cherry, the energy curves
of The Waves or the fractured yet self-generating and temporal webs of
Mrs. Dalloway, the web is the "medium," to adopt George Eliot's term,
through which characters and narrators become intimate with desire
and passions which would otherwise remain in the shadows.
As Woolf notes in A. Room of One's Own, art worthy of its name
produces the "incandescent" and nothing is "impeded" (55). Here, the
web conjures associations of energised filaments, electrical circuits
which act like superconductors. In W o o l f s view, what prevents the
flow in fictional writing is a "writer" subjecting the fictional form to
ineffective distortions. In terms of modern narratology, one might say
that the implied author rudely interferes with the role of the external
narrator. This will happen, argues Woolf, when a wrong is being
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thrashed out. Charlotte Brontë, for instance, betrayed a rageful voice in
Jane Eyre. It is such anger which impedes incandescence.
When the current of energy can flow without hindrance the web
can give the illusion of existing without other supports. Woolf weaves a
metaphor for a fiction which
is like a spider's web, attached ever so lightly perhaps, but still
attached to life at all four corners. Often the attachment is scarcely
perceptible; Shakespeare's plays, for instance, seem to hang there
complete by themselves. But when the web is pulled askew, hooked
up at the edge, torn in the middle, one remembers that these webs
are not spun in mid-air by incorporeal creatures, but are the work of
suffering human beings, and are attached to grossly material things
(1929: 41).
The main thrust of Woolf s argument throughout A Room of One's Own
is that unavoidable networks of political and social reality are what have
prevented the development of a female tradition. Shakespeare had
advantages denied his sister. The web he wove is finely wrought,
imperceptible almost, as one might imagine with W o o l f s delicate mix
of metaphors. A web so finely wrought might give the impression of
being pure light. His female contemporaries, however, suffered human
conditions disallowing them the privilege of producing something so
"lightly attached," the word "light" serving a double connotation as
both weightless and incandescent. Yet what this metaphor implies, is a
web to which all can contribute. Woolf does not allot separate
metaphors for male and female lineages. They partake of the same web.
There is no "female" texture distinct from that of a "male." N o r indeed
does Bloom, whose entire book assumes throughout that tradition is per
se, male. So what is Woolf s "difference in view" if both male and
female writings weave themselves out of the same web?
The notion that socially and psychically, human subjects are all
constructed through a shared medium, finds a parallel model in Jacques
Lacan's notion of the "symbolic order" in one of its most crucial
dimensions, language. This is the structure which pre-exists the arrival
of the human infant and makes that child into a gendered subject.
Lacan's symbolic follows in the tradition of Saussurean linguistics. The
framework implied is both social, cultural and comprises a coundess
number of sigmfiers which represent subjects in relation to each other
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(Lacan 1986: 279). The arguments which follow below will explore the
degree to which Lacan's notion of this symbolic order can be adjusted
or re-formulated. This can occur when the model is engaged with
related theories such as those of Judith Butler and Kaja Silverman. 11
These politicise the notion of the symbolic order.
Bloom's model of male tradition does not deal with social
contingencies except as the continual inspiration and tyrannies of forerunners who crowd the scene. Bloom's concept of tradition uses
literary myths - the poet is like fallen Satan - and psychoanalytic
deployment of myth - the poet is blinded like Oedipus or the child-like
adult of the family romance - as mediums constituting poetic
development. Woolf s text does not deny the possibility of reading
tradition in this way. She gives many examples of how men solidify
themselves through similar "histories," myths and fictions. What she
does offer, however, and which is not accounted for in Bloom, is the
recognition that the web of female tradition is woven from social as
well as psychical facts. The exploration of influence in A Room of One's
Own accounts not only for the personal conditions and literary products
of women writers, but links these to the wider monetary, social and
cultural web of the world at large. As a result, W o o l f s agenda is
political.
Webs are structures which can be pulled back and forth, being
made to connect through repeated movements. Roland Barthes shared
Woolfs sense of textuality, developing the idea of the spider to
symbolise the role of the narrative subject who "unmakes" him or
herself in the "constructive secretions of its web." 1 2 With each movement, is the implication, this spider-subject removes and replaces,
makes and unmakes that which is both web and itself. This miniature
narrative is an analogue to Freud's papers on the vital processes of
psychoanalysis. The subject of the analyst-analysand interaction
emerges through transferences which conjure the subject as a totality
but which also challenge that unity by eliciting discourse which unravel
those identifications to which the subject anchors herself. Psychoanalysis requires that the subject formulate and destabilise herself into
the web of narrative discourse. The repetition of this process, the
constant movement of making and unmaking, is very broadly speaking,
what constitutes traversal.
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T h e D y n a m i c L o o p o f Traversal: R e m e m b e r i n g , R e p e a t i n g
and Working-Through
The greater the resistance, the more extensively will acting out
(repetition) replace remembering. The ideal remembering of what has
been forgotten which occurs in hypnosis corresponds to a state in
which resistance has been put completely on one side (Freud,
"Remembering and Repeating" (1914). 13
What, then, does he who has passed through the experience of this
opaque relation to the origin, to the drive, become? How can a
subject who has traversed the radical phantasy experience the drive?
This is the beyond of analysis, and has never been approached. Up
to now, it has been approachable only at the level of the analyst, in as
much as it would be required of him to have specifically traversed
the cycle of the analytic experience in its totality (Lacan, Seminar XI:
The Four Fundamental Concepts of Psychoanalysis 1986).

The word traversal surfaces for the first time in the closing section of
the seminal Seminar XI (1986). The concept is left enticingly incomplete. Though introduced at the seminar's eleventh hour, "traversal" is
not an afterthought. Lacanian notions such as "lack," "transference,"
and "phantasy" modulate towards "traversal," a term cunningly undefined. I suggest that if this key concept be kept dynamic, it will be
enriched through interactions with the literary texts and other theoretical models. But equally importandy, my contention here is that traversal
as an organic notion is already implied in those papers of Sigmund
Freud considered to be corner-stones of his paradigm. Two examples
are "The Dynamics of Transference" (1912) and "Remembering,
Repeating and "Working-Through" (1914). I will read these papers so
as to develop the initial aspects of my term traversal. I suggest that by
bringing it into dialogue with the literary fictions at this study's heart,
traversal will emerge as a model difficult to reduce to a series of ratios.
While predicated as a theoretical model, traversal will transform and
enrich itself by being engaged with both fictional and contemporary
theoretical works. In a subsequent section I will explore Judith Butier's
notion of "citation" and Kaja Silverman's theory that the "gift of love"
can be made active. In their own idiosyncratic manner, these models
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contribute to an evolving model of traversal. In this dynamic guise, the
model is fundamental to any notion of textual intimacy.
In "Remembering, Repeating and Working-Through" (1914),
Freud reviews what psychoanalysis does with patients. These
"analysands" suffer from symptoms. They want to be relieved of them
(SE XII: 147). Their troubles stem from the "resistance" which inhibits
the analysand from remembering what caused the illness in the first
place. Resistance blocks access to the unconscious. 14 As Freud explains,
if the resistance can be broken down, then a process of remembering
will occur, particularly of what happened in early childhood (149).
Freud does not tackle the tricky issue of what exacdy can be meant by
the notion of "remembering." Ten years later, Freud's model of the
"Mystic Writing-Pad" (1924) will discover memory not as a substance
to be seized, but as itself a dynamic of representation. The past will be
theorised as relying on the present moment as much as the business of
reducing resistance.
The paper of 1914 focuses on "remembering" as that which can
be opposed by "repetition." If a memory is blocked, the patient "acts
out," behaving or speaking in a manner which unwittingly performs the
memory without this being recalled. The task of "working-through" the
resistance enables repeating to give way to remembering (147-152). The
problem for the analyst transpires when the patient, about to remember
something crucial, conjures a strong resistance which gives way to yet
another bout of acting out.
One example of remembering struggling with repetition can be
found in Winterson's second novel, The Passion (1987; 1988). When
Villanelle, that web-footed gambler of human hearts states "You play,
you win. You play, you lose. You play," she describes an impulsive action which refuses to reminisce upon its cause (1988: 66). Villanelle's
psychology is not the prime issue. As one of the novel's narrators she
produces a text which both acts out and undergoes working-through.
Possible precedents to the gambling compulsion do transpire in earlier
parts of her narrative. What she "works through" is a prose poetry
which responds to the lacunae in the text, but only to a degree. There
are levels at which The Passion not only refuses to engage in workingthrough, but reflects on the short-comings of the presupposition that to
have everything signified is a useful goal of interpretation.
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Literary texts, though, are not human subjects. A novel does not
suffer from symptoms nor "express" the desire to be alleviated from
whatever cannot be remembered or from whatever remains in the text's
lacunae. As Mieke Bal suggests, psychoanalytic criticism does not, or
should not, consist of diagnosing characters but of understanding how
texts affectively address the reader on a level that comes close to unconscious preoccupations" (1997: 121). Grappling with what is meant
by an "affective address" and, for that matter, understanding where a
theory of interpretation and one of affect overlap, is of crucial import
to my inquiry.
The 1914 paper emphasises the importance of psychical work
done upon affects. Freud refers to Breuer's technique of "catharsis"
(147). From its Greek connotations, this word means purgation and
purification. Freud ends the 1914 paper by emphasising the importance
of achieving the "abreacting of the quotas of affect strangulated by
repression" (108). This is clearly part of the job to which psychoanalysts are committed. T o abreact is to engage in a process of
working-through which releases the patient's free associations which, in
turn, should result in rememberings conveyed through spoken text.
Together, analyst and analysand can collaborate to produce still more
interpretations which conjure yet more spoken text. But after so much
cleansing what is the crystallite which will remain? In the closely related
paper, "The Dynamics of Transference" (1912) Freud suggests a
possible answer by way of clarifying what underlines the psychoanalyst's daily battle.
This struggle between the doctor and the patient, between instinctual
and intellectual life, between understanding and seeking to act, is
played out almost exclusively in the phenomenon of transference
(108).
This tussle can go on endlessly. The cycle of repeating, remembering
and working-through has an equivalent in Lacan's illustration of the
dogged process as an internal figure " 8 " (1986: 270). In Freud's terms,
circuiting the loop should not mean going around in circles. Results are
expected, even though the price comprises peregrinations. With each
turn of the process, the product should be the manifestation of
"emotional impulses" which the patient can fit into the "nexus of the
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treatment and of his life-history" (SE XII: 108). The last word is
pivotal. As the loop is pursued, more is added to the narrative of the
analysand's life.
The process of undergoing a cycle of remembering, repeating
and working-through, which adds, piece by piece to a life-history, has
its analogue in the activity of interpreting literary fiction. A particular
theory can elicit from a text those meanings which might otherwise be
repressed. A certain approach to decoding, however, might uncover
little or become lost in the fictional text's lacunae should it enforce a
strategy encountering resistance. Furthermore, the narrators of literary
texts can be caught repeating themselves. In The Passion, the young
French soldier Henri would persuade readers that his tales of adventure
on the battle-field and in love are true. His claims to veracity he
underlines with the statement " I ' m telling you stories. Trust m e " (1988:
160). I infer that he protests too much. In his discourse lurks a lie. If
this were not the case he would hardly need to act out his sincerity. O r
with self-irony, this narrating character draws attention to the
possibility that narrative fiction itself comprises a series of acting outs
which need to be interrogated before they will proffer their secrets.
When texts affectively address the reader, they are not just
affecting that reader's emotions. Affects define unconscious energies
which when bound, connect to ideas which can generate yet more
affects and ideas. 15 In interpreting a narrative fiction, the reader might
produce yet another instance of narrative, which either repeats its
object or, quite differently, produces a tale, fictional or theoretical. This
tale adds to the evolving "life-story" of what critics have traditionally
termed, the "primary source." Furthermore, and highly relevant to my
study, the literary "object" can also incite resistances in the theoretical
paradigms. I propose that engaging the two in mutual dialogue can
elicit the working-through of blocks in the theoretical model. Thus the
latter can come to have its own "life-history," one which attests to the
dynamic life of a paradigm (Bal 1997: 57).
Thus the process of remembering, repeating and workingthrough can occur between theoretical and literary text in a manner
which is either mutual or plain imbalanced. Different theorists, fictionwriters and film-makers set up different contracts between the
paradigm with which they engage and the "creative" product. For
example, in the introduction to her book on Lacan, Shoshana Felman
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emphasises the anti-institutional quality of the French psychoanalyst's
work. She states that not only did his oeuvre become a "tool" for her
"enhanced literary understanding" but that her literary studies helped
her to "gain" a "clearer insight into his own work" (1987: 5). The
contract here between psychoanalysis' output and literature is one of
mutual support. Both help each other. Both are good friends. Oddly,
little friction is claimed to have taken place.
Another example contrasts with this. The gruesome tale from
Totem and Taboo (1913; SE XIII) in which Freud tells of the savage
brothers slaying the primal father is encountered by Bai in her essay
"Myth à la lettre: Freud, Mann, Genesis and Rembrandt, and the story
of the son" (1987). She tackles the story of the brothers by deploying
the tools of narratology. I will follow her reading because, next to the
approach stipulated by Felman, Bal's analytic strategy will aid me in
suggesting the shape of my own shifting contracts between theoretical
and fictional texts.
For Bal, Freud's citing of the brothers who join forces to slay
and eat their tyrannical kinsman, is "pseudo-historical." It is so in a way
which reveals much about the inception of narrative and myth-making
(1987: 68). 16 She begins her unmasking of Freud the story-teller. She
does so by comparing two definitions from Laplanche and Pontalis'
dictionary. The first is "phantasy" and the second is "primal phantasy."
As I weave my model of traversal, I need to quote both entries, for
both will become informative.
Phantasy (or Fantasy): Imaginary scene in which the subject is a
protagonist, representing the fulfilment of a wish (in the last analysis,
an unconscious wish) in a manner that is distorted to a greater or
lesser extent by defensive processes (1988: 314).
Primal Phantasy: Typical phantasy structures (intra-uterine existence,
primal scene, castration, seduction) which psychoanalysis reveals to
be responsible for the organisation of phantasy life, regardless of the.
personal experiences of different subjects; according to Freud, the
universality of these phantasies is explained by the fact that they
constitute a phylogenetically transmitted inheritance (1988: 331)
Bal draws attention to those elements in the discourse which lend
themselves to narratological unmasking. In the second quotation, the
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scientific and universalising claims about what all humans are supposed
to experience gets caught out in the word "fact" and the phrase
"phylogenetically transmitted inheritance." As Bal points out, the "fact"
constitutes an "objective fallacy." I would add to this that the second
definition begs the question of what in fact is supposed to constitute a
fact. Furthermore, as Bal notes, the second definition parades as thirdperson narrative, as if there were no protagonists inside the story with
its plot of precursors, of sons taking on their father's legacies. A
"narrative fallacy" is at work here, she suggests (66). This is committed
when narrative pretends to be explanation. The first definition is more
open about its narrative elements of scene and protagonist. If scenes
are part of fantasies, as the first definition proposes, then logically such
scenes would be operating in the primal fantasy.
Bal's next step is to take her insights and apply them to Freud's
"story of the sons." Her procedure reveals much about what may be in
the realm of theory-to-object interactions, a necessary inequality (6668). Bal delineates the way in which Freud's narrative deploys the techniques of focalization. This invites "us" into the scene. According to
Laplanche and Pontalis' definition, scenes involve "us" in our own
distortions and, by definition, the activation of our resistances. Hence, I
should add, our affective interactions are elicited.
It is useful to recall here my earlier reference to "affects." If the
literary and theoretical text elicits our fantasies, it is also confronting
our resistances. Thus such a theoretical narrative involves us in the task
of binding affects (abreactions) not all of which are our own. But
beware of the "us." It is a plural pronoun which universalises.
Narratives can also invite this projection.
Furthermore, Bal highlights Freud's gift as a story-teller. He uses
"fairy-tale" conventions such as "one day" and, like Darwin and Frazer,
he uses the techniques of the eighteenth-century novel in which the
deployment of "reliable sources" signifies "fictionality" (67). Thus the
fictional parades as the theoretical. Bal is frank in putting narratology in
the position of the knowledgeable party who can suss out the object of
analysis. The inequality between analyst and analysand, between the one
who can unveil secrets and the one who suffers symptoms finds a
parallel in Bal's reference to Freud's "story." She describes it as his
"most crasQi, most creative phantasy" (67, my emphasis). The tale has
gone bonkers. Its resistances have been uncompromisingly challenged.
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Felman's optimistic implication that there can be a flattering
friendship between theory and object is different from Bal's fertile exercise in creating an inequality between the two domains. Together, the
two examples proffer different contracts binding together the allegedly
theoretical and "creative." Contracts between theoretical and literary
works can vary considerably, moving between precious compromise
and necessary inequalities. The procedure of remembering, repeating
and working-through is never static nor formulaic. And some of this
has been said before. 17 My contribution to this debate, though, is this.
The hypothesis being explored throughout this study argues that the
unequal liaisons or tentative intimacies between psychoanalytical and
literary texts finds its corollary in the intimacies between the fictional
works of Eliot, Woolf and Winterson.
I contend that by engaging these intimacies, a productive model
emerges; it is one which can contribute to a feminist, literary and critical
practice which avoids the pitfalls of allowing any one model of
interpretation to dominate and obfuscate another. The title to my study
mentions "narrative" and "theoretical" fictions. Narrative fictions
broadly define the novels in this study, though as I have just explained,
theories can be caught in narrative modes. Theoretical "fiction" is a
term which will apply to those theories which deploy narrative fiction
as a method of aiding their form and conveyance. Theories do not only
operate in critical discourses, but make their homes in narrative fictions
in camouflaged forms or quite openly, eager to strike up a "dialogue"
with the reader. Thus narrative and theoretical objects can enter into
dialogue with each other, argue together, reject one another or even
"make friends" within a novel or between the novel and the theoretical
model. 18
Whenever two parties meet, a transference will take place. In
Freud's "The Dynamic of Transference" (1912), the topic of workingthrough is not explicitly mentioned. The psychoanalyst's job, though, is
defined as "seeking out the libido" which resistances keep unconscious.
Resistance can be confronted by or, in contrast, produce positive or
negative transferences (SE XII: 105-107). The doctor aims to conjure
the patient's free associations. A positive transference involves the
patients' libidinous impulses coming to the fore. These may be directed
at the doctor. Once summoned, the affective energy can be dealt with
to help the patient fit the newly emerging material into her or his life-
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history. When the transference becomes negative, the resistance is once
again in control, and the free-flow of material becomes blocked (104108).
The negative transference finds its corollary when the patient
repeats or acts out. When positive, what is enhanced is the figuration of
unconscious impulses, that is, remembering. When these are integrated
into the developing life-history, which can be close read as it emerges,
then a working-through takes place. The problem for the analyst is that
the two types of transference, both necessarily linked, can often cancel
each other out. The struggle between "understanding and seeking to act
out" suggests Freud "is played out almost exclusively in the phenomena
of transference" (SE XII: 108). When understanding gets the upperhand, then progress can be made. This comprehension relies on the
patient being helped to disentangle a certain aspect of the transference
which may be at the cusp of being either positive or negative. Briefly
recalling Lacan's diagram of an internal figure eight helps to clarify
Freud's description of the paradoxical movements of transference. The
patient may launch herself on a series of productive associations. These
come about because the unconscious libido has been summoned. But
this process can equally well turn against both patient and analyst. For
libido can instil regression. If this process becomes hostile, the transference has curved into the negative loop of the figure eight.
When regression takes place, argues Freud, what has been
revived are the "subject's infantile imagos" (102). He takes the term
imago from Jung. Freud suggests that the "father-imago" or "motherimago" can be cast upon the doctor. While these projections can be
useful, they can also inhibit further free associations. The projection
onto the doctor becomes the "most powerful resistance to the
treatment" (SE XII: 101). The next question to consider is whether and
how this transference model is performed by literary texts.
Exploring the two types of transference in rhetorical terms,
Cynthia Chase evaluates ways in which this model can apply (1987:
211-232). Broadly speaking, she traces the argument in Freud's two
papers to define the two conflicting modes of transference as type one
and two. The former constitutes a tropological dynamic whilst the latter
results from the subject's projection of imagos. Chase defines type one
by paraphrasing Freud's notions of transference from The Interpretation
of Dreams (1900). 19 She suggests that the "transference of affect from an
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unconscious idea onto a preconscious o n e " comprises type one (Chase
1987: 212). But even though the second type which inhibits the first is
directed onto the doctor, it too involves an "idea." So a cut and dry
distinction between the two types will be problematic.
This is even more the case when it comes to analysing texts.
Chase argues that the "'hermeneutic" enterprise of interpretation (type two
transference) demands a specific meaning couched in a "voice." T o
approach the "poetics" of the text (type one) is to explore not what the
text means, but how it goes about producing its meanings (213). T o
disentangle the devices of meaning, to puzzle through the networks of
metaphors and metonyms to extricate what is being hidden, engages
with the products of the first type of transference. Through its agency,
it may be possible to unravel a text's lies, secrets and silences.
When Bal highlights the story-telling conventions in Freud's tale
of the sons, she is challenging the historical message he claims to tell
" u s " all (his hermeneutic enterprise) by drawing attention to his
rhetorical and narrative strategies (the poetic enterprise). In Chase's
terms, working-through would take place when the unravelling of the
text's strategies fathoms more meanings than would be produced if the
hermeneutic enterprise took the upper-hand.
Just as different contracts between theories and literary texts can
vary, so can those deals struck up between literary texts from different
generations. One novel may become intimate to its other by drawing
attention to its devices whilst still contending what its forerunner might
"mean." When Chase refers to transference in its first sense, that is a
reading which highlights the poetics of the text, she is, in the light of
Freud's 1914 paper, defining the process of working-through. But for
this to be achieved, the second type of transference is required.
As Freud emphasises throughout his two papers, one mode of
transference cannot be conjured without the other. It would not be
possible to explore the manner in which a text unravelled itself, or
performed the same service for a literary or theoretical intimate, if the
hermeneutic level of meaning only was active. Examining the poetics of
a textual enterprise is to engage with the working-through process only.
By itself, this movement would be insufficient in tracking intimacies of
influence. Although an analysis of the poetics of literary and, theoretical
practice challenge and unmask its hermeneutic dimension, it would be a
mistake to reads texts and their contracts with each other as involving
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the constant mastery of this dimension. Even when a hermeneutic
interpretation inhibits one which unravels the text's poetics or
manipulation of narrative, the resistances produced will be of
consequence.
This brings me to the first aspect of the model of traversal.
When the hermeneutic and poetic levels of interpretation are in struggle
and invite an analysis which finds resolution between them, then
traversal takes place. This aspect of traversal does, in some respects,
correspond to Paul de Man's terms of "figuration" and "disfiguration"
and his ideas about the constant unravelling which takes place between
the tropes of metaphor and metonymy. These will be examined below.
Interpretation is not a question of working-through meanings
which sort out the novel's "life-history." For if this were the case, the
possible readings which could be delivered would be most limited.
When novels remember and repeat another intimate work or, when
they act out against a "friend," when novels conjure the two transferences, one pitted against another, then meanings may emerge which
collide and contradict. Friendships between literary or between
theoretical models are not always about agreement. An interpretation
which takes traversal into account will find dissension a matter of vital
interest.

Tussling and Pleasuring in Middlemarch,
work of Paul de Man

Orlando

and the

At the beginning of Chapter 15 (Book 1), the external narrator of
Middlemarch claims that h e / s h e belongs to a group of "belated historians" (1994: 170). They are not like their predecessor Fielding. He
has a "place" among "colossi." In comparison to this giant, the external
narrator worries that his/her "chat would be thin and eager." Yet when
introducing Fielding, the external narrator refers to "A Great historian,
as he insisted on calling himself (170, my emphasis). Here is a strand of
irony. Perhaps the man has made himself great through self-advertisement. The external narrator will not be doing likewise.
I at least have so much to do in unravelling certain human lots, and
seeing how they were woven and interwoven, that all the light I can
command must be concentrated on this particular web, and not
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dispersed over that tempting range of relevancies called the universe
(170).
Narrating can be jolly hard work. Or perhaps it is not. If the extract has
a point worthy of hermeneutic delivery it is that the narrator suffers no
delusions of grandeur. Moreover, he/she has faced the limitations of
the times. What is more, he/she has her work cut out. It is pointless to
waste energy on attempting to tell the story of the universe. Yet if this
is the case and is not an issue, why bother the reader with the
admission? The narrator has claimed to lack the space which Fielding
had to make "copious remarks and digressions" (170). But the passage
itself is a digression.
Such detours are even more prolific in W o o l f s Orlando. The
narrating protagonist could beat Fielding at his own game. The novel is
replete with remarks about the joys and agonies of the writing process.
Tussling with a conceit which sits uncomfortably, the narrating
protagonist asks "why say Bedfellow when one's already said Bride?
Why not simply say what one means and leave it?" (1977: 78). The
protagonist's plea for a state of hermeneutic innocence is hilarious,
given that h e / s h e is dedicated to tropes, to puns and complaints about
being overwhelmed by too many metaphors (78).
In this section I shall explore literary detours as examples of
tension between language as a mode of acting out and language as a
process of working-through. Once they are made intimate with each
other, the metaphors and metonyms of the excerpt from Middlemarch
and the quotations from Orlando can be both capable of positing and
deconstructing one another. The result of this is not cancellation but a
traversal of the anxiety of influence which leads to surprising pleasures.
This traversal begins with a repetition. Eliot's narrator cunningly
pretends no aspirations to Mr. Fielding's stature. But the implication is
that the eighteenth century novelist remains a pestering ideal. Selfeffacement is a performance, a rhetorical strategy. Acted out is an
anxiety that h e / s h e cannot match up to the ancestor. Orlando acts out
a different though related anxiety. His problem is the "disorderly and
circuitous way in which his mind worked;" furthermore, he experiences
confusion as to "why the oak tree flowered and faded so often before
he came to any conclusion about Love" (78). Throughout the novel the
tree is a symbol of the burgeoning of time, of generations, of the rise
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and fall of literary forms. As Orlando's work becomes intertextually
enmeshed within this cycle of efflorescence and decay, he finds it
difficult to posit a definitive statement about "Love." Yet by so
claiming this difficulty, he unwittingly acknowledges the provisionality
of the positing act. To try and make a statement of fact about love, that
is, to have recourse to what is in speech act theory the constative
dimension of language, may be frustrating. W o o l f s text brings home
this point by offering us an example of Orlando's eccentric and
hilarious poetics. Orlando bemoans his "circuitous" habits of writing.
Eliot's narrator complains that h e / s h e is not great enough to digress,
but does so anyway. Oddly enough, Orlando's "disorderly" mind
performs that which is inherent in literary praxis - the tropological
aspect of language detracting from the hermeneutic function.
This detraction takes place when a struggle ensues between what
may be broadly termed "literal" as opposed to "figurative" language.
Tropes are crucial to this process. These tropes are often button-holed
under the definition of "figurative" as opposed to "literal" language.
This opposition proves misleading. As Paul de Man's work relentlessly
argues, so-called literal language can serve the purposes of figurai
discourse and the latter can enhance an apparent literalness. As de Man
insists (1979), language has the function of producing syntactical forms
which offer literal and figurative meanings. The choice of which is to
be adopted can produce even more connotations. These can both
embrace and reject the alternatives. 20
What de Man defines as "rhetoric" is not a hold-all for "tropes."
Rather, it is how these interact with each other and the grammatical
structures which would otherwise keep in check their figurative
departures. As he remarks: "Rhetoric radically suspends logic and
opens up vertiginous possibilities of referential aberration" (1979: 10).
Thus for de Man, the study of rhetoric comprises not merely the
exploration of categories or a detailing of how grammar operates;
rather, rhetoric studies how grammar is figured, how tropes generate
from apparently logical, de-familiarized meanings a variegated range of
potential interpretations.
Furthermore, de Man argues that while metaphor and metonym
need to be formally distinguished, treating them as a binary opposition
instead of exploring the field of interaction between the two, would
lead nowhere. Both metaphor and metonym work for, against and with
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each other. The one can show the qualities of itself in the other. D e
Man does not mention in this context The Interpretation of Dreams (1900)
in which Freud explores condensation and displacement as resulting
from unconscious processes transferred onto the preconscious (SE TV:
282-286). 21 Freud's dream analysis has been examined through semiotic
analyses which link the distortions and displacements of dream images
with tropes. Kaja Silverman (1984) makes important distinctions
between condensation and displacement, metaphor and metonymy,
without making either of the paired terms entirely parallel. In
condensation, various significations cluster into a new signifier.
Displacement takes place through a chain of contiguous terms (1984:
89). Silverman defines metaphor and metonymy as having more
sophisticated functions than merely corresponding to the terms
condensation and displacement. Rather, "metaphor and metonymy
mediate between the extremes represented by the other two sets"
(1984: 109).
For Eliot's narrator, the web is a metaphor for the narrative
process. Yet equally well, the strands within it connect to other
untracked, webbed domains in that wide beyond, the "universe." By
virtue of being renunciated, these web-like terrains may indeed beckon.
The web as metaphor condenses many signifiers, including the will to
be self-effacing. But condensed there too are desires lacking totalities.
These desires search of their way out of the webbed town of
Middlemarch. They set out along a contiguity of threads leading to
unknown destinations. For Orlando, the metaphors do more than
intimidate. They take him around a circuitous route of contiguities
which leave him in a muddle. Metonymy can lead to all sorts of
distractions and displacements, all of which in unison correspond to the
"Oak Tree," that metaphor for life and generation.
Thus metaphor and metonymy are bound to each other, serving
each other's functions yet mutually loosening the grip of one over the
other. When Orlando seeks to be expressive about "Love" with a
capital L, he aspires to tackle Love figured as a personification. This
could also be regarded as an "imago" in Freud's sense, as the prototype
of a human figure is implied. But such a figure will be broken apart by
the volley of metaphors contiguously linking to the image of a tapestry
(78). When Orlando considers "What is Love?" (77) this question acts
to

37

hustle Books or Metaphors of What one lives for into the margin,
there to wait till they saw their chance to rush into the field again.
What made the process still longer was that it was profusely
illustrated, not only with pictures, as that of old Queen Elizabeth,
laid on her tapestry couch (77-78).
Books are made contiguous with metaphors which line up in margins
waiting to dash off onto a "field." Perhaps it is one of battie. The
contiguous connections between the pictures and the tapestry implies a
weaving of visual images which make a narrative text. Thus the visual
texts of pictures and tapestry and the maternal imago, Queen Elizabeth,
are vulnerable to a working-through and to their images being extricated by a juxtaposed reading which unmasks the entire passage as a
complex thread-work of metonyms.
In his essay "Shelly Disfigured," de Man insists that the positing
power of language, the determination to claim that X = Y, is a sham
(1984: 114-115). Orlando would pin down Love. Orlando would posit
its meanings. I should add that to make X equivalent to Y, is to enact
the metaphorical process. Orlando's musings on love do quite the
opposite. Metonymy unknots metaphor. The tropological deconstruction taking place in Orlando's interior monologue disturbs
metaphor, and by implication, the metaphorical veracity of her poem
"The Oak Tree." Its very title is iconic of a tree, which in turn
symbolises a family tree and hence generations. The poem's title thus
signifies metaphor as a generative force. However, Orlando's
reflections enable metaphor to be read metonymically. Thus the
metaphorical power of genealogies is de-stabilised. The poet's authority
is rattled. When de Man refers to his concept of disfiguration, he draws
attention to the manner in which figures of thought come to be
obliterated. When something is forgotten such forgetting combines
with the re-emergence of what is forgotten, or what de Man terms "the
repetitive erasures by which language performs the erasure of its own
positions" (119). Here is the rhetorical enactment of repetition in which
the unconscious acts itself out through transference. It does so onto a
trope giving clues to the effect that erasure is being conducted.
For Eliot's external narrator and Orlando's narrating protagonist,
the erasure is not about cancelling out the self of narrative subjectivity.
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Critics often cite the narrator's reference to the web as an example of
scientific performance. His/her putting together and pealing apart of
the strands is compared to the experimental method. Yet these vital
insights overlook a more obvious point. The web-making is also clothmaking and sewing. Traditionally, this is a female occupation. The
external narrator who will not confess its gender, will not aspire to
being the hotshot eighteenth century novelist; rather, h e / s h e will
concentrate passion on a female activity transformed into narrative art.
The web is refused a synecdochic function. In other words, the reader
is discouraged from associating the act of sewing as a "part" activity
which stands in for the "whole" of narration. The mastery of the precursor is renounced. The anxiety of influence is of male precursors. If
the inheritor takes on some of the master's legacy, then logically, some
part of the web would be handed on. By dis-entwining and piecing
together the narrative web, Eliot's narrator disfigures the tapestry of the
precursor. Between anxiety and its undoing traversal takes place, to be
continued in Orlando.
Woolfis novel further repeats but also enables a workingthrough of the predecessor's female anxiety, further developing what is
implied even in Eliot's text, to be the hard but rewarding activity of
weaving. Orlando may suffer the anxiety of metaphorical configuration
but there is the fun of comparing literature to saucy figures such as
Brides and Bedfellows. The caprice of the metaphors jaunting down the
page acts out libidinous joys, waiting for the realisation of a conceit
which Orlando can achieve. But he will not. The ecstasy will be
delayed, the working-through will be on the threshold of completion so
that traversal can continue. From the external narrator of Middlemarch,
Orlando's protagonist has further lifted the burden. The anxiety of
influence has given way to the delightful frustrations of textual intimacy
buoyed by intimations of libido.
Fantasy Making and Theoretical Fictions
How can a subject who has traversed the radical phantasy experience
the drive? This is the beyond of analysis and has never been
approached (Jacques Lacan 1986: 275).
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The first stage of building a traversal model involved making intimate
literary, psychoanalytic and rhetorical approaches. W o o l f s calling to
women writers to respect tradition, to study it and to "think back"
through the underestimated lines of female, literary heritage can be
aided by Freud's model of remembering, repeating and workingthrough. Texts and intertexts between generations of women writers
need to be recalled from the shadows, put into action repeatedly by
their inheritors and submitted to a working-through which can reinvent the durable elements of these ancestor texts into idiosyncratic
new forms. Rhetorical theory allows the movement and interaction of
tropes to be read as engaging the fundamental tension between acting
out and working-through.
The second stage of building a traversal model requires examining what is meant by the term "radical phantasy." Tackling exactiy
what Lacan might mean by the qualifier "radical" means returning to
the two definitions - "fantasy" and "primal fantasy" cited earlier. The
latter was posed as a phylogenetic phenomenon. Furthermore, according to Laplanche and Pontalis' reading of Freud, primal fantasies can be
sub-divided into limited categories. As Bal has noticed, in the definition
of "fantasy" the word "scene" also comes to the fore. The n a r c o l o g i cal elements of mise-en-scene and the subsequent staging of focalizors are
already implied in the reference to the "imaginary scene" and the
factors "representing the fulfilment of a wish" (Laplanche and Pontalis,
1988: 314).
A focalizing agent would be required to apprehend the objects
of the imaginary discourse. Thus the fantasy and its "primal" off-shoots
are implied to be part of the cycle of remembering, repeating and
working-through which functions in the process of traversal. This, in
turn, can be explored within the paradigm of narratology. This might
throw light on the question of whether fantasies can indeed be organised into primal and secondary units. For if this is the case, fantasy as
an imaginary construction is also reliant on the influence of precursor
versions.
According to Laplanche and Pontalis, "primal phantasies"
involve a complicated definition which is bound up with that for
"primal scene" (1988: 331). They explain that Freud considered the
material of prehistory to be absorbed into fantasy life. In Introductory
Lectures on Psychoanalysis (1916-17), Freud considered castration to be a
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primal phantasy because he inferred it to have been actually carried out
by the fathers of archaic times (SE XVI). Laplanche and Pontalis add
to the list. Other fantasies of origin are included, namely, that of
"seduction" and the "primal scene" (332). The former is a fantasy of
the origin of sexuality, but is problematic in Freud's oeuvre and became
abandoned (Laplanche and Pontalis 1988: 404). The primal scene
defines the child's fantasy of its parents having sexual intercourse. This
scene is constructed by the child as involving the father's violent act
towards the mother. Again, according to Freud's contention that these
scenes are part of a phylogenetic heritage, following Bal's reading, they
would also be narrative experiments making claims to prehistorical
validity.
T o what extent these primal scenes may be a part of the psychical lives of individuals is not within the scope of my study. However,
what is of note is the psychoanalytic model of fantasy. Fantasies are
curious interweavings of truth and lies. They are inevitably exercises in
focalization. Like the process of dreams, psychical material becomes
submitted to distortions, condensations and displacements. By definition, a fantasy will contain its resistances which, once figured and
worked through, enable the fantasy to be re-configured into yet another
narrative. The transferential process constantly involves tackling
fantasies.
As the life-history develops, the transferential process continues.
This would mean that even the emerging narrative of a patient's life
requires constant re-interpretation. The task of self-reflection, of
recalling the past and representing it yet again, is potentially endless.
Logically, even the life narrative as it develops contains imagos and
their further narrative contexts (fantasies) which must be subject to yet
more rememberings and repeatings before even they can be worked
through. Thus the emerging narrative of a patient's life will be a
fantasy-in-process. The developing document is what is both
understood and acted out.
My argument is not that patients leaving psychoanalysis are still
caught up in their fantasies. For Freud, understanding was the goal.
Patients might hope to leave their analysis having reduced the resistances in their stories and therefore having won a limited victory over
their symptoms. Yet logically, there is no narrative account which is
bereft of focalization. N o narrative is without fantasy. According to
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Lacan, the symbolic order of language and the law never operates
alone, but interacts with the "imaginary" of perception and fantasy will
always accompany it.22 To what extent a patient going through analysis
discovers the "truth" is not an issue. Literary texts, unlike human
subjects, are imaginary constructions and are, therefore, inescapably
woven through fantasy. Yet having said this, a literary narrative is not
equal to a fantasy, because fiction is not without the intervention of
ideas, ideologies, the ethical, the moral, the theoretical and above all,
the symbolic as a dynamic force.
In Jonathan Culler's formulation of framing, literary works
"contain metalinguistic commentary" (1987: 199). Reflections,
comments, judgements, equivocations, the expression of doubts and
anxieties about characters, plots, the deployment of tropes and literary
procedure in general, are an active part of story-telling. Eliot's narrator
and Orlando have already furnished examples. These narrative agencies
are not surrendering to the imaginary; they engage with it in order to
tackle it, utilising the symbolic, the medium of language and narrative
technique as aids in breaking up the dominance of the imaginary.
T o put it crudely and to invoke here a useful cliché, narrative
practice is about the activity of meaning-making, not just as an abstract
exercise, but as a political and cultural praxis. Furthermore, theories
also narrate. The hermeneutic procedure can be helped along not by
being brought into an antagonistic encounter with the text's poetics,
but by the two being made intimate with each other in a manner which
is demanding, in a procedure which grapples with the resistance forcing
apart hermeneutics and poetics. In the job of tussling, the fantasy is
submitted to continued work, its shape and form and content being
reproduced and shifted. In this sense, traversal is that which operates
on fantasy. Theories may also contain their primal scenes, their
fantasies. Whilst these may not be necessarily the exact type stipulated
by Freud, the resistances in a theory can be submitted to traversais
every time they encounter a narrative object and its theories within.
If primal scenes and fantasies do have phylogenetic sources,
then these "originary" forms imply yet more precursors. Whatever the
historical status of these ancestral forms, they are accessible only
through the fantasy. Put simply, it is useful to understand a fantasy as a
narrative which has a precursor. In this sense, the term "primal" is a
misnomer. For if there is a phylogenetic heritage, then preceding the
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primal scene there will be yet another. Access to it may only come
through displaced sources. Even though Freud was keen on the notion
of originary fantasies, he also indicated that the concept of things
"primary" was itself provisional.
In section VII of The Interpretation of Dreams (SE V: 509-610),
Freud reviews his model for the human psyche. He uses the term
"mental apparatus" (762). Although he does not state this explicidy, an
apparatus is a machine. It is not just a metaphor for the psyche. It is
one which contains its own sections and compartments. Freud remarks
on this choice of models:
... what I had in mind was not merely considerations of relative
importance and efficiency; I intended also to choose a name which
would give an indication of its chronological priority. It is true that,
so far as we know, no psychical apparatus exists which possesses a
primary process only and that such an apparatus is to that extent a
theoreticalfiction"(SEN: 603).
T o speak of the primary and secondary processes at all is a necessary
fiction to help with the task of theorising. I infer from Freud's remarks
that fiction, and by close association, narrative, is an indispensable tool
not just for getting the point across (the hermeneutic task) but in taking
apart the theoretical apparatus. To take to pieces a theory is analogous
to close reading a text's poetic strategies and its interweaving of tropes.
Moreover, this is because theories can operate as theoretical fictions.
Knowing that the latter are devices might prevent the one who deploys
them from taking them too literally. More specifically, what Freud's
comments do imply is that the notion of the "primary" finds its
corollary in the concept of a theoretical fiction. Narrative levels which
can be read as functioning importantly for the overall structure of the
text, may be functioning in this "primary" way, but also do so as theoretical fictions.
One important "ur" text and theoretical fiction to Orlando is
Shakespeare's Othello. This latter work is both a historical precursor and
enables the narrative of Orlando to divulge its theoretical as well as
narrative secrets. In Woolfs novel, Othello is repeated, forgotten,
remembered then re-worked in forms which are politically challenging.
The process is two-way. Orlando can also take its role in helping Shake-
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speare's play to signify in unexpected ways. T o use Mieke Bal's terms,
Othello could comprise the "embedded fabula" which "explains and
determines" the primary one, as well as allowing the latter to also do
some explaining (Bal 1997: 54). Orlando is both the protagonist and
character who narrates at the second level, accompanied at the first
level by an external narrator, the biographer, who is in charge of the
primary fabula. As Bal emphasises, the role of the embedded fabula is
not just explanatory. Its function has consequences for the novel's
poetics. Moreover, if Othello is more "primary" to W o o l f s novel, it is
because Shakespeare's play is the historical precedent. In order to
maintain some sense of Freud's term "primary" without claiming this
to be a primal scene, I will adopt his term "theoretical fiction" to
characterise those narratives, embedded or otherwise, which refer to
precursor texts from the literary tradition.
Furthermore, Middlemarch intimately approaches Orlando. Eliot's
"Prelude" refers to the mythical tale of Saint Theresa. The "Finale"
makes a reference to Antigone. The myth of this Greek heroine and her
narrative as dramatised by Sophocles are implied. As such, these texts
are not embedded at the second level. They are intertextually cited at
the first. But as precursor fictions which impact on many aspects of
Dorothea Brooke's story, Theresa and Antigone are the protagonists of
a theoretical fiction. Between the novels and their theoretical fictions,
much is remembered and repeated. Winterson's Sexing the Cherry
embeds within it a precursor myth which, as a theoretical fiction,
disquiets the optimistic control of the primary fabula. Between the
novels, fictional workings-through bring new theories to the fore. What
it is to make rapture rather than love emerges as one product of the
combined traversais.
Another form of theoretical fiction, one which combines the
narrative and the theoretical through its own complex tradition is
Freud's theory of the Oedipus complex. It is one of the corner-stones
of the psychoanalytic paradigm. There is the mythical tale of Oedipus,
then Sophocles' play, both precursors to Freud's theory which deploys
focalizors, protagonists, actors and characters. What is more, Freud
produced more than one version of his theoretical fiction. I will be
bringing these versions into intimate quarters with Middlemarch, Mrs.
Dalloway and The Passion. The resulting embeddings between the
fictional theories from the novels, as in Lydgate's scientific quest for
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the ultimate tissue of life, produces a maze. Through this labyrinth,
Freud's theory perhaps emerging as a re-worked novel, the novels
potentially discovering their paradigms within. Here, traversal may pose
the greatest onslaught to the distinctions between theory and fiction.
Theoretical fictions can manifest themselves as embedded
narratives. By "embedded" I refer to Bal's notion that an "embedded
story can explain the primary story" (1985; 1997: 53). The two stories
present two fabula, one can be at a secondary or tertiary level to its
primary counterpart; on can reflect upon the other. 23 The intertexts
within and between Daniel Deronda, The Waves and Gut Symmetries are
not, strictly speaking, of a precursory type. I return to the concept of
mise en abyme and married this to Eliot's concept of parable. The former
Bal terms a "mirror text" (1997: 57-58); the latter Hillis Miller defines
by way of Eliot, as a technique for repairing distorted vision (1992: 76).
O n e half of Daniel Deronda splits off into a mirror text which, in turn,
melts and ripples apart, its imagos transformed into tropes which pave
the road forward from nineteenth century realism to early twentieth
century modernism. The Waves contains within it a lady writing. She has
no discernible place in a precursor narrative, but she does offer a key to
the novel's poetics. Gut Symmetries fragments into monads which repeat
mises en abyme from Eliot and fail to remember those from The Waves.
The traversal of these cardinal narratives leads to the formation of a
paternal figure most unlike that of Freud's tale of the primal father.
The ultimate and most enigmatic focus of traversal is a textual
black hole around which narratives accrue but into which they dare not
venture, although they encounter it closely. Freud's Beyond the Pleasure
Principle (1920) approaches not only the topic of repetition but of death,
that unknown which perhaps no traversal can ever entirely circuit.
Between Daniel Deronda, The Waves and Gut Symmetries, fictional theories,
that is, ideas and narratives about science abound. The products of
traversal which emerge may be the force of "death" which offers many
challenges in the task of naming, defining, theorising and narrating its
various functions.
In short, none of the novels can be interpreted upon the basis of
static definitions of what constitutes a primal scene or fantasy. Through
the different chapters, different models are posed - theoretical and
theorising fictions, Oedipal narratives, mise en abymes and an imagined
structure, a theorising fiction which should test the limits of my own
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enterprise. At the end of The Four Fundamental Concepts of Psychoanalysis
Lacan chooses the word "radical" and not "primal" to define the
fantasy which has been traversed. Radical is an apt word, for it captures
not something necessarily primal, but that narrative-in-process which
has vital import in whatever respect it is idiosyncratic to a particular
novel or theory. At the end of his 1912 paper on transference, Freud
notes that "when all is said and done, it is impossible to destroy anyone
in absentia or in effigie (1958: 108) Behind the radical fantasy is that which
can never be reached. Traversal is the quest to re-mould what is in
absentia. The past can only be healed in the present. The literary
tradition is made new in the contemporaneous. The dead, as T. S. Eliot
said, come with us.
Between any of the three novels which are the source of interpretative adventure in this study, the task of bringing new meanings to
light occurs between the novels and those radical fictions and theories
which mediate them. Traversal operates through the process of
remembering, repeating and working-through of the narrative and
theoretical forms of what has been broadly termed the "radical
fantasy." When the three-tiered process of remembering, repeating and
working-through produces a specific form of narrative embedding,
when this process occurs in one novel or links together any two or
three novels, and when the radical fiction/theory is returned to through
abreaction, then traversal takes place. When a confrontation and negotiation between the two types of transference occurs, with its radical
interlocuter at work, be this within one text or between textual
intimates, then likewise, a traversal leaves its trail.
Political Makings: Let M y Abjects Free
For Lacan, traversal releases the analysand from being under, and from
constructing, the hypnotic power of the analyst (1986: 272). To do this
requires the psychoanalytic process to help the analysand "cross the
plane of identification" (272). When under the analyst's gaze, the
patient, at some level, identifies with the analyst. According to Lacan,
this is a necessary stage in which the analysand is caught in an imaginary
bond with the analyst. The aim is that the analyst become the Other,
that is, the element who brings the analysand into the cutting edge of
the symbolic order. 24 Yet equally well, as Lacan's diagram of an internal
figure eight implies, crossing the plane of identification, loosening the
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grip of the analyst's mastery comprises an activity that goes around in
circles, generating small shifts one at a time (271). I infer that what
happens after the radical fantasy has been traversed takes theory into an
arena of terra incognita. Freud's two papers in transference and workingthrough argue for analysis reaching a resolution. The closing sections of
The Four Fundamental Concepts leaves a trail of question marks. Despite
this, if Lacan implies some quest for resolution, then it is that the
analysand no longer approaches the analyst as master, or the "subject
who is supposed to know" it all.25 If Lacan is to be followed à la lettre,
the terms of power and the attributing of that status between analyst
and analysand should shift as a consequence of traversal.
Between literary texts and theories, this process of negotiation
can be potentially endless. If this were not the case, scholarly and fictional works would no longer be open to interpretation. As cultural
ideologies shift, so too do the contracts of friendship or disagreement
between the objects of cultural analysis. Psychoanalysis has encountered many challenging second persons, not just narratology, but feminism, transnational or postcolonial theory, gay and lesbian theory to
name a few. In this section I will suggest that Judith Butler's work on
"performativity" and Kaja Silverman's model of the "active gift of
love" are some of the theoretical intimates who will be making
important contracts with the novels in this study.
The process of remembering and repeating can refer to more
than the mechanism by which affects inscribe and mould individual
subjects. Psyches together produce the psychical topography of
cultures. The web which as metaphor implies others contiguously
linked to it, symbolises in the Peircean sense a cultural enmeshing of
psyches. It is relevant here to recall Lacan's concepts of the symbolic
and the imaginary. In that the former constructs the subject through a
field of prohibitions, that is, acts and behaviours which support or
break the law and the norm, the symbolic order has an ideological
function. 26
Tackling what this function involves requires turning to the
tricky endeavour of theorising "construction." Judith Butler critiques
this notion as it is received through the notion of gender in Bodies that
That Matter: the Discursive Umits of "Sex" (1993: ix-xii). For as a concept,
notes Butler, it is reliant on its own "discourse" (xi). The notion that
gender is all around us and that physically as well as psychically it is
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inescapable, implies that there is no prediscursive "sex." Butler
addresses herself to the task of returning the notion of bodies and of
sex into the discursive field. Her job is to discover where sex can be
materialised. This task leads to reconsidering the concept of "gender
construction" (1993: 7). For if this happens to a " w e " or an " I , " then
logically notes Butler, someone or something must be involved in
"performing" this construction. This is not just an activity or mode of
self-expression (9). The concept of interpellation, notes Buder,
precludes notions of agency, having recourse rather to the concept of
identity as an effect within the social order of things.
Yet to follow this logic, and to do so bearing the Lacanian
"subject" in mind, brings with it yet more pitfalls (1993: 12-14). 27
Lacan's notion of sexed subjects presupposes that the symbolic order is
a structure into which all subjects are obliged to fit themselves, making
the sacrifices which are needed. Lacan's symbolic order affords little
room for its subjects to shape it, to bend it, to re-define it without them
being considered overtaken by the imaginary. In this sense, Lacan's
symbolic order does not sit comfortably when signified by the
metaphor web. Anything web-like has more capacity to pull and bend;
it can be broken and re-fastened, melted and re-configured with less
risk of damaging the fabric. By "damage" I mean the process by which
the imaginary can deteriorate the structure. Yet such damage may be
productive if it involves a radical breaking-up of the text as texture so
that this can be re-configured. What I have already emphasised, though,
is that the metaphor of the web carries more than one connotation. It is
thus conceivable to figure an apparatus as behaving like a web, if that
apparatus has malleable parts capable of bending, melting and reshaping. This figuration has productive implications for the conception
of theories in the cultural disciplines. Often for theories the word
"model" is deployed. These would not be adequately metaphorised as
pieces of hard-ware, but flexible structures which can be re-shaped,
though not without much intervention.
Butier's concept of "performativity" can extricate the bodily
subject from being both disembodied of sex and conceived only as that
constructed through gender. It entails the interaction of both sex and
gender through a series of iterations. Butier nuances the old notion of
construction by defining it as a "process of materialisation that
stabilises over time to produce the effect of boundary, fixity, and
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surface we call matter" (1993: 9). The temporal dimension is crucial to
an understanding of performativity. The concept does not refer to
theatrical performance, but to the manner in which norms repeat
themselves and in which the law is cited through being materialised
again. Any assumption of "sex" is thus a product of the citation of
norms and prohibitions (12-13). As power is cited, so it forms
sediments, or what constitutes its materiality (15). In the case of heterosexuality, norms are cited through the prohibitive intervention of identificatory processes (15). The tendency to identify as a heterosexual
both cites and performs a series of already performed identifications.
But with every repetition, something can go awry. The identification
may warp and that which it represses may, if even to a small extent,
induce changes in the subject's life.
Butler's topic of "phantasmic identification" gives closer
attention to the way in which longings which have been made "abject,"
that is deemed disgusting and to be repudiated, can begin to work their
way into signification through iterations and the gradual lifting of
prohibitions. 28 Politically, non-heterosexual identities have a long
history of being deemed abject. Identification with what is valorised
and repression of the abject is what installs a heterosexual identity. But
what is abject will return. The repressed will, with every citation, fight
its way back in. If prohibitions are lifted, then this repressed has a
chance of configuring itself. This may occur at another price. Many
lesbian and gay identities are instituted at the cost of repressing the
heterosexual affiliation. O n e prohibition replaces another. O n e term of
power replaces another. The repudiations involved, argues Butler, are
effected at the price of a certain violence (118).
It is for a mitigation of such violence that Butler calls. Her
intellectual plea is for a questioning of liberal humanism with its
emphasis on tolerance and sympathy. Butler argues instead for a radical
mode of practice in which psychical working-through becomes political
practice. Butler claims
That identifications shift does not necessarily mean that one identification is repudiated for another; that shifting may well be one sign of
hope for the possibility of avowing an expansive set of connections
... It will be a matter of tracing the ways in which identification is
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implicated in what it excludes, and to follow the lines of that implication for the map of future community that it might yield (119).
She makes connections here between the challenging of personal
identities and how they effect a wider community. Furthermore, the
emphasis on "avowing an expansive set of connections" implies a type
of working-through, a bringing to the fore of previously repressed
significations which effect the configurations of ideology.
T o return to Lacan, the traversal of the one-to-one psychoanalytic interchange requires transforming the relations of power. The
patient no longer desires to be the analyst, but rather, to seize her own
sense of lack and desire, and not to have it filled up by the analyst.
Following Buder, I suggest that traversal in the political field involves
the rememberings (citations) and repeatings (performances) which,
through easing of violent prohibitions exercised through heterosexuality (the father's name as signifying the power of mastery), those
connections, those previously abjected identities can come to the
surface. 29
Working-through may be that process whereby "expansive"
connections grow, shift and illuminate the cultural web. T o aid this, it
may be helpful not to repudiate but to loosen and complement that
factor of paternal authority which, in psychoanalytic terms, is the
signifier par excellence of the law, of the symbolic order. In cultural terms,
traversal does not incite anarchy. Rather, traversal is a painstaking
process of iterations which can only shift the symbolic order (theorised
as a dynamic force) stage by stage. Gradually, what has been abject may
not be set free, but may certainly discover more leeway.
Of George Eliot's Middlemarch, the Marxist critic Terry Eagleton
suggest that it is a "triumph of aesthetic totalisation deeply suspicious
of ideological totalities." 30 Eagleton overlooks the novel's sophisticated
utilisation of the web and other choice metaphors. Throughout
Middleman}], those who pursue totalities become unravelled by
ambitions which can be traced back to ideological imperatives.
Eagleton claims, however, that Middlemarch never entirely succeeds in
critiquing the ideology which forms its woof and weft. The novel
"projects back into the past," he complains, "its sense of contemporary
stalemate" (39). I take issue with such an approach later on, suggesting
that the alleged conservatism of the novel is interpreted as a type of
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critical over-determination which would read the notion of radicalism
as an array of characters stomping through the novel like rebels with
burning causes. Dorothea Brooke may end up a house-wife and
Lydgate may have a Victorian attitude towards women. But the novel's
levels of narration, particularly in the sophisticated modulations
between external and character narration set up a system of traversais
which can be taken over by later literary works and theories. In
Middlemarch, the Darwinian model has an important place. If characters
and contexts are to change, the evolution will be slow. Lydgate iterates
the ideologies of his forefathers, yet these betray signs of transformation. In Middlemarch, ideology is submitted to experimental tests. These
cause changes in the narrative's deployment of novelistic form. Middlemarch does not function as a conservative piece of realism.
Drawing attention to what has been culturally under-valorised is
a task taken on by many of the novels in this study. Middlemarch features
those who fail in precisely those places where they would excel. Daniel
Deronda's production of Jewish characters was politically groundbreaking. 31 Mrs. Dalloway takes as its subject a figure who is middleaged, middle-class and a housewife, or one who would generally not
star in the heroic narrative. Clarissa Dalloway is not the young,
troubled, questing heroine typical of late nineteenth or early twentieth
century fiction. 32 The traumatised Septimus Smith comes lower down
the social echelon than Mrs. Dalloway. Moreover, the novel weaves
into its discourse the interior monologue of a street tramp. As Gillian
Beer remarks in a title to an article, The Waves could be about
"anybody," freely incomplete and unremarkable (1996: 74-91). In
Winterson's Sexing the Cherry the imposing D o g Woman reflects on how
"hideous" she is with her "few teeth" all "black and broken," her
person attended by a stinky regiment of dogs (1989: 24). Winterson's
novels often focus on the abject and the undervalued, rallied for the
purposes of de-familiarising the familiar and making narratees more
capable of treating as a second person, subjects and their habits which
would otherwise remain devoid of glamour.
In Kaja Silverman's The Threshold of the Visible World (1996: 2),
one of the main topics addressed is how identificatory practices can be
utilised as "political tools." Social and cultural practices of visual identification cause "certain subjects to have access to a flattering image of
self' (1996: 29). Advertisement, photographic and film technologies
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offer representations which of what is culturally valorised. What falls
into the shadows of the culturally confirmed, is not offered for identification. Silverman carefully follows Lacan's theory of the "Mirror Stage"
and beyond to discover why subjects are strongly normative in their
identificatory practices. 33 An important explanation lies in the
mechanisms by which subjects idealise. The "visual imago" which lures
within the mirror, gives the onlooker a sense of entirety which offsets
the dangerous sensation that the body may fall to pieces (10-17). As
Silverman explains, idiopathic identification finds the subject wanting
to absorb another, so as to be like her or him. Heteropathic identification facilitates a projection of the bodily ego onto more unfamiliar
points. The idiopath idealises what she/he can identify with. The
heteropath is more functionally capable of idealising without identifying, is more able to find a delusory connection between the bodily ego
and served up images.
Silverman makes clear that she does not argue against idealisation. Without it, life would be intolerable (37). Idealism is part of life.
But the question is how it can be brought to bear on what society
would visualise as abject, as uninteresting or non-normative.
Silverman's response is a practice termed "making active the gift of
love" (1996: 77). Before an ideal can come to life it needs libidinous
investment, Silverman reminds us (80). Though such acts of endowing
the ideal produce pitfalls. The beloved object becomes used as an egoideal who can compensate for the lover's sense of deficit. In The Passion,
Henri, one of the novel's two main narrators, experiences the bitter
lesson of doing this. He adores his Emperor Napoleon to the point he
fights wars and sees horrors. In fact, Henri "invents" his idol. This
idealised figure Henri needs as a narcissistic support. The intimacies
involved in idealising without identification require the act of selfreflection as much as unavoidable projection.
Silverman emphasises that the active gift of love is not
something which can be conferred at will (80). What is normatively
idealised emerges from the unconscious. What society presents to us as
the ideal can affect and effect us powerfully. H o w a human subject
engages with the gift of love depends on how she negotiates her
idealisations once they have formed. In this context, Silverman cites
Freud's term Nachträglichkeit, or "deferred action." 34 T o this end, unconscious idealisations, through the after-effects of conscious
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processes, can "de-substantialize" (80). In her study, Silverman engages
with films which activate this process. To decompose unconscious
idealisations requires "intimates" who catalyse this dissolution. This
process is a pre-requisite for a love which does not eat its subjects alive.
I will be taking Silverman's and Butler's theoretical approaches
and engaging them with their ancestor texts, that is, Freud's papers on
transference and working-through. My procedure can reveal intimacies
between the theories of Freud and those of his female inheritors.
Silverman's entreaty that conventional idealisations be de-substantialized can be grounded in Freud's notion of working-through. This term
does not define a complete product. What is so crystallised will be
always necessarily work-in-progress. Likewise, in Silverman's conception, deferral can be inferred to be an ongoing process which leads to
further idealisations. Yet these undergo transformation. Repeating finds
its analogue in idiopathic identification. Though not equivalent, these
two terms are closely connected. Repeating defines an acting out which
may not be idiopathic.
In Daniel Deronda, Mordecai has spent his life seeking a friend to
whom he can pass on his soul. A lifetime of futile attempts might
suggest that he is repeating an old, repressed sense of displacement
which will not come "right." But eventually it does. His longing to take
Deronda into himself is also a heteropathic gift of soul. Character
psychology aside, what is important for the novel's affective interaction
with its readers is this. Mordecai is Jewish. He would have been treated
with contempt by many members of the gentile, Victorian readership.
This negative identification on the part of readers would have been part
of a series of citations from Christian, anti-Semitic ideologies. That
Mordecai discovers his soul-mate with a character with w h o m the
external narrator identifies, draws the Victorian audience into those
very idealisations which would challenge its prejudices.
Silverman's theory of the active gift of love and Butler's notion
of performance are both closely linked. Both concepts enable idealisation to be teased apart from identificatory practices at textual, as well as
social and cultural levels. Both theories involve notions of repetition as
iteration, in the case of Butler, and deferred action, in the case of
Silverman. Where there is a painstaking process of repetition which
gives way to new formations, the dramas of traversal are in action. The
path is long and hard. It requires many movements both backwards and

53

forwards. As the drama unfolds, the arguments between conscious
practice and unconscious tendencies refuse easy solutions.

Conclusion: N o Figure, N o Fiction, N o Theory is Final
The multifaceted theory of an intimacy of influence does not consist of
'ratios, but is woven from different disciplines: rhetorical, literary
historical, psychoanalytical and narrative, to name its basic elements.
"Narrative" does not define only the area of narratology, but suggests
the potential for each discipline to utilise narrative techniques. Flexible
and dynamic, the intimacy model does not necessarily consist of an
equal balance of the theoretical and narrative parts which this chapter
has set out. When friends meet, one party might tailor her or his subject
and mode of conversation to accommodate the other. The two may
experience disagreements, but their friendship will encourage each
party to find common ground with the other. When approaching a
literary work, the intimacy model will foreground certain of its elements
over others. It will do so to enhance the co-operation with its
interlocutor, even if this involves a conflictive debate. Likewise, the
intimacy model can act as an go-between to help facilitate such cooperation between novels of different generations. N o meeting
between two or three parties needs to be equal. Though despite the
asymmetries and the lack of mutual familiarities between the model and
fictional/theoretical
object, surprising acts of reciprocity may come to
light.
Traversal is a dynamic theory partly supported by Freud's
studies of remembering, repeating and working-through; the kernel
notion argues that when parental imagos are dismanded, greater insight
and knowledge is released. When Woolf acknowledges Shakespeare as a
precursor, she does not install him in the position of a father to fight or
obey. N o r does she acknowledge him as a writer whose batdes with
predecessors contaminated his work. Woolf argues that Shakespeare's
"mind" produced "revelations" which do not remind us of a writer at
all. She claims that the expressive needs to "protest, to preach, to
proclaim an injury" do not characterise his work (1983: 55). Instead,
she emphasises, Shakespeare's "mind was incandescent, unimpeded"
(55). I have already drawn attention to W o o l f s reference to an incandescent web. In other words, the "mind" of the unimpeded artist is
associated not with the imago in action, but with the wealth of cultural
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connections and meanings which is greater than personality. If the Bard
has been constructed as a parental imago, Woolf elegantly submits this
transference to poetic dismantling.
Yet Woolf does not go to the opposite extreme of disembodying the writer, as though she or he were merely an abstract agent in the
production of cultural signs. Woolf argues that Judith Shakespeare, the
Bard's sister "will put on the body which she has so often laid down"
(108). W o o l f s biographical essay treads a delicate line between positing
a writer's identity before disentangling this notion into tropes which
suggest that literary works are more wide-ranging than individual
personality. Thus intimacies of influence can be best studied between
narrative and theoretical texts, amidst the inter-linking and re-weaving
patterns of the web and the intriguing tensions caused by the hermeneutic pitted against the poetic level. Yet having said this, to recall
Barthes' extended metaphor of the spider's web, the writing spider
herself is not treated as entirely absent. The comments made by
novelists about their own writings and those of precursor's can shed
light on the connections or fractures between textual threads.
The very use of the word web suggests an oxymoron, a
theoretical comparison which cannot entirely capture the object to
which it refers. The web is a theoretical fiction in the following respect.
While the spider's web is made of one texture, those of narratives and
theories are not made of homogeneous material, but assembled from
many constituents and many tropes, non of which can ever be final.
Theories deploy narratives just as fictions argue and theorise. 35 In turn,
these theories may assemble any number or ensemble of collaborative
or indeed, rival theories.
It is not enough to claim that a theory can be defined as a
"theoretical fiction" merely because it combines in various tropological
patternings a mixture of theory and narrative. Some narratives may tell
a straightforward story. They stimulate tensions between fictional and
theoretical concerns, between the work' s hermeneutic and poetic levels
and between different ideological layers. Theoretical fictions do not
merely place themselves within the framework of tradition; rather, they
argue back, re-evaluate and reconstruct what has come before. When
Freud first mentions the notion of a theoretical fiction, he is referring
to his analogy between human psyche and a series of optical lenses. The
paradigmatic revolutions of the seventeenth century did not just take
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their cue from Copernicus. Newton's studies on optics took a key role
in re-working entire areas of knowledge. 36 Freud's body of work
constitutes a paradigm which orchestrated its own revolutions in the
field of knowledge. Furthermore, to compare the human psyche to a
system of lenses prefigures the notion of the psyche as a machine, a
notion which has become a staple of late twentieth century models of
neurobiology and robotics. 37
The novels which contribute to the evolving web of this study
engage in influences which can be both prefigurative and retrospective.
The novels do not only "think back" through their female precursors
(and some of their male counterparts), as major works of literature they
intimately encourage their readers to think back, through, across and
even ahead of themselves. Beyond this horizon lies an unknown literary
future in which both authors, readers and texts are endlessly creating.

Notes
1

In "The Spirit of Revenge," Frank Lentricchia (1980: 319-346)
reviews both The Anxiety of Influence ana Bloom's sequel to it, A Map of Misreading (1975). Though giving credit to Bloom for putting the question of
tradition back on the map, and doing so against the ancestor movement of
New Criticism with its excessive stress on the autonomous aesthetic object
(1980: 319-324), Lentricchia is caustic about the drawbacks of Bloom's
project. He refers to Bloom's "touting of Milton's Satan" as a model for the
poet as something difficult to "apologize for" (343). The real problem for
Lentricchia, though, is that Bloom's focusing on the "titanic willfulness of
strong poets" reinstates the "principle of the author" (343). Bloom issued a
response to Lentricchia in "Agon: revisionism and critical personality"
(1981: 18-47). Bloom's influence has been marked, Norman Bryson
acknowledging it in his "Preface" to Tradition and Desire (1984: xvii). Sandra
M. Gilbert and Susan Gubar claim (1980: 46-53) that Bloom proposes
structures of literary genealogies into which woman cannot be fit at all. Like
Lentricchia, they draw attention to extreme role given the poet. Bloom
makes him into Milton's Satan which, for Gilbert and Gubar is incompatible
with the possibilities of female identification. They both acknowledge
Bloom as "useful" because his study reveals a psychosexual and patriarchal
context in action (48). I would add that they underestimate a woman's
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capacity to identify with men by insisting that it is unlikely for a w o m a n to
identify with or idealise the modern, scribing Satan.
See Christine van Boheemen's The Novel as Family Romance: Language,
Gender, and Authority from Fielding toJoyce(19S7) for a study which uses Freud's
essay on the processes of family romance as a starting point to examine the
development of literary tradition.
Within the same paragraph, Woolf suggests that just as it is "fatal for
anyone who writes to think of their sex" and not to explore the possibilities
of being "woman-manly" or "man-womanly," so too it "is fatal for a woman
to lay the least stress on any grievance; to plead even with justice any cause"
(99). Importantly, a connection is made between the need to avoid anger
which can encroach on the art product itself and the act of giving too much
focus to the gender producing the creative work. Curiously, Bloom's book
does not quote one, single woman writer, whereas A Room of One's Own is
free in its reference to various male writers, Shakespeare most notably.
Gilles Deleuze and Félix Guattan (1992: 3-25) produce the model of
the rhizome, the bulb plant which grows in a non-hierarchical manner, with
the roots spreading out in plural patterns. Broadly speaking, the DeleuzeGuattari team has developed the idea that the rhizome is a suitable metaphor
for signifying multiplicities, diverse connections or what "ceaselessly establishes connections between semiotic chains, organisations of power, and
circumstances relative to the arts, sciences and social struggles" (7). I suggest
that the rhizome model is apt for reflecting upon W o o l f s web which, as her
narrative practice reveals, does not become fixated upon specific metaphors
but allows a conglomerate of metaphors to contiguously connect and unravel
each other. Gilles Deleuze uses the metaphor of the web in Marcel Proust et
Les Signes (1964)
It could be argued that Woolf was writing shortly before World War
II, and that since then, particularly in the late seventies, eighties and nineties,
the number of novels and poems by women have taken more territory in the
market. W o m e n ' s publishing presses such as Virago and The W o m e n ' s Press
were set up in the seventies. With these facts in mind, her remarks might
demand revision as regards lines of female genealogies. Bloom's influential
The Anxiety of Influence which studies genealogies in male poets only does,
though, confine itself to centuries of work predating World War II, referring
to Renaissance examples but excluding the Bard, as the latter's oeuvre belongs
to a period when the anxiety of influence was not "central to poetic c o n sciousness" (1973: 11).
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Even though Woolf claimed that as writers, "we think through our
mothers if we are women," yet the works of men, appropriated and remodelled, can be traced in the works of Eliot, Woolf and Winterson. While
Woolf claims that women writers cannot turn to men for much help, her
narrative fichons hold within them quotations from Shakespeare, from
Donne, from Marvell, cunningly ripped apart and re-woven, born again as
they would otherwise never have been incarnated
7
For a full encounter with issues of sex and gender see my chapter 3,
"Last Exit from Thebes."
In addition to Bal 1999, the notion of "preposterous history" is also
explored in chapter 3 of Sasha Vojkovic's forthcoming dissertation, Father's,
Sons, and Other Ghosts: Narration and Subjectivity in the New Hollywood Cnema.
In Art Objects: Essay on Ecstasy and Effrontery 1995:31 Winterson pays
tribute to Emily Brontë, though the work of her sister Charlotte she judges
of "uneven power" just as she does the work of George Eliot. She approves
of Charles Dickens because he convinces his audience he is a "realist" when
in fact, she insists, he is not. Throughout Art Objects, Winterson firmly places
herself in the camp of modernist writers.
10
See Gillian Beer, "Physics, Sound, and Substance: Later Woolf'
(1996: 112-124). Beer tracks Woolf s reading material in the area of contemporary physics. Beer argues that at the end of the 1920s and through into the
1930s, wave-particle theories stimulated the collective imagination (113).
Beer notes that Woolf read James Jeans' The Universe All Around us (1929),
The Mysterious Universe (1930) and The New Background of Science (1933) as she
was working on The Waves.
11
Woolf s web metaphor highlights what is also theorised in Lacan, but
often less emphasised in semiotic readings of his work, namely, that the
symbolic order cannot be defined as language alone. As well as a societies'
laws and customs, it constructs their economic rules. As I mentioned before,
the woman writer, Woolf continually reminds her reader, needs a room of
her own and 500 pounds a year. She needs space and quiet, luxuries which
traditional family life have not afforded women. She comes into the symbolic
order of economic realities "castrated," constructed through "lack" in terms
of her material status. This is a point so adroitly handled in the metaphor
which describes the "web" as being "attached to life at all four corners."
12
Roland Barthes in The Pleasure of the Text (197'5: 64) adds to his spider
and web metaphor that the word "hyphology" could define the theory of the
text. The Greek word Hyphos can define both the tissue and the web.
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Sigmund Freud, "Remembering and Repeating" SE Vol. XII: 151.
All further references will be made to this edition.
See J. Laplanche andJ.B. Pontalis, The Language of Psychoanalysis (1988:
394). The definition of the term "resistance" is as follows. "In psychoanalytic treatment the name 'resistance' is given to everything in the words
and action of the analysand that obstructs his gaining access to his unco nscious."
Laplanche and Pontalis (1988: 13) define an "affect" as "any
affective state, whether painful or pleasant, whether vague or well defined,
and whether it is manifested in the form of a massive discharge or in the
form of a general m o o d . . . T h e affect is the qualitative expression of the
quantity of instinctual energy and its fluctuations."
For another unmasking of psychical forces lying hidden in the
writing of Totem and Taboo see Peter Gay, Freud: A Life for O u r Time (1988331-335).
For an overview of different positions, see Peter Brooks, "The Idea
of a Psychoanalytic Literary Criticism" (1987: 1-17). O n e example of the
establishing of an equal rapport between rhetorical and psychoanalytic model
can be found in Felman (1983).
More examples of the different contracts which can be forged
between theories and fictions, so as to subvert the binary opposition between
these two terms, can be found in the following studies. Renée Hoogland's
Lesbian Configurations (1997) takes on psychoanalytical and post-structuralist
theories, but so without these dominating the primary texts. Her analyses of
films such as Roman Polanski's Bitter Moon (1992) and Paul Verhoeven's Basic
Instinct (1992) allow these cinematic texts to reveal their theorising of cultural
constructions of lesbianism and their cultural constructions of lesbian theory.
The primary texts are given space to both narrativise and theorise and be
open to criticism. A more radical example of fictional texts being privileged
with the task of producing theories can be found in The Chamber of Maiden
Thought (Meg Harris Williams and Margot Waddell, 1991). The thesis of this
study is that the works of Shakespeare, the Romantic poets, Emily Brontë
and George Eliot, all contained elements which had a seminal role in c o n tributing to the formation of the modern, psychoanalytical model of mind.
Rather than using literature as a powerful ancestor to psychoanalysis, Teresa
de Lauretis uses an inverse procedure in The Practice of Love (1994). Here, she
thoroughly scrutinises psychoanalytic theories of lesbian desire, using along
with her theoretical tools, literary texts to fathom the fictions and fantasies in
the psychoanalytic method. D e Lauretis uses the term "psychoanalytical
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narrative" (1994: xiv). I would suggest, however, that while her alleged aim is
to set up a dialogue between narrative fiction and psychoanalytic theory, she
moves more in the direction of focusing on psychoanalysis as a primary text
to be cured of its fantasies.
19
Sigmund Freud (SE V: 562). Freud explains that an "unconscious
idea is as such quite incapable of entering the preconscious and that it can
only exercise any effect there by establishing a connection with an idea which
already belongs to the preconscious, by transferring its intensity on to it and
by getting itself 'covered' by it."
Paul de Man (1979 chapter 1: 3-19) explores how one mode of a
poem's rhetorical interpretation can work against the grain of another. D e
Man takes W.B. Yeat's poem " A m o n g School Children" (de Man 11) and
suggests that reading the last line " H o w can we know the dancer from the
dance" literally can in fact produce a more rhetorical interpretation of the
previous stanzas.
For an excellent overview of Freud's concepts of primary and
secondary processes, the unconscious and the preconscious, see Silverman
1984: 54-86).
Jacques Lacan (1986: 279-280) explains the distinctions and c o n n e c tions between the symbolic and the imaginary. For a fine paraphrase of
Lacan's model of these two functions see Kaja Silverman The Subject of
Semiotics (1984: chapter 4).
For a detailed explanation of how the concept of embedding relates
to the aspects of narrative levels and the movement between these levels, see
Bal 1997: 53-73.
For a practical and accessible version of what constitutes the Other
in the psychoanalytic process see Bruce Fink, A Clinical Introduction to Eacanian
Psychoanalysis: Theory and Technique (1997: 31-32).
For Lacan's comments on the "subject supposed to know" see " O f
the Subject who is Supposed to Know, of the first Dyad and of the G o o d "
(1986:230-244).
In her text, Butler uses the term "interpellate," which is in fact a term
coined by Louis Althusser's term. See "Ideology and Ideological State
Apparatuses" (1977: 121-173). When the subject is constructed through
ideology, or the ISA (Ideological State Apparatus), that is, when he or she
defines the limits and extents of him or herself through this ideology, then an
interpellation has taken place. H u m a n subjects may recognise or misrecognise themselves on the basis of an interpellation which makes them products
of capitalism, culture and society. Everyone is subtly coerced into taking, up
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subject-positions into which they have to fit. Those aspects of self which
cannot be contained by the subject-position come to be rejected. I might add
that if successful, interpellation helps the "square peg" subject fit into a
"round peg hole" and not challenge the fact that he or she simply does n o t
fit into their role/position. For a thorough analysis of ISAs and what Kaja
Silverman terms the "dominant fiction" see chapter 1 in her Male Subjectivity
at the Margins (1992).
For more on Lacan's notion of the symbolic see "The Symbolic
Order," The Seminar of Jacques Tacan Book I, Freud's Papers on Technique 19531954 (1988:230-236).
See Judith Butler "Phantasmic Identification and the Assumption of
Sex" (1993: 93-120) for a closer definition of abject and abjection.
The topic of the "father's n a m e " will be dealt with closely in my
chapter 4. Put simply, it is a symbolic, intervening term which separates the
child from its symbiotic connection with the mother.
Terry Eagleton, "Ideology and Literary F o r m " in Peck (1992: 37).
Barbara Hardy's "Introduction" to the Penguin edition of Daniel
Deronda (1986: 7-29) draws attention to political, cultural and social taboos
Eliot's last novel carefully challenged.
Clarissa Dalloway is not a "romantic" heroine, a quality which was
often attributed to the popularity of many female characters in novels written
by women. See Gilbert and Gubar (1984: 3-44).
Jacques Lacan, "The Mirror Stage as Formative of the Function of
the " I " as Revealed in Psychoanalytic Experience," Ecrits: A Selection (1977: 37).
34
For a comprehensive definition see Laplanche and Pontalis, 1988:
111. They define "deferred" action as a "term frequendy used by Freud in
connection with his view of psychical temporality and causality: Experiences,
impressions and memory-traces may be revised at a later date to fit in with
fresh experiences or with the attainment of a new stage of development.
They may in that event be endowed not only with a new meaning but also
with psychical effectiveness."
For a study of the interactions between narrative and arguments see
Frans-Willem Korsten 1998.
For an account of the influence of Newton's Principia see "The
Nature of Normal Science," K u h n 1970: 23-34.
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O n e familiar fictional example of the troubled psyche as machine, is
the super-computer " H a l " in Stanley Kubrick's film version (1967) of Arthur
C. Clarke's novel 2001: A Space Odyssey (1962). Hal demonstrates human
characteristics and an interest in human feelings. When controlling the
Jupiter mission, he suffers the sort of "nervous breakdown" one might
expect of a human.
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2
Rapturing the Text:
T h e "Magic" Writing-Pads of
Middlemarch,
Orlando, a n d Sexing the

Cherry

"Everything I see in him corresponds to his pamphlet on Biblical
Cosmology." (Dorothea speaking of Casaubon, Middleman}}, 43).
Often the paper was scorched a deep brown in the middle of the
most important sentence {Orlando, 92).
For the Greeks, the hidden life demanded invisible ink (Sexing the
Cherry, 10).

If I distrust my
able extent, but
- I am able to
note in writing
227).

memory - neurotics, as we know, do so to a remarknormal people have every reason for doing so as well
supplement and guarantee its working by making a
("A Note Upon the Mystic Writing-Pad," SE: XIX:

I n t r o d u c t i o n : T h e L o v e r W h o M i s t o o k H e r B e l o v e d for a
Book
Middkmarch, Orlando and Sexing the Cherry all stage protagonists who
share a common partiality. Each of them mistakes their beloved for a
book. Dorothea Brooke makes Mr. Casaubon iconic for a pamphlet on
Biblical cosmology. For her, theology and epistemology are great
aphrodisiacs. Orlando, infatuated with poetry, figures his amour for a
Russian princess as "words coming out on the pants of his breath with
the passion of a poet whose poetry is half pressed out of him"
{Orlando, 37). The opening section of Sexing the Cherry refers to Jordan's
life "written invisibly," one which is "squashed between the facts" (10).
These can escape him, he notes, like the Twelve Dancing Princesses
whose stories form the central sequence of his narrative (47-60). O n e
of the princesses, Fortunata, is the object of Jordan's desire. Indexically
speaking, she is the stuff of invisible ink. T o add to the list of textual
stationary figured as human subject is Freud's short and celebrated
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essay "A Note Upon the Mystic Writing-Pad" (1924). Throughout,
Freud takes memory and the human psyche for a writing device.
The contraption he describes consists of two main layers - the
bottom layer is a wax slab, the top layer above a "transparent sheet"
(SE XIX: 228). This in turn is divided into an uppermost layer of
celluloid to write upon, and below it a "translucent" paper above the
waxed slab (229). A stylus can be used to inscribe the top surface.
Removing what I will now term the top layer, consisting of celluloid
and wax paper, removes the writing. The wax slab is clean. The process
can start over again. As Freud explains in making his device
metaphorical for the human psyche, the celluloid protects the waxed
paper from damage (432). What is wiped out, though, is preserved as a
permanent trace on the wax slab below. It becomes the palimpsest of
the accrual of all traces.
For Freud, this bottom layer is a metaphor for the unconscious,
the upper one signifies the conjoined network of the conscious and the
preconscious. In an apposite moving picture, Freud figures the endless
cycles of the active psyche. He draws our attention to the periodic
movement of the perceptual system contacting then separating from
the traces inscribed below. He invites us to "imagine" as "one hand
writing upon the surface of the Mystic Writing-Pad while another
periodically raises its covering sheet from the wax slab" (434). I will
use Freud's metaphors as a heuristic starting point for reading the three
novels as theoretical interlocuters. I will investigate how the theoretical
fictions embedded within Middlemarch, Orlando and Sexing the Cherry
form such layers with each other. The fictions which unpack
themselves, however, are far from primal or "originary." T o bring out
meanings from one theoretical fiction can require interpreting others
which together produce an ensemble. If the other, supporting theoretical fictions are of relevance, they will provide yet more embedded
narratives to supplement the main theoretical fiction or, in de Man's
sense, disfigure it.
The procedure of this chapter will be first, to bring Freud's
metaphor of the Mystic Writing-Pad into dialogue with the significant
theoretical fictions of the three novels. Second, I will trace to what
extent Middlemarch might provide the "wax slab" for the "celluloid" of
Orlando and to what degree the latter can do likewise for Sexing the
Cherry. In some respects, the manner in which specific tropes inscribe
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themselves between the theoretical fictions of the novels does conform
to Freud's machine metaphor. In other important ways the traces
which weave their way between Middlemarch, Orlando and Sexing the
Cherry require Freud's contraption as metaphor to be re-designed. In
this respect, I contend that Freud's device, his theoretical fiction,
encounters the novels in such a way that they each, in their distinctive
ways, re-design it.
In his essay, Freud was quite clear about the advantages and
limitations of his metaphor. The Pad as a trope may capture the
importance of protecting the conscious/preconscious system. Between
the thin paper upon which the stylus inscribes and the wax slab
beneath, lies the celluloid which protects the sheet. Otherwise it would
be damaged. Likewise is the implication that the conscious has the
protective facility of the celluloid; below this, in turn, the unconscious
takes the impressions that would otherwise overload the surfaces (SE
XIX: 229-232). The latter is not just a repository for all the affects
which the top layers cannot record. It becomes a crucial site for
memory. To cite Derrida, it can be conceived of as a "stage" (1978:
227). In the human psyche, memories which are unconscious do make
their way into the preconscious, in dreams, and into the conscious
mind through either remembrance or hallucination. Freud admits that
the machine would be a Mystic Pad "indeed" if it could do this, which
it cannot (230).
As Christine Brooke-Rose has remarked, Freud's choice of
metaphor might have been different if he had encountered the modern
computer. This simple but important remark gives pause for thought
(1987: 19-37). Brooke-Rose surmises that Freud might have conceived
of a more up-to-date version of the Mystic Pad. This suggestion invites
improvisation. Perhaps the storing disc could be regarded as a repository of traces. Thus it is the unconscious which, when recalled onto the
screen where the typed text is emerging would be "edited." The
revision would combine the new "impressions" punched out from the
key-board. Unfortunately, the computer metaphor lacks two aspects.
Firstly, when "unconscious" information is thus summoned, the
human operator knows where to re-locate some of the "old" traces.
(Many traces will disappear entirely). This human programmer is
entirely consciously knowing; the human psyche is not. In hallucinations, the information is triggered into movement, but the operator
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would not be able to control from whence it comes nor how it would
emerge. The action of defence mechanisms causes memory to work in
a parallel manner. Secondly, the metaphor of the Mystic Pad has the
advantage of including the notion of "traces." The Pad's inscriptions
mark out an accrual of lines, routes and intersections which form a
palimpsest. The term "trace" has its genealogy in the crucial terms
"pathways" and "facilitations" (Bahnung) both introduced in Freud's "A
Project towards a Scientific Psychology" (1895).1 T o recall and clarify
my hypothesis, I conjecture that the embedding of layers produced
between the theoretical fictions of Middlemarch, Orlando and Sexing the
Cherry form the more magical prototype of the Pad. I suggest that
Freud implied a wish for a contraption more sophisticated than the
one to which he refers.
The literary works will help me to envision a yet more
ingenious invention, possessing the equivalent of the covering sheet,
the celluloid and the wax slab. The difference will be that by a cunning
feat of technology, which can be determined only by the novels in
question, the interaction between the surfaces will be different from
that of Freud's machine. In his apparatus, the impressions move from
top to bottom. W h e n one hand lifts the covering sheet, wiping clean
the surface, then replaces the sheet, the writing surface is empty. It is
ready for new impressions to be received from the next movement of
the stylus. In the revised model, however, these impressions need not
come from the human hand and stylus alone. In the models embedded
within the novels, the new impressions can come from the wax slab.
From here are spirited up pieces of scrambled information. These need
not be the last set of scribbles. They could be an ensemble of other
tracings. They could have accrued upon the wax at and from any time
period. The freshly imprinted tracings can be edited, sorted through,
rubbed out and re-scrambled as the writer adds her new impressions.
T o suggest an analogy, it would be rather like taking parts of a dream's
scrambled information and converting that into a differently organised
piece of narrative fiction. The traces from below will become
differently organised. The writer falls asleep, has another dream on the
basis of this dream narrative and awakens to write another narrative
version. The information from the "wax slab" (the unconscious)
coming through the equivalent of the celluloid (the preconscious)
would be a composite of new traces and old; the latter would have the
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opportunity to be again reformulated along with the freshly emerging
traces.
In contrast with this account, Freud's model operates in one
direction only, the fresh imprints from the surface gathering below.
This one way traffic cannot account for the processes of workingthrough and traversal. The alternative which a reading of the novels
will envision is not a Mystic but a "Magic" Pad. It differs from its
predecessor by forging traces not just in one, but in two directions. In
the way I just schematically outlined, the traces from the bottom layer
can break their way to the upper surface. H o w this occurs will vary
depending on the text and the nature of its embedding of another
intimate. 2
As I will explore below, Middlemarcb's layers combine the
mythical and the historical •within the novelistic. Eliot's magnus opum
interweaves amongst its many complex stories of provincial life,
narratives about the journey of calling. The external narrator implies
that Dorothea would be a second Saint Theresa, wanting to find ways
of doing good in the world ("Prelude"). Casaubon would be a great
scholar and discover a "key" to all mythologies. Lydgate would follow
in the path of heroes such as the anatomist Bichat (1771-1802)
(Chapter 15, 177). Lydgate would find the secrets of "certain primary
webs or tissues" (177). If he were to have lived in the twentieth
century, perhaps he would have sought to discover D N A . These
stories of calling are narrated and focalized through textual layers
which theorise the developing narratives. Dorothea is compared not
only to Saint Theresa but to Antigone. The myths and dramas devoted
to the Greek heroine become important fictions for making theoretical
connections between Theresa, Antigone and Dorothea. These links
produce paths which intersect. The result is a dynamic and theoretical
map of Dorothea's story.
The titular protagonist of Woolf s Orlando (1928), a character
based upon the novelist's friend Vita Sackville-West, is also a study in
calling, but one in which the ambition to write poetry becomes
gradually and meticulously wedded to the quest for a rapturous life.
The odyssey between art and life is mediated through copious textual
layers in which genres, metaphors; and textures are carefully but
daringly conflated into an exuberance of literary tropes. 3 The protagonist's pilgrimage spans five centuries, beginning in the reign of
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Elizabeth and ending in 1928. In a book which should be (though
never has been) credited as creating the oeuvre of "gender-bending"
science-fiction, Orlando begins as a man and changes sex in the
seventeenth century (1977: 106); h e / s h e lives five hundred years and
by the novel's close, is only in her mid-thirties. Thus as a Magic Pad,
the text has centuries of layers, one historical period reflecting upon
the eccentricities, follies and wisdoms of another. T h e novel's title page
announces the book to be a biography. An external narrator of
unknown identity poses on every page. As Rosenthal states about
W o o l f s aims, and I will suggest his remarks apply to the text's goals,
the novel "heartily enjoys playing on every page with the nature of
historical and biographical truth and the earnest efforts of those who
seek to unravel the past" (1979: 129). Memories can be wiped clean
from the top of the Pad, then disappear. In the case of Orlando, though,
even though memory is questioned as a reliable medium of the truth, it
is credited with the capacity to re-vivify those truths which might
otherwise remain repressed.
Sexing the Cherry (1988; 1989) is profoundly concerned with the
pursuit of journeys and the vicissitudes of memory. The novel offers a
narrative of exuberant characters and colliding historical periods.
History, fiction and myth are cross-fertilised just as the novel's historical and fictional characters, John Tradescant, endeavours to use the
technique of grafting to "sex" a cherry (1989: 79).4 Jordan, one of the
novel's two narrating characters goes on adventures with Tradescant. It
is on one such quest that Jordan meets and becomes entranced by the
dancer Fortunata, a magical character who can spiral her way between
different historical periods. She is figured as a metaphor for rapture
itself, as "ten points of light spiralling in a line along the floor" (93).
When she assumes this guise of quantum energy, she can traverse the
space-time continuum. Her story possesses layers of its own, told to
Jordan through the narratives of myth (131-133). Together with the
separate narratives of twelve dancing princesses and the tales of the
novel's other character-narrator, D o g Woman, Jordan's adopted
mother, Sexing the Cherry offers a series of embedded narratives which
are reminiscent of the multi-layered fairy-tale, The Arabian Nights.
Yet I would not argue that Winterson's novel is any more
densely packed with "writing sheets" than its precursors. In Orlando,
separation between layers is less obvious; the novel's deployment of
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tropes interlaces the threads of memory into a design akin to a piece of
sewing, one joyfully pulled apart and trailed around. More soberly, the
layers of Middleman}) do not make a pretence of untroubled cohesion.
The strategy is more sophisticated. As D. A. Miller remarks (1981: 85),
Middlemarch maintains only an ambiguous illusion that its separate parts
are seamlessly interconnected, rather "like one of those optical
drawings that won't resolve once and for all into five cubes or six."
H o w do these sections, layers and textures within and between
novels connect? The second part of my hypothesis is that the movement of traces from the lower to the upper surface of the Magic Pad
takes place through "rapturing." Rapture is a cutting-edge term. It cuts
two ways. Only in the last two centuries has it acquired more exalted
connotations. 5 The Greek and Latin roots of the word rapture reveal it
to have connotations of rape, theft or the drive to violently consume.
Over the centuries, these associations have been largely jettisoned.
Instead, some of the more primitive meanings have gone through
something of a sublimation. T o be enraptured is to be transported into
a realm of delight. It finds its synonyms in "ecstasy," which means the
standing out of the soul from the body. Ecstasy means, as well, a state
of being transported by joy. Thus in both the pejorative and elevated
meanings of the word, movement from one terrain to another is
implied. The adjective rapturous has come to connote beauty, that
which is entrancing and incites the experience of the sublime. These
connotations suggest the power of transference in Chase's second
sense, the subject enraptured by an idealised imago which she or he
cathects. T h e connotations of "transport" suggest transference as the
movement of the drive and the re-location of a trope. This is the first
sense of transference, specifying the positive side of working-through
in which the drive is given meaning. If this process is effective, then
not only does affect deepen symbolic configurations, it can promote
the further abreaction of dangerous impulses. However, this process is
precarious. T o o much rapture can cause rupture. T o o little can
provoke the ossification and decay of the traces, that is, those
pathways which act as tributaries to nourish the psyche.
Middlemarch, as its title implies, concerns the subject's journey
between already existing paths. These are metonymically linked to the
traces of literary texts which rupture through each other. For
Dorothea, Casaubon is more than book: he is Pascal and Milton. H e is
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the erudite, paternal imago who leads her down a path into the tomb
of Greek texts. From this incarceration she will be rescued by Will
Ladislaw. He is not just a potentially Dionysic actor in the narrative,
but himself a series of figures rupturing between layers of the Magic
Pad. It is by engaging with these through "productive looking" to
quote Silverman (1996), that Dorothea will re-configure her desire.
Silverman's notion of the "productively remembering look" defines a
paradoxical movement in which objects are focalized and invested with
libidinous energy on the basis of a displacement from a memory of
another similar yet different object. The "look" thus has a curiously
backward yet forward movement (1996: 180-185). This remembering
look does not become productive until it achieves what Silverman
terms "one final displacement," namely that of the ego (1983). In other
words, the subject who is productively looking needs to do so without
the need to be the same as the perceived object. In the "Prelude" to
Middleware, the external narrator tells the story of the child Theresa
setting out on her pilgrimage and eventually fulfilling her calling to be a
Saint (1994: 26). The narrator notes how many potential Theresas
would follow in this honourable path, but how changing social conditions prevent the success of the next generations. I would add that
these would-be Saints aspire to be "like" their role-model. In order for
their ardour to find a sensible focus they need to displace it onto
another object of calling or identity. But to do this, their arduous
looking would have to become more "productive," that is, more
displaced from memory's role-model, though not entirely disconnected
from it. The theoretical fictions which form the stage for acts of
productive lookings and re-workings are two apparendy irreconcilable
stories, the myths of the tragedy of Antigone and the myths of the
ecstasy of Saint Theresa.
Orlando has in common with its predecessor a determination to
reckon with irreconcilables. In broad terms, layers of the Magic pad
form through the text as biography and that stratum which is
Orlando's long poem "The Oak Tree." The major production and
realisation of this literary piece occurs off-stage. In the sixteenth
century, the poet Sir Nicholas Greene scoffs at Orlando's poem, but
Orlando in the twentieth century wins a prize for "The Oak
Tree'"(240). 6 The tangential "presence" of the poem gives clues to the
construction of Orlando as a "Magic" pad. In a piece of conventional
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biography, excerpts from "The Oak Tree" or extensive paraphrases
would be included. Yet in the ground-breaking Orlando, whenever the
poem is referred to, there are no excerpts, bar one. It is a portion of
verse which may or may not be attributed to Orlando's poem. N o
unambiguous indicators are given to confirm the source either way.
The verses are a result of Orlando's spontaneous writing (182). They
appear in the novel as Orlando finds herself in the nineteenth century.
There is Elizabeth I, but there is Queen Victoria. Orlando's mocklament declares:
I am myself but a vile link
Amid life's weary chain (1977: 182).
The "link" and "chain" capture the implied and recurring criss-crossings between Orlando's discourse and that of the biographer. The
"link" is a symbol for the production of a poem, "The Oak Tree,"
which in turn becomes indexically linked into the biography as a
whole. T o put it simply, if the above lines are indeed from the poem,
they also function as an extract from the developing biography. Thus,
pathways are broken between the "Oak Tree" and the biography, the
two "texts" forming layers of the Magic pad, the connecting paths
between the two, signified by the word "link." Scenes of writing
emerge which ensure that the subject and object positions of protagonist and biographer, self and Other can become mutually substituted
(247). "The Oak Tree" acts as a sparring partner from below the layers,
implicitly theorising that the identities of self and Other, and their
corollary pair "male" and "female," are terms reflecting upon each
other, just as traces of one text can theorise the agenda of another.
As Mark Rosenthal remarks, the long maturation process of
Orlando's poem "marks the growth of her poetic vision" (1973: 133)7
This development marks too the emergence of a working relationship
between her masculine and feminine sides. As the novel progresses,
the opposition between male and female imagos is traversed into the
rapturings of the Magic pad, Orlando. The intimacy of influence
between poem and biography becomes the index and symbol of a
dynamic interaction between gender identifications as they move
towards ever more sophisticated states of resolution. The result is that
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the fibre of the Magic pad becomes more raptured, more light in
texture.
Perhaps this process of refinement has led Jeanette Winterson
to applaud Woolf s novel as a "flying carpet" which sweeps us into its
adventure "through the inner and outer world of imagination and
experience" (1995: 73). Sexing the Cherry has - excuse the needful pun taken many a leaf from Orlando's book. If the texture of Orlando
becomes so energised that it is about to fly, Sexing the Cherry will launch
its response into quantum space. Metaphors of light, vibration and the
language of quantum mechanics inform Wmterson's novel throughout.
Its princesses do fly. The magical ability to defy gravity is stated to be a
virtue. Yet two of the novel's important and related theoretical fictions
risk a collision.
If each novel can be brought to reckon with what I have
termed a Magic Pad, it will not do to reduce any of the works to this
device. As a theoretical fiction, the writing implement requires a supplement from the novels as well as affording them precisely that.
Having explored the tropings of rapture within and between the
novels, I will assess whether the supplement is a suitable term for
describing the influences between the works, and to what extent
Derrida's term can itself be supplemented.
Road Movies: When Theresa Meets Antigone
I use the word "movie" to signal that film theory, in the guise of
Silverman's concept of the "productive look" has a vital function in
my tracking of Dorothea's quest to find an outlet for her passions. I
employ the adjective "road" to highlight that, like her predecessors
Theresa and Antigone, Dorothea will be pursuing emotional journeys
of great length, making her own bid to break new pathways through
the vicissitudes of her personal life.8 The Magic Pad can also double up
as a map which the mythical and novelistic characters may follow or
re-draw after having made cartographical discoveries of their own. In
this section I will be examining the theoretical fictions which propel
Dorothea's quest to find safe passage for her ardour. As I have
discovered so far, many multi-grooved narratives, or the incomplete
kernels which demand to be worked through, not only challenge what
Silverman terms "the dominant fiction" but consist of more than one
narrative. This is no less the case for Dorothea. It is the dynamic
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tension between two theoretical fictions and the breaching of fresh
pathways between them that produces the ensemble, or "theorising
fiction." For a reading of Dorothea's path, the roads trodden by
Antigone and Theresa are more than precedents. As characters, they
reflect on Dorothea's potentials and limitations. They will not be
figures Dorothea can identify with without mediation. Rather, they
offer Dorothea imagos whose elements can be travelled through and
re-drawn. Dorothea's navigation of these imagos carves out pathways
aiding the patterns of traversal in Eliot's novel and the intimacies it can
bestow on its inheritors.
Middleman's first reference to Antigone occurs in the novel's
last paragraph, together with a second reference to Theresa:
A new Theresa will hardly have the opportunity of reforming a
conventual life, any more than a new Antigone will spend her heroic
piety in daring all for the sake of a brother's burial: the medium in
which their ardent deeds took shape is forever gone (1994: Book I,
Chapter 1,896).
The reference to the mythical, Greek heroine refers to a series of texts,
including not only the myths but Sophocles' Antigone. Thus as the
reader completes the novel, they are offered another fiction with which
to reflect upon that which they are completing. Pause for thought is
given. The "Finale" stimulates the reader to think back through
Dorothea's fabula, to consider her character and measure it against the
mythical destiny and actions of the Greek heroine. Thus the various
forms of Antigone's fabula comprise theoretical fictions, that is, tools
to analyse the narrative to which, at the eleventh hour of reading, the
external narrator adds a footnote. Furthermore, this is combined with
Theresa's fabula with which the external narrator opened the novel.
Placed in the readers' minds before they plunge into Dorothea's story,
the Saint's fabula prods the audience into treating it as a tool with
which to analyse what is to follow. The implied narrative of Antigone
and the external narrator's version of the Theresa story both offer
fictions which theorise their primary object, Middlemarch. Thus the
miniature narrative of Theresa and those implied by the mention of
Antigone and her brother, can all be termed theoretical fictions.
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In that Antigone's fabula historically precedes that of Theresa,
the former is a "layer" below the latter. Both stories are embedded
below the "writing sheet" of Dorothea's emerging story. In other
words, there are versions of the Magic Writing-Pad in which several
layers come into play, engaging the processes of rapture between these
several layers. Middleman}) invites the invention of a writing device in
which the wax slab of one theoretical fiction can act as the writing
surface for another.
The novel's opening page stages Theresa's first attempt at a
pathway of escape from childhood. The scene so portrayed bears the
tracings of narrative texts and the pathways of literariness. The external
narrator refers the audience to "the little girl walking forth one
morning hand-in-hand with her still smaller brother" as they "seek
martyrdom in the country of the Moors" (Prelude: 25). The narrator's
focalization of their trudging forth sets the stage for one of the novel's
emerging theoretical fictions.
Out they toddled from rugged Avila, wide-eyed and helpless looking
as two fawns, but with human hearts, already beating to a national
idea; until domestic reality met them in the shape of uncles, and
turned them back from their great resolve. That child-pilgrimage was
a fit beginning. Theresa's passionate, ideal nature demanded an epic
life: what were many-volumed romances of chivalry and the social
conquests of a brilliant girl to her? Her flame quickly burned up that
light fuel; ... .the rapturous consciousness of life beyond self. She
found her epos in the reform of a religious order (emphases added
Prelude: 25).

days, and months, and years which she must spend in sorting what
might be called shattered mummies, and fragments of a tradition
which was itself a mosaic wrought from crushed ruins - sorting them
as food for a theory which was already withered in the birth like an
elfin child (519).
An elfin child, a product of fiction, implies an impossibility. It is one
which is already "withered." The past has indeed been shattered, but it
has not been surrendered nor cleaned away. The mosaic is but a
pattern that put together the shards; it is a tragically defiant act to
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rescue the pieces left after an aftershock. The "shattered mummies"
signify the dead so desecrated that Dorothea would be stretched to her
limits to summon these effigies into life. If this is Antigone's tomb, it is
the sepulchre of anti-climax. N o one knows exacdy what Sophocle's
Antigone actually finds in her grave. In line with the Greek dramatic
tradition, the audience learn after the fact that she has hanged herself.
But once she enters the tomb, no one knows exacdy what happens to
her. 9 It is unknown whether she discovers the rapture of uniting with
her brother and parents in the underworld or whether she has found
the serpent of immortality to be made of worms.
Thus the allusion to Antigone's incestuous and slow death casts
light on Dorothea's narrative, drawing attention to the dangers of
following noble ideals even unto Hades. Such a pursuit, like the heroic
and unquestioning quest after great traditions can lead straight to the
tomb. Unlike her predecessor, Dorothea escapes both. This is one
transference which is broken at the very point Dorothea would make a
last, desperate attempt to conjure it. Dorothea has held onto the hope
of being a good wife, even after her husband's death. Antigone has no
such hope. Yet beyond the threshold of life, the grave promises more
than a re-uniting with Polyneices. The family grave would offer a
corridor to Hades in terms of Greek mythology. The other dead
members of the family would reside there. Antigone would encounter
not only her father Oedipus, but her mother J ocasta.
In his reading of Sophocles' Antigone, Lacan makes a reference
to the ghostly figure of Antigone's mother and Oedipus' wifejocasta.
Lacan claims that her desire lies at the root of the passions of the other
family members (1992: 283); thus the mother's desire defines an
origin, or a cause of incest and the breaking of sacred prohibitions.
Once the mother's desire has been installed, the incestuous marriage
and the birth of offspring destined to suffer are events already set into
motion. If the theoretical fiction comprised by the drama of Antigone
figures a deeply hidden but profoundly active (m)Other, then it reflects
upon Dorothea's encounter with the fragments of "mummy." This
word meaning a well preserved dead body is also a pun on the familiar
and childish use of "mummy" to mean "mother" (OED Vol. X: 97). In
Dorothea's case, the ardours of death are antithetical to the raptures of
the text. She has trodden that fine line between breaking new pathways
and burning up roads in their wake. The search for the ultimate "tool,"
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for a phallus to unlock all mythological secrets has desiccated them all.
Intellectually, the risk for Dorothea has been to be entombed in an
incestuous embrace with a knowledge which can petrify and crumble.
Yet unlike Antigone, Dorothea will exit the tomb with her
brother and not, as many critics have insisted, to a desire diametrically
opposed to the one which had first led her to Casaubon. Returning
home after the anti-climax of her honeymoon, Dorothea experiences
the funereal atmosphere of Lowick. Inside her new home, even the
interior decor seems to have "shrunk" (Chapter 28, 306). On' the wall a
tapestry reveals a vital detail: the "stag in the tapestry looked more like
a ghost in his ghostly blue-green world" (Chapter 28, 306). This animal
image is a trace of another creature which appeared on stage in the
novel's opening mise en abyme, namely, Theresa and her brother, who
are "wide-eyed and helpless-looking as two fawns." The pattern of
traces from the Theresa layer of the text have made their way into the
tapestry at Lowick. They do so at that point in the novel's fabula when
Casaubon exiles Will from Dorothea's life. The fawn/stag appears
again in Dorothea's focalization. When this composite creature does
so, she experiences yet another recognition: the unavoidable force of
her desire for Will.
The longing was to see Will Ladislaw. She did not know any good
that could come of their meeting: she was helpless; her hands had
been tied from making up to him for any unfairness in his lot. But
her soul thirsted to see him. How could it be otherwise? If a princess
in the days of enchantment had seen a four-footed creature from among
those which live in herds come to her once and again with a human
ga%e which rested upon her with choice and beseeching, what would
she think of in her journeying, what would she look for when the
herds passed her? Surely for the ga^e which had found her, and which
she would know again. Life would be no better than candle-light tinsel
and daylight rubbish if our spirits were not touched by what has been,
to issues of longing and constancy (583, emphases added).
The fawn from the Theresa narrative and the half-dead, ghosdy stag
from the tapestry/tomb have breached their way into Dorothea's
vision of her desire for Will as a "four-footed creature." Following
Silverman's concept, if Dorothea were exercising a productive look she
would have to take old unconscious impulses and displace them away
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from the first identifications, in this case, the fawn/stag. T h e condition
for the productive look would be the endorsement of an alterity
producing deictic markers pointing away from such bucolic pleasures.
The discourse of the narrator comes in at the end of the passage as a
voice-over, suggesting that it is the "what has been" which gives life its
value. My claim is that without recourse to past facilitations, life would
be cheapened. Therefore the passage might be inferred as not being
one in which the productive look is at work.
I contend, however, that it is the narrative intervention of the
external narrator, not Dorothea's focalization, which falls short of exercising the productive look. For Dorothea, focalizing Will as a fourfooted creature signifies a dramatic shift in her perception of her own
desiring possibilities. T o put this alternatively, the four-footed creature
which was imprisoned in the tapestry at Lowick is now free to roam
the woods of Dorothea's spring awakening. Furthermore, both the stag
and the four-footed creature are the grown-up versions of the fawn.
Like Dorothea, Will has had to shape up and mature. For Dorothea,
the timing of her efflorescing desires is appropriate. Had this happened
earlier, her emotional inexperience would have caused her to be
overwhelmed by rapture.
Support for my interpretation comes from the scene of
Dorothea's honeymoon in Italy. The walls of the Via Sistina initiates
her into the ecstasies of classical painting (Chapter 20, 224). These
provoke in Dorothea's "Protestant" sensibilities a flood of anxiety
(225). She focalizes the mural as
the deep degeneracy of a superstition divorced from reverence; the
dimmer but yet eager Titanic life gazing and struggling on the walls
and ceilings ... all this vast wreck of ambitious ideals, sensuous and
spiritual, mixed confusedly with the signs of breathing forgetfulness
and degradation, at first jarred her as with an electric shock, and then
urged themselves on her with that ache belonging to a glut of confused
ideas which check the flow of emotion. Forms both pale and glowing took
possession of her young sense, and fixed themselves in her memory
even when she was not thinking of them, preparing strange associations
which remained through her after-jears (225-226, emphases added).
Here, any alterity between herself and the Titanic, upsettingly sensual
images, is foreclosed by the inverse idiopathology of the scene.
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Dorothea's sensibilities hijack the images in such a way that they overwhelm her; the pale figures taking possession of her are a disturbing
sign of the symbiosis which she brings to her encounter. The painted
figures terrorise her with a rapture threatening to break down her
ability to organise their syntax of images. The structure deteriorates
into what is "confused" and in a "glut." Dorothea becomes a channel
for a libido of such charge that it instigates a loop for its own resistance. The movement of working-through is thus blocked. Indeed,
Dorothea's final note of horrified focalization is signalled by the phrase
"disease of the retina" (226). The images are so rapturous that they are
in danger of spreading infection through the layers of the Magic Pad.
This near-chaos of associations which Dorothea suffers must
wait until after her husband's death to be abreacted and bound to
Dorothea's perceptions. Whereas in Italy, Dorothea felt overwhelmed
by an iconography which represented a fissure between the "religious"
and the "superstitious," in the passage focalizing Will as a four-footed
creature, she feels herself to be a "princess in the days of enchantment." The superstitious and the sacred, all that is the opposite of
materialism and cheap tinsel, has been bound together. As such,
"remembrance" is the re-binding of previously split-off binary oppositions. Furthermore, the shockingly sexy Titans with all their Dionysic
terrors have been accommodated through traversal. The four-footed
creature, with its human gaze, suggests as well as a stag, a satyr, a
creature iconic of uninhibited eroticism. Through a process of having
traversed in, through and out of her husband's tomb, the Protestant
girl has allowed the traces from those narrative layers which focalized
both the Titans and Will, the mythical creature to breach their way
back into her daily life. It is from this point that she can begin to
regard Will as a potential lover.
Dorothea's journey of desire began when she fell in love with
Casaubon, mistaking him for a pamphlet. Her way towards Will began
by focalizing a scene inter-textually linked to the Italian wall painting.
Confronting the tomb of her beloved text and finding her "brother" in
the scene of her desires, constitutes the mainstay of her traversal. But
each one of these movements has involved a text, be it the visual
syntax of the tapestry at Lowick or the rustic scene of pleasure and
desire. In other words, Dorothea Brooke never transcends her textual
constructions; rather, she re-constructs them to somehow bridge the
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impulses of her ardour with what she can achieve in "reality," that is,
her historical medium. In marrying Will she will bond herself to a
young radical, a writer, a man whose prose will endeavour to keep
itself abreast of the times. This is the task in which his predecessor
failed and in which he will attempt to succeed.
The theoretical fictions alluding to the mythical Antigone give
pause for reflection on Middlemarch. The reader is encouraged to bring
together two groups of narratives which respond to and discourse with
each other. On the one hand there are the fictions narrating the life of
Antigone - the myth and the play. On the other hand there is the novel
itself, concerned as it is with the life and times of Middlemarch's
characters. The theoretical fictions and their novel, when they both
work together, both produce a composite - the "theorising fiction."
The participle "theorising" I use as an adjective. I do so because it
captures the dynamic task of the Magic Pad's layers which, as they
cumulate and operate together, produce not static theories. Rather,
they generate moving forces of signification and self-reflection. Put
alternatively, it is the collaborative powers of the theoretical fictions
and the novel within which they are embedded, that allow a joint effort
to take place. The result is a cumulative working-through. In the
ensemble process, one theoretical fiction can re-generate already
familiar interpretations in another; or equally well, the two can help
each other to produce brand-new analyses. Moving repeatedly between
theoretical fiction and novel, the reader catalyses and takes part in
producing the traversal which brings to light those meanings which
otherwise would have remained eclipsed.10
Moreover, Middlemarch asks us to consider what would have
happened if Polyneices had lived and Creon had died and what, in the
long run, might be the effects of such an outcome on the sociosymbolic order. For there is the possibility that whilst Polyneices might
be different from Creon, he might also carry on much of his predecessor's ambitions. Traversal does not allow the subject to escape the loop
of either theoretical fictions or theorising fictions. Rather, this circuit
functions as "road movie" in which the normative is challenged and
the cumulated narrative map, or the various layers of the Magic Pad,
effects rites of combination on the stories at hand. The tales of
Theresa and Antigone give Dorothea's story another depth which
would otherwise not be brought to the reader's attention. The result is
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that even more opportunities arise to make new roads in the evolving
text with every forthcoming traversal. 11
C o s t u m e D r a m a , Or O r l a n d o G e t s L a i d
Middlemarch and Orlando are, at first reading, strikingly different pieces
of work. Yet, in both, the female characters face inescapable realities of
gender and economic position. Woolf applauds Eliot's work for not
"tampering" with the facts. Orlando tampers with them to give us a
hero who has an inexplicable sex-change half-way through three
centuries and is still only thirty six years old after such an epoch. O n e
might wonder at the links between a work in which the characters
struggle heroically but tragically against their lots, and one in which the
protagonist has it all. But what Orlando has in common with Dorothea
is the rapturous pursuit of texts as talismans to the transformation of
their lives.
By proxy, Dorothea sought a "key" to all knowledge, one
bound up with her quest to find plausible outlets for her ardour.
Orlando faces a similar yet also different trail of discovery. Just as
Dorothea becomes infatuated with Casaubon's academic knowledge,
Orlando espies a poet in his house, imagining this amazing creature to
be capable of revealing "everything in the whole world" (1977: 17).
Like Dorothea's pursuit of love and knowledge, Orlando's double
pursuit of amour and the poet's laurel will lead ultimately to his/her
relinquishing of worldly ambition. Rhetorical figures deployed by the
external narrator of Eliot's work compensate for what the heroine, in
her medium, could not achieve. In contrast, the biographer of Orlando
progressively hands over the task of writing to the protagonist. This is
achieved as Orlando's interior monologues progressively become the
material of the autobiographer. I propose that unlike Dorothea's
narrative, that of Orlando will liberate more rapture than does its
predecessor work. Woolf s novel brings a greater number of traces
from the wax slab of the Magic Pad through to the upper surfaces.12
To employ Kristeva's term, W o o l f s narrative will "lift" to some degree
"the weight of the symbolic" borne by the predecessor work. In this
sense, the intimate relation between one work and another is not of
competition but support. Orlando supplements Middlemarch by rapturing
what lies beyond the predecessor's limits. T o turn W o o l f s comment
on its head, the inheritor text turns upside down those "facts" which
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the predecessor was not able to invert, principally because its historical
context would not allow the subversion to occur. It is only in the
inheritor text that the old drives are given new pathways.
The tide to this section derives its logic from Orlando's intertextual lineage. This line of inheritance offers an insight into the
novel's dramatisation and traversal of one of its theoretical fictions,
Shakespeare's Othello. This metanarrative unit is conjured and
mobilised in a camouflaged manner, even though the Renaissance play
is rarely mentioned by name. Nonetheless, Othello is in active service
throughout Orlando. By wittily and subversively traversing the
precursor work, W o o l f s novel weaves itself upon sartorial figures and
innuendoes of sexual intercourse. It comprises a bawdy display of
tropes. It is about the pleasures, dangers and vicissitudes of "getting
laid."
In her diary, Woolf mentions that when she was not writing,
she read Shakespeare. 13 In particular she mentions Othello (1978: 12).
Woolf remarks that she is "impressed" by what the play affords: the
"volley and tumble of its words" (1978: 127). In the play, Desdemona
is seduced by Othello, he claims, not by their mutual looks and glances,
but by his story-telling and her "greedy ear." 14 His prospective wife, he
argues, was the agent in her own seduction. Othello insistently characterises himself as the object and not the subject of the transaction.
Desdemona he imputes to be an idiopath eager to "devour u p " his
"discourse" (Act I, scene iii). Ironically, it is Othello w h o turns out to
be the idiopath, gobbling up so much of what his servant Iago will tell
him, refusing to analyse much of it beyond the gender codes of the
time.
The issue is less that Iago is a villain so much as that his master
becomes enraptured, however crazily, with the heady and rhetorical
mix of sex and invective which Iago pours into the Moor's ear. Iago
tortures Othello with puns. Iago deludes his master into thinking
Desdemona unfaithful by luring him into an agonising foreplay with
the word "lie" (Act IV, scene i). The verb connotes not only the act of
deception, but fornication. The object which will take part in the
drama of alleged bedding is a handkerchief, a rare piece of weaving, a
piece of sartorial figuring which will precipitate Othello into a linguistic
breakdown, one in which he will no longer be able to piece apart the
handkerchief from the word lie and his wife's fantasised infidelity. In
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Othello, finely woven objects made metonymie with linguistic duplicities
- false conflation between word and act, the concatenation between
sex, lies and fabrics - cause mayhem. Othello launches into his fabric
frenzy with a series of rhetorical questions!
Lie with her? Lie on her? - We say, lie on her, when they belie her - Lie
with her! Zounds, that's fulsome. - and be hanged for this labour - first to
be hanged, and then to confess! I tremble at it (Act IV, Scene (i), 11. 35-40).

It is precisely this aspect which Orlando absorbs into yet comically
inverts through its theorising fiction.
Sartorial fragments cunningly laid out, cleverly referring to
Othello the Moor, hang literally and figuratively in the novel's opening
line. This is immediately hitched to the novel's ironic and discursive
insistence that there is never anything certain about either sex or
gender.
He - for there could be no doubt of his sex, though the fashion of
the time did something to disguise it - was in the act of slicing at the
head of a Moor which swung from the rafters (11).
If there is "no doubt" about Orlando's "sex" then it is because the
masculine attire would have to signal one index of the male anatomy,
the codpiece, or the ornate piece of sartorial appendage for protecting
yet exposing the indexically camouflaged penis. Yet paradoxically, the
Elizabethan costume, the "fashion of the time" is also signified to be
effeminate. In other words, Orlando's very costume problematises the
wearer's sexual identity. Moreover, it is precisely Orlando's sex which
will be put in doubt when it so arbitrarily changes from male to female.
The scene of sexuality rendered ambiguous through sartorial gendering
is the frame for Orlando slicing at the Moor's head. Subsequent to this,
Orlando the spurned lover will identify with Shakespeare's protagonist
as he murders Desdemona:
The frenzy of the Moor seemed to him [Orlando] his own frenzy,
and when the Moor suffocated the woman in her bed it was Sasha he
killed with his own hands (44).
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In other words, what the young man has trashed in such a racist
manner is the Moor's head with which Orlando himself will identify.
Traces from Shakespeare's play do not bluster their way up to
the "layer" of Orlando without being mediated by a theoretical fiction
which reverses object/subject positions in the process of breaching.
What has then been set up as a piece of rampant racism is further subverted when Orlando lives amongst an ethnic minority of Turkish
gypsies, temporarily flaunting as she (no longer he) does any of her
responsibilities as a white, British colonialist and ambassador to His
Majesty's government. But more than this, the sentence prefigures
what will be the high stake of Orlando's destiny: to be both the subject
and object, the man and the woman, his/her life and its representation
in fictional biography. This latter opposition also plays itself out in the
struggle between Orlando's desire for erotic objects and his object as
poetic text, between the "how" of rapturing the trope and the " h o w "
of troping copulation.
Moving between such points of alterity is what constitutes
Orlando's journey of traversal. Thus the novel's title carries part of he
code of the theorising fiction. The prefix "or" signifies a movement
and struggle between choices, this place ("land/o") or another,
England or Turkey, this gender or that. 15 The theoretical fiction of
Orlando might be defined as a textual fabric which is re-worked by
progressively forging "pathways" between points of the binary
opposition. The fictional biographer takes joy in discovering Orlando
in delightful states of contradiction which the prose begins to mix and
interconnect. This is especially so after Orlando's metamorphosis from
male to female, during which time Orlando comes to terms with
wearing frocks and several paradoxes:
For it was this mixture in her of man and woman, one being uppermost
and then the other, that often gave her conduct an unexpected turn. The
curious of her own sex would argue, for example, if Orlando was a woman,
how did she never take more than ten minutes to dress (145).

Habits from the past when Orlando was a " h e " weave their way into
"her" current life. The narrative's piece by piece re-discovery of old
facilitations from one historical period to another, parades across its
catwalk; Orlando in doublets and necklaces and britches, Turkish
trousers, flowing skirts, corsets, damask quilts, and Sackville-West style
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jodpurs, will playfully mix metaphors between text and texture,
between troping and sewing.
This stirring up and conflation of contiguously related elements
such as text and texture, finds its precedent in Othello. The protagonist's treatment of his wife and his handkerchief disturb the stable
relationships of alterity in Othello's cosmos. This disturbance is
traversed by being turned comically on its head in Orlando, though the
serious mechanisms at work in Shakespeare's play are relevant. As
Edward A. Snow points out in his psychoanalytic reading of the
tragedy, Othello's bequeathing of his mother's handkerchief to
Desdemona, aimed at testing her loyalty, reveals much about the
disturbances in the family tree as they affect Othello. 16 In Act III,
scene iv, Othello hands over his handkerchief with the following
narrative attached.
That handkerchief
Did an Egyptian to my mother give;
She was a charmer, and could almost read
The thoughts of people. She told her, while she kept it,
'Twould make her amiable, and subdue my father
Entirely to her love; but if she lost it,
Or made a gift of it, my father's eye
Should hold her loathed, and his spirits should hunt
After new fancies. She, dying, gave it me,
And bid me, when my fate would have me wiv'd,
To give it to her (lines 55-65).
As Snow underlines, this piece of family history disturbs the usual traditions of patrilineal descent. It is odd that the mother should hand
something down to the son. Snow argues that the "fantasy of direct
patriarchal descent must elide the Oedipal betrayal that necessarily
mediates the son's accession to the fathers' place" (1980: 404). T h e line
of descent is mother to son. In Snow's terms, the lines of transition
between father and son would stimulate a sense of Oedipal betrayal. I
would add another nuance to this interpretation. Othello is an intermediary in the transition of an object between mother and daughter-inlaw. Othello in a link in a matrilineal line of descent, which subverts
the patrilineal order of inheritance. It is this subversion and confusion
of a traditional system of exchange which fuels Othello's fury. When
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he completely breaks down when the handkerchief goes missing in Act
IV, scene (i), presuming its disappearance to be the result of his wifemother's betrayal, his constant repetition of the word handkerchief
signifies a meaningless break in the processes of inheritance.
Following Snow's cue, I should also point out that Othello
describes his mother as a "charmer." This is not just one w h o reads
minds. It is also a person who uses her sexual allure. Moreover, like
mother like son (as the saying goes), he too would aspire to read
minds, principally that of Desdemona. The main issue here is not the
psychologising point that Othello is suffering from an Oedipus
complex. T h e more vital matter is that Othello identifies with both
father and mother, and that he becomes the site of contested alterity
which reaches a distressing crescendo when the burdens of alterity
make him crazed over the handkerchief. This delicate fabric becomes
both metaphor and metonymy for a memory of conflicting identifications between masculinity and femininity.
T o take these insights back to the analysis of Orlando, I contend
that such a mixture not only of metaphors but of metonyms and
synecdoches is one of the novel's strategies for making the layer
between the bottom and top of the Magic Pad more capable of
conducting drives, more able as it were, to recall W o o l f s phrase from
A Room of One's Own, to "illuminate" the "web." As I explored in my
first chapter, this web metamorphoses through metaphor and by virtue
of contiguity, crosses over into other networks of metaphors. The
example I have already used there is W o o l f s implied mutation of this
same web into the materials of a room. Its occupant, the woman
writer, employs imagination to turn a claustrophobic space into a scene
of parallel and touching worlds. The middle-class living-room moves
through an opening towards a Persian scene, then vision contracts into
a prison before being re-envisioned as an ocean (A Room of One's Own,
83). Such a site becomes the ground of congregation for various tropes
which materialise into scenes. In the movement from one scene to
another, one ensemble of tropes to another, no one in particular pauses
to be caught as a fetish. Despite some tropes temporally predominating, not one is allowed permanence. T o put this another way,
metonymy takes the responsibility of re-directing the impulses behind
synecdoche or metaphor which would tend towards fetishism. At the
same time, metonymy allow these tropes to function.
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O n e instance of this I will take from Orlando; the example
provides more material for scrutinising how the layers of the Magic
Pad, or to put it somewhat differently, how the tropes which get laid in
one layer, can be found in a passage where "Memory" is compared to a
"seamstress:"
...nature, who has so much to answer for besides the perhaps
unwieldy length of this sentence, has further complicated her task
and added to our confusion by providing not only a perfect rag-bag
of odds and ends within us - a piece of policeman's trousers lying cheek by
jowl with Queen Alexandra's wedding veil - but has contrived that the
whole assortment shall be lightly stitched together by a single thread.
Memory is the seamstress, and a capricious one at that. Memory runs
her needle in and out, up and down, hither and thither. We know not
what comes next, or what follows after.
Thus, the most ordinary movement in the world, such as sitting down
at a table and pulling the inkstand towards one, may agitate a thousand
odd, disconnected fragments, now bright, now dim, hanging and
bobbing and dipping and flaunting, like the underlinen of a family of
fourteen on a line in a gale of wind (61, emphases added).
The dynamic text thereby produced can encounter Silverman's
recommendation to make the gift of love active. T h e necessarily
lengthy quotation about to enter my stage comes after Orlando has
been spurned in love. As a result, he vows to win victory on the field
of the English language (63). Un passant the biographer cites Orlando's
gathering of sources, the several heroes and heroic works which heap
themselves like discarded clothing through the beginning ot Orlando's,
chapter 2 .
The garments fall on top of each other like pieces making
themselves for patchwork to be sewn into the text's evolving design.
The biographer will mention one of Orlando's ancestor's "Sir Gawain,
the Turk" (63). Here is a concatenation of an Anglo-Saxon hero made
"other," the contiguity of the knight's name, and a place he never
originally came from. According to the Medieval poem of unknown
origin, Gawain and the Green Knight, Gawain undergoes an ordeal in
which he will offer his neck for possible decapitation, but in fact
survives with just a wound, reminding him that he is, to all intents and
purposes, just an ordinary sort of chap. 17 The reference to decapitation
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resonates with the novel's opening in which Orlando is found "slicing
at the head of a Moor" (11). Thus through the citation, that is the consciously textual repetition of Gawain and the Green Knight, the novel once
again refers to Othello. The reader is once again caught in the text's
determination to draw him or her into alternating subject/object
positions, whose substitutions will not be still. This aspect of the theoretical fiction also finds itself intertextually announced in references to
manuscripts such as "The Death of Ajax" to name but one. Though as
readers we are given no snippets, this tale concerns Ajax's suicide due
to not winning the top prize for his heroic deeds. The hero must face
the failure of his own heroism, just as Orlando will confront the fact
that s/he feels pale next to the canonised writers. Furthermore, the
one who has triumphed by slaying then slays himself. Yet again, the
subject makes of himself his own object.
These works which are implied to be all "written over" in
Orlando's hand are to be found in an array of drawers (59). I shall
argue that this latter word can also be read as a pun on underpants, a
double entendre which has important consequences for tracing the
raptures of Orlando's Magic Pad. The biographer, reflecting ironically
on her/his own prose, stages Orlando tackling an onslaught of
memories.
The citation about Memory as a seamstress concerns rapture.
The passage focuses on rapture as a movement of traces breaching
their way towards the upper surfaces of the Pad and therefore being
made available to be read. O n e part of the policeman's trousers would
cover his groin. Earlier I mentioned a staple of men's Elizabethan
dress, the codpiece, hinted at in the text by a combination of metonymy and paralepsis. The first specifies something contiguous and the
latter does so by deictically indicating its absence. Put simply, one signifier implies an absent counterpart whose absence is noteworthy. That
these pants could be lying "cheek by jowl" with Queen Alexandra's
"wedding veil" makes a metonymie and erotic connection between
trousers and veil. The metonymy leaves the mind to boggle, and by
virtue of paralepsis, further contiguities are stimulated. O n e might
imagine, for instance, walking into the room after the honeymoon, the
emblemata of this night of passion strewn upon the floor: clothes
retrospectively indicating that they have been thrown off in the tumble
of getting laid. The sartorial items have been scattered across the floor.
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The veil lies with and over pants and goodness knows what else.
Tropologically speaking, the "vehicle" of the clothing therefore
metonymically implicates the "tenor" of the naked bodies who would
have been wearing their cast off garments. After their wedding night, it
is reasonable to assume that Queen and cop would be cheek by jowl
on top of each other. But what is Queen Alexandra doing in bed with a
policeman?
T o answer this difficult question, which has serious consequences for reading Woolf s novel, it is useful to contrast two interpretations. Perhaps the one can, to adopt Mieke Bal's terms, expose
the expository strategies of the other (1996: 8-9). In the novel's first
chapter, Queen Elizabeth I has been staged as Orlando's patroness. In
Freudian terms she could be interpreted as an index for the mother.
The policeman, signified in that synecdochic and popularly gnomic
expression, the "long arm of the law," might then be an index of the
phallus. In other words, it is here that the theoretical fiction cannot be
so easily identified as conforming to those I posed above. The matter
is not as simple as lining up the elements along the axis of who is being
the subject for which object. The combination of Queen and "bobby"
does suggest comparison with Freud's "primal scene." She and he
could be taken as standing in for mother and father, caught inflagrante
delicto. That the reader does not witness the actual act, that it is
threaded out, so to speak, through the condensations of clothing and
the displacements of their arrangement, might be evidence for
repression. It is unclear, however, to whom the psyche doing the
repression in fact belongs.
The biographer is most prominent in this part of the novel,
having narrated how Orlando has survived the pain and the sickness of
being jilted by the Russian Princess, Sasha, for w h o m he had fallen
completely (41). In the melancholic period after her departure, Orlando begins slowly to return to his writing. "Thus it was that Orlando,
dipping his pen in the ink, saw the mocking face of the lost Princess"
(61). The Princess is on a par with royalty, or Queens. Yet this note of
focalization comes at the end of a section in which so much of this is
given over to a "we." Like the biographer, "we" are also scrambling
through and sorting out pieces. Whilst Orlando is of concern in the
passage, its prose is opened out to the rest of us. " W e " were invited
into the primal scene. "Memory" is a "she" and a "seamstress." " W e "
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therefore identify with a female audience and encourage the men in it
to identify with their counterparts. Furthermore, this personification of
memory as a capricious seamstress, going back and forth with her
needle, encourages the audience to think differently about both the
male gender bias of history and its linear construction. The seamstress
is given no point of origin for her thread. Her needle moving through
the "present" fabric is what re-aligns the past to which the threads
have been connected.
This question of origins brings me to suggest an alternative to
interpreting the novel's theoretical fiction. The structure of the psyche
posited by Freud in the Mystic Wnting-Pad and developed by Derrida
in his reading of Freud's text, problematises the very notion of
"primal." As Derrida argues, there are no original traces (1978: 203;
227). These have already been repeatedly transformed through inscription. What caused the trace is, as Derrida insists, already dead and for
that matter, "non-origin" can be a cause (1978:203 ). Following
Derrida, I would suggest that the Queen and the policeman have
emerged from sources which can only be c o n s t r u c t e d ^ / hoc. They can
hardly be termed the "original" actors in the primal scene because one
can only be left wondering who were their other co-actors from the
deeper layers of Memory.
My aim is not simply to support Derrida's argument, but to
supplement it. T o employ his line of analysis would be infer that the
policeman and the Queen are deferred signifiers of others which are in
turn so deferred and so on, ad infinitum. Between this extreme position
and that of Freud's insistence on a phylogenesis underlying a primal
scene, supported as it is by Lacan's notion of a "radical," that is "root"
phantasy, is another path to be broken in the task of setting out a
model for the theoretical fiction and its traversal. A citation below
from "Freud and the Scene of Writing" makes a case for deferral as a
potentially endless connection of signifiers from which no single one
can be identified as having any predominance, or to offer a starting
point from which further development forward could be guaranteed.
Derrida states this as follows:
There is no present text in general, and there is not even a past
present text, a text which is past as having been present.. .The
unconscious text is already a weave of pure traces, differences in

89
which meaning and force are united - a text nowhere present, consisting of archives which are always already transcriptions (1978:
211).
N o w to return to the policeman, I suggest that he is a deferred signifier
for a variety of men in authority, including judges and code-makers
going back not only to the past but to the future. The mention of the
police, who only came onto the scene of British history in the
eighteenth century, is odd, or literally preposterous given the fact that
the extract which I am tackling comes towards the end of the sixteenth
century. Hence the "past" from the lower layer of the Pad has been
conjured back to the future.
Treating the policeman as the signifier of an older facilitation
might lead me to interpret him as a trace of Creon the law enforcer.
Rather, I will argue that the policeman not be buffeted along too many
threads of endless deferrals, ofthat "weave of pure traces" but allowed
a limited terrain of signification. The policeman is not a King,
therefore is not the "Father" whose law cannot be broken and who
carries the synecdoche, that is, the part or "father's n a m e " standing in
for the symbolic order. 18 Rather, the policeman is just part of the social
order and helps to apply its rules. T o put it bluntly, he is not the "top
dog." Policemen can hail from the working or lower middle classes. He
is in bed with a Queen. Thus the aristocratic hierarchy has been
subverted, as has the dominant fiction that Queens only end up in bed
with Kings. She has "laid" one not from her class. Allowing the
policeman to be a signifier capable of endless deferrals would
necessarily involve bringing the father into the scene. This strategy
would conflict with my reading which is based on the concept of the
"productive look." That the scene includes a reference to the
"underlinen" of the family of fourteen, again brings the high-brow
world of Orlando and his literary pre-occupations down to earth.
When Orlando becomes a woman she will bed Shelmerdine, a
sailor. His is another uniformed profession and as such, he is closely
associated with the policeman. But though not its "head," the police
have a metonymie connection to the Law. Orlando will carry the
signifier of the "head" because she will become the head of her Estate,
and in this sense, she will be a Queen. Once again, as the theorising
fiction moves up through the layers of the Pad, it moves into other
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modes, maintaining its pattern and without deferral to any other. In
other words, what is maintained is the structure of constantly moving
subjectivity between the masculine and the feminine, the upper and
lower classes, the Queen and the public servants, the European and the
colonial, the subject of life and its object - the textual representation of
that life. The subversion of the opposition between lower and upper
class is already at work in Shakespeare's play. Mark Rose has eruditely
situated Othello within its political and historical context. 19 Rose points
out that Iago's speech is "shot through" with the language of
commerce (1985: 300). Othello himself may uphold the feudal and
pastoral orders, but he too can be a bourgeois man in the making.
Rose gives the example of Othello's pre-emptive pillow talk with
Desdemona which compares sex with "profits" (300). Within the
relationship of this troubled couple, the old feudal order is about to
tumble in more ways than one. Importandy, though, in Orlando too, the
feudal lord will find himself in a Victorian era where members of his
class are no longer lords but employers. As the old political orders
wear down, Orlando's affective engagement with life intensifies.
This does not mean to say that as Orlando's journey progresses,
life merely becomes more enjoyable. Traversal is not the promise of
the end of resistance but the possibility of re-figuring it to allow the
most manageable conduction of affect. By the end of the novel, the
gap between the focalizing Orlando and the narrating biographer has
almost disappeared except for the markers "she said" or "she thought"
(214-239). The twentieth century becomes a layer which can accommodate the movements of all those traces which would be more
familiar to her from earlier epochs. Her first journey in an escalator
produces the following moment of rapture:
The very fabric of life now, she thought as she rose, is magic. In the
eighteenth century, we knew how everything was done; but here I
rise through the air; I listen to voices in America; I see men flying but how it's done, I can't even begin to wonder. So my belief in
magic returns (229).
In traditional literary critical terms, such a passage would be cited as an
example of "epiphany." Rapture is not just another word for epiphany,
but a specific instance of its theoretical fiction, tightened, reduced,
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refined. Dorothea Brooke was left at the end of Middlemarch with still
much to traverse, particularly given the uncertain future of her new
marriage. Orlando, in contrast, claims to have almost achieved an
illumination of the entire fabric. So much so that it is capable of flight.
What has been sublimated into energy are a series of dross emotions
which act as resistances to the conduction of libido and its sublimation.
The tension in the theoretical fiction, the conflict between two
positions and the unequal fight and dogged compromises so much at
the heart of alterity, find themselves eventually worked through thus:
Was not writing poetry a secret transaction, a voice answering a
voice? So that all this chatter and praise and blame and meeting
people who admired one and meeting people who did not admire
one was as ill-suited as could be to the thing itself - a voice answering
a voice. What could be more secret, more slow, and like the intercourse of lovers, than the stammering answer she had made all these
years to the old crooning song of the woods (247-248).
Resistance as a symptom of narcissism, the desire to be upheld in the
public gaze, has been removed. There is no over-valuation of another.
There is no desire to have the power of rhetoric and the puissance of
poetical forms to make Orlando triumphant on the field of literary
practice. This had been "his" dream. Such transferences have been
released, unravelled, brought to a point of equilibrium. The costume
drama which relied so much on the tropes of texture, of figurations
which could be interpreted as fetishistic, have been laid down. They
have been replaced by another metaphor, that of the voice answering
the voice. The metaphor for the drive has been left unclothed and disembodied.
M o v i n g G e n i e s at a n E x h i b i t i o n : T o C r o s s a n d T o C r o s s
Out
In Winterson's novel, one important metaphor for the drive is another
oft disembodied force - a genie, a word meaning a spirit caught in a
bottie, but also a genius. From its Greek roots, a "genius" is not a
human phenomenon such as an Einstein figure, but a guardian spirit
who oversees the destiny of the human to be protected (OED Vol.
VI). These meanings resonate in Winterson's novel. Jordan imagines
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his adopted mother and protector, Dog Woman, to have come into the
world when she was found by a passing woman, imprisoned in a bottle
(79). Jordan "imagines" the woman cutting the seal on the botde and
his mother expanding like a genie (79). This story is his method of
explaining his mother to himself, as a woman who "may have been
found herself' before he likewise was found by her (79). The hint that
his fiction is "theoretical" is given by Jordan's remark that his mother
is "like a mathematical equation, always there and impossible to
disprove" (79). Jordan's theoretical fiction contains the genie not just
as a character, but a trope which can be further explored by comparing
his fiction with another: Fortunata's narrative of her rape (132). Her
story is a mise en abyme, or "mirror-text" in Bal's sense of both terms
(1997: 57-58). Fortunata's story is embedded within Jordan's, which is
the primary fabula. Her tale comes towards the end of the novel over
the course of Jordan's several adventures with Tradescant and his
postmodern incarnation as a twentieth century boy (118-120). I use the
term postmodern here in Brian MacHale's sense (1991: 62-65). When
fiction brings different temporalities and worlds into collision, that is,
the characters of the seventeenth century manifesting in different
guises in the twentieth century, these ontologicalfy different spaces
overlap.20 Fortunata's story comes from another ontological domain,
that of myth, for she is both herself and Artemis, the huntress. This
story, read with the theoretical fiction about Dog Woman, produces a
double mirror-text, in that the two narratives reflect on the primary
fabula, which is Jordan's story. Both Fortunata/Artemis' story and that
about Jordan's mother are linked by the fact that they each narrate a
distinct type of "trauma," a term shortly to be set out.
I will be arguing that a traversal takes place between the Dog
Woman story and Fortunata's account of surviving rape. Inasmuch as
both narratives act as mirror-texts, Fortunata's tale also shares in the
theoretical tasks that the story of the Dog Woman carries out. The
traversal which takes place, however, is quite different from the
gathering but gradual movement of rapture which produces a sense of
lightness achieved in Orlando. The two mirror texts/theoretical fictions
to be discussed undergo re-shapings which are the result of affect
being released not to proliferate but to reduce the number of textual
pathways. To return to the metaphoric model of my Magic (not
Mystic) Pad, the encounter between the two narratives can be explored
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through considering what happens when contact between the layers is
rapidly broken then re-established.
Winterson's novel is an array of disparate and dispersed pieces
of text which have been thrown into odd combinations through
fractures and ruptures, thus disorganised for the purposes of re-combination. However, in the suspension of the interface between surfaces
and the manner in which they are brought together, what takes place is
both a defusing of affect and a reduction of the number of available
pathways. The net result of this is a contradictory movement of
tropological organisation. O n one level, the impulse on behalf of
narrative subjects to make a more profound inscription of the libido
through the symbolic is resisted. O n another level, the chance to refacilitate areas of the symbolic order through a wrestling with cultural
clichés, dominant fictions and traditional identifications is offset. The
traversal which takes place shuts off part of the signifying circuit. It is
as though the reader were invited into the gaps and silences thus
produced to take a greater responsibility for making her own meanings.
The reader is thus invited into the very difficulties with which the text
has engaged. The reader is encouraged to wrestle with the very
symptoms which, if submitted to working-through, help the text's
evolving meanings to reach new frontiers.
Traumatic experience is a tough frontier in the quest of
working-through. Consulting Laplanche and Pontalis for a definition
of trauma is a useful place to start. According to them, psychical
trauma comprises
an event in the subject's life defined by its intensity, by the subject's
incapacity to respond adequately to it ... In economic terms, the
trauma is characterised by an influx of excitations that is excessive by
the standard of the subject's tolerance and capacity to master such
excitations and work them out psychically (1988: 465).
The fuller text of their definition brings out two important points. In
psychoanalytic terms, there is no clear distinction between traumas
which are the aftermath of primal scenes not adequately dealt with, and
traumas caused by horrific life-events. O n e of these types of trauma
may indeed trigger the other. The trauma which is not about lifethreatening events is theorised as the psyche's inability to represent the
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matter and construction of the wound caused by the negative experience of various infantile scenes, such as the "scene of seduction.'^ As
I have already argued, the concept of a theoretical fiction allows that its
narrative can be formed from more than one of these scenes or indeed
others. Furthermore, a trauma caused by a catastrophe rather than an
infantile event might produce "scenes" which through a series of displacements, connect up to those scenes symptomatic of infantile
conflicts. For this reason, it is crucial to make a distinction between a
trauma which has its roots in the "scene of castration" as opposed to
catastrophes such as exploding bombs, rape or the Holocaust, to name
but a few.22
Ernst van Alphen's exploration of "holocaust effects" helps in
delineating a more refined definition of trauma (1997: Chapter 2, 4164). Van Alphen argues that the problems encountered by Holocaust
survivors emerge from life-events which "could not be experienced
because language did not provide the terms with which to experience
them" (44). The traumatic is defined by "unrepresentability." This
abyss-like state cannot occur after the fact. Rather, this predicament is
part of the experience itself. Following a study by Lawrence Langer
(1991), van Alphen lays out what he terms, "four representational
problems" which emerge in the realm of traumatic experience (45).
Two of these will concern me here. They will help me to explore the
boundaries between the two different categories of traumatic experience with which I began this section: the type which comes from an
infantile "scene" and that which corresponds to the experience of
having survived the threat of death. 23 In referring to the latter, one of
Van Alphen's examples of a "representational problem" is an
"ambivalent actational position" in which the sufferer is neither
entirely the subject nor the object of the remembered experience (45).
Another problem he isolates is a lack of plot or "narrative frame"
which allows the events a sense of coherence (45). Both these representational problems can be found in the story of D o g Woman and
Fortunata's account of her rape.
Jordan's tale of his adopted mother is also a narrative about the
strange life of a genie in a bottle. Jordan explains his mother's
emergence into the world as a speaking subject. He notes in the telling
that this bottle birth is what he imagines rather than knows to be the
case. He conceives D o g Woman to have been trapped in a bottle (80).
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A passing woman hears screams from inside it. Cutting open the bottle
a genie emerges "growing bigger and bigger" (80). As a reward, the
D o g Woman grants the woman three wishes and throws the bottle, or
what served as her pre-Oedipal container, into the sea. The punch-line
is that D o g Woman cannot recall any of this. She has been birthed into
the symbolic order. If she had not, she would have been rendered
incapable of asking a single question pertaining to wishes. The
symbolic capacity has been acquired, but D o g W o m a n forgets
everything. In other words, one of Van Alphen's representational
problems has emerged in D o g Woman's experience - she can
remember no story. Her adopted son has imagined or told it for her.
He identifies with her because like her, he was discovered abandoned.
One wonders who exactly has forgotten what. It is D o g Woman who
refers to an event, hardly narrated, of picking up Jordan from the slimy
banks of the Thames (1996: 11). One wonders whether Jordan in fact
uses the story of D o g Woman to tell his own tale. But if this is the
case, if the story of D o g Woman is the frame by which he tells himself
to himself, then the narrative of how D o g Woman was in fact born
remains a mystery. Narratively speaking, something is indeed missing.
Furthermore, Jordan may be the subject of the D o g Woman tale rather
than she being its object. Thus the uncertainty of being object or
subject which van Alphen categorises as a representational problem
occurs in Jordan's theoretical fiction. Perhaps this fiction theorises its
own inadequacies in terms of achieving a coherent narrative in which
the positions of subject and object are unambiguously defined. In
short, traversal as an attempt to "get at" the narrative material and turn
into signification becomes short-circuited most intriguingly by representational problems.
The genie which has bubbled up so problematically in the wake
of representation, figures its way elsewhere into the novel's tropes.
Jordan comments that "Paintings are light caught and held like a genie
in a jar. The energy is trapped for ever, concentrated, unable to
disperse" (91). Thus the figure of personification becomes the material
within the pigments and its organisation, namely, the "dancing light of
life" (92). Matter itself, claims both the epigraph to the novel and
Jordan's diegetic repetitions, is "empty space and light" (91). What is
more, the signification of light, or genie energy, as both metaphor and
metonym for matter and subjectivity, makes this signifier of subjectiv-
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ity an allegorical sign for the pre-Oedipal stage. It does so because it is
metaphoric for all that is trapped in a botde prior to the subject's
emergence into the symbolic. Though the D o g W o m a n story may be
allegorical of an infantile scene, it could also allegorise a scene more
decidedly life-threatening. If D o g Woman remained trapped in her
bottle, maybe she would have suffocated. Perhaps D o g Woman nearly
suffocated at her own moment of birth. It is possible that the details of
how she survived and what components of her birthing were so hellish
she simply cannot remember. Either way, the residues from her
experience crystallised into narrative prevent either her or the reader
from entirely grasping and clarifying the heart of the trauma. The genie
is a cunning signifier of a representational problem structured through
Jordan's theoretical fiction.
The term "allegory" combines configurations of metaphor,
metonymy and synecdoche. T o clarify the term allegory before making
an adroit exploration of Shakespeare's The Rape of Lucrèce and the
paintings devoted to this Renaissance heroine, Mieke Bal suggests that
allegory is an extended metaphor; it is a reading based on continuous
similarity, involving both difference and contiguity, between its
vehicle - say, here, the myth of Lucretia - and its tenor - according to
its oldest pre-texts, political tyranny (1996: 227).
Through both verbal and visual encounters, Bal exposes the problematics of the connections between these tropes, shaking them up until
their uses and abuses are shaken out. Unavoidably, I will be reducing a
complex and multi-layered analysis to concentrate on the points which
are important for my own reading of Orion raping Fortunata/Artemis.
First, by drawing such attention to the rhetoriticity of the narratives of
Lucrece's somatic and subjective violation, Bal reminds the reader that
rape cannot be represented. Rape which takes place in the "real" and in
the non-Lacanian sense, "cannot be visualised because the experience
is physically as well as psychologically, inner. Rape itself takes place
inside...it cannot exist as experience and as memory, as image translated into signs, never adequately objectifiable" (Bal's emphases, 1996:
231). As Bal explains, the experience of rape causes subjectivity to be
"temporarily narcotised, definitively changed and often destroyed"
(230). I should add to this that research into the effects of rape
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catalogue amongst the victim's many symptoms, the impossibility of
imaging herself in the mirror. Women who have been raped almost
unanimously complain of the profound sense of smashed, violated and
"murdered" identity. 24 The sense is of having gone through a death.
Thus I contend that rape is amongst the traumatic experiences which
are defined under the rubric of life-threatening experiences.
Rape figured as a displacement of death occurs in Fortunata's
narrative. Hardly a fortunate tale, the event is opined through
mythological hyperbole. This is then deflated through a series of
laconic asides and understatements. These then gradate towards a
hyper-reified, rhetorically emptied attempt at "signifying," if one can
call it that, the rape. Fortunata is equated with a mythological figure of
the "goddess" Artemis. Empowered to be disempowered, she enters
the stage as a female to reckon with. She is the daughter of Zeus. She
is a huntress (131). She is thus someone who kills. Having "envied" the
male sex their adventures, she aims to "take on the freedoms of the
other side" (131). After this follows a passage quoting an alchemist's
maxim, "Tertium non data" (sic), or "the third is not given" (131). This
statement heads a reflection on the part of the narrator, presumably
Jordan. When matter is transformed into gold the third term in the
process remains a mystery. Then follows a prosopopeiac representation of Artemis' dividing selves. These are images she "saw." The
images include "a child, a woman, a hunter, a queen. Grabbing the
child she lost sight of the woman, and when she drew her bow the
queen fled" (1990: 131). Subjectivity is here not so much split in two as
splintering; thus van Alphen's representational problem of the subject
erring between self as subject and as object is here at work. So oddly,
even before the rape itself, symptoms of trauma both as an actational
crisis or, in contrast, pre-Oedipal splitting, plague Fortunata. The
huntress risks becoming the hunted. "What would it matter if she
crossed the world and hunted down every living creature so long as her
separate selves eluded her?" (131). The enunciation of the possibility of
subject and object positions splitting is reminiscent of the same operations of substitution in Orlando. In Fortunata's tale, the final remark "In
the end when no one was left she would have to confront herself' is
oddly laconic. Splitting is a traumatic event. What is recalled here is
evacuated of affect, most unlike the refining and dancing signifiers of
Orlando. The laconic moment then turns into the entrance of the rapist
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- he "smells" (132). He wants to possess her, goes the free indirect
discourse, he is "famous" and she is "curiosity," a woman to be
possessed as an index. The narration of the rape is evacuated of
metaphor.
Orion raped Artemis and fell asleep.
She thought about that time for years. It took just a few
moments, and her only sensation was the hair on his stomach matted
with sand.
Her revenge was swift and simple. She killed him with a
scorpion (132).
Indeed, at one level affect is evacuated. Yet it is precisely the figure of
paralepsis, of signifiers pointing to what has been left out, which sets
up a disturbance. The event has cut deep, for Artemis thinks about it
for "years to come." Only one sensation can be recuperated, namely
the remembrance of the "hair on his stomach matted with sand." This
is metonymie of an area of the body displaced from the groin; yet what
is at a remove, is also a weapon of attack. Paralepsis could be defined
as the invisible metonymy of metonymies. The index connects back to
a black hole of signification. This abyss is the "real" of the traumatic
event.
This reading prompts two further remarks. The allegorical
mode of narrating rape has not been avoided, but used differently. T o
take a mythical story is to enact an allegory. Artemis is a personification, that is a metaphor, for a woman breaking down into other
conflicting identifications. With his implicitly repulsive smell, Orion
personifies the abject. The scorpion, a metaphor for the sexual organs
as well as death, is the weapon of self-determination. This tool enables
not suicide but murder. Each of the metaphors (Artemis and the
scorpion) interact with the other through contiguities, that is, the
drama of rape and its revenge. The allegory has a deadly quality in that
it keeps the power of affects under its yoke. While I read this as the
allegorist's respect for the ineluctable hope of being able to represent
rape, I find the cool evacuation of affect disturbing.
My feeling of disturbance is not the result of naively reading the
rape story as a symmetrical reversal of subject and object positions
between the rapist and his object. In other words, it is not that I read
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the avenging act as an inverse savagery of what precipitated it. Once
the subject of the rape has been violated, she employs a weapon which
is a metonymie replacement for Orion's sexual organs. She turns the
instrument of rape back onto the perpetrator, but without raping him.
The "turning of the tables" is asymmetrical. Artemis does not rape
Orion to leave him the incalculable heritage of trauma. Instead, she
wounds to murder. After having murdered Orion, and carefully
burying him under a pile of stones, her sensation is not anger but the
hunger resulting from physical exertion (133). Through interior focalization, the narrator grapples with the double effects of the trauma.
Artemis is lonely not for "friends" but for "a time that hadn't been
violated" (134). As a consequence of this gap in memory, the black
hole of the trauma will be frozen. As she walks away from Orion's
" m o u n d " she looks into the sky. There is nothing there to "remind her
of the night before, except the stars" (134). Orion is the name for a
star cluster. It will be a metonymie reminder of the rape. It could
trigger a memory. It will be all around her on all cloudless evenings.
The "reminder" releases no further metonymies nor metaphors which
could begin the many workings-through of the trauma. N o further
abreaction of Artemis/Fortunata's story of "excessive" excitations
takes place.
The visual image of stars in the sky is a condensation and displacement that will so remain, forever atrophied. The black hole which
is stoppered up with this freezing of the light is metonymically linked
to the novel's final line that the "most solid of things" are "Empty
space and points of light" (144). D o g Woman, the genie, metonymically connected to images of light through this figure's participation in
painting and quantum fields, is an index not just of this incandescence
as materiality, but the character who cannot remember the trauma of
her insertion into the symbolic order. The net result, then, is that the
foundational trauma of the subject's coming to be is associated by
contiguity to that quite different agony of rape. Genie light is.made
metonymie of Orion, that is, the rapist's light. Metonymy has been an
agent of conflation. Just as D o g Woman's story of becoming is engraved only in Jordan's imaginary construction and not her own remembrance, Fortunata's trauma will be enshrined in a mummified
collusion between metaphor and metonymy. Orion will be the sem-
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blance of rape, while stars cluster in continguities of light and forgetting.
Jordan's theoretical fiction and Fortunata's mirror-text have become conflated, each mirroring the other yet appearing in each other's
blind-spots. Two needfully separate accounts of trauma have been
blurred. That one has been made a mirror of the other is what I find
particularly disturbing. In a culture where rape is figured by any other
trope than what comes to representing it, cultural artefacts can
perform the ethical task of distinction and contradistinction. The
introduction to this chapter pointed out that "rapture" has a history of
pejorative meanings. These include rape and theft. The "rapturing"
that takes place through the conflation of the two narratives produces
a negative transference. One allegory is abducted for the purposes of
the other. The layers of the Magic Pad are pulled apart and closed. The
hands do not lift up the covering sheet, but rip it off, just as affects on
the point of pathbreaking, ready to inscribe some portion of their
anguish. Fortunata states that the rape took her across a "threshold" of
her identity (132). O n e identity was violated, another had to be forged,
but still, representational problems remain.
It may seem that by applying two of van Alphen's representational problems to both narratives, each having a bearing on the two
types of trauma, that I am myself conflating the two types. This is not
my intention. Van Alphen's list of problems apply to the stories of
Holocaust survivors. That the two examples I explored can be helpful
in reading D o g Woman's story may imply that D o g Woman's story, as
recounted by Jordan, is another version of Fortunata's tale. Both his
adopted mother and the dazzling dancer are the influential women in
Jordan's life. Fortunata dances on points of light and D o g W o m a n has
been a genie, another form of light. Furthermore, génies are supposed
to be lucky, as Fortunata's name connotes good fortune. Both women
could be the same woman, and both have undergone a trauma which
has involved survival and the threat of death. In this case, the two
narratives become each other's theoretical fictions, yet equally well,
they mirror in each other a crucial and missing piece of representation.
As layers of the Magic Pad, the two narratives combined enact a
traversal, but it is one in which the traumatic heart of Fortunata's
experience remains beyond the reaches of any working-through. And
the fact that her story contains what lies beyond catharsis and signifi-
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cation provides a theoretical fiction of its own. If intimacies of
influence are to be fostered between novels, some "thing" in excess of
abreaction and signification, some affective dimension must remain
available for the activity of traversal.

Conclusion: Between the Three of U s
The quest for the book as object of desire was for Dorothea Brooke a
limited success. As a woman she has borne the weight of the symbolic.
She has fallen between the sacrifice of Antigone and the triumph of
Theresa. Orlando has defied the weight and trodden the tightrope of renegotiating the contract between the narrative self and its Other. Sexing
the Cherry takes on the ambition of flight already rehearsed by the
modernist intimate. Perhaps the drive behind the signifier which
Winterson's novel could possibly release is so great that rapture would
cause rupture. Bloom defines the ratio kenosis as the move to break
away from the overwhelming ancestor. This interpretation could be
applied to Winterson's novel. Should it continue the ecstatic
movements of Orlando and incidentally, the word "ecstasy" is used one
page towards the end of the novel no less than four times (219),
Winterson's novel might experience a self-implosion. By enacting an
act of "crossing out" or what Paul de Man might term "disfiguration,"
Sexing the Cherry preserves the layers which comprise the Magic Pad.
Here, the act of supplementing I would interpret as a negation of the
desire to "have it all."
This brings me back to what I promised to engage with earlier:
Derrida's notion of "supplement." Towards the end of "Freud and the
Scene of Writing," Derrida emphasises that Freud's machine is a
metaphor. As such it cannot be an adequate representation for the
psyche (1978: 228). The machine is the "supplement" to the "finitude"
of psychical organisation. The contraption is "dead" though the psyche
is not. Earlier in the essay, Derrida has argued that writing requires the
death of the origin of the trace (203). What is supplementary is the
différance, or the trace which is detour and deferral (203). In interpretation deferral takes out of the drive its brute force, inscribing it not as
death, but offering it another life. In Derrida's reading the machine and
the psyche need each other. The interworkings between psyche and
machine inscribe an allegory about how Eros (libido) and Thanatos
require each other for their mutual survival.
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In Middlemarch, ambitious men like Lydgate and Casaubon meet
premature deaths. I would supplement the narrator's claim that a
modern Theresa lacks the historical medium in which her ancestor the
Saint performed her good works (896). I would suggest that the
modern Theresa could turn the limits of her conditions to her
advantage providing she were to succeed where Antigone failed, that
is, in finding an exit from Oedipus' sepulchre. Changing historical
conditions do not obliterate the possibility of living a theoretical
fiction. They add more challenging supplements. The aspect of
"crossing out" which I explored in Winterson's novel is also at work
in-between the dialectic of the narratives of Theresa and Antigone. In
this respect, Sexing the Cherry summons the traces of its more distant
ancestor.
Orlando supplements Middlemarch by tracking deep into its tomb.
Woolf s novel does not hide the dangers of such a journey. It is in the
closing epiphanic sequence that Orlando's reflections expose the risks:
Hail, happiness, then, and after happiness, hail not those dreams
which bloat the sharp image as spotted mirrors do the face in a
country-inn parlour; dreams which splinter the whole and tear us
asunder and wound us and split us apart in the night when we would
sleep; but sleep, sleep, so deep that all shapes are ground to dust of
infinite softness, water of dimness inscrutable, and there, folded,
shrouded, like a mummy, like a moth, prone to let us lie on the sand at the
bottom of sleep (emphasis added, 225).
Kristeva has argued (1996: 107-112) that it is particularly difficult and
therefore impressive when a woman writer produces a strong work,
because her position in the symbolic order and her ambiguous connection to the pre-Oedipal mother are unavoidable hurdles. Yet a
confrontation with this archaic force is a requisite for creative production. In the passage above, the dream, the sleep from which the drives
move can "tear us asunder" and deform the sharpness of images
achieved. The dream conjures the trace of the " m u m m y " which has
been re-inscribed from Middlemarch. In this work, the tragic actor,
Casaubon, seeks the illusion of that trace which can never be erased.
Dorothea does not end up there, but temporarily lives the melancholia
of the dream which by virtue of denying narcissism invokes the more
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drastic possibilities below it. In Orlando's monologue, the mummy is
met head on, and from it a delicate strand hangs metonymically. Like
Ariadne's thread, it offers Orlando the path back to symbolisation.
This strand is the "moth," a favourite of Woolfian discourse, a
mythological symbol of the soul. 25 This moth is not near a burning
light, so it need not be extinguished, but can fly the scene. In the
ensuing passage after the one quoted above, Orlando's psyche flies
above the danger. The moth implied to be a " h e " manages to "burst
the seals of sleep" and Orlando, identifying with both herself and the
psyche can state "We rise." What has been "handy" is a "rhyme" to
"help us pass safe over the awkward transition from death to life"
(225). Here, what Kristeva would term "semiotic" facilitations, or the
most archaic of traces, provide symbolic security, moving between
layers without causing damage. Yet the flight was precarious.
The miraculous and the anti-gravitational are extensively used
forces in Sexing the Cherry, but to the point that they are taken for
granted. Traversal is a painstaking process which encounters failures,
many structures which turn the narrative subject back on herself. Dues
are paid heavily for the limited rewards of the resistance lightened,
palliated, compromised. From the beginning of Winterson's novel,
there is a confidence that resistance can be fully challenged. The
invisible ink will flare up once the right powder is found. Glibly,
Jordan claims he can produce the map of hidden journeys. He implies
that all will clear. The audience need only "follow" by "tracing those
travels with your finger" (1989: 10). Jordan suggests that the task is
easy. Curiously, he glosses over the problematic aspects of cartography.
New borders in any domain may be difficult to find or produce.
My discussion of Sexing the Cherry explored how the text pushed
the boundaries of literary invention by capitalising on the alchemist's
formula, the "third is not given." Here I have suggested that Sexing the
Cherry makes the second person, the reader, somersault through
different types of identification to fight for their "third." By so doing,
the reader can carve out her own, path-breaking exit from Thebes. I
have explored rapture in this novel as a cancellation of the traces
which would otherwise be inscribed. That the repeated movements of
working-thro ugh operate in a regressive or static mode, is not to judge
the text negatively. Given that Winterson's novel breaks pathways in
other respects, it may be the case that a traversal working in the
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opposite direction to the continued and gradual progress towards the
binding of more affect may testify to the text's method of achieving
some degree of homeostasis. Otherwise, rapture might work not in the
interests of re-invention, but regression. In terms of the intimacies
between all three novels, it is worthwhile to read not only in terms of a
movement from past to present, but as layers in which what is strongly
expressed in one work compensates for what has been only partially
explored in its intimates. Where there are the "excesses" of ecstasy, as
in the closing section of Orlando, both Middleman}) and Sexing the Cherry
help to dissipate and re-distribute the force of rapture.
Closely allied to rapture is incandescence. This force is released,
suggests Woolf in A Room of One's Own as the result of a mind
"unimpeded" (1983: 55). The intimacy between Sexing the Cherry and its
two precursor novels is not based on the twentieth century novel being
more or less incandescent than its friends and ancestors, despite
Winterson's claim that Victorian fiction does not reach the same
standards of linguistic excellence as the modernist inheritors (1995:
31). The sartorial exuberance of Orlando, the manner in which it whisks
away the reader on a flying carpet of sex, fabrics and linguistic
experiment may seem to have more in common with the anti-gravity
domains of Sexing the Cherry than the Victorian precursor. Yet both of
these twentieth century novels have gathered within their Magic Pad
textures already woven in Middlemarch. The textual layers provided by
the narratives of the intrepid explorers of graves, Dorothea and
Antigone, are transformed through Orlando's story of a close shave
with sepulchral passions, that is death and sex devolving from the
novel's various references to Othello. Winterson's work does not
produce a textual fabric necessarily more incandescent than Eliot's
novel, in the sense that the greater the conduction of textual energy the
more meanings there are available. Sexing the Cherry carries within it a
series of traumatic breaks. Fortunata's rape and what was D o g
Woman's bottled existence before she came into the word are both
examples of " t o m b s " in which non-representation casts its shadows.
Middlemarch has intimated to Sexing the Cherry and Orlando that no
amount of traversal will redeem either narrative or human subject from
the confrontations with limitation and death. For it is both these forces
which provoke the quest for rapture.
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Notes
The definition of "facilitation" is from "The Project towards a
Scientific Psychology" (SE I: 283-387). It is useful to outline how Freud
developed the term. His essay might be described as a type of draft for
describing the neurological processes of the psyche, including in his explanation, the mechanisms of pain, dream and memory.
Freud argues for the operation of two types of neurones: the phi (O)
system is permeable, the psi (*F) one impermeable. The former allows a free
flow of excitation, enabling raw consciousness. The impermeable system
produces the resistance which protects the nervous system from overloading. Crucially, though, the latter will attain degrees, then patterns of
permeability. This occurs when lines of conduction are set up between them
(I: 300). The flow is possible through the establishing of "contact barriers"
between the impermeable neurones. The different networks of contact so
forged are termed "facilitations" (Bahnung). According to Freud, memory "is
represented by the differences in the facilitations between the *F neurones"
GOO). Derrida takes Freud's word Bahnung, drawing attention to its lexical
meaning of path (Bahn) and what is implied by the action of the contact
barrier, namelv, the process of "breaching." The path is broken, cracked,
fracta, breached (Derrida, 1978: 200). Memory, deduces Derrida, is not some
operation within the psyche; rather, it is its very "essence." This involves not
only differences in facilitations, the "effraction of the trace" (201). Both
these terms, difference and effraction, constitute the breaking of the path
which, he underlines, "presupposes a certain violence and a certain
resistance to effraction" (200). The need for the fracture is due to the resistance proffered by the psyche. Without these defences, the psyche could not
function, it would be consumed by its own drives.
2

A comparison to the psychoanalytic technique of transference is useful. In analysis, the patient's journey requires her to project a variety of
imagos onto the analyst, or what Cynthia Chase has termed transference in
the second sense (1987). Without this, the unravelling of the symptoms
would not be possible. The sorting through, the teasing apart of imagos into
tropes is transference in the second sense, which corresponds to the
working-through which will precipitate transference in the first sense. The
Magic Pad is a metaphor which more successfully links these processes with
the act of writing and the processes of memory activated within a psyche
through which drives and traces work in two directions.
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For a reading of the interrelations between Woolf s friendship and
love affair between herself and Sackville-West and the development of the
protagonist in Orlando, see Jean O. Love's article "Orlando and Its Genesis:
Venturing and Experimenting in Art, Love, and Sex" (Friedman 1980: 189218).
John Tradescant was a seventeenth century adventurer and horticulturist.
All further references to the dictionary definitions of the word
rapture come from the OED Vol. XIII (1989).
Mark Rosenthal (1979: 133-134) points out the prize-winning status
of "The Oak Tree" as referring to Vita Sackville-Wesf s garnering of the
Hawthornden Prize in 1927 for her poem "The Land."
Rosenthal makes a detailed and illuminating analysis of "The Oak
Tree" as a piece of writing which bears the signs of Orlando's struggle to
envision three centuries of experience and give this meaning (133-134).
Rosenthal states that Orlando's struggle with his/her text dramatises the
writer's struggle with the Zeitgeist of the time (134). I would add that her
challenge is to produce new meanings from old, to make intelligible for a
contemporary literary period what made best sense for an earlier period.
This producing of new meanings from old figurations is the literary
challenge of traversal.
8
Theresa of Avila (1515-1582) founded a group of reformed
Carmalites. She was born of an aristocratic Castilian family, making a precocious attempt at pilgrimmage with her brother. See Oxford Dictionary of
Saints (David Hugh Farmer 1997: 467).
"Antigone between Two Deaths," (Lacan, 1992: 257-270) reads
Antigone's desire as being located between two deaths, as mapping a path
for the heroine to find her way back to the desire of the mother, namely
Jocasta, the other ghostly occupant of the family tomb.
10
In "The One and Another: George Eliot's Dialogic Incarnations"
(1993: 500-507), Marijke Rudnik-Smalbraak investigates the interactions
between different narrative levels produced between fictional characters,
authors and readers. She uses Bakhtin's work on the "dialogic" from his
essay "Discourses in the Novel" (Bakhtin 1981) to address texts by George
Eliot and Middlemarch in particular. She draws attention to the notion of
"dialogic incarnation" important in Bakhtin's work, and the theme of
"confession" in Eliot's novels. Rudnik-Smalbraak remarks that "the word, as
discourse and utterance, manifests itself as a dialogic event on different yet
simultaneously active planes" (505). Though this remark is not simultaneous
with the concept of a Mystic or even a Magic Pad, Rundnik-Smalbraak's
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insight parallels the notion that novels are composed of levels between
which words, tropes and ideas move, becoming thus enriched through the
communication between layers.
11
Here I would like to quote Mary Jacobus' sobering remark about
Eliot's Mill on the Floss (1860) read in the light of Irigaray's philosophical
quest to seek out a female language. In "Maxims and The Mill on the Flosf
(1986: 62-82) Jacobus suggests that "we will look in vain for a specifically
feminine linguistic practice in The Mill on the Flos?' (78). Jacobus' point is not
that there are simply no feminine practices; instead, her point is that these
"reinscribe the exclusions, confines, and irregularities of Maggie's education"
(78-79). Here I concur with Jacobus; my sudy does not make a case for a
specifically female praxis of language. I would suggest, though, that the
modes of reinscribing "exclusions" to which Jacobus refers, has an affinity
with my notion that in textual traversal, it is the unusual, the unexpected and
the ideologically rejected which can be made textually and discursively signficant.
12
Arguing that one novel liberates more rapture than another in terms
of the economy of its specific layers, is not to make a value judgement or to
claim that one work is aesthetically more successful than another. The
qualifiers "more" or "less" rapture define the product of inter-linking
between layers of the text and its respective theoretical fictions. A text which
makes breaks between layers to reduce the flow of rapture can be read as
doing so to allow the reader or another intimate text to be the force responsible for making interpretative connections.
13
For an account of Woolf s readings of Shakespeare see Alice Fox's
study of Woolf s studies of English, Renaissance texts (1990: Chapter 4, 94158). Fox finds evidence that Woolf was fascinated by Othello's love for
Desdemona. Orlando's identification with the "frenzy of the Moor" is a key
example {Orlando: 44).
14
William Shakespeare, Othello (1986: 925-964) Act I, Scene (Hi) lines
129-170. All further references to the plays and sonnets of Shakespeare
come from William Shakespeare The Complete Works (1986). For a "feminist"
reading of the play which emphasises the relationship between the play's
cultural conventions and its deployment of language and imagery, see Lisa
Jardine "Why Should He Call Her Whore: Defamation and Desdemona's
Case," Blading Shakespeare Historically (1996: 19-34).
15
In her essay on Orlando, Sandra M. Gilbert (1994: 204-205) makes the
excellent point that the novel's challenge to official, "masculine" history with
the "feminine" version is inscribed in Orlando's name. The "Or" could be
replaced with "Ur," a prefix referring to "origins" and what is "original."
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Gilbert suggests that the biography pursues a paradoxical activity by writing
the public history of a private woman when women, for the most part, are
left out of the historical record. The notion of "origin" closely aligned with
femaleness is expressed in the phonetic similarity between the pronunciation
of "Ur" and "Her." Orlando can be translated as "Her-land-o." Furthermore, during her travels in Turkey, Orlando not only cross-dresses in terms
of gender, but also culturally. After his change into a woman, which
coincides with his sojourn in Turkey (1977: 106-118) Orlando dresses up as
Turkish gypsy. In fact, the "crossing" here involves gender, race and class.
For a reading of the interconnections between cross-dressing as a gender
and cultural act, see Inge E. Boer "This Is Not the Orient: Theory and Postcolonial Practice," The Point of Theory: Practices of'Cultural Analysis (1994: 211219).
See Edward A. Snow, "Sexual Anxiety and the Male Order of Things
in Othello? English Literary Renaissance, Vol. 10, 1980: 384-412.
17
The Gawain Poet, Gawain and the Green Knight (1925). Briefly, the
story focuses on one of Arthur's trusted knights, Gawain. He offers to
impress everyone with an example of his prowess. He passes all his tests, but
is not entirely perfect. Orlando is less than an outstanding writer.
For a clear paraphrase and definition of the "father's name" see Alan
Sheridan's "Translator's Notes" in Lacan (1986: 281-282). Lacan's "Nameof-the-Father" has its origins in Freud's symbolic father of Totem and Taboo
(SE: XIII: 150-151). This "name" is not a father in person so much as a
signifier of the "Law." See my chapter 4. For an examination of the relationship of the "Law" and "ISAs" see Althusser 1997: 219-247.
19
Mark Rose (1985) "Othello's Occupation: Shakespeare and the
Romance of Chivalry," English Literary Renaissance 15, Vol. 15: 293-311. See
also Barbara Hardy, Shakespeare's Storytellers: Dramatic Narration (1997: 160161).
20
For a more detailed analysis of the difference between modernism
and postmodernism, see my chapter 3.
21
See Laplanche and Pontalis 1988: 404. This troubled and controversial theory was first established by Freud between 1895 and 1897. It was
subsequently abandoned.
I would like to add here that the psychoanalytic definitions of trauma
have a long tradition, one of the most important precursor texts being
Freud's Beyond the Pleasure Principle (1920; SE XVIII).
For the view that trauma requires that the subject has faced the
threat of death and survived it, see Cathy Caruth (1996). Her study examines
the experience of trauma as embedded within historical development. She
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contends that Freud's critical insight in Moses and Monotheism. Three Essays
(1939: SE: XXIII) was that "history is precisely the way we are implicated in
each other's traumas" (1996: 24).
24
For a detailing of the traumatic symptoms see Julie A. Allison and
Laurence S. Wrightman (1993). This study explains why rape involves a
threat of death even if the woman who is attacked is not threatened with a
gun, knife or some form of execution or disfigurement should she not
submit to the attacker's control.
25
The first title for The Waves was The Moths. See Graham 1976: 17-18.

110

The Intimacy of Influence

3

Last Exit From Thebes:
T h e M a z e M a k e r s o f Middlemarch,
Dalloway,
The
Passion

Mrs.

The cities of the interior are vast, do not lie on any map (The
Passion, 1988: 50).

I n t r o d u c t i o n : M a z e s of t h e Interior
How do the literary works of this chapter traverse their own
Oedipal narratives? 1 Amongst these is Freud's famous
theoretical narrative, frequently challenged and re-written by
many successors. In this chapter I will engage the novels with a
series of revisionary readings of Freud's contested model of
human desire and becoming. Specific elements from the
theories of Julia Kristeva, Judith Butler and Kaja Silverman will
provide maps. They will guide my analysis through the overlapping terrains of Freud's theoretical fictions of the Oedipus
Complex, Middleware, Mrs. Dalloway and The Passion. Through
each other, these texts form mazes.
The epigraph to this chapter belongs to one of The
Passion's two narrators, Villanelle, a Venetian boat-woman who
possesses the magical attributes of webbed feet. Featuring two
character narrators, Villanelle and the rookie French soldier,
Henri, Winterson's third novel studies unrequited love and the
gambling of human hearts. The combined narratives produce a
maze; the canals of Venice become the metaphor for the labyrinthine experience of desire and becoming. The cities of
interior are indeed vast and beyond maps, because they
symbolise, in Peirce's symbolic sense, the journey into the
unmapped human psyche. But The Passion is more than a
symbol for the psyche; the novel explores Freud's Oedipus
complex, revealing this as both theoretical and narrative. Both
these dimensions Winterson's novel aims to re-design.

Ill

There are a number of exciting theories to address
Freud's theoretical fiction. Arguably, there is a distinction
between the theories of Butler, Kristeva, Silverman on the one
hand, and the narrative fictions of Eliot, Woolf and Winterson
as narrative objects. Freud's Oedipus complex I place between
the two distinctions, but I will contend that these can be treated
as provisional. Ahead of its time, Middlemarch predicts aspects
of Freud's "theory." Mrs. Dalloway and The Passion fictionally
theorise Oedipus complexes of their own formulation. T o
underline my suggestion that narratives produce theories of
their own, I will borrow a metaphor from The Passion. Villanelle
tells Henri that the city of Venice is alive and that it undergoes
changes under the force of its own impulses. I contend that
theoretical maps are also as capable of such change as the
narrative terrains they track. Map and topos may transform
each other. The narrators of the three novels carving their
territory within this chapter, are all maze-makers, all finding
their way through labyrinths. The paths they track are as
theoretical as they are narrative. As my arguments progress, the
binary opposition between the notion of a theoretical " m a p "
and a literary work as "terrain" will be de-stabilised.
In what follows, traversal will be explored as two interconnected trajectories. Firstly, it will be tracked as a re-working
of Oedipal narratives, that is, those fictions which tell their
story of the Oedipus complex. Middlemarch may predate the
invention of psychoanalysis, but I will suggest that it offers a
previsionary re-writing of Freud's model. Eliot's novel may
thus be read as one of many literary precursors to a theoretical
paradigm. Secondly, traversal will be analysed as the
enmeshings and separations between textual mazes and their
makers. These include not just external but character narrators
and the discursive slippages between the two. When interactions and overlappings between the linguistic patterns of
character and narrator occur, the distinction between these two
entities is subverted. Transference as trope, as that mechanism
which challenges the construction of imagos, does that
challenging through the multifarious meanings of the word
"maze."
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According to the OED, this word maze boasts more
connotations than the garden labyrinths in which visitors can
amuse themselves. Apart from meaning a "network of
confusing and winding passages" a maze metaphorically defines
a state of bewilderment, puzzlement and perplexity. Another
meaning is that of "blind alleys" (OED Vol. IX: 507-508).
Thus a maze is that through which the Oedipally blinded might
lose their way to once more find it. Furthermore, the verb "to
maze" signifies to craze, to infatuate or to put someone out of
their wits. The maze is that place from whence the Sirens can
beckon. As Theseus discovered, it may also be the place to face
the beast and come of age. Each of the novels figure the maze
as a place of danger, of illusion but also as that site through
which to pursue a rite de passage.
In The Passion, the city of Venice is "the city of mazes.
You may set off from the same place to the same place every
day and never go by the same route" (1988: 49). Venice also
comprises the narrative in which gender and sexuality become
surrendered to improbabilities. An important theme and trope
in Winterson's novel is the figure of chance. The city forms a
topology and topography which re-shapes under the vagaries
of the unexpected. According to Villanelle, the city is an
organic "living city" subject to change (113). Moreover, it is the
"city of disguises" (56). The traveller's journey through the
"fabulous" metropolis allegorises the lacks and quests of
human desire. The labyrinth is also a metaphor for the twists
and turns of narrative. Such circumventions re-enact and
displace the ideologies which the novel quotes.
The Passion involves, to recall Butler's term, a series of
"citations." Crucial to Butler's concept of performativity is that
of reiteration. In both culture and its texts, norms and prohibitions are repeated. They are acted out again to be reduplicated
and reinforced. However, it is through the citational process
that anomalous quotes can manifest themselves. These critique
the dominant ideologies. Texts reiterate the old narratives and
their norms in order to destabilise them (1993: 10). Winterson's
novel conjures phantasmic projections which quote those
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projections germane to Freud's Oedipal narrative. These identifications enter the maze never to leave again in the same shape.
The two character-narrators Henri and Villanelle each share a
recurring line: "You play, you win. You play, you lose. You
play," refers not just to the compulsion to gamble (66). This
line also comprises its own iterations. It symbolises the text's
repetitions of "sexed" identities and sexualities as they lose
themselves to find themselves re-located, sometimes without
change, often with an important transformation inscribed.
Villanelle's desire for the Queen of Spades represents the fallout from such repetition. She confronts the problem of lack
and loss through what she terms passion, a force converging on
the sign of the heart. This offers a revision of the power
structures which the novel cites and disturbs.
Woolf s fourth novel, Mrs. Dalloway, offers the reader a
sequence of events which take place during a single day in June
in 1923. This sequence comprises what Bal's terms the fabula
(1997: 6). But in terms of the story, many other temporalities
explode through the text. The text is narrated through a variety
of characters; these include the titular heroine Clarissa
Dalloway, a middle-aged and society housewife, a friend from
her youth, Peter Walsh, and a war-traumatised young man,
Septimus Smith. The novel brings their memories to the fore as
a force which shifts the focalizations and narrations of these
actors of consciousness. 2 Septimus Smith has just returned
from the war but is unable to function. The reader first meets
him in Regent's Park being looked after by his wife Reiza
(1998: 27-33). He focalizes hearing birds which speak to him in
Greek (31). His actions - most poignantly, his suicide - are the
result of traumatic memories. This last exit from the maze of
life finds a contrasted but parallel exploration of exits from
passion: Clarissa's interior monologues scrutinise the memory
of her desire for a woman, Sally Seton (39-46). This examination encloses but makes available the abject for otherwise
repudiated identifications. Silverman lays emphasis on the
difficulty of giving an "imaginary luster to bodies" which have
become "culturally profoundly devalued" (1996: 81). The
dramatisation of the poetic, Arcadian consciousness of a war-
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traumatised, unemployed, mentally disturbed young man is but
one method by which Mrs. Dalloway carries out this brief. The
localization of a street vagabond is supported by an external
narration which breaks every normative assumption. Their
combined forces produce a double focalization of lyrical
intensity (Woolf 1998: 107-109). This reveals a lining of "tusk
and mammoth" about to explode under Regent's Park Tube.
The primeval, the Arcadian and the pagan are textual sites
within which transgressions of the culturally valorised take
place. Clarissa's rapturous encounters with women find
protection in pastoral tropes. The novel's opening line: "Mrs.
Dalloway said she would buy the flowers herself' marks the
floral range of the Arcadian world within the metropolis (3).
Indeed, it is the floral sites that lure readers into
pondering those identities culturally despised. The pantheistic
sub-structure to London's stressful, mechanised metropolis of
capitalist power emerges in Septimus' focalization of elm trees.
... they beckoned; leaves were alive; trees were alive.
And the leaves being connected by millions of fibres
with his own body, there on the seat, fanned it up and
down; when the branch stretched he, too, made that
statement" (28).
The passage produces a puzzle of metaphor and metonymy.
The leaves are alive and thus personified. They are therefore
imbued with the qualities of actors. Yet personification, which
is a sub-category of metaphor, is metonymically untangled. The
"millions of fibres" decompose the notion of character with its
associations of recognisable features making a single identity.
Moreover, the fibres cite their precedent in Middlemarch's
"primary webs or tissues" (Book II, Chapter 15, 177). For
Eliot's external narrator, such structures find their analogy in
the act of narration, in its "unravelling of certain human lots'"
(Chapter 15, 171). Mrs. Dalloway moves this procedure to another cutting edge. The metonymie connections between consciousness, botany and character are made more intimately
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political. Like the fibres he focalizes, Septimus is but one fibre
in the metropolis which "has swallowed up many millions of
young men called Smith" (110). The lustre in Septimus' focalization of the elm trees indirectly enhances this nameless young
war victim with a pantheistic glow which the dominant
ideologies of his society deny him.
Going beyond Middlemarch's web metaphor, the fibre
trope of Mrs. Dalloway makes more explicit the connection
between the tree structures and language. When "the branch
stretched he, too, made a statement" (28). The anaphora is
ambivalent. It could refer to either Septimus or the personified
tree or to the fibres personified. Each "statement" is part of a
greater whole. But the difficulty in identifying the referent
protects the comparison from the threats of synecdoche. This
trope would prioritise the concerns of the greater whole rather
than what this represses. Each smaller statement from the Mr.
or Ms. Nobody, otherwise ignored, is a crucial link in the
symbolic order. In the passage cited, unsung heroes and the
fibres signifying networks between selves, are not associated
with the London of Big Ben, but the Arcadias concealed
around corners.
It is in these hidden places that Clarissa Dalloway
becomes erotically drawn to Sally Seton and this woman's "way
with flowers" (43). Sally is one who experiments to reconstruct. She will "cut off their heads" to float them on water
(43). Allegedly, Sally is related to Marie Antoinette. Hence Sally
becomes associated with the French revolutionary spirit. The
hint is that she topples the old order to make way for new ones.
But the non-legitimised sexual encounters which her floral
experiments symbolise, will still remain culturally eclipsed.
Lucrezia Warren Smith focalizes the Queen in a car. She could
not "help looking at the motor car and the tree pattern on the
blinds" (19, my emphasis). The last word is a relevant example
of displacement. If the tree pattern signifies the symbolic order,
then this will certainly not capture the "blinds," or dark spaces
with which it is cast upon and with which it melds. These black
holes are part of a heterogeneity to which the socio-symbolic
would remain blind. But in Woolf s novel, the eclipsed, the
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devalued and the abjected are strewn with flowers. These act as
fresh tropological pathways; when these are discovered, a new
textual working-through is discovered.
As Miller notes in his reading of Mrs. Dalloway, in spite
of the inescapable presence of characters structuring their own
worlds of consciousness, there is an (external) narrator with a
"state of mind." It "encloses" and "pervades" the minds of the
other characters. 3 Thus the external narrator functions in this
example of literary modernism more markedly than is usually
credited. Gillian Beer acknowledges Woolf s respect for the
literary practices of her Victorian predecessors. These she did
not repudiate but "re-write" (Beer, 1996: 94). She maintained
more of their external narrators than her modernist mode of
writing would lead one to suppose.
The binding and all-encompassing "mind" of Mrs.
Dalloway finds its precedent in the less oblique, and more
characterised, external narrator oi Middkmarch. The discourse of
Woolf s external narrator blends with that of the characterbound narrators. The illusion that a character is doing all the
narrating and focalizing is not maintained. Rather, the
movement between the character-bound and external narrator
is more fluid. In Middkmarch, the distinction between external
narrator and character hinges on figuring the mechanisms
which connect together the two. Or to deploy the novel's
optical metaphor, Eliot's narrator and character reflect upon
each other and also apply the microscope to one other. The
different "minds" reflect upon other human subjects as a
means of finding answers to nature. The optical metaphor in
Eliot's novel is closely aligned to its project of scientific
exploration. Gillian Beer has richly explored Middleman's
discourses of science and evolutionary biology.4 Sally
Shuttleworth heads one of her papers on Middkmarch, "An
experiment in time." Like the doctor, Eliot's narrator conducts
experiments. His/her subjects are the characters. The threshold
between epistemological position and its object is set up and
subverted.
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If the binary opposition between the object and its
means of enquiry is not questioned, what ensues are failures of
recognition. Objects under investigation are also figured within
the subject who claims the privilege of "objectivity." Lydgate's
object is science. The very "heart" of his epistemological
concerns and those of his personal life are connected, but along
lines of displacement which he acts out rather than works
through. What concerns me is the conflict and co-operation
between the successful narrator and the tragically set-up doctor.
This conflict forms an Oedipal maze which contrasts with that
authored by Freud. The former is one in which the connecting
parts, that is, those passages which link crucial scientific
concepts to matters of the amour, are metonymies. The latter
are not reflected upon explicitly by either external narrator nor
Lydgate the character. But their existence functions as a form
of ideological critique which many feminist readings of
Middlemarch have overlooked.
Certain feminist critics have reproached the novel for its
treatment of Dorothea. Yet there has been a curious tendency
to overlook the possibility of reading Lydgate's blindness as
representative of that which dominates many nineteenth century habits of external narration. Lydgate is the key to understanding how the external narrator and maze maker, perplexed
between metaphors, makes a textual traversal in quest of the
woman who figures as a solution to the secrets of Nature. It is
as this occurs that the prescient re-writing of the pre-empted
Freudian paradigm takes place.
In tracing Freud's version of the Oedipus complex, the
concept of gender offers an important guiding light. The important women theorists whom I engage in this chapter all use
this concept differently. They do so without repudiating the
psychoanalytic model. Judith Butler's "Phantasmic Identification" discusses the "performativity" of gender norms. She
scrutinises how prohibitions on "sexed" identities are inscribed,
iterated, but where possible, how their burden can be lifted
(1993: 93-120). While approaching the problem differendy,
Julia Kristeva's celebrated essay "Women's Time" also interrogates the possibilities for mitigating what is for female subjec-
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tivity, the weight of the "socio-symbolic contract." 5 In The
Acoustic Mirror (1988), Silverman follows the female subject's
progression through language, or the symbolic, as involving the
positive aspects of maternal influence, not necessarily as producing affects which must be abjected. The mother, then, can
have an important role in gendering her daughter's subjectivity
beyond a position of negativity and lack. Furthermore, the
theories of Butler and Kristeva offer accounts of how the unbalanced equation between sex and gender can be re-formulated. I will attempt to do so by probing the novel's overlapping labyrinths.
The maze makers of the novels pursue a journey, as
best they can, towards an "origin." The textual strategies by
which Mrs. Dalloway and The Passion approach their origins,
reveals much about how the novels function as "modernist"
and "postmodernist" works. To help clarify the intimate connections between these two categories of text as reflective of
the influences between Woolf s and Winterson's novel, two
approaches to definition are useful.
The first approach is offered by Brian McHale's argument that the difference between a modernist as opposed to
a postmodernist fiction hinges on the text's handling of epistemological, as opposed to ontological issues (1987: 6-10). As
McHale phrases it, questions of epistemology, or knowledge,
can be raised in the form of "How can I interpret this world of
which I am part?; And what am I in it? .. .What is there to be
known?; W h o knows it?" (9). In Mrs. Dalloway, the contrasted
focalizations of Peter Walsh, Clarissa Dalloway and Septimus
Smith offer different perspectives not just on specific past
experiences, but on the human condition of living in or
surviving in London. The "violent explosion" from the street
causes Clarissa Dalloway to "jump" (1998: 17). By stark contrast, Miss Pym looks out of the window to survey the commotion caused by the cars, "as if those motor cars, those tyres
of motor cars, were all her fault" (17). In another item of focalization, Peter Walsh applauds the roar set up by a passing ambulance, thinking it "one of the triumphs of civilisation" (197).
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Through their respective focalizations the three characters offer
different interpretations and emotional reactions to the
elements of their world, that is London, 1928. In their separate
ways, Clarissa, Peter and Septimus all wonder at, emotionally
intellectualise, narrate and theorise their place in this one
world. If Woolf s novel were entirely postmodern, then they
would not be considering their place in a single cosmos but, as
McHale argues, they would ask "Which world is this?.. ..Which
of my selves is to do it? ... What kinds of world are there, how
are they constituted, and how do they differ?" (10). Although
critics widely and unquestioningly define Mrs. Dalloway as a
"modernist" novel, McHale's definition of the postmodern
helps to understand the landscapes and different worlds
conjured by the focalizations of Septimus Smith, a female
vagrant and the assisting external narrator. Smith focalizes an
Arcadian, pantheistic world in which birds speak Greek (31).
The vagrant and external narrator conjure the "tusk" and
"mammoth" of prehistory" (105). London of 1928 is invaded
by faraway temporalities which cause the reader to ponder
which world they are in and what splintering identities emerge
from characters such as Septimus. McHale's notion of
modernism/postmodernism is helpful because he avoids
utilising either term as a taxonomy for a literary period or
specific practices such as "stream of consciousness" technique.
6
The postmodern is breaking its way from the modernism of
Woolf s novel, and the two modalities of fiction-making are
intimate with one another within one work.
Furthermore, the intimations of modernism can be
traced in the forerunner Middlemarch, which is so often held up
as a work of Victorian "realism." 7 The narrative metaphorised
as a biological web in Eliot's novel is cited again in Woolf s
novel. In the modernist text, significations which were not
brought to the fore in the Victorian precursor, come to light
again in the inheritor. The deployment of these meanings is
different. In Middlemarch there is not open utilisation of
modernist techniques, but a hint of the shape of what is to
come generations ahead. In Woolf s novel, textual performance
does more than refer to myths. Whereas in Middlemarch, myths
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are deployed as techniques for framing the external narrator's
task and the characters' journeys, Woolf s text not only refers
to, but deploys focalization to conjure improbable, mythical
temporalities which operate as alternative worlds which erupt
into the novel's fabula. These contrasting worlds which invite
the asking of ontological questions find their ur-versions in
those very different "worlds" inhabited by Casaubon and
Lydgate, for instance. Although strictly speaking, each of these
characters inhabits the same world unified by time and place,
Casaubon's egotism locks him in his "own" world of myth and
worn-out taxonomies. Lydgate is wrapped up in a cosmos of
intellectual ambitions which do not protect him from his
emotional oversights.
In epistemological terms, both men explore different
paths of knowledge which cause them to focalize their one
world in startlingly different ways. When each man becomes
entrenched in his own "view" of the world, he may be indeed
passing into a different cosmos from that shared by the other
Middlemarchers. McHale makes clear differences between the
epistemological and ontological problematic. I would contend
that different epistemological positions can become so extreme
that they can become defined as positions rooted in ontological
difference. The modernism and postmodernism of one novel
may only be hinted at in a predecessor's work, but this lies
ready to be analysed with the hindsight of the successor's
works.
This brings me to the second approach to qualifying
terms such as modernist and postmodernist. In an illuminating
overview of the various forms and defintions of postmodernism, Ernst van Alphen suggests that the various discussions
produce a "heterotopian space" (1989: 819-38). A critical and
fictional terrain of various, different and irregular forms combining together is an apt metaphor for the postmodernist landscape. Van Alphen claims that postmodernism can be best
served by being studied from an interdisciplinary perspective
(836). What has been attributed as the "modernist desire for
pureness" is challenged by a postmodernism which would mix
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its elements. Van Alphen claims that monodisciplinary studies
cannot accommodate the interdisciplinary forces which constitute the postmodern impulse (836-837). T o take the implications of this argument one step further, I would suggest that
Mrs. Dalloway is an example of a so-called "modernist" text (in
the traditional use of the term) which can be analysed, as I have
just done, with postmodern, critical hindsight. Likewise, a
postmodern text such as The Passion, can be read as modernist
and interdisciplinary between modernist and postmodernist
techniques. The novel weaves itself from various embedded
narratives. These rely on memories which flow into the
characters' experience of the "present moment." Henri in
prison relives his battles in Napoleon's army and his love affair
with Villanelle. Mythical topoi in Mrs. Dalloway which were a
matter of hallucinatory or imaginative focalizations, that is, of
epistemological variation, are transformed through The Passion
into worlds which follow the ontological logic of fairy-tales,
miracles and magic. The battlefields of France full of their
quotidian horrors constitute a different ontological space from
a Venice in which boatmen, and one woman, possess webbed
feet. Fabula events turn fabulous in a narrative cosmos in
which Villanelle's heart is stolen and, as Henri discovers, stored
inside a glass jar (120-121). Henri mentions the Holy Grail and
"Perceval, the gentle knight" (154). The references to Medieval
myth and literature iterate ancestor narratives and their temporalities. The modernist strategies of character-bound narrative
and stream-of-consciousness technique are as much a part of
The Passion as they are of Mrs. Dalloway. Furthermore, the
gender-bending Villanelle has an ancestor in Orlando. The
Passion's deployment of myth and magic invokes ripples from
Arcadian worlds. The novel eschews a purity of forms. The
Passion sets up epistemologically and ontologically various
conditions. Postmodernism and modernism contain each other
rather like Russian dolls, one inside the other, though each doll
can signify a different literary tradition. Thus I would contend
that a reading of the intimacies of influence between Mrs.
Dalloway and The Passion make a case for analysing literary
modernism as capable of embracing "impurities" of technique
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and for analysing postmodernist fiction as not throwing itself
into the arms of any interdisciplinarity, but desirous of focusing
on its choice of purities, which may reveal themselves through
selected metaphors.
Lines of intimacy spin Ariadne-like threads through all
three literary works. The webs of Middlemarch have a distant,
eccentric though fertile connection to Villanelle's webbed feet.
She tells the reader how her web-footed father removed his
boots and disappeared (1987: 50). The webs between the toes
are signifiers which must remain covered just as Villanelle's
heart which is concealed in the Queen of Spades' phial,
signifies the profoundest and most veiled secrets of the psyche
(120-121. In Middlemarch, Lydgate would possess the secrets of
the "primary web" of nature (1994: 177). This quest emerges
from his earlier passion for heart anatomy (173). If in
Middlemarch, the heart becomes the symbol and index for
impossible quests of desire, both personal and professional, in
The Passion, the heart becomes predominantly symbolic in its
function, signifying the Holy Grail and desire as an effect of
gambling, or compulsive behaviour.
Behind many Grail quests, be it the adventure to
fathom the mysteries of heart anatomy, the web-structure of
tissues or games of chance, the figure in the textual maze of
each novel can be traced as a displaced signifier for the mother.
In each literary work, there is some sign of her. She might be
an effect of an origin, an entrance or a potential exit from the
novel's Theban labyrinths. If Woolf s phrase that "we think
back through our mothers" is telling, then it needs to be
explored not in the psychological sense, but through mapping
into the unexplored tropes, or passageways, through which
these novels are bound.

Back to Thebes
In a published extract of an interview, Julia Kristeva cites the
verb "traverse" and defines it very specifically as occurring
when the subject "experiences sexual difference, not as a fixed
position ('man'/'woman' ), but as a process of differentiation." 8
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To acknowledge the complexity in this assertion, it is important
to track back to a forerunner text. Freud produced an early and
later model of the Oedipus complex. It is the latter to which I
turn (SE XIX: 3-68).
By 1923, the theory has incorporated the notion of a
"positive" as well as "negative" complex, which can operate for
both boys and girls.9 Freud terms this a "more complete"
model (SE XIX: 33). According to this theory, the boy's
burden is to master longings towards his mother. With a
tougher task, the girl has two stages to undergo. Her attachment to the mother constitutes the "negative" phase. Once she
has relinquished this first and vital connection she enters the
"positive" stage. This involves desire for her father (30-39). In
"The Dissolution of the Oedipus Complex" (1924), Freud
argues that once this desire has "dissolved" the girl can be
prepared for a future of attachments to those who are not her
parents (SE XIX: 173-179). Whereas in the prototypical
models the contrast between the boy's as opposed to the girl's
rites ofpassage were more polarised, the 1923 essay makes these
more closely aligned.
The concept of "differentiation" referred to by Kristeva
finds its germs in "The Ego and the Id." Boys and girls are
capable of mixed repressions and identifications:
Closer study usually discloses the more complete Oedipus
complex, which is twofold, positive and negative, and is due
to the bisexuality originally present in children: that is to say,
a boy has not merely an ambivalent attitude towards his
father and an affectionate object-choice towards his mother,
but at the same time he also behaves like a girl and displays
an affectionate feminine attitude towards his father and a
corresponding jealousy and hostility towards his mother (33,
Freud's emphasis).
Freud does not single out girls as behaving any differently. By
omitting to any extensive reference to the fate of girls, the
interpreter is left to speculate. One implication might be that
female subjectivity follows the obverse rules to its male
counterparts. O n dissolution of the complex, one gender
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identification would become uppermost (34). The repressed
left-over becomes a "precipitate in the ego, consisting of these two identifications in some way united with each other" (34, Freud's emphasis).
Which two identifications? The answer implies a hybrid of
identifications with both mother and father. Yet at the same
time, if the human subject is to settle into heterosexuality, one
identification must have the upper hand. This means that this
masculine identification utilises the male ego-ideal. Freud is
more than aware of the knotty situation in which his male
subjects find themselves. Freud spells out the double-bind. The
boy "ought to b e " like Dad yet "may not do all he [Father]
does (34). T o be like Dad would also mean slipping back into
taking over his prerogative, that is, sex with the mother.
Though not openly stated, the argument implies that the same
would be so for the girl. The apparently impossible task of
resolving the conflict between the demands of identification
and the need to palliate the unconscious, raises questions about
the relations between super-ego, ego and id.
"The Ego and the Super-Ego" argues for a subversion
of the binary opposition between ego and id. Articulated in the
dynamic between ego, super-ego and id are fluid possibilities of
mutual substitution. An element from the super-ego may once
have been in the id. Between the two, further and more refined
distinctions can emerge. In the light of Butler's work, I would
underline that the psyche, however ideologically interpellated,
may be more sophisticated than to simply map itself onto either
the father or mother imago. The "either/or" grammar of identification can be richly deconstructed when the human subject
adopts positions between these two imagos. Configurations of
the elements male and female identifications can facilitate a
melting-down imagos and phantasmic identifications. The
product consists of their constituent tropes. Freud's metaphor
of "precipitate" implies that between these combinations, a rich
array of male to female parts, of various ratios, can crystallise.
Winterson's female protagonist with peculiar feet is
destined to be both incompletely woman and boatman.
Villanelle not only oscillates between winning and losing, but
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between taking her pleasures with women and men. Villanelle
has exited the Oedipal scenario on the side of paternal, webfooted identification. Amongst the boat people of Venice, it is
only the men who have webbed feet. Villanelle is an anomaly.
O n the other hand, she genders herself female, working as a
prostitute in Napoleon's army. Villanelle moves between
differendy gendered positions, "male" and "female" through a
series of flukes. This oscillation is further played out in the
text's organisation of narrative sequences. The Passion begins
with Henri's narrative in "The Emperor" (3-5). The second
section "The Queen of Spades" comprises only Villanelle's tale
of her birth and life of desire (49-76). It is only one third of the
way through the third book, "The Zero Winter," that the two
narratives, that of the male and that of the female character,
begin to alternate (94). This does not result in one narrative
being embedded in another. Rather, in the final book "The
Rock" (133-160) the two character-bound narratives inter-cut,
as though separate and longer soliloquies were sub-divided
then grafted onto each other. Given the discourse each
character uses is not strikingly different, one interpretation
would be that Villanelle and Henri are the masculine and
feminine side of one character. Furthermore, the novel's first
book sign-posts male gender by being entitled "The Emperor."
The second section is headed "The Queen of Spades," that is,
the King's binary opposite. As the narrative moves between
king and queen, male and female, destiny and chance, the
gendered identities of the protagonists move even closer
together.
Kristeva's essay cited above might not refer directly to
The Ego and the Id, but indirectly reflects upon it. She remarks
on the advantages for women of negotiating between the
extremes of "phallic" identification and its opposite, an
abdication of power. Kristeva suggests that Woolf s fictional
texts produce the effect of an "asymbolic, spastic body" while
those of Joyce pose the phallic side of language to "dissect" it
(1980: 165-166). She implies that the dissection links and reconfigures a terrain between the extremes.
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In her influential "Women's Time" (1979) Kristeva articulates what such a terrain signifies historically and politically.
She tracks "two generations" (1987: 193-195). The first consisted of suffragists, followed next by those movements coming
to the fore in May 1968. For Kristeva, the first generation bore
an important role. These women encouraged a needful identification with male power. This projection stimulated women to
claim greater access to strong positions within the symbolic
order. The second generation, she claims, went to the opposite
extreme. They rejected paternity and identified with the cycles
of "archaic" memory, of those women's experience left out of
the historical record. Although she does not use the word
traversal in "Women's Time," the movement between the two
positions she implicitly recommends corresponds to her definition of the word outlined above. Her article predicts the
emergence of a third movement. This can enhance the complexities of female subjectivity without risking needless rejection of the precursors' heritage. The gathering "signifying
space" which becomes built through time does, to paraphrase
Kristeva, re-configure the maze of past generations. It does so
by bringing to attention what otherwise would have remained
obscure. Logically, this means that certain pathways exist in
"parallel1 (her emphasis) and become "interwoven one with the
other" (483).
Kristeva's reflections on time illuminate the question of
gender and sexual identity anchored in Freud's theory of the
Oedipus complex. She underscores the importance of
challenging the notion "male"/"female" identity as rival
entities. This is most particularly so because the concept of
identity is itself problematic (483). She adds that the term
"bisexuality" would be to pose an idealised totality which
avoids the challenge of encountering difference. For me,
however, this latter and most vital of terms is closely aligned to
the concept of "differentiation." It defines the varied possibilities of imbalanced, colliding yet mutually supportive brigades of
subjectivities. I should recall here the intimacy model. Intimacy
does not presuppose some idealised system of equality. Whilst

127

this ideal can, for temporary periods, be achieved, intimacy
often occurs between parties as a result of inequalities. These
disparities become cited and contested again. Here is Kristeva's
recommendation for achieving difference:
This process could be summarised as an intériorisation of the
founding separation of the sodo-symbolic contract, as an introduction

of its cutting edge into the very interior of every identity
whether subjective, sexual, ideological, or so forth (484).
What exactly this involves for each subject lies at the horizon
of Kristeva's article.10 To explore the possibilities beyond it, I
turn to the passage in Mrs. Dalloivay when Peter Walsh, then the
external narrator, focalizes the goings-on of a female vagrant.
The text emerges into a free indirect discourse between the
tramp and the external narrator, both of which are thereby
given access to cyclical temporality.
Through all ages - when the pavement was grass, when it
was swamp, through the age of tusk and mammoth, through
the age of silent sunrise - the battered woman - for she wore
a skirt - with her right hand exposed, her left hand clutching
her side, stood singing of love - love which has lasted a
millions years (1998: 105-106).
Leena Köre Schröder suggests that the pre-history here represented "de-stabilises the constructions of nationalism and Empire that comprise Our Island Story." (1995: 331). Mrs.
Dalloivay, she continues, contains references to cyclical and
apocalyptic time. The second level narration focalized through
the tramp carries these two temporalities. The apocalyptic
promise finds itself figured when the tramp's exultation of "ee
urn fah urn so" (1998: 105; 107) is described as an "ancient
song" which in its "bubbling" and "burbling" breaks through
the pavements around Regent's Park Tube, flooding its way
down Marylebone Road (106). The "bone" in this road name is
appropriate. It signifies the mythical detritus reincarnated into
an archaic and anarchic temporality threatening the civilised
and imperialist.
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The following quote is not Schroder's; it does though
support her point. Around Regent's Park tube station, the prehistorical erupts from under the pavement. Revealed are not
the proceeds of an archaeological dig, but forces which gather
into a transgressive momentum of "skeletons and treasure."
These "streamed away in rivulets over the pavement and all
along the Marylebone Road, and down towards Euston, fertilising, leaving a damp stain" (1998: 106). If linked to the
momentous kiss between Sally and Clarissa, this last line can be
interpreted as a sexual innuendo (45). Hence the "treasure"
which erupts through the pavements lies contiguously to the
kiss' product, that is, a "diamond" (46). Metonymically, then,
the kiss delivers a precious stone which is also a sharp, cutting
instrument. Thus, even though it has emerged from cyclical
time, it can hardly be deemed a signifier of Kristeva's
"semiotic." 11 A diamond is itself built upon an intricate architecture. The instabilities between worlds prehistoric and
civilised, the forging of one into another thus produces a
crystalline structure which is not only precious, but would
logically be formed from a molecular code. Thus from the
transgressive, lesbian kiss which has conjured it, the diamond
could signify a re-cut, re-crystallised formation within the
symbolic order.
In other words, Kristeva's claim that those temporalities
are constituted on a repudiation of paternity requires questioning. Admittedly, the diamond from Mrs. Dalloivay, propelled
from the terrains of cyclical temporality, manifests itself from
the collisions of linear and cyclical times. Yet the primeval
terrains of Woolf s novel are not without their own laws.
Septimus Smith's interior monologue stipulates that "Men must
not cut down trees. There is a G o d .. .Change the World" (31).
This Green Peace campaigner before his time develops his own
set of prohibitions. These are structured through re-articulations of old codes. The belief in God may be Christian or
pagan or a cross-fertilisation of the two. If the latter, ideologies
are repeated so as to de-stabilise the dominance of any one
theology. Septimus Smith is a man on the edge of "women's
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time." He maps out the newly forming codes which Kristeva
insists can only be produced from a refusal to identify with the
extremes of either paternity or the pre-Oedipal mother. Yet
Septimus refuses to identify himself with the war-mongering,
imperialist armies of his culture. He makes no uneasy compromises between conflicting identifications. Rather - and this
is where I propose an emendation to Kristeva' s model Septimus Smith errs on the side of a cyclical temporality which
is not bereft of structure. Woolf s novel does not comprise two
different novels enunciated in two different discourses. Thus I
would argue that so-called cyclical temporalities and the site
they define are more explicitly coded than Kristeva would
maintain.
Thus her notion that to traverse the "masculine" and
"feminine" requires discovering the points in-between, requires
qualification. Freud's later version of the Oedipus complex,
read in the light of Judith Butler's theories on phantasmic identification, suggests that "movements between" involve layers of
already transferred selves, precipitated through different
temporalities which need to be peeled away. What is for
Kristeva the traversal of gender will likewise have
consequences for the iterative structuring of temporal domains.
In textual terms, as a narrative undergoes traversal which does
more than move around a repetitive loop, narrative identities
will undergo transformation of gender and temporality. The
theme of time and its relation to gendered subjectivity and
transgressive acts of desire may be more emphasised in The
Passion and Mrs. Dalloway than they are in Middlemarch.
However, as the following section will explore, temporal
dimensions in Eliot's novel are foregrounded spatially. Drawing
rooms and theatres footnote the Thebes of Sophocles' Oedipus
and pre-empt the Freud's Oedipus to come.
W e b s , H e a r t s a n d Dirty B o o k s
Sophocles' Oedipus and Eliot's Lydagate, different as they are,
share talents and myopias in common. Both are healers. Prior
to the beginning of the play, the protagonist to Oedipus the King
has won the appellation "tyrannos" by solving the Sphinxes'
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riddle. Through the drama his powers of discovery will be
further tested. The scientist-king failed to make the crucial
connection between knowledge of oracles, of nature and that
other pursuit, the identification of a woman, his mother.
Whereas Oedipus is already great before his downfall, Lydgate
aspires to greatness without achieving it. His ambition is to
make a great scientific discovery, as did his heroes Heschel and
Jenner. 12 Like Oedipus, Lydgate's tragedy is caused by an unfortunate marriage. Rosamund Vincy lacks sympathy for his
vocational ambitions. The financial demands of marriage
distract him from the Grail of scientific discovery. His gift of
"intellectual ardour" does not "penetrate his feeling and
judgement about furniture, or women" (179). George Eliot
suggests that it is in the "complexion of his prejudices" that
Lydgate carries his "spots of commonness" (179). Intellectually
gifted though blind to the riddle of woman, failure in the latter
will have consequences for the former.
Lydgate's double task of confronting knowledge of
Nature and apprehension of female Otherness finds its
analogue in Sophocles' Oedipus Rex. As Bernard Knox notes,
the Greek tragedy is a "play full of equations" (1998: 149).
Some are true, some false. Yet more are incomplete. The latter
beckon to their hero to be solved. Knox points out that there is
more than one Oedipus. The first is the tyrannos, the king,
powerful man and possessor of knowledge. He is the solver of
riddles. The second Oedipus is the object of what is sought (to
^etoumenon) (149). As Knox explains, one Oedipus investigates
the other, attempting to suss out the equation between the two
kings. Answers can be found in the protagonist's name. This
includes associated linguistic roots. "Oida" is the tyrannos'
"knowledge" lexically joined to the "pous," or swollen foot
(149). O n e side of the nominal unit has repressed the other.
That which has been repudiated will name the man.
"Lydgate," both by name and nature, carries a paradox
comparable to his predecessor's. The first syllable of the
doctor's surname is phonetically suggestive of the verb to lead.
The second half "gate" implies a gateway, but one which may
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be closed or open. Lydgate would be great. He would lead. But
to step from being the local general practitioner to a scientist of
international acclaim requires finding a hidden threshold.
Lydgate never discovers it. Moreover, Middleman}?s chapter 15
gives a clue to the knowledge which equates both the terrain of
research with that of passion, emotional and sexual. What
precipitates Lydgate's intellectual longings is the anatomy of the
human heart and their valvae, or doors, (chapter 15, 173).
Although they do not form a gate, doors do connote the image
of a threshold. The difficulty for this provincial Oedipus is to
link knowledge of physiology with that of the beloved. For
Sophocles' Oedipus, solving the final riddle leads to exile.
Lydgate ultimately leaves Middlemarch with the Bulstrode
scandal behind him. As I will explain below, the doctor solves
his riddle only at a moment of bitter-sweet recognition. This
does not alleviate his domestic troubles but keeps him complicit with them. The domestic Thebes of his creation will
remain replete with plague. That he should die prematurely
from an infection is thus appropriate to the logic of his
narrative destiny.
Eliot's Lydgate can be read as the inheritor of
Sophocles' hero and as the- precursor to Freud's Oedipus. In
Middlemarch, the pathway the doctor pursues and renounces
becomes both indexical and iconic of the Oedipal narrative
traversed. By this I mean that the tropological web of Lydgate's
story "re-writes" both the basic feature of the Sophoclean
tragedy and the Freudian narrative which it pre-dates. Judith
Buder has stressed that when power structures are cited, their
grip is reinforced. She considers how these structures can be
reiterated in order to "expose the heterosexual matrix and to
displace the effect of its necessity" (15). As regards the Greek
myth, Freud's Oedipus complex is specifically a citation. It is
one which re-enforces compulsory heterosexuality.
Particularly in the earlier version of his Oedipal
narrative, Freud lines up the female sex by gendering her on
one side of the mother. The girl is positioned to identify with
her mother rather than desiring her. Yet Freud's later accounts
begin to expose the very power structures these texts would
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represent. It would be preposterous to think of Eliot's Oedipal
narrative as a citation of what comes after them. Within
Butler's system this would not be possible. So what I am
arguing, to qualify Butler's ideas, is that earlier power structures
can undergo a more radical citation than their later repetitions.
The aim of this section is to examine Eliot's prescient re-citation of Freud's Oedipal tale.
The idea of preposterous citation qualifies early
feminist criticism of the novel. As John Peck remarks, much
"overtly feminist criticism" of the 1970s criticised Middleman})
for not living up to the task of "celebrating positive presentations of women." 1 3 Dorothea Brooke's calling will be subsumed to that of her husband-to-be, Will Ladislaw. Various
critics have not tired of underlining how the narrative leaves
Dorothea hidebound. In contrast, George Eliot triumphed. As
Woolf states in eulogy, Eliot the novelist was unafraid to
"pluck for herself the strange bright fruits of art and
knowledge. Clasping them as few women have ever clasped
them" (1979: 160).
Hence what certain feminist readings have laid
accusingly at George Eliot's feet, Middleware confronts. As I
have already explored in my chapter 1, the novel's external
narrator is often gendered male but will adopt a female identification. The masquerade slips. In the ironic gap between
gendered positions, between the external narrator's and the
characters', the normative is not spared. The tragic narrative of
Lydgate's vocation renounced unravels, unsentimentalfy, the
strands of the corrupt ideologies which interpellate Middlemarch's dwellers. Thus the analogue of the. Theban plague in
Middlemarch is the web-like grasp of normative theories and
narratives. As Woolf remarked, Eliot would not "mitigate the
truth because it was a stern one" (1979: 160).
It is not just the novel's female protagonist who will be
polluted by norms which have lain without needful dissection.
Lydgate's quest for knowledge cannot escape being ultimately
unravelled by his complicity with convention. He is enmeshed
in his fictions of female identity and desire. For one who
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suffers so under the yoke of domestic tyranny, the good doctor
shares many of his wife's prejudices. The external narrator
drops the requisite acid remark: "Lydgate hated ugly crockery"
(Book IV, chapter 34, 387).
In the novel's crucial fifteenth chapter Eliot's narrator
notes: "We are not afraid of telling over and over again how a
man comes to fall in love with a woman and be wedded to her"
(173). Using the universal "we," the external narrator identifies
with the male audience. This all-inclusive fraternity tend to
become embroiled in "troubadour tales." The cause is an
excess of "poetry" or "stupidity" (173). Women have a
"makdom and fairnesse." There is an objective correlative to
these female attributes. It is vocation. Passion for this requires
"patient renunciation." Eliot's narrator thus draws an analogy
between failed vocation and failed marriage. Just as the "ardour
of youthful loves" wanes, so too can the husband find himself
"shapen after the average and fit to be packed by the gross"
(174). The man who has failed his vocation might find an
"earlier self' moves like a ghost in the "old" home full of new
furniture. This is focalized as "ghastly" (174). Although Lydgate
"did not mean to be" one to fail in his vocation, the tropic
warnings emerge. Through a double focalization, the narrator
warns that Lydgate's blindspots comprise women and furniture.
Through the prescient passage about ghosts, old homes and
new interior design, the female sex and interior decor are
woven into metonymie proximity.
These proximities forge the paths Lydgate blindly
follows. He submits to Rosamund's materialist demands.
Financial pressure decoys him from his vocation. The correlation between her materialism and his prejudices are wittily
foregrounded by the narrator's remark that in "warming
himself at French social theories he had brought away no smell
of scorching." Such short-sightedness becomes entangled with
the conviction that Rosamund will be submissive and attentive
towards his life-work. Relevantiy, Lydgate constructs her ideal
"feminine" co-operation using a frame from zoology. His
theories of "psychological difference" between genders relies
on biological fictions representing the "innate submissiveness
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of the goose as beautifully corresponding to the strength of the
gander" (Book IV, Chapter 62, 391). Lydgate's tragedy is that it
will be the goose who rules. This possibility he has not
foreseen. He blinds himself through his own focalizations. His
instruments are metaphors. These tools as metaphors create
pleasing theoretical fictions. They amplify his fictional theories
about Rosamund. Ironically, support from a large hearted
woman comes too acutely and too late. Mortified by the
Bulstrode affair, Dorothea Brooke reminds him of his aspirations, of her (not his) conviction that he "may still win great
fame" (Book VIII, Chapter 76, 821). Lydgate could take
advantage of an equation between that activity termed cherche^
lafemme with that which might be coined, cherche^ la science.
The external narrator's ingenuity follows maze-like contiguities through lovers' discourse and the language of epistemology. The narrative of Lydgate's scrape with a Frenchfemme
fatale begins with the doctor at his "galvanic experiments"
(Book II, Chapter 15, 180). Various frogs and rabbits are at the
receiving end of a "mysterious dispensation of unexplained
shocks" (180). In frustration, Lydgate puts them aside. He
jousts with unexplained "facts" (180). Off he goes to the
theatre. There he will himself be the repository of shocks.
These are his infatuation with Laure, a French actress. Allegedly, she accidentally kills her co-actor and husband. This turns
out to be a deception. Lydgate remains hoodwinked. Laure's
manipulation of her performance to enact calculated murder
emerges as the hidden fact. Gutted, Lydgate learns his lesson,
or so he thinks. He believes himself free from the power of
illusion. Like Oedipus, the doctor assumes confidence in his
maturity and powers. The quest for greatness requires singlemindedness. N o t that Lydgate lacks this. Gillian Beer argues
that in his approach to science Lydgate excels. For Beer,
Lydgate is "imaginative in relation to science" but "utterly
untrained" in the "analytical seriousness" of life's "emotional
business" (1986: 171). I will be arguing quite the opposite.
The metonymie and metaphoric logic of the famous
"web" and of the novel's numerous optical figures suggests that
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the doctor's imaginative and scientific capacities are precisely
what confound his analysis of emotions. Beer has drawn
magnificent attention to the external narrator's determination in
the "Finale" to question the authority of dominant metaphors.
The novel's "writing," she asserts, actually "repudiates the
favourite image of spun fabric" (1985: 166). Furthermore, she
continues, "the fragment of life, however typical, is not the
sample of an even web: promises may not be kept, and an
ardent outset may be followed by declension" (1994: 890).
Beer's punch-line is that the web is a metaphor for conflicts
and contradictions such as "necessary sequence" versus
"incongruity" (1985: 167). Yet having said this, she maintains
the web trope as the chief metaphor. It can carry on its back a
"strain and conflict" of significations as well as those related to
interconnection (167). In other words, Beer unwittingly
privileges metaphor and to a degree, raises it to the status of
synecdoche.
Similarly, Sally Shuttleworth tracks the novel's tropes of
organic unity. She too emphasises the role played by the "play
of metaphor" (1984: 170). Despite privileging this one trope
over others, she does trace the conflict between the representations of "moral vision of organic interdependence" and that of
"harmful, destructive effects of social integration" (173). The
external narrator's quest to deploy narrative as a form of
scientific exploration relies decidedly on this organic metaphor.
Yet that same narrator would undermine it. This battle and
complicity of tropes cannot be explained away as an example
of aporia. Eliot's external narrator and the text which "it"
traverses, go much further than either Beer or Shuttleworth
would allow.
To understand how the novel proceeds across its own
gate requires tackling more than the notion of a "web." For to
assume this would uphold the primariness of the "central"
metaphor's epistemological grip. This tactic is avoided
splendidly in J.Hillis Miller's exploration of how the novels'
optical metaphors tussle with those of the web (1992: 79).
Middlemarch's narrator, he explains, pulls no punches about the
seductions of metaphor. By drawing attention to the strategy by

136

The Intimacy of Influence

which the novel's complementary tropes collide, Miller discourages the reading of one mode of metaphorical interpretation over another. I wish to add more to Miller's arguments.
Rather than analysing other passages where "semiotic" and
"optic" metaphors vie with each other, I will examine how intermediary tropes such as metonymy play their role. This figure
offers a key to understanding how Lydgate confuses his science
and his women. This will, in turn, reveal more about the transferences and workings-through performed by the external
narrator. His/her strategies can be better interrogated through
following Lydgate's focalizations. For a number of these merge
with those of the external narrator.
Metonymy as a trope, argues M e k e Bal, has the potential to reveal the underlying strategies of a narrative process. In
Double Exposures, she suggests that when analysed in isolation,
metaphor "encourages universalism and escapism" (1996: 90).
This will be the case, she continues, if the "motivation" behind
the "implied similarity" between vehicle and tenor is
"forgotten" (95). Using the example of Rothko's paintings, Bal
suggests that the curators of the artist's estate made sure a particular selection were shown in many museums (1996: 75). The
various exhibitions thus offered a version of what his oeuvre
stood for. Through the various iterations of the version in
question, Rothko's collection could form an "omnipresence"
(75). This process became metaphorical because it summed up
what his "art" is all about. Repetition without difference,
concludes Bal, causes the metaphoric mode of representation
to dominate (75).
Synecdoche, metonymy and metaphor can come into
action as modes of reading, one or more predominating over
another. (In the text itself, all these tropes are mixed by definition). Bal argues that synecdoche as a mode of reading has its
disadvantages (95). When a particular part is made representative of a whole, this choice of one, vital element will become
necessarily arbitrary (95). The cure for the drawbacks of prioritising either trope is the intervention of metonymie readings.
These can do so by pointing towards a something else which
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challenges the flxational power of any one trope. As Bal states
"metonymy is even unreadable without awareness of its substituted other" (95). It does not "promote the repression of
what disappears" (95). To translate this insight into psychoanalytic terms, I would argue that metonymy is a great tool for
finding out how human psyches are given shape in textual
strategies. But just as metonymy is required to dispel the
illusions of metaphor, the former requires the interventions of
other tropes. The super-ego in action, once metonymically revealed, can be exposed as closely attached to the unconscious
forces it would otherwise merely legislate.
Lydgate imagines he can conquer his tendency to be
illuded by women. The narrator's anecdote about his scrape
with the French actress, Laure, is exemplary (chapter 15). Take
the letter "a" out of her name, then remaining is part of the
verb to "lure." Laure is a siren for the unsuspecting. In the
important chapter 15, the external narrator uncovers a vital
catalyst to Lydgate's first call to science. The intellectual
ambition to which the doctor would ultimately dedicate himself
is not what first charges his youthful curiosities. The man's
lofty aims are to follow in the footsteps of Bichat. 14 He will
seek out the "primary webs or tissues" which form the
underlying structures of life (177). The boy's moment of calling
finds its source in a "Cyclopedia" (177). Under the heading of
"Anatomy" the young Lydgate discovers the "valves of the
heart" (173).
He was not acquainted with valves of any sort, but he knew
that valvae were folding doors, and through this crevice came
a sudden light startling him with his first vivid notion of
finely adjusted mechanism in the human frame. A liberal
education had of course left him free to read the indecent
passages in the school classics, but beyond a general sense of
secrecy and obscenity in connection with his internal
structure, had left his imagination quite unbiased, so that for
anything he knew his brains lay in small bags at his
temples...the moment of vocation had come...the world
was made new to him by presentiment of endless processes
filling the vast spaces planked out of his sight by that wordy
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ignorance which he had supposed to be knowledge (173, emphasis

added).
The narrator's localization moves to that of the second level so
as to trace Lydgate's memories more intimately. Heart anatomy
will not be Lydgate' s passion, yet a page on this subject has
been the spur. The heart has become, then, the exciting
metaphor, or "the sudden light" for leading him away to an
entirely different subject - the webs of living matter. Vulvae are
doors which fold. Doors connect spaces which logically are
contiguously linked. While Lydgate will not track through these
connecting spaces between his own displacements, the external
narrator opens up these metonymies for the reader.
In the course of chapter 15, Lydgate's biography, the
story of how he acquired his calling, the relation of the episode
of his unfortunate infatuation with a French actress will all
come to light. As these details emerge, metonymy will be the
lamp to reveal hidden areas of Lydgate's psychical map and its
blindspots of commonness. These link Lydgate not just to
actresses, but also to women and to furniture. The first two
send electrical shocks through the "human heart" and galvanise
it into passion. Folding doors can be found in that site (pun
appropriate) of domestic bliss or murder. These can be staged
in the living room or its theatrical version. The moment of
intellectual firing is a displacement from the passion for a
woman, who is not figured in the text except as absence.
Lydgate is described as an "orphan" who had a military father.
N o mother is mentioned (171-172). As a figure she constitutes
the missing figure in the drawing room. The folding doors are
an important "cross" point in the text's system of displacements. They are the site from which Lydgate can neither exit
nor can he re-design them. This is so because he cannot disentangle the missing female imago as a figure which inscribes a
blank in the field of his scientific/amorous gaze.
Lacking the crucial, maternal figure, Sophocles' Oedipus
does everything to avoid marrying her; Lydgate never expects
to ever get himself into a scrape with a woman, but pursues a
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path straight back to her through the folding doors of
intellectual passion. From this lighted opening emerges a trail
of metonymie clues. In the passage quoted above, following on
from the first sentence is a second - "A liberal education had of
course left him free to read the indecent passages in the school
classics" - which comprises a striking non-sequitur. One wonders
what Lydgate's more pornographic reading habits have to do
with heart anatomy.
The hilariously odd contiguity is telling. The heart,
signifier of both passion and knowledge, links back not just to
"primitive webs" but to primary processes and dirty books. He
has a sense of "secrecy" and "obscenity" in connection with his
"internal structure." It was Freud in The Uncanny who pointed
out a close alignment between sexual organs and eye-balls.15 If
the figures of vision relevant to Lydgate's journey symbolise
pudendae, then these very figures cast light on the doctor's own
peculiarities of gender. As my close reading progresses, the
female signifier within him will be revealed. But suffice it to
note here that lost eyesight and blindness of senses leads to a
diminution in the capacity to make epistemological sense.
Before Freud's crucial essays on his theory of the
Oedipus complex, Eliot's • narrator constructs a Victorian
Oedipus, a doctor and a man blind to the chain of signifiers
along which his libidinous urges can be tracked back to source.
Yet he is called to pursue the displaced path. He has the
opportunity to figure knowledge as woman through "vast
spaces planked out of his sight." Once again, planks suggest the
armature of interior decorating. If Tertius Lydgate were to track
the chain of displacements, if he could cherche^ les metonyms
instead of the bourgeoisfemmefatale, his fate might be different.
Importantly, what contributes to the blinding procedure
is fixation both on his wife and on one dominating metaphor
for knowledge. Lydgate searches for the underlying "web" of
tissues, with that particular figure taking a principal role. Likewise, he will become equally fixated in his need to have
Rosamund's tender support, even if it remains financially
shackled. Chapter 58 dramatises a painful interchange in which
Lydgate begs Rosamund to make a list of what they can sell.
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Lydgate will lose his battle. He attempts to tackle the pain by
remembering that there is still science. In the free indirect
discourse of his thoughts, the following is confessed: "He must
give a tug still - all the stronger because other satisfactions were
going" (643). Tugging implies a rope or a fabric which can be
pulled. Once again the web texture is at work. Yet at this
moment of wanting to tug and displace a poignant moment in
the drama occurs. The "door opened" (643). It is a decisive
moment and recalls the valvae of the heart. Rosamund emerges
carrying her amethysts and other jewels in various boxes.
Logically, the amethysts would send out a certain light. This
stone recalls the light emerging from behind folding doors, or
what was for the boy, the moment of vocation.
That crucial moment has led instead to a materialist,
Theban drawing room with a missing mother turned petty
bourgeois Queen, bearing her jewels with the "perfect
propriety" of a great performance. She manipulates Lydgate
into surrender. It is worth noting that when Sophocles'
Oedipus blinds himself it is with Jocasta's broaches. The
tragedy for Lydgate is that his wife's jewels, brought before his
eyes, bring to his "view" the weight of his servitude and the
futility of his escape from a Theban, domestic hell. He cannot
evince his happiness as being separate from hers. One could
imagine re-writing this plot, finding a series of narrative moves
in which Lydgate might divorce Rosamund. But this is not in
the webbed structure of his psyche. From Lydgate's Thebes,
there is no exit.
Lydgate is not just a psychological agency but an aspect
of the external narrator's maze-making. The novel has a great
knack for setting up double focalizations. The net effect is to
force readers back on their own assumptions. In other words,
they are psychically drawn into working-through for themselves
what it would not be in the text's interests to announce too
boldly.
The Lydgate/narrator team which produces double and
often contradictory focalizations of Dorothea Brooke, is a case
in point. As a character she is the foil to Rosamund. Unlike the
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spoilt wife, Dorothea credits Lydgate with the talent to fulfil his
dreams (826). He qualifies Dorothea as possessing a heart
"large enough for the Virgin Mary" (826). His "gloom" is
broken in apprehension of the "child-like grave-eyed earnestness with which Dorothea said all this was irresistible - blent
into an adorable whole with her ready understanding of high
experience" (822). The external narrator does not indulge a
focalization which raises the object into the idealised status of a
Madonna. "Of lower experience such as plays a great part in
the world" is the narrator's cutting remark, "poor Mrs.
Casaubon had a very blurred short-sighted knowledge."
Indeed, certain members of the audience might have acted out
the fantasy of the all-nourishing mother along with Lydgate.
The external narrator has deployed bathos to puncture the
reader's transference. Like Lydgate, Dorothea has her blind
spots. It is not that Lydgate's focalization is any more true or
false. More than one focalizor has been offered and the reader
is ratded out of his or her particular fixations. Perhaps this is
also the case with the external narrator. In other words, no
focakzation may be final; nor is any narration.
Likewise, no trope may be final. Lydgate's quest for a
basic building block to all tissues involves seeking that which is
icon, symbol and index of the whole. In other words, Lydgate
is a man in search of the ultimate synecdoche. As Miller's quote
emphasises, the external narrator constructs mazes out of
competing metaphors. This is done so that no one trope can be
recommended. Subverting a focalization of Dorothea Brooke's
"high experience" empties Lydgate's gaze as it over-magnifies
Dorothea in her role as Virgin Mary. Following Merleau Ponty,
Lacan defines the gaze as that which "makes us beings who are
looked at" (1986: 75). Thus the "child-like gaze" which Lydgate
finds in Dorothea finds him catching himself out.
In The Threshold of the Visible World, Silverman argues
that the imaginary function, in which the gaze plays a crucial
part, contributes to the ongoing process of the symbolic
order. 16 Imagination and vision play a key role in structuring
knowledge and the ideologies they engender. Child-kke eyes
played their look in young Lydgate's apperception of light

142

The Intimacy of Influence

through valvae. With Dorothea Brooke, the good doctor is
returning to his/external narrator's (not Freud's ) Oedipal
drawing room.
O n the return journey, that is, the traversal around the
school boy's first narrative, a shift in trope does indeed take
place. In chapter 15, behind the folding doors the chief image
was visual, that is, a "sudden light." As I have explained, the
blinding image of the missing mother displaces onto Laure the
actress and Rosamund the wife. In yet another domestic battle,
Lydgate's embedded narrative plays with unpleasant equations.
He considers that Rosamund might be another Laure. Worse
still, the two females might symbolise "all women" (Chapter 58,
638). The doctor's synecdochic impulses which have motivated
his scientific longings, have not mellowed. It is here that the
shift occurs. He thinks of Dorothea Brooke. He recalls
"dreamily, in what is termed a "reverie," Dorothea's patient
and selfless concern for Casaubon.
The first sentence of the ensuing paragraph figures this
experience precisely as "That voice of deep-souled
womanhood" which "had remained within him as the
enkindling conceptions of dead and sceptred genius had
remained within him" (638). For the first time, Lydgate has
gendered his genius female. Given the complicity between
"him" and the external narrator, the latter's talents become
likewise gendered female. Furthermore, Lydgate the male
character/external narrator, both gendered female, become
imbricated in desire for another woman, Dorothea. This
fleeting moment of lesbian desire is also a moment of more
than one recognition. It includes character, narrator and reader.
What has been gendered male exits the Oedipal drawing room
"productively" listening, (to adapt Silverman's notion of the
"productive look") to a "voice" to which the external narrator's
text has given insufficient ideological support.
Recalling Judith Butler's notion of "phantasmic identification" reveals the complexities and the richness of both
Lydgate's and the external narrator's predicament. A Victorian
man has spent much of his aspirations identifying with a range
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of famous men scientists. He also preens his masculine desires
for women through paradigms of natural history and selection,
such as that of gooses and ganders. This turns out to have been
an unfortunate fantasy. Having sided on a series of conventionally gendered phantasmic identifications, what has been
repressed is a crucial identification between genius and female
"voice." An old narrative about an actress is returned to,
interrogated again until Lydgate confronts a fresh and
shattering realisation about that which he has lost and shall
never recover. Genius is a woman's voice. In Lacan's terms,
once the objet a is relinquished, and particularly that which
invites the visual projection, finds itself cast away, a traversal
can take place.
When this occurs, desire, that is lack, gives way to a
rapture. But for Lydgate, this Erlebnis will bring the knowledge
of a new lack. For Lydgate, a female voice becomes the truth
which sets him free of synecdoche. Yet this relinquishing
brings him the fresh pain of having to feel "nobly." In reaching
this new pathway, Lydgate does even more than find within
himself a "female voice." This instance of heteropathic identification opens up in him, female as well as male gendering. In
Kristeva's terms, between the poles of masculine and feminine,
the doctor's identity has momentarily traversed. And by close
proximity, so has that of the external narrator. H e / s h e is the
one weaving the narrative web and is, in part, indexical with it.
Thus, when he/she undergoes a complex movement where I
typed the slash (/), so does the text.
This brings me back to the hypothesis which headed
this section. I claimed that Lydgate's journey inscribed an
Oedipal narrative predating and differing from Freud's fable. I
posited too that this precursor text, embedded within Eliot's
novel, made a pre-figured citation of Freud's theoretical fiction.
By so doing Middlemarch offers a rare glimpse of lesbian desire
which would have otherwise remained entirely abjected.
Recalling the model of the positive/negative Oedipus complex,
the confrontation of Lydgate/external narrator with Dorothea's
voice locates him at the positive/negative cross-roads. "The
Ego and the Super-Ego" emphasises the provisional status of
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gendered identities. It underscores how one can give way to
another. Lydgate's mother, the lacuna in the text, finds displacement in an ensemble of metonyms and metaphors. She is
both the desired object, the "heart," and that with which
Lydgate will identify - the "voice" of genius.
His determination to uncover the basic formula for the
web becomes a quest for a fetish. The external narrator will not
become enmeshed in making choices between tropes, be that
optic or semiotic. For as no single focalization nor narration is
final, neither is a single trope. In the passage which refers to
Lydgate's heteropathic identification with "that deep-souled
voice of womanhood" that voice connects into a dense maze
of metonyms, including both the web and the heart. Thus the
voice is an index of Dorothea Brooke the character. It is an
index which performs a metonymical role. And it is a profound
citation and unravelling of an ideological imperative. In confronting Dorothea Brooke's voice, Lydgate's moment of identification and desire bends and distorts what Butler has termed
the "heterosexual matrix." I would draw this to the attention of
those feminist readings which judge Eliot's novel to have sold
out on "women's voices." Middleman!) does not, as Woolf so
eloquently noted, "tamper" with grim facts. More cleverly, it
elicits readers' conventional idealisations. As they are conjured,
so can they be gently, gradually and surreptitiously re-coded.
T h e World T u r n e d U p s i d e D o w n17
Then came the most exquisite moment of her whole life
passing a stone urn with flowers in it. Sally stopped; picked a
flower; kissed her on the lips. The whole world might have
turned upside down! (Mrs. Dalloway. 45)
I have explored in Middlemarch the Lydgate/external narrator's
fable as an unwitting revision of Oedipal myth and a
revisionary precursor to the psychoanalytic paradigm. As
Gillian Beer remarks, myths can be considered as "religious and
proto-scientific perceptions of differing cultures" (1985: 175).
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She notes that Casaubon treats myth as a series of "dry
collations" (175). Eliot's narrator, in contrast, deploys myth in a
manner which challenges taxonomies and exposes their
"protean" nature. The shape of myths to come can be foretold
in the configurations of a preceding culture. The ones which
belong to bygone days can be awoken again. Once they have,
they contribute differently to the uneasy negotiation between
their colliding, merging and ill-fitting tropes.
As there is no dominating trope underlying the web,
there may be no dominating myth. Thebes may not be the only
site. Middlemarch produces a landscape rich with mythologies.
Yet equally well, this terrain can expose the uses and abuses to
which myth can be put. Middleware does not lend itself to
being read as revolutionary either politically or in terms of
narrative experiment. In close communion with Lydgate, the
narrator will not topple the status quo nor the narrative
conventions of realism. If Middkmarch does not rally myth as a
bold, albeit revolutionary critique of dominant ideologies, then
Mrs. Dalloivaj does. Woolfs novel discovers in the city of
London, unnameable and dangerous mythical sites. These
disturb those aspects of the social and psychological web which
have atrophied into conventionality.
In the citation heading this section, lesbian desire turns
the world upside down. The "her" is Clarissa Dalloway. The
incident is passion between two women. It is not isolated. It
has been prepared for. And what is more, it occurs in a garden.
As I shall shortly explain, flowers, vegetation and rustic terrains
become the indexes and symbols which defy the bourgeois, the
materialist, the upper-class, and the regimented. These
strictures find iconic dwelling in Big Ben's remorseless chimes.
Clock time is Parliament time. Government is men's business.
Linear temporality, rulership and men are bound in solidarity
together. Clarissa's interior monologues indulge no coyness
about another bond, "this falling in love with women." Sally
Seton's kiss turns, for its elapse, the world of Clarissa upside
down (1998: 41). The aftermath leaves Clarissa in possession of
a "diamond...infinitely precious." Radiating from it are
metonymies, based in contiguities such as "radiance,"
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"revelation" and "religious feeling" (46). The erotic and the
sublime become each other's metonyms. Between the two
women's rapture Walsh intervenes, a third party. His intervention strikes Clarissa as "shocking" and "horrible" (46). The
effect for her is "like running one's face against a granite wall in
the darkness!" (46). He provokes loss of vision. He plunges
Clarissa into darkness. As in Middlemarch for Lydgate,
"castration" is both loss of pleasure and loss of sight.
T o trace the routes the female subject might take from
this Oedipal impasse requires turning to chapter 3 of The Ego
and the Id (SE XIX: 28-39) and the lecture on "Femininity"
(1933; SE XXII: 113-135). Between these two works is an odd
twist of interpretative manoeuvring. In the former, Freud uses
the boy as his main example. He emphasises that the human
condition is a "bisexual" one. In "Femininity," however, Freud
claims that his own task, aided by his "women colleagues," has
altered. It is now to understand how "a woman develops out of
a child with a bisexual disposition" (115-116). From the 1923
work onwards, the stress has shifted from a fascination with
the ineluctable bisexuality of the boy to that of the girl.18 This
shift is of consequence.
For despite the more complex, "complete" and doublystructured Oedipal scenario of "The Ego and the Super-Ego"
Freud places more weight on evaluating the boy's feelings for
his mother, rather than father.19 In Freud's earlier study on the
girl's Oedipal predicaments, her attachment to the father was
prioritised. In the pre-Oedipal phase, father is the girl's rival for
the mother as love-object. In the "Ego and the Super-Ego,"
when the girl submits to the castration phase, she enters the
positive Oedipus complex. In "Femininity" somewhat different
terms are used. "Transferred" defines the displacing of
attachment from mother to father (119). Freud does not
underestimate the wrench involved. "We did not know," he
states, that the girl's attachment to the mother would be "so
rich in content and so long lasting, and could leave behind so
many opportunities for fixations and dispositions" (SE XIX:
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31-37). "Femininity" gives the narrative of the girl's attachment
to her mother, pride of place.
Connecting this insight back to the crucial passages of
"The Ego and the Super-Ego" is even more revealing. Though
not stated explicitly, the following inference can be made. The
positive complex for girls is an attachment to the father
supported by an identification with the mother. Yet following
the logic of "Femininity," such a desire would be profoundly
complicated by what is claimed to be a rich, difficult to repress
attachment to the mother. Judith Butler argues that "to identify
is not to oppose desire" (1993: 99). In other words, a girl may
perform a complex balancing act in which identifying with one
aspect of her mother can be juggled with desiring yet another
element in her mother's character. Identification and desire
need not cancel each other out.
According to Silverman, to make the gift of love active
requires idealisation not to become idiopathic identification.
This theory argues that cultural texts can be received in a
manner which facilitates their capacity to illuminate the ideologically undervalued. Under the rubric of this cultural practice,
lesbian desire can be constructed as both a life and an artistic
activity in which identification and desire are not at odds. This
idea can be brought into dialogue with Freud's "The Ego and
the Superego." He argues here that once the girl relinquishes
her attachment to her father, she could remain in a state of
masculine identification (SE XIX: 32-35). The girl's identification with her mother need not occur. The expected displacement of desire from the father to another man is anchored in
the very identification which might otherwise inhibit
heterosexual desires. Logically, though, if she has given up
father by virtue of identifying with him, then the next object of
desire could be the mother. Moreover, implicit in Freud's
account, this desire for the mother and other female object
choices to which it could displace, would have moved over the
line of being either symbiotic or narcissistic. In other words,
Silverman's model draws out from Freud's essay interpretations
which have been overlooked.
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The inferences to be made have staggering consequences for a theory of what constitutes either bisexual or
lesbian desire. For having exited the Oedipus complex, a girl
could return to attachment to the mother or, for that matter,
"beyond" the positive phase. Admittedly, this "return" as a
forward movement may indeed be fraught with the risks of
regression. The problem with labyrinths is that however much
the adventurer thinks she has noticed old impasses, they may
still lure. The toil and trouble of the negative Oedipus complex
lurks around the corner. In the gaps between works of Freud in
which a period of ten years has elapsed, a theoretical repetition
and working-through has taken place. Just as he did in "The
Ego and the Super-Ego," the lecture "Femininity" raises the
topic of bisexuality. In the former, the star of the more
complex Oedipal model is man. By "Femininity," woman has
entered-centre stage. The two studies, that from 1923 and 1933
are not enough, though, to make between the two, a traversal
in theory.
Supporting that of Silverman my own intervention
offers a third term mapping out a portion of the labyrinth
which would otherwise remain incognito. Put alternatively, the
female subject could track along a brave, new path which,
paradoxically, is both towards and away from the mother. This
would lead her to an Other who can be desired without
becoming an object of idiopathic identifica-tion This m / O t h e r
is the gate-way to further displacements towards other female
or male objects of desire. But this gateway is not, as I shall
explore in Woolf s novel, an exit out of the Oedipal predicament. It is a moving loop which re-structures the very
foundations from which its subjects would exit and enter.
The paradoxical movement "back t o " and "away from"
finds its corollary in Kristeva's use of the verb "to traverse," a
movement taking place between symbolic and a-symbolic
positions. In Mrs. Dalloway, one passage in particular traces
perplexing routes to female lovers. Clarissa experiences what
she "lacked" (40). This is neither "mind" nor "beauty." Instead,
it is "something central which permeated; something warm
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which broke up surfaces and rippled the cold contact of man and
woman, or of women together" (my emphasis, 40). The comma
before "or" creates the opportunity of reading the sentence at
two different levels. Both interpretations can be applied and
both analyses can be brought into an productive tension with
each other. Two equally possible syntactical states apply
equally. According to grammatical rules, a comma before "or"
makes this connector into a synonym for "in other words." 20
This would make the desire between the women equivalent to
that between men and women. The rules, though, are not ironcast. The "or" can act as a linker of contrast. So the "or" could
underscore the difference between heterosexual and lesbian
desire. It could also indicate that in terms of the "something
central" which disturbs the "cold contact," the heterosexual
and the lesbian are mutually substitutable. Both interpretations
pertain equally. And because they do, the structure of whatever
it is that Clarissa lacks becomes more complex.
Lacan insisted that the phallus was the signifier of lack
for both sexes (Rose 1982: 74-85). A superficial reading of the
line from Mrs. Dalloway might indicate a similar interpretation
of the lack which motivates desire. But the problematic use of
the comma before "or" in fact suggests that the "something
central" which Clarissa feels she misses, could be different
depending on the sexuality involved.
Following the arguments of The Ego and the Id, once the
female psyche has submitted to the castration complex and
given up her father, she can still identify as male. In other
words, even from a position of lack she can identify with Dad.
This apparently impossible predicament is captured in the
ambiguous use of the connector "or." According to one
grammatical structure, the female subject reaches a cross-roads
which is "either" into the negative Oedipus complex and the
repudiation of castration "or" away from both. The ambivalent
grammar of Woolf s text challenges desire framed as either/or.
There need be no double-bind. Rather, between "either" and
"or" is another path which the female subject can hack out for
herself. She will make her own, idiosyncratic way between her
psyche's positive and negative tracks. Furthermore, the libido
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which "permeates" and "ripples" would forge new roads by
cutting back through the loop of the old ones. It involves,
through constant return, re-structuring their direction and constitution. In other words, the unstable distinction between
either/or is itself a bridge towards a more complex network of
lacks and hence desires.
Here are some examples of the different interpolations
of desire. For Clarissa, desire can begin with male identification. "She did undoubtedly then feel what men felt" (40). She
cannot resist "sometimes yielding to the charm of a woman,
not a girl, of a woman confessing, as to her they often did,
some scrape, some folly" (40). Women, not girls, can be more
readily associated with the double-role of mother a n d / o r
female lover. Scrapes and follies locate these women as
eccentric to socio-symbolic codes. However much she feels
drawn towards them, Clarissa's desire for them lasts "Only for
a moment" (41). The extended metaphor consists of a vehicle
signifying the rapture which forms filaments to the floral
terrains permeating the text. This desire moving towards
fulfilment is
a sudden revelation, a tinge like a blush which one tried to
check and then, as it spread, one yielded to its expansion,
and rushed to the farthest verge and there quivered and felt
the world come closer, swollen with some astonishing
significance, some pressure of rapture, which split its thick
skin and gushed and poured with an extraordinary alleviation
over the cracks and sores. Then, for a moment, she had seen
an illumination; a match burning in a crocus; an inner
meaning almost expressed. But the close withdrew; the hard
softened. It was over - the moment (41).
The reference to buds about to break their skin would suggest
the metaphor's tenor to be an orgasmic rush. Through
metonymie displacements, this rush connects to the cyclical
movements of time. Whilst Clarissa may have entered this
terrain from a place of male identification, what she
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experiences could be framed as a fast entrance into the negative
Oedipus complex.
This interpretation leads to further development.
Associated with the buds is the crocus. Its moment of illumination could be framed as metaphor and metonym for what
Kristeva defines in "Women's Time" as the "chora." Derived in
part from Plato, this defines a dimension which is spatial rather
than temporal. It is a "matrix space, nourishing, unnameable,
anterior to the O n e " (1992: 472). Kristeva theorises the chora as
a zone which lies beyond the interventions of castration, of
language and, of linear temporality. The chora cannot represent
itself direcdy. It is as a force of fracture and disruption.
In Revolution in Poetic language (1984: 40), Kristeva links
the chora to the "semiotic" (le sémiotique). This is articulated by
"facilitation, energy transfers, the cutting up of the corporeal
and social continuum as well as that of the signifying material."
The semiotic has its roots in Freud's notion of primary
processes. Kristeva links these to the anterior and maternal
space which, by definition, is pre-Oedipal. In "Women's Time"
she argues that female subjectivity can provide a "specific
measure" of temporalities associated with "gestation" and "the
eternal recurrence of a biological rhythm." What is more, this
"imposes a temporality whose stereotyping may shock" (1992:
473). Flowers and their blossoming are a product of cycles of
death and gestation. In Clarissa's rapturous reverie, the gushing,
splitting and pouring of revelation could be interpreted as
flowing from an unseen chora. The alleviation over "cracks and
sores" might indicate the impulse to heal over the fissures
which are the legacy of submission to the symbolic order. In
sum, one framing of Clarissa's path suggests that it is,
negatively, back towards the mother.
On the other hand, an entirely different framing can be
arranged. The language of the "hard softened," of what
"gushed" and "poured," of what is "swollen," finds its release
from being "hard." The metaphor implies a vehicle of male
erection and ejaculation. Clarissa's interior monologue implies
something more than the cyclical returns of choric rhythm.
Shakespeare, whom Woolf read and cited copiously, wrote a
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sonnet whose poetic speaker describes male orgasm as "the
expense of spirit in a waste of shame/Is shame in action and 'til
action lust." 21 The emphasis is laid on emptiness and of having
nothing left over. In other words, the resolution is implied to
offer less in the way of cyclical return. For Clarissa too there is
the post-coital moment of "being over." After all, for a
moment at least, Clarissa has come. The pun is intended.
Following this particular though not exclusive framing, Clarissa
can be read to have pealed apart her subjectivity only to heal it
en route of male identification. 22
N o exit leads entirely beyond the network of desires.
Every longing has a precursor. If there is satisfaction, it is
temporary. It implicitly promises further amorous and temporal
explorations. Clarissa's purple interior monologue comes to
rest, temporarily, in "bed" with Baron Marbot's memoirs (40).
She reads them by the "candle half-burnt" (41). The implications here are twofold. First, the moment of rapture is followed
by a return to memory. I use the word "return" because the
erotic prose was stimulated by some "accident ... like a faint
scent or a violin next door" (41). Second, the half-burnt candle
is both extinguished yet has enough length remaining for
further illuminations. The image of the burning wick connects
metonymically to the match within the crocus. Rapture's wick
is far from burned out. The epiphanic moment repeated
presages a future. The ecstasy has been incomplete. Clarissa's
free indirect discourse phrases "a meaning almost expressed."
Should everything be signified, then potential, future pathways
would also be jeopardised. If all possible facilitations are
saturated, the cycle of remembering, repeating and workingthrough will be ended. 23
This forestalling of completion, the meaning never to
be entirely expressed, is the condition for what occurs not
between characters, but between narrative layers of the text. In
turn, this microcosm with its treasures and damp stains
burgeons into the city of London, into the heart of Clarissa's
large-scale party with all its society dignitaries. In the
microcosm of Clarissa's consciousness an Arcadian cosmos has
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re-built Thebes. As is often the case when wandering through a
maze, old paths will perplex in new guises. As a consequence,
Clarissa Dalloway can be found to be approaching the desired
female other without falling into a symbiosis with her. There is
no entrance to an experiential site which is not also an exit. Yet
likewise, exits enable a circumvention which brings the
narrative subject and narra tee to a point of entry unlike that
first encountered.
Furthermore, just as Lydgate and the external narrator
merge with each other or separate, to act as each other's
analogies, a comparable duet brings together Woolf s narrator
and Clarissa. Thus when the character releases rapture by
treading the constandy shifting edges between positive and
negative Oedipal narratives, so does the external narrator. Mrs.
Dalloway traverses Middleware in the following respect. Despite
the collaboration between Middlemarch's external narrator and
Lydgate the focalizor/narrator, the external narrator does not
connect with the doctor in such a way that Lydgate' s workingthrough of his destiny enables him to be liberated from it. The
possibility of rapturous and redemptive interaction between
external narrator and character is left as potential not to be
realised. The realisation takes place in Mrs. Dalloway. With the
subde support of the external narrator, Clarissa's characterbound narration takes her through the entrances and exits of
Thebes so as to transform her and liberate her rapture. T o turn
around Bloom's ratio of apophrades, that is the inheritor work's
capacity to bring back the dead to defuse them, I would suggest
that Mrs. Dalloway does not exorcise the ancestor's narrative
strategies. In fact, Woolf s novel pays homage to the precursor
Middlemarch for initiating a close and intriguing bond between
external narrator and character. The intimacy between the two
figures and re-figures the Oedipal journey taken by both. When
textual ghosts are traversed, they reincarnate back to textual
life.
T o sum up, Clarissa pursues a wide-ranging trajectory
with the co-operation of the external narrator; their combined
forces or "mind" is what makes a maze of free indirect
discourse re-draw the Oedipal map. Between the three inter-
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pretative frames I have set side by side, a tension has been
resolved to enhance the number of connections between the
analyses. Firstly, Kxisteva's work on the chora and female
subjectivity maps out Clarissa's journey towards a pre-Oedipal
mother. Secondly, a re-working of Freud's model finds Woolf s
heroine cutting her way towards the mother on the side of male
identification. But she does so without repudiating the paternal
imago or the symbolic order. This point would contradict
Kristeva's oft stated conviction that any form of lesbian desire
necessarily repudiates the paternal function. 24 Add to this my
third interpretation that castrated subjectivity involves a loss of
vision rather than necessarily carrying the punishment of the
lost phallus. The blinded, subject wanders through the maze
finding exits and entrances through a much greater degree of
improvisation than if she were to recognise signposts. Taken
together, all these interpretative frames traverse each other,
enabling an interpretation to evolve between them. The achievement of this collaboration provides the preparation for
exploring the unpredictable terrains of The Passion.

Chance Exits
The wild card. The unpredictable wild card that never comes
when it should. Had it fallen earlier; years earlier, what would
have happened to me? I looked at my palms trying to see the
other life, the parallel life. The point at which my selves
broke away and one married a fat man and the other stayed
here, in this elegant house to eat dinner night after night
from an oval table. (The Passion, 144).
The house of the oval table is that of the Queen of Spades. She
is Villanelle's grand amour. The chance event is metaphorised as
a playing card which causes the player to take one of two
routes. Never convinced that the Queen will be hers, Villanelle
goes for the less palatable but easy choice of the "fat man." T o
frame this passage Oedipalfy, the fat man is the undesirable,
heterosexual choice whereas the Queen is the object
prohibited. As Judith Butler suggests, if a position has been
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"saturated with injury" then the strategy will be one of
"disidentification" (1993: 100). Human desire, she insists, is as
much propelled by such injuries as by the quest for lost objects.
In "Phantasmic Identification," Butler critiques Lacan's
"tautological" notion that the symbolic exists prior to the
subjects who enter it. She criticises the idea that there are
"subject positions" (1993: 114). With Winterson, I would add
to this an important caveat. Lacan's tautology risks giving the
role of destiny pride of place. For if positions are already
prescribed, and males and females line up on either side of the
phallus, then what happens to the role of chance? Butler does
not enter into this question. But in this section, I will examine
how The Passion re-writes the Oedipal narrative by challenging
the traditional binary opposition of "chance" versus "destiny."
Butler argues that certain kinds of "enunciation"
actually "dismantle" the "subject positions" they would inscribe
(1993: 114). Taking up such positions without challenging them
would mean selling out to the status quo. Having a "coherent"
heterosexual identity requires the violence of prohibitions
(115). But through the logic of what is implied by assuming one
identification, a coherent lesbian or gay identity would also
require incurring prohibitions. Nevertheless, Butler disclaims
the idea that "identity is to be denied" (117). Instead, she pleads
for "tracing the ways in which identification is implicated in
what it excludes, and to follow the lines of that implication for
the map of future community that it might yield" (119). The
summons is intriguing. It requires uncovering what is involved
by the "it" of identification. For this function involves much
more than simply mapping one's own subjectivity onto that of
someone else, be that carried out heteropathically or otherwise.
Chapter V of the Ego and the Id offers clues. Freud
claims a precursor for the super-ego. Its task was "fulfilled in
earlier days by the father and later by Providence and Destiny"
(400). Freud refers to the atavistic belief that each human lifemap is already prescribed. In Beyond the Pleasure Principle (1900),
he argues that we deal with the unexpected intervention of
death by attributing its event to "Necessity," a force closely
associated with destiny (SE XVIII: 45). This occurs only after
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the fact of chance. If calamities occur their legacy is anxiety.
This state produces the response deemed missing from the
scenario in which the accident occurs. Anxiety results from
"expecting the danger or preparing for it" (12). From this I
surmise that the human habit of blaming destiny fends off the
anxiety that anything can befall anyone at any moment. For
surrendering to the possibility that all is chaos might make
existence unbearable. Blaming or praying to a cosmic force
constitutes a speech act. Perhaps the deities can be commanded
on all levels. As well as being persuaded into protecting
humans from anxiety-provoking events, the gods have jurisdiction over matters of the heart.
The Passion explores the relation between anxiety and
desire through dramatising the vicissitudes wrought between
chance and destiny. "Somewhere between fear and sex" notes
Villanelle "passion is" (62). And driving the journey into this
"between" is a game of cards where the win is a woman. In
Beyond the Pleasure Principle, a different though related game takes
place. Freud's grandson Ernst plays with a bobbin to try and
win another woman, his mother. Freud makes a crucial link
between the desire to master traumatic neuroses and child's
play (SE XVIII: 281-287). Children want to control painful
chance events such as periods of separation from the mother.
Freud narrates the miniature tale of how his grandson Ernst
plays with his cotton-reel and bobbin. Freud employs words
for the contrasting positions in which his grandson places the
bobbin: "fort" is used to mean "gone" and "da" means "there"
(SE XVIII: 12-17). His grandson's "great cultural achievement"
is "instinctual renunciation" (15). Ernst, gains mastery over
absence by staging its loss. He achieves the unpleasure of loss
and the pleasure of return.
In a similar though not identical process, subjects of
trauma stage their agonies. They do so to summon the affect
which, if only (they suspect) it had been there before, might
have prevented the calamity (24-34). The reiterated process is
an attempt to achieve some degree of catharsis. If binding of
affect is achieved, so is representation. From the chaos of
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chance, a narrative reflecting upon that which is beyond its
control may be achieved. In this respect, the act of narration
constitutes an attempt to construct a role for the already-given.
As Villanelle says of the Queen of Spades, "she was my
destiny" (1988: 144). But more than this, the compulsion to
keep telling the tale of this ineluctable love is also a strategy for
protesting too much the inevitability of the destined
experience. Thus the narrative act becomes a tautological act
which would protest too much. Behind its protestations a
signifier is being veiled, escaping the grip of representation yet
producing it. Along with the ego, the structure which is
responsible for keeping in the id in tow, is the super-ego.
For Freud, the super-ego stands in for destiny. In his
work on the primal father and the murderous brothers, Freud
equates the super-ego with the role of paternity, or what Lacan
has termed the "Name-of-the-Father." 25 In Butler's terms, it is
the paternal super-ego which installs compulsory heterosexuality. The super-ego abjects the id. The heterosexual abjects the
lesbian. T o posit a belief in destiny refuses the notion that
much of life is left to chance. Yet according to Freud, the
super-ego is structured by precisely the id it has repudiated. He
stated that "the super-ego is always close to the id and can act
as its representative vis-à-vis the ego. It reaches deep down into
the id and for that reason is farther away from consciousness
than the ego is" (SE XIX 49). Ego and id are intimately
connected. N o t only does compulsory heterosexuality trace the
lines of abjected sexualities, but destiny carries the markings of
chance. In Winterson's novel, each of the levels just described
are interrelated. Thus what is represented as abject, as nonheterosexual or lesbian, is linked to that which is unpredictable
and uncertain.
The story of how Villanelle came to be not entirely
woman or boatman dramatically explores the tension between
ideologically repressed desires and carefully planned, preexisting systems of behaviour going accidentally and badly
wrong. Villanelle explains how it is that the Venetian boatmen,
not the women, have webbed feet. Villanelle's father breaks a
time-honoured
taboo by showing his toes to a tourist. The
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unfortunate traveller ends up in a mental asylum. Villanelle's
father disappears altogether (50). The cause behind all this
remains veiled. Pregnant with Villanelle, her mother follows the
strict birthing ritual. But amongst the many mishaps, an owl
from nowhere swoops over the mother's shoulder. This
botched ceremony results in the birth of a sexed anomaly baby "female" Villanelle bearing a boat-"man's" webbed feet.
The tale of the apparently disastrous ritual and birthing is not
one about a female subject who fails to assume her "position."
That which has been destined, through a perverse performance
of two elements in the reiterative sequence going wrong,
changes the configuration of what was destined. In terms of the
Venetian heritage, Villanelle's mother enacted the pre-ordained
to unwittingly change it.
This embedded narrative could be read as an allegory
for how the power of an accident or an imaginative leap
inspired by the allegedly abject, can transform the symbolic
order. For unexpected configurations go on to produce another
set of pre-ordained rulings. Once in place, these can comprise a
new pattern of destiny. The midwife who births Villanelle
attempts to cut away the uncanny webs from between the
infant's toes. But they will not give. Symbolically speaking, the
castrating action is prohibited. That this new sexed
configuration constitutes a form of destiny is attested to by the
mid-wife's conclusion that the Virgin has "willed" the matter
(52). Another prohibition has been set in place. But it is not
paternal law. Rather, these are the prescriptions of Mary,
mother of God. However anti-normative this terrain of the
symbolic may be, it does have its systems of acknowledgement
and denial. Thus Butler's notion that even contested identities,
once formed, set up their own game-plan for what is to be
abjected, does apply.
However, the task of working-through the lacunae in
Butler's argument is best addressed by more closely scrutinising
Villanelle's differently engendered identifications. If the Virgin's
"will" prescribes other routes through the maze rather than
those mapped out by compulsory heterosexuality, these
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pathways are themselves structured into perplexing twists and
imponderable layers. Villanelle's performance of either a male
or female identity is never clear cut. The masquerade comprises
that which Butler only alludes to. This is a form of identification which purposefully poses itself as a problem of arbitrariness. In the second book, the "Queen of Spades," Villanelle
confesses that she dresses as a boy "because that is what the
visitors liked to see. It was part of the game, trying to decide
which sex was hidden behind tight breeches and extravagant
face-paste" (54). The point is that the audience in the casino
and the narratees are lured into playing guessing games. T o
guess is not just to gamble. Certain calculations can be made.
The casino audience would test out Villanelle's appearance
against the usual gender codes. Some readers may win. The rest
may lose. Thus the construction of Villanelle's gender is reliant
not entirely on her own construction or that of the audience.
Both these procedures rely on contexts, power structures, the
symbolic order. Equally well, chance will play its role. And the
unpredictable event, as I mentioned above, is linked to the id,
the abject, the ideologically unacceptable. Thus the re-writing
of the crucial passages in the Oedipal narrative and the identifications it prescribes, would require allowing them to yield to
chance interventions.
The question now is how the unexpected can play its
part in bending and shifting narratives which require
questioning. As Kaja Silverman puts it, "desire is in effect
nothing more than a series of metaphors and metonymies,
displacements away from an unconscious point of origin in
which one term replaces another which it either resembles or
adjoins, before being subjected to a similar fate" (my emphasis,
115). Silverman's use of the word "fate" is revealing. Terms
cannot escape the destiny of being substituted for or actually
doing the replacing.26 Yet equally well, metaphors and
metonymies co-operate together to form even more complex
networks. Logically, this means that more is at stake than
substitution. When similar terms team up and play as an
ensemble, desire has a route of various terms along which to be
displaced. And which are taken cannot always be predicted.
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Bal's recognition of the advantages of metonymie logic
which I set up in my analysis ot Middlemarch, has here further
import in re-visiting Freud's Oedipus complex. In a nutshell,
the idea that "woman," or for that matter "man," each take
their prescribed path around and through the complex is
questionable. Reading the metonymies in the text reveals not
prescribed and limited paths, but mazes of multitudinous
options. Certain unexpected events in a child's destiny will
cause unexpected choices of movement. Henri and Villanelle,
the provisional "man" and "woman" of the novel are its only
two narrators. Their discourses are highly similar, one often
borrowing the syntactical patterns and phrases of the other.
The third book, "The Zero Winter," though narrated by Henri,
contains the embedded narrative of Villanelle's account of the
Queen of Spades. Because of the similar discursive patterns, it
is feasible to assume that Henri might repeat certain aspects of
Villanelle's narrative. But he might have heavily edited her
work. He could also have surreptitiously woven into her text,
embedded narratives of his own.
Hence it is possible to speculate that the two characternarrators are a masquerade. Behind each is one external
narrator, splitting itself in two, yet metonymically linked by
their shared patterns of discourse. With reference to the
Oedipal framing, the following interpretation of this narrative
situation might be developed. The male and female narrator
and their texts can be read as personifications of the positive
and negative identifications of the Oedipus complex. Both the
narrators and their narratives are intimately and metonymically
connected. Thus one set of identifications from the positive
side could be displacements from the negative, and vica versa.
O n e example is Villanelle's confession that Henri does not
send her heart "shattering through her body" (147). Rather, she
loves him in a "brotherly incestuous way" (146). Villanelle, a
woman whose sex is problematic by virtue of her feet, projects
herself as a man who loves a brother homosexually. Thus the
lesbian and the heterosexual positions are destabilised.
Simultaneously, a prohibited sexual desire is conjured. At the
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same time, this desire is not located as an all-consuming
passion. As the fabula progresses, the narrative embeddings
repeating different elements of already recounted stories. In the
third book "The Rock," the alternation between the narrations
of Villanelle occurs three times. The net effect is that
Villanelle's narrative could be deemed as embedded within
Henri's which, in turn, returns to an embedding within hers.
Thus the maze-makings of Villanelle and Henri come to be
even more closely entwined. Paradoxically, this movement runs
counter to their separation as lovers.
Yet another issue persists in any consideration of the
Oedipal narrative, which I explored in my reading of Lydgate.
If the pathways through the positive Oedipus complex lead the
female subject away from the mother, even if a radical rewriting displaces this desire towards another woman, the
question remains as to what is the object of lack and the index
of prohibition which installs desire. According to Freud, boys
fear the punishment of castration. Girls already feel punished.
In accounts of the positive/negative Oedipus complex, the
male organ is not at issue. The mother or the father as "loveobject" is indeed what is at stake (SE XIX: 28-39). In Kaja
Silverman's account of symbolic castration, relevant in my
reading of Middlemarcb, the mother's voice is credited as a vital
element in the process of separating the female child from her
mother. This voice becomes the focus of lack and what is
sought out again. In The Passion, the metonym and metaphor
for lack is the heart. In its doubly figurative function, the heart
offers an insight into what constitutes the raw material of the
symbolic order.
This insight can be followed in Villanelle's apparently
incidental and intriguing remark that Venice's churches were
"built from the heart. Improbable hearts that I had never
understood before. Hearts so full of longing that these old
stones still cry out" (63). A church implies a strong structure,
difficult to topple and capable of surviving the ages. Yet oddly,
its building blocks are "improbable;" by implication, these
stones came together on the vagaries of chance. The paradox
here is that strong structure is based on the essential stones of
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something not pre-arranged. Thus the construction has been
wrought inexplicably or almost as a miracle. The final book
"The Rock" implies Saint Peter's rock, or the Church.
There is a well-known hymn which would have been
part of Winterson's religious upbringing and therefore I think it
intertextualiy relevant: "Rock of Ages/Cleft for m e / L e t me
Hide my Light in Thee." 27 Hymns are sung and the hearts that
built the churches created stones which cry out. When a lover
wins the game of gambling, she would be able to entrust her
heart to the safe-keeping of the beloved, without him or her
being an appropriator, like the Queen of Spades. The hymn,
"let me hide my light in thee" expresses a longing to take one's
best self and the expression of it, to house it in a safe place,
inside the Church. Light also connotes energy, illumination and
rapture. Yet the word "hide" also signifies vulnerability. I am
not going to make a simplistic equation between the experience
of vulnerability and that of Lacanian lack. The verb "hide" is
too rich in connotations to allow such reduction. What I will
suggest, though, is that the combination of illumination and
self-expression woven into the line from the hymn, is wedded
to a sense of humanness which eschews grandiosity.
The loss of such self-elevation suggests separation from
illusions and parental imagos. The "rock of ages" is not a
parent but a symbol of home-coming after many trials and
tribulations. Though incarcerated, by the novel's final book,
Henri attests to the fruits of his long journey. His achievement
is to have loved "someone else enough to forget about"
himself. To do this "even for one moment is to be free" (154).
To reach this attainment is to touch what cannot be won by
force, and that is the "Holy Graü" (154). This is not about
being "powerful" or "rich." N o r is it about following any of the
super-egos that conventional ideologies may enforce. While the
novel is set in the seventeenth century, it was written and
published in the Thatcherite era of the eighties. This was the
period of market speculations and of astronomic gains and
losses on the stock-exchange. Such gamblings were valorised
by the political climate. Thus Winterson's novel offers an
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indirect critique of the society into which it was being received.
Henri's secluded state in the mental asylum is thus a particular
challenge to what the novel ideologically cites.
In The Passion, the Church offers the metonymie
metaphor for the possibility of finding a self outside the
contemporary Theban pollutions of fixations on mother, father
and the quests for power these obsessions can provoke. Yet
this Church has not abandoned the father's "name." Peter, or
Petra (Rock) is a Church "father." But the church which
Villanelle refers to has been built on chances and their
repositories of improbable desires. The father's prohibitions
have been, figuratively speaking, mitigated. The Passion's church
stones symbolise, to echo Kristeva, the weight of the symbolic,
lifted.
The geometry of Freud's Oedipus complex lies in leftover inscriptions. From the Thebes of Venice's maze, there is
no escape. Traversing the Oedipal narrative allows no exit for
either Villanelle, determined to again gamble her heart, nor for
Henri's renunciation of the chance to escape prison. But
Villanelle will not lose again to the Queen of Spades.
Furthermore, Villanelle pledges herself to a life of ceaseless
becoming. "Where I will be," she states "will not be where I
am" (150).28 Yet where there is the intercession of chance,
there are Church stones. The opportunity to re-construct, piece
by piece, the treacherous canals into home, remains a hope at
the narrative's threshold. Villanelle will continue to explore the
rock's "ages." This is the meeting point of temporalities which
configure the canals. Yet equally well, the parental model
inherent in the Oedipus narrative may not be entirely jettisoned
from Winterson's novel. As Villanelle explains:
Our ancestors. Our belonging. The future is foretold from
the past and the future is only possible because of the past.
Without past and future, the present is partial. All time is
eternally present so all time is ours (62).
The past and its structures cannot be escaped. But its
sedimentation of chances, of improbabilities accrued retro-
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spectively into a pattern of destinies will be one being
constantly dismantled and re-built. The novel's symbolic order
has re-configured what it would repress. This is the oxymoronic process of destined chance functioning as repudiated
sexualities.
Conclusion: N o Exit from Innovation
The question which opened this chapter asked how the novels
in question traverse Oedipal narratives. Each of the literary
works prefigured or re-figured their Oedipal mazes in idiosyncratic ways. Middlemarch's external narrator follows the tragic
tale of the doctor who will never free himself of the quest to
satisfy the impossible mother and its corollary, the longing to
discover the dominating metaphor for nature's mysteries.
Lydgate's traversal of his own Oedipal narrative comes too late.
The external narrator has sacrificed the character to achieve the
very sacrifices of illusion which become the demise of her
scientist-protagonist. To recall Freud's "The Ego and the
Super-Ego," I should add that the contract between external
narrator and Lydgate has its parallel in the capacity for mutual
substitutions between the id and the super-ego. The external
narrator works-through any fixations on one, controlling set of
metaphors. But in surrendering to the dominating Queen of
Thebes, Lydgate surrenders to his id, a force which can inhibit
the psyche from working-through another site to dwell.
Traversal could not take place without a constant battle
between super-ego and id, confronting each other in
continually different tussles and encountering varied compromises. Thus the confrontation between external narrator
and Lydgate, the one who "knows better" and the one who
fails, the narrator who will succeed and the character whose
success is sacrificed comprises one method by which
Middlemarch traverses the Oedipal narrative it prefigures.
In Mrs. Dalloway, a comparable battle takes place
between the twentieth century metropolis and the Arcadian
sites within. Clarissa Dalloway's interior monologues negotiate
between these sites, enabling her to work through an uneasy
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but nonetheless, partial compromise between legitimised and
unconventional erotic desires. The novel cites and repeats a
pastoral landscape to bring to the fore otherwise repressed
lesbian desires. Once reiterated, they find dwelling in the newly
forming Thebes, a city which is created through cyclical temporalities breaking through into those of civilisation and its linear
time.
Unlike Middleman!), Mrs. Dalloway dares to tamper with
conventions. Abject desires are given space to find representation. The external narrator, the all-pervading "mind" of
Woolf s novel allows Clarissa Dalloway to have a measure of
success in working-through, even if Septimus Smith is
sacrificed. In other words, if narrative levels in Middleman!) can
be interpreted by the triumph of the super-ego over the id, in
Mrs. Dalloway, the id has been allowed to impact upon, to
represent and to re-draw the boundaries of Thebes. Septimus
Smith is the only character who exits. In a sense, his act is not
tragic. Clarissa admires his action and its affect she absorbs into
her own interior monologue (1998: 241). The Arcadian
experiences repudiated, temporalities forsworn, the radical
refusal of war and acts of subversive eros are reiterated
throughout the novel, absorbed into its prose poetry and given
the nourishment of epiphany. In its act of traversal, the novel
turns around its own worlds in collision, working-through the
abjected and transforming it into the lyrical. This had not
occurred in Middleman!). The mythical Oedipus of Eliot's novel
is allowed to be female in Woolf s work. In Mrs. Dalloway,
Clarissa as an Oedipa tracking the positive and negative routes
and those in between, is an ambassador for the external
narrator.
The three novels which have forged their structures
through each other in this chapter have produced a domain
which will never build an "outside" to Thebes. With their
theoretical intimates, the novels have gradually formed and reshaped themselves with each textual encounter. Traditional and
diachronic separations between "realism," "modernism" and
"postmodernism" do not help in understanding the non-linear
traversais taking place between this chapter's three narrative
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fictions. Mrs. Dalloway's unifying "mind," to recall J. Hillis
Miller, demonstrates the influence of the Victorian, supposedly
"realist" novel. Equally well, the archaic strata exploding
through the narrative of Woolf s alienating London bring the
colliding ontologies of postmodernism into a "modernism"
which experiments with limited external and expanded
character-bound narration. As several critics have pointed out,
modernism can be analysed as a reaction to the encroaching
materialism and industrialisation of the early twentieth
century. 29 But the strategy of critiquing capitalism through
intertextual references to precursor narratives is equally well at
work in Middlemarch. Lydgate is the Oedipus amorously
entrapped in his wife's capitalism. The Passion continues the
modernist critique of materiality by cleverly associating the
gambling games of the heart with those of monetary risk. In a
sense, The Passion is a touch more modernist than its more
postmodern ancestor Mrs. Dalloway. Winterson's novel is more
set on exploring the different and uniting focalizations of Henri
and Villanelle than it is in bringing together hugely disparate
temporalities such as Mrs. Dal/ofay's combination of prehistorical and industrial London. The temporal dimensions in
all the novels can be brought into helpful convergence through
Freud's Oedipus complex as theory, his theoretical fiction and
narrative experiment. Freud's model has been part of the
complex structure of historically changing forms. The mazemakers of the theoretical and literary Thebes do not dismantle
simply for the sake of re-building. Their dwelling is built from
the ever-changing stones of gender as these re-mould human
hearts and identities.

Notes
1

It is important to make a distinction between narratives
which feature Oedipus the mythical Greek character, as dramatised
in Sophocles' Oedipus the King (Greene: 1954) and narratives which
explore or re-write Freud's model of the Oedipus complex. These I
will term "Oedipal narratives," that is, fictions which also theorises
the Oedipus complex, giving Freud's model a different twist or
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turn. Another example of a narrative about Oedipus which is not
specifically a theoretical fiction, is Pier Paolo Pasolini's film of the
Oedipus myth, Edipo Re (1967). Yet given the fact that this film was
made in a cultural discourse in which psychoanalysis predominates,
aspects of the film could be read as footnoting or re-formulating
elements of Freud's model. In Pasolini's film, the opening sequence
focuses on the jealously of the father for the son. As a result, the
father has the youngster sent away with a guide, who is supposed to
leave the child to die. In Pasolini's film, no initial prophecy
intervenes as is the case in Sophocles' story. Rather, it is the father's
jealously which is the activating event for the fabula which follows.
Pasolini's film could be read as a comment on Freud's theory of the
Oedipus complex. Thus narratives about Oedipus could include
Oedipal narratives. But not necessarily. I do not go as far as Teresa
de Lauretis (1984) who argues that "any imagistic identification and
any reading of the image, including its rhetoric, are inflected or
overlaid by the Oedipal logic of narrativity; they are implicated with
it through the inscription of desire in the very movement of
narrative" (79). This approach makes visual narrative entirely
reflective of one key-stone of the psychoanalytic paradigm rather
than allowing narrative the opportunity to question theory.
Furthermore, de Lauretis' remark implicitly makes the Oedipal
myth the "master" narrative of all stories. Though I concur with
her that this myth and the narratives inspired by it are important, I
would not go as far as implying it to be the root of all narratives. In
"Does Oedipus Have His Complex," Verhoeff (1984: 261-283)
draws important lines between analysing such plays as Hamlet using
Freud's notion of the Oedipus complex and keeping Sophocles'
hero at a distance from an examination which could only become
tautological. Verhoeff uses an apt phrase when he suggsts that
there is an "Oedipus complex outside Oedipus" (1984: 274).
Bal (199: 5-7; 114-131) makes a distinction between
characters and "actors." Characters "resemble" human beings in a
way actors do not (114). Actors are instruments in moving the
fabula, and by extension, the story. Actors act and produce events
(5) but characters possess qualities which go beyond the actions
performed. Conflicts between the status of being the character as
opposed to the actor can prove interesting for the manner in which
the fabula comes to be narrated (129). I use the term "actors of
consciousness" to produce a further refined distinction. Clarissa
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Dalloway's main function as an actor is to arrange a party. But her
developing characteristics emerge through growing details about
the mechanisms of her consciousness. She thus produces actions of
another type - actions which shift sensation, focalization and
beliefs.
3
In "Mrs. Dalloway. Repetition as Raising of the Dead," J.
Hillis Miller (1993:45-56) opens his article by reminding the reader
that despite the emphasis which has been laid on W o o l f s techniques of modernism, her deployment of "stream-of-conscious"
technique, her strategy of dissolving the traditional frameworks of
plot, Mrs. Dallowaj is what Miller considers an "extension" of the
novelistic conventions of Austen, George Eliot, Trollope and
Thackeray (45). Miller's reference to a "mind" which embraces,
includes and interpolates its various characters, underlines how the
modernist technique takes its point of departure from the so-called
"omniscient" narration of the Victorian novel.
4
In her influential Darwin's Plots: Evolutionary Narrative in
Darwin, George Eliot and Nineteenth Century Fiction (1985) one of
Beer's essays on Middlemarch, "The Web of Affinities" (167-180)
has influenced my own thinking about the patterns of influence as
being aptly figured by the notion of a web. Beer draws attention to
what I would term the intimate influencing at work between the
scientific and fictional concerns of Middlemarch. Eliot is a novelist,
remarks Beer, who helps to "create a reader alert equally to the
scientific potential of everyday language and to the everyday
potential of scientific terminology" (155).
5
In "Women's T i m e " (1987: 187-213), Julia Kristeva examines not only three generations of movements in women's symbolic
and imaginative development, but sets out an "ethics" for
countering sexism in the future (210-211). I hesitated to use a
phrase like "three generations of the W o m e n ' s M o v e m e n t " as
Kristeva is sceptical about the role of political movements which
aspire to be militant. She suggests that the feminist agenda can run
the risk of producing a counter-order to the dominant symbolic
order (and one which is as oppressive) or escaping from the
demands of the symbolic by a refusal of history (193-205). For
Kristeva, "the interiorization of the founding separation of the
socio-symbolic contract" allows each subject to debunk the notion
that the symbolic order is truly unifying. Such an interiorization
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also protects the symbolic order from being rejected outright (210).
Though a radically different articulation from my explorations of
traversal, Kristeva's plea to decode the unifying aspects of symbolic
code has affinities with my concept that intimacy takes the precursor's code to discover within it, multiplicities of meaning which
were hitherto repressed.
For an excellent definition of "stream-of-consciousness"
made contradistinct from "interior monologue" see Dorrit Cohn,
Transparent Minds: Narrative Modes for Presenting Consciousness in Fiction
(1978). In my study I use the term "character-bound" narrator (Bal
1997: 22; 24) not as a synonym for "interior monologue" but as a
means of describing the act of narration handed over to the
character. While terms such as stream-of-consciousness or free
indirect discourse are identified as properties of modernism, they
may also be found in Victorian fiction. Thus their status as criteria
of modernist fiction is highly problematic.
The intimacy model I am developing, the very notion that
modernist strategies have already been set up in embryonic form in
the precursor's text, does challenge the establishing of provisionally
useful categories such as Victorian "realism" or literary modernism.
My argument that modernism emerges through the traversal of
precursor novelist forms finds its corollary in Frederic Jameson's
definition of what constitutes "realism" in relation to its ancestor
forms (The Political Unconscious: Narrative as a Socially Symbolic Act
1989: 152). For Jameson, realism itself is a social sign of political
upheavals and transformations. Realism comes about when secular
consciousness starts to take over from religious modes of being.
The commodity system affords the realist novel much of its
resources of reference, space and description. The prime example
of a character damned to a secular hell of disenchanted objects
robbing him of his brave and anti-materialistic ideals is Dr. Lydgate
who, must daily contend with the bills and the actions he must take
to pay them.
In her interview with Xaviere Gauthier (Courtivron 1981:
165- 167) entitled "Oscillations between power and denial" in Tel
Quel, Summer 1974, Julia Kristeva restricts herself to the use of the
verb "to traverse" rather than the noun "traversal." To traverse
defines developments of meaning which take place as a result of
shifts between the poles of masculinity and femininity. I will be
using her term "to traverse" as a fine-tuning instrument for my
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ongoing exploration of traversal.
The notion of both "positive" and "negative" formations
of the Oedipus Complex came about when Freud tackled the complexities of accounting for the young girl's more complex
trajectory, from attachment to her mother to that of her father and
beyond. Whilst the terms "negative" and "positive" appear for the
first time in "The Ego and the Id," see also, "The Changing of the
Oedipus Complex" (1924)(JE.-XIX: 171-179). See also Jane Gallop,
The Daughter's Seduction: Feminism and Psychoanalysis (1982: chapters 5

and 8).
10

For a rhetorical analysis of Kristeva's work on pre-Oedipal
drives and language, the abject and the mother, see Cynthia Chase,
"Primary Narcissism and the Giving of Figure, Kristeva with Hertz
and de Man" (Fletcher and Benjamin 1990: 124-138).
11
In Revolution in Poetic Language (1984: 25-30), Kristeva sets
out her own definition of what is meant by "semiotic." In French
this equates with le sémiotique and should not be confused with la
sémiotique, which defines semiotics as the science of signs. The
semiotic {le sémiotique) she begins to formulate from its Greek sense
which denotes "trace" and "index" and "distinctive mark" (25).
Semiotic drives are more than the symbolically unmediated drives
which emerge from the unconscious. Semiotic dispositions are
related to the "chora," a matrix space closely associated with the
mother's body. This terrain is pre-symbolic and anterior to the law.
Thus in Lacanian terms, the chora's energies send out their ripples
through the traces and marks which emerge from the semiotic
disposition. Semiotic dispositions mark themselves in language
through rhythm, sonorous effects and repetitions (28-39). See also
Desire in Tanguage (124-147).
12

Sir William Heschel (1738-1822) was the astronomer who
discovered Uranus (1994: 901). In mythology, Uranus is associated
with rebellion. This signification of revolt and challenge may be
further associated with Lydgate's pioneering desires. To be on the
cutting edge means taking the risk to rebel or move away from
conventional practices. Edward Jenner (1749-1823) discovered
vaccination.
13
See Zelda Austen, "Why Feminist Critics are Angry with
George Eliot" (1976: 549-61) and Gilbert and Gubar (1980: 443478).
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14

Francois Bichat (1771-1802) was a pioneer in anatomical
pathology. See notes section to Middkmarch (1994) 901.
15
Sigmund Freud, "The Uncanny"(1919; SE XVII: 231-233).
16
For in-depth analyses of the "gaze" and the "look" see
chapter 4 and 5 of The Threshold of the Visible World(1996).
17
The quote comes from Mrs. Dalloway 1998: 45. It is also the
tide of Christopher Hill's book on révolution in seventeenth
century England - The World Turned Upside Down (1972). T h e idea of
a world in which rules have been reversed finds itself explored in
Bakhtin's notion of "carnival." See chapter 3 (196-277) of Rabelais
and His World (1968). Furthermore, in Winterson's Sexing the Cherry,
the character of D o g W o m a n has a direct precursor in Rabelais'
giant. A direct reference is made to Rabelais when one of D o g
Woman's twentieth century incarnations recounts her experience of
becoming so large that she breaks through her parent's house. The
punch-line to this story implies that her physical expansion was a
response to the fact that there is no longer a "Rabelaisian dimension for rage" (124).
18
"Femininity" is "Lecture X I I I " in SE XXII: 113-135.
Having said that somewhat more textual space is given to
the structure of the boy's attachment to his mother, the crucial
chapter of The Ego and the Id does, unlike Freud's previous and
prodigious work on the complex, allow that erotic drives towards
parents can work in both directions, towards father as well as
mother.
20

H. W. Fowler, Fowler's Modern English Usage (1983: 422).
Fowler's point 1 gives examples of " o r " used as a substitute for
"nor," where both act as non-enumerative connectors. O n e
example has n o comma before the "or" and another example uses
the comma. These examples draw attention to the fact that the use
of the comma, despite the rules, can rely on context and taste.
21
William Shakespeare, The Complete Works (870). T h e Sonnet
is number 129:
Th'expense of spirit irt a waste of shame
Is lust in action; and till action, lust
Is perjured, murderous, bloody, full of blame,
Savage, extreme, rude, cruel, not to trust...
22
In "Masculinity," the last chapter of Francis Bacon and the
Loss of Self (1992: 164-190), Ernst van Alphen finds in Bacon's
preoccupation with masculinity a talent for a "resistance to the o b -

172

The Intimacy of Influence

jectifying transformations of stereotypical discourse, especially the
discourse of masculinity (190). Alphen emphasises how Bacon's
paintings of wrestling undermine the notion of control over the
body (186). Male bodies become fragmented bodies. Male self is
lost through a subversive method of representation. Clarissa
Dalloway's "orgasm" undergoes a textual representation which
subverts the conventional representations of female desire come to
peak, as after the "little death" Clarissa can find the route of a
masculine identity. Orgasm is thus performed as an instability
between the normatively gendered positions
of
masculine/feminine.
23
Teresa de Lauretis, The Practice of hove: Lesbian Sexuality and
Perverse Desire (1994: 257-297). In her analysis of the "crocus"
passage (236-239), de Lauretis draws attention to a line of W o o l f s
passage in which the "match burning in a crocus; an inner meaning
almost expressed" takes on symbolic import, de Lauretis underlines
the "almost" as a symptom of W o o l f s passage coming near to, but
missing a successful representation of desire, de Lauretis uses the
phrase "representational impossibility" to highlight the point that
lesbian desire is inscribed as a lack and as that which cannot be
represented. My argument is quite different. Although I concur that
desire is founded on lack, and I do so following Lacan, I am
suggesting that the lesbian desire in W o o l f s passage is given more
than one representation.
24
See Julia Kristeva, Taks of Love, trans. Leon S. Roudiez,
(1984: 81) and "The War Between the Sexes," About Chinese Women
(1986: 17-24).
The "Name-of-the-Father" is dealt with in Jacques Lacan's
Écrits: A Selection (1977). See " O n a Question Preliminary to any
Possible Treatment of Psychosis." The Name-of-the-Father is not
the real father but what he carries, namely, "his" effect as symbol,
as that which separates the child from the mother and its imaginary
fusion therein. Should this paternal term be repudiated, then
according to Lacan, psychosis can be the result. For a fuller
account see my chapter 4.
26
For theories of condensation and displacement see Freud's
The Interpretation of Dreams (SE IV: 280-285; 318; V: 660) and also
Kaja Silverman, The Subject of Semiotics (1983: 89-101).
27
Hymns, Anäent and Modern. Tor Use in the Services of the Church
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(1951: 145). The entire stanza of the hymn is as follows:
Rock of ages, cleft for me,
Let me hide my light in Thee
28
Winterson's line echoes a line quoted by Lacan which he
alleges to be Freud's, though Lacan fails to give a source. The
German is "Wo es war, soll Ich werden" (Lacan 1983: 44).
For this account of modernism see Gerald Graff, Literature
Against Itself: Literary Ideas in Modern Society (1979), Andreas Huyssen,
After the Great Divide: Modernism, Mass Culture, Postmodernism (1986)
and Paul de Man's essay "Literary History and Literary Modernity,"
Blindness and Insighf (1971).
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In the Name of (no) Other:
T h e K e y to t h e S y m b o l i c " w i t h i n " Daniel
The Waves a n d Gut
Symmetries

Deronda,

... for all meanings, we know, depend on the key of interpretation
(DanielDeronda, Book 1, Chapter 6: 88).
I n t r o d u c t i o n : C h a n g i n g Keys
T o add to the celebrated line from Eliot's last and most daring novel, I
will start with Henry James' piece of elegant troping that the "house of
fiction has ... not one window, but a million."1 Within are myriad
interiors, or "interpretations." He does not claim that "anything goes."
The rooms within are not arbitrary building heaps. These spaces are
carefully configured. The locks are difficult to pick.
Before letting you inside, I must make a confession. It highlights
what is at stake in the process of passing once more through the loop of
crossed transferences. 2 The first draft of this chapter was entitled "In the
Name of the Mother." My initial task had been to question Lacan's
concept of "Nom-du-Père." Briefly, this concept and the structure of it
comprises an important key to Lacan's notion of the symbolic order. To
belong here means submitting to this "Name-of-the-Father." The novels
of this chapter challenge the monopoly of the Lacanian concept. What
emerged in the engagement between literary works and theory was
another type of "third term." I duly baptised this the "mother's name."
This maternal counterpart was an attempt to find a concept which could
compete with Lacan's Name-of-the-Father, but could be carried by the
mother. As Silverman argues (1988: 121-126) and as my last chapter's
examination of the female subject's traversal of the Oedipus complex
suggests, symbolic castration initiates desire for the mother. Therefore
the symbolic order (or a specific aspect of it) can act as the third term.
The mother may indeed carry, enforce and install the symbolic function,
but whether this enables her to be defined as a "symbolic mother" is at
issue.3 After re-reading both my first draft and Daniel Deronda, The Waves
and Gut Symmetries, I will now propose a "third term" which can trans-
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form itself into one of many keys. It is a protean device. The concept
does not disavow the existence of keys which, in symbolic terms, are
associated with either the father or the mother. Rather, the notion of a
key is itself flexible. I contend that there is no "master key" in the
English sense of this idiom. Instead, a variety of keys are implied. Each
will open one of the various windowed entrances into the house of
fiction. The transference which at first inhibited their discovery, that is,
the finding of myriad meanings, did so when one or two windows only
were focused upon. This concentration on only one or two entrances
describes metaphorically Freud's assertion that when the patient projects
paternal and maternal imagos onto the analyst, these will repress the flow
of free associations (1958: 100-101).4 Yet these projections can, however
arduously, lead to what Chase (1987) has termed transference as "trope,"
or that ineluctable task of working-through to reach new meanings
against the grain of the dominating imagos.
Instead of remaining confined to my initial enthusiastic transference, then, I will explore how the literary works under question traverse
between paternal and maternal imagos within the text, liberating the
significations between. The task is not to discover how specific characters
deal with their fathers or mothers. Instead, my aim is to examine how
what constitutes a series of imagos in a particular text become less
dominant in the course of its unfolding. Furthermore, in and between
Daniel Deronda, The Waves and Gut Symmetries, keys will be found from
one novel which can open up unexpected entrances into another.
Thematicalfy, and as regards characters, Daniel Deronda and Gut
Symmetries may seem to be the two more closely related works. The
titular protagonist comes to the realisation that he is adopted (Book II,
Chapter 16). His journey takes him to the discovery of his Jewish
identity. His mentor along the path is Mordecai, a character who does
more than impart his knowledge of Jewish mysticism and tradition.
Together with one aspect of the novel's external narration, Mordecai's
habits of mind and speech question the validity of conventional assumptions about the nature of history and time. Gut Symmetries also features a
Jewish mystic, described only as "Papa." He is the twentieth century and
logical extension of Mordecai. Papa believes in the soul, forging his
mystical theories from studies of the Kabbalah and quantum mechanics.
Like Mordecai, Papa casts doubt on the concept that time keeps itself to
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a linear dimension. Winterson's novel explores the relationships between
mysticism and science, religion and epistemology, origins and destiny
through three principal narrators. Alice is a physicist who is also
interested in alchemy. Her erotic and triangular relationship with the
novel's other two narrators - Jove, the physicist and his wife Stella (a
name evocative of stellar matter) is but one sub-plot. Like Daniel Deronda,
Gut Symmetries is a novel preoccupied with parenting. Deronda seeks out
his biological mother Alchirisi, only to be rejected by her (Book VII,
Chapter 3). Mordecai provides part of the maternal substitute the young
man lacks. Though not lacking mothers, Alice and Stella both lose
fathers whose influence is key to their lives. In Eliot's novel, the wilful
Gwendolen Harleth, in quest of her own splendour, lacks not so much a
specific type of parenting as a force which could intervene between
herself and her self-destructive egotism. Quests for identity in both
Daniel Deronda and Gut Symmetries begin with parents but end with
another type of mentorship.
At first glance, The Waves might seem not to fit comfortably into
the genealogies I have suggested between Eliot's and Winterson's novel.
The Waves is prose poetry played through six narrators - Bernard, Louis,
Neville, Susan, Rhoda and Jinny; they narrate their lives from childhood
through to maturity and death. Important amongst them is Bernard,
whose character trait is that he is a phrase maker. Many of his phrases,
like so many of the novel's narrations, are inspired by the main object of
love and connection between the six - Percival. He is a prized and
beloved figure who meets his death in a horse-riding accident in India
(128-129). The chasm which he leaves in his friends' lives acts as an
inspiration to the narrative energy which propels the six narrations
through their vicissitudes and epiphanies. Amongst the novel's concerns,
parenting may not strike the reader as immediately important. Yet there
is one actor in the text who acts as an intriguing alternative for a parental
imago. Within the novel's first thirteen pages the young Bernard and
Susan take an adventure over the walls of a garden at Elvedon. It is here
that Bernard first glimpses a "lady" who "sits between the two long
windows" (13). Neither a "mother" nor a mentor, the lady is a figure
with whom Bernard will exchange neither glance nor word, but who
becomes a key which unlocks areas of the novel's intersecting narratives.
As a figure, I will read the lady of Elvedon as an intermediary link
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between the keys which feature prominently in Daniel Deronda and Gut
Symmetries.
The intimacy model can be better applied to those works in
which lines of inheritance through the parent model become de-stabilised. In the world of fiction, as in life, there are myriad others. T o relate
to these not as fixed points of identity, but to find their names in (no)
Other, may liberate a potentially vast number of meanings. N o t by
obliterating the parental model in my analysis, but by loosening its grip
to give more space to the intimacy model, I aim to open up interpretations which are unexpected. My reading of the homosexual as lesbian
desire between Deronda and Mordecai is but one example. From the
first draft of this chapter to the second, then, a traversal to rooms and
"windows" was found in unexpected places.
George Eliot's Daniel Deronda is replete with the hidden and the
startling. A "key" opens a panel and reveals a carved face which freezes
Gwendolen Harleth in terror (Book I, Chapter 5, 91-93). Keys open the
door to shocking focalizafions. Beyond them lies terror or the garden
path to an undiscovered country. Keys allow access out as well as in.
What is more, they are replete with connotations. "Keys" define several
systems of musical notes, all different, all provoking distinct effects. To
change the key alters the musical composition. Amongst its rich cast of
characters, Daniel Deronda features the troubled heroine Gwendolen, who
is also a hack singer. Deronda's mother Alchirisi is a retired professional.
Gwendolen meets the maestro musician Klesmer. N o t only would he
knock some musical sense into her, he would rob her of her illusions.
Gillian Beer argues that in Eliot's novel the importance of finding one's
"voice" is an important theme (1986: 200—229). Voice can also be a
synonym for literary style. "Key" also defines a choice mode of painting
or literary practice (OED, Vol. VIII: 404-408). Eliot's novel contains
within it a modernist work emerging from that of Victorian realism. The
novel, then, is in the process of changing modes. Moreover, it is a work
refusing to be opened by one paradigm, theoretical model or concept
alone. Should this occur, the key itself will be re-shaped. It may then split
into different copies, where no one is identical to another.
To form a concept of the term "key," I begin with Lacan's
notion the "Name-of-fhe-Father" (1977: 180-225). It is but one example
of the third terms this chapter will explore. According to Lacan, for the
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young child to successfully separate from its symbiotic relationship with
the mother, a signifier which is borne by the father comes to break up
the mother-child dyad (215-221). 5 T o paraphrase a complex argument,
the father's name, together with the Other (mother) reproduces the
triad of mother, father, child. If the father's name is "foreclosed"
(Verwerfung), which means completely repressed to the unconscious, a
"hole" will open up in the "signified." 6 According to Lacan, this predicament is what causes psychosis, hallucinations and delusions. In a
nutshell, when this "hole" occurs, it "sets off the cascade of reshapings
of the signifier, from which the increasing disaster of the imaginary
proceeds, to the point at which the signifier and signified are stabilised
in the delusional metaphor" (217). Put more simply, Lacan claims that
if the Name-of-the-Father is absent or dysfunctional, the imaginary
dominates the subject's experience'. Metaphors become delusional if
they are taken too literally. The symbolic order cannot be brought to
function in the human subject's daily experience. He or she confronts
images which take over his or her psyche.
As Bruce Fmk puts it, in such a case, "the symbolic fails to
overwrite the symbolic" (1997: 86-94). One of the questions which this
chapter will explore is to what extent the third term is "paternal," or
whether this depends upon the character or narrative agent bringing
this structure into play. If this term is the Name-of-the-Father and has
complete control, then the human subject will have little room to
release affect and hence undergo traversal. T o return to Henry James'
theoretical fiction, if in finding an entrance into the narrative text,
there is but one, dominating key to interpretation, the manifold rooms
in the mansion will not be traversed. Should this be the case, meanings
in great abundance would be left undiscovered.
According to Bruce Fink's reading of Lacan's "father's name,"
this term needs to be shifted from its dominant position if any traversal
is to take place at all (1995: 64-68). For Freud, the patient is no longer
overwhelmed by an imago when she can submit this powerful structure
to working-through. According to Fink's reading of Lacan, the subject
can signify the meaning of her desires by releasing the dominance of the
paternal function. My contention is that though a third term is requisite
to prevent the subject from being overwhelmed by the imaginary, this
term need not be paternal. It may be maternal, but not necessarily so. It
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can be a key (connected to yet more) which operates in the name of an
Other neither specifically maternal nor paternal.
The three literary works to be investigated here feature characters
and narrators subverting the paternal third term. They do so first by
replacing this term with a maternal counterpart which acts as a "third,"
allowing traversal to take place without the text being lost to an unmediated imaginary. In other words, the narratives of all three works allow
the Lacanian father's name an analytical space, but encourage the search
for other types of keys and the seeking of interpretative entrances into
the symbolic order's other "rooms," or other theoretical fictions which
open up under-represented narratives and which shift the accepted
boundaries on theoretical practice. For these spaces of unusual theoretical fictions may indeed have been locked up because of their taboo
elements. My reading of homoerotic as lesbian desire in Daniel Deronda
will open up rooms in the novel which critics have left padlocked. The
architectural metaphor suggests that the symbolic order itself consists of
different imaginary spaces. Fiction is a suitable space through which the
symbolic can be dismantled and re-built.
The external narrator of Daniel Deronda cleaves in twain.
" S h e / h e " (for both pertain) enacts a struggle to displace and replace
symbolic paternity. The sojourns of the leading lady and man,
Gwendolen and Deronda, both reflect and perform this conflict.
Woolf s most daring exercise in literary modernism, The Waves, enshrines
at its heart a personification of a maternal third term. N o t that the
paternal function has been obliterated. Woolf s novel sets the symbolic
mother inside a garden, first introduced as "a lady" who writes sitting
between two "long windows" (1972: 13-14). The two windows and the
lady inscribe a triangle. This lady can be regarded as a double of Bernard
the phrase-maker. 7 Between them another third term emerges, the
garden and house as metaphors for aesthetic structure. Bernard's
narration traverses precisely these points. To this should be added
Gillian Beer's remark that the lady never looks out of her window (1996:
68). She is "perceived" through the eyes of the actors. She does not
return their gaze. I should add to Beer's note that the lady does not offer
herself objet a in Lacan's sense. Thus she does not elicit or carry the
children's or the readers' projections. These would inhibit Bernard's and
the reader's further deepening and "writing into" his embedded narrative
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as child; rather, these projections are offset.
Jeanette Winterson's most recent foray into the twilight zone
between physics and poetic narrative, Gut Symmetries, offers not women
writing but mothers in the traditional roles of nourishing and childrearing. It is the fathers who are given the space to be unconventional.
Rather than supporting the Name-of-fhe-Fafher, however, they unsettle
this term. Identifications thus go awry. Daniel Deronda enacts two halves.
The Victorian half bearing the father's name is pitted against the
maternal signifier in that of the Jewish part. As the two textually interlink with each other, they draw out otherwise camouflaged meanings. In
Daniel Deronda, opposing worlds in collision between modernism and
realism become a metaphor for the struggle between what Chase has
termed the two types of transference. In The Waves, temporal and spatial
worlds are contained within each other. Traversal means path-breaking
between domains. Gut Symmetries contains doorways to parallel universes.
To discover these requires cutting quantum keys which refuse to inscribe
either father's or mother's name.
I return to Lacan's notion of Nom-du-Père.8 Lacan says little about
cultural heterogeneity and how this might produce different terrains
within the dominant framework. Put simply, Lacan's paternal term does
not suggest that different forms of the imaginary might cause different
mouldings of the symbolic order. Kaja Silverman's notion of a "cultural
screen" containing shadowed, under-idealised parts which need to be
submitted to a productive look, comes close to the idea that those
sections of the symbolic which do not support dominant ideologies
should be brought into prominence (1996: 80-81). My model, however,
is more topological. It follows Henry James' mansion metaphor. Here,
rooms open onto outdoor landscapes. Each spatial shift, the movement
from drawing room to desert, enacts an imaginative leap. These terrains
are not différent symbolic orders, but distinct formations of the imaginary within. T o pass from one to another, the Name-of-the-Father may
be an inadequate key.
For Lacan, without the father's name the subject would be
dangerously marginalised within the murky, if not psychotic corners of
the symbolic. And despite the insistence that this "Norn" is not the flesh
and blood father, but a metaphor borne in name only, little in his work
suggests that the third term can be carried by a female subject.9 Lacan
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insists that when the father's name is "foreclosed," the child will not
successfully separate form the mother. This is where psychosis ensues. If
the subject's relation to the paternal term is problematic, an experience
of profound ambiguity, anxiety or narcissism may also result. 10
The literary texts are propelled by narrative subjects who, as
characters and narrators, certainly do need third terms. Without them,
the textual disturbances which threaten in the interstices of the text
might jeopardise the entire structure of the novel and its facility to
narrate, to thematise, to theorise and maintain an aesthetic logic. Yet I
depart from the Lacanian paradigm as follows. This chapter will argue
that to have more than one third term does not cause the imaginary to
take over, but lifts the burden of the restrictive paternal term, which may
or may not be the focus of the mother's desire. What will be henceforth
theorised is the "symbolic," containing more than one homogenous
terrain, or dominating space. In Daniel Deronda, such territories offer
alternative landscapes of ethnic and gender identity. They do so against
the grain of the Gentile, Victorian and heterosexual Republic which the
novel effectively subverts. In The Waves, a maternal third term opens up
a pathway to other temporalities, other sites of emotional life. In Gut
Symmetries, the hidden domains are the worlds of science and magic.
Winterson's novel allows unexpected spaces to warp and re-structure its
symbolic order through the interventions of miracles. These follow the
"laws" of the more cutting edge versions of late, twentieth century
physics.
Traversal takes place when the influence of a dominating third
term is released, allowing the narrative subject to reach another destination within signifying practice. So that the narrative subject of a literary
work avoids becoming, in textual terms, overly fixated by a precursor,
this subject will detach itself by deploying one or two different works to
act as third terms, ones which in turn can be re-placed by those which
do allow the text a greater capacity for working-through. When this
occurs, both characters, narrators and readers have access to more than
one key.
" W h i c h T h i n g s are P a r a b l e s "
The definition of parable with which I will explore not only Daniel
Deronda but its successor works, will be a specific type of theoretical
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fiction. The notion of a "parable" will be derived, in part, from Eliot's
use of the word. The title to this section is a phrase whose variations are
found scattered throughout her oeuvre. Phrases echoing "Which things
are parables" are often deployed as the punch-line to a narrative
sequence. 11 In this section I will use Eliot's gnomic catch-phrase as a key
to unlock what might be meant by the term parable.
In a letter to Rabbi Deutsch, written at the time of writing Daniel
Deronda, George Eliot the letter-writer recalls the story of Mary Wollstonecraft flinging herself into the river (Haight 1985: 389-390). This
suicide attempt ended in failure. Eliot notes that Wolistonecraft not only
survived, but her life was re-vkaksed. More remarkably, suggests Eliot,
Wolistonecraft died before her new-found happiness could be spoiled.
Then comes the Eliotesque line: "Which things are parables." A piece of
raw biography is appropriated as a moral lesson. The story of Wolistonecraft has been utilised to develop a point about the early life of
Mary Anne Evans, or Eliot the author. She too, in her youth, was prone
to fits of despair. She too was suicidal.12 Thus the narrator of the letter
deploys the Wolistonecraft story as a key to unlock the life of the author.
In turn, this could be used by readers to reflect upon their own lives.
The readers are thus implicitly encouraged to deploy one narrative as an
embedded version in their own, one which can help unlock hidden concerns to be confronted afresh. In a parallel manner, my reading of
Deronda will argue that the character-journey of Gwendolen and
Deronda reflects on that of the external narrator as she/he transforms
or, to borrow a Kristevan notion, becomes a narrative "in process."
Eliot's novels deploy parables with Christ's methods in mind.
Most Gentile, Victorian readers knew next to nothing about the religious
and cultural life of Jews in Britain.13 The process of bringing to light the
culturally invalidated sides of life, is also at work in The Waves and Gut
Symmetries. During much of Woolf s writing career women did not have
the vote. Fewer women than men succeeded in publishing books. Thus
the parable of a lady writing which is laid within the heart of the text can
be read as serving a political function.
In contrast to The Waves' radical deployment of staging a woman
who produces text, the representation of women's roles in Gut Symmetries, particularly the maternal ones, might be read as reactionary. Alice
may be a scientist, but apart from being Jove's wife, Stella is very much
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the wife and lover pursuing the complexity of her personal relationships;
it is her husband who pursues the career of adventuring into high energy
physics. Alice's mother is given little representation beyond her status as
a housewife. Alice comments that her mother believed "a man must
have his work" (67). Stella's Catholic, German mother Uta, marrying an
exiled German Jew and ultimately revealed to have had an affair with
Alice's father George, offers more intriguing features. Uta's hunger for
diamonds while she is pregnant with Stella, connects the novel's scientific fascination with light, with wave theory and modern physics into the
womb's pre-Oedipal space. In other words, Gut Symmetries has spaces in
its fictional terrain in which a pre-symbolic space can contain and mould
diamonds. These are a metaphor for the illuminating and crystalline
symbolic order which is not exterior to, but can be part of, the pre-symbolic womb. Yet for the most part, the fathers of Wmterson's novel are
more fully realised as characters than the mothers. Stella's Papa is a
Kabbalahist fascinated by magic and quantum mechanics. An entire
chapter of the novel recounts Alice mourning her deceased father (143164). Importandy, though, these fathers turn out to be unconventional in
their paternal function. They can be found carrying "keys" which would
not conform to the concept of Lacan's symbolic father. These fathers
are characters who bear luminous qualities as a means of guiding their
daughters into unexpected journeys of traversal.
All three novels, then, in their ubiquitous ways, produce parables
which have a political function. Silverman's theory (1996) that idealisation can be conferred on cultural identities which have suffered cultural
and social under-valuation, describes well the strategies employed by
each novel. Daniel Deronda challenges Victorian prejudices about the
cultural life of Jews. The Waves offers as a parable the mise en abyme of the
woman writer being, as I shall explain shortiy, "self-reflective" of the
activity of textual production which is not powered by narcissism. Gut
Symmetries brings to the fore non-normative representations of paternal
identity, which act as keys, opening within the house of fiction terrains
which provide a radical reflexion on the relationship between text and
the symbolic order. By virtue of focusing on undervalued cultures, characters, and experiences, each novel intimately supports the other. Gut
Symmetries gives prominence to Stella's Jewish father just as Daniel
Deronda gives Mordecai and Deronda pride of place. The Waves focuses
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on the silently scribing woman writer, tucked inconspicuously, but
nonetheless crucially, in between narrative levels. Daniel Deronda prefigures the strategies of both novels by illuminating the Jewish as the
feminine. The Jewish narratives, the mise en abyme of the lady writing, the
stories of male characters, both quirky, mystical, scientific and maternal,
all these fictions theorise the domains that ideology attempts to maintain
in the shadows.
Light and illumination have a connection to Eliot's use of the
term "parable." This concept includes two complex and intertwined
definitions. In his reading of Middleware, J. Hillis Miller has drawn
attention to the connection between the New Testament sense of
parable as a moral lesson and its healing capacity to "make the invisible
visible" (1992: 76). Secondly, the word's Greek roots of "para" and
"ballein" produce "beside" and "to throw." It is important to carefully
follow Miller's wording: "a parable is set or thrown at some distance
from the meaning which controls it and to which it obliquely or parabokcally refers, as a parabolic curve is controlled, across a space, by its
parallelism to a line on the cone of which it is a section;" furthermore,
"the parabola creates that line in the empty air, just as the parables of
Jesus remedy a defect of vision" (1992: 76).14 T o clarify this, I should
add that parabolas and these tangential lines can be used to draw cones.
Put in less abstract language, one geometrical plane can be used to draw
or re-map another. Paradoxically, this can occur even though the lines
are being used to inscribe curves. In other words, two dissimilar shapes
and structures become mutually supportive and can be used to configure
each other. There is, though, an extra twist to this cunning narrative of the
mathematical parabola. The curve and the line, as they proceed closer
towards each other along their trajectory, in theory towards infinity,
become more spatially intimate with each other, without actually touching. In other words, a parabola and by close analogy a parable, can be
defined as being constructed on a fundamental asymmetry. O n e side of
meaning (the curve) does not completely touch the other side (the line).
Even though the parabolic signifier becomes close to its signified, one
does not reflect the other in the crude "realist" sense of mirroring.
Between the parable and what its various levels can signify, there is no
easy fit. Indeed, the parable may produce a double reading. Hence
Cynthia Chase (1986) makes a "double" reading of Daniel Deronda,
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arguing throughout her essay that Eliot's novel elicits two modes of
reading, one which treats history as a series of causes and effects to be
measured against each other, against a reading which questions the very
status of teleological analysis.
Furthermore, fictions themselves can be approached as serving a
double function. The tale of the parabola finds its analogy in the theory
of the mise en abyme which can be defined at both a wide-ranging and
specific level. Bal states (1997: 57) that the former is as important as the
latter. "Writing, and by extension, painting or making a film, is an act of
reading, and reading is manner of rewriting or repainting" (57). The
"narratorial experiment," she continues, helps "to give to messages"
those meanings which "one vaguely senses but fails to analyse when only
dogmatic or restricted methods are consecrated" (57). In her next
section she uses the phrase "this phenomenon" to set up a closer definition of mise en abyme. The anaphoric "this" connects acts of rewriting not
just to that of scholarship in the present, but to the business of producing ongoing interpretations which respond to contemporary culture and
politics. Traditional academe tends to require so-called "secondary
sources" to be the instruments of evaluation, not artistic production. But
Gut Symmetries can be used as tool for reading Daniel Deronda and, vice
versa. I would nuance Bal's insights further by suggesting that the
parabola is a special sort of mise en abyme, one that incorporates the
asymmetry and uneasy doubleness, that is, the very refusal to produce a
pleasing, one-to-one correspondence between signifier and signified.
The cultural activity of writing as offering itself both as an artistic
object and as a mode of reading comprises, argues Bal, a "phenomenon"
in which "the embedded text presenting a story that resembles the
primary fabula" (57). The relationship between these two levels, that is,
the embedded and the primary, is one of "infinite regress" (57). The
notion infinity implies that between the two levels, a potentially infinite
set of meanings can be liberated. Alternatively, I infer, there may be yet
more mise en abymes within others. I would bring into dialogue with Bal's
term, Miller's notion of the parabola. The mathematical curve goes off
to infinity. The mutual configurations of curve and line set a boundary
which is analogous to that demarcating the embedded text from the
primary fabula.
The combined forces of the Bal-Miller models forge an intriguing
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key to help open the first set of doorways in The Waves (1972: 5-23). The
primary fabula of the novel' s initial section is Bernard's story of the
children. He and Susan make an expedition over the wall into someone
else's garden. The young narrating characters, Bernard and Susan, relay
what is happening as it occurs. When this tale recurs again subsequently,
particularly in the novel's closing section, Bernard, the adult, recalls the
adventure in the lady's garden at Elvedon. This is a privileged site in the
novel's memory. When this recurs, it does so as a mise en abyme within
Bernard, the adult's, primary fabula. The adult will add to what the child
has narrated. The grown-up also removes certain details from the first
rendition, highlighting others. Thus the mise en abyme is a fictional work in
miniature reflected upon by yet another. However, Bernard, the adult,
never returns to the lady's garden in his primary fabula. This is only
possible in the mise en abyme of memory. Therefore between narrative
levels a boundary, a garden wall, remains firmly in place.
Yet paradoxically, the mise en abyme refers to the very act of
challenging the boundaries between narrative levels. The lady as a figure
stands at a remove. She is unreachable behind her glass windows. The
story of the children slipping into the garden, moving towards this
enticing room before the gardeners chase them away, implies a centre to
be reached. If Bernard might reach her, capture her gaze, he might
recover a secret. Of what? The lady who sits writing could "reflect" the
external narrator who conjures the characters. At this point I want to
introduce a distinction between two modes of "self-reflection" from the
many subtle delineations of the term installed by Bai in her readings of
Rembrandt, amongst others (1991: 247-285). The term self-reflection
connotes two notions of the concept of "reflection." Firstly, there is the
mirror metaphor which signifies that the painting reflects back an imago,
be that of the painter or viewer. Secondly, to "reflect" means to intellectually interrogate and to do so especially in a discursive mode. A selfportrait can be self-reflective, not merely because it displays the artist at
her craft, but because it reflects on the very processes of representation
which the painting raises (254). Narcissistic reflections aim at making
into a coherent "whole" the viewer (reader) and the painter at the heart
of the depiction. The act of self-portraiture, argues Bal, gains in "selfreflexivity" (a term contra-distinct to self-reflectivity) when the painter's
self is not brought into "exultation" but when a "detail demonstrates a
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danger" to that self portrayed (255). In other words, self-reflexivity is a
form of self-reflectivity which challenges narcissism. The reflexive mode
can help in negotiating the Other is that which cannot be forced to
masquerade as the self. From this I can extrapolate a more nuanced
definition of the term parable, which can be defined as a theoretical
fiction which elicits between theory and text a self-reflexive mode of
reading.
With this definition as a tool, I suggest that the lady writing is a
"mirror" of Bernard the writer, but one with whom he cannot coincide.
The first of The Waves' two drafts contained an omniscient narrator, a
type of trace of Bernard, that was not a man but a woman. 1 5 Replacing
"her" with a male character allowed a gap in identity to be produced
between Bernard and his "reflection" who, in fact, operates self-reflexively. The lady of Elvedon never meets Bernard's eyes. Lacan contended
that the "mirror phase," the period in which the child misrecognises
itself, occurs because the human subject sees itself.16 The lady writes
without speaking. When Bernard declares in the novels grand finale that
he will "sum up ... explain the meaning of my life" (1972: 204), he will
return again to the lady writer, re-telling the child's story in the direct
discourse of an adult, declaring that nothing will "interfere with the fixity
of that woman writing" (204). She is the object and subject of a transference which is crucial to the sustenance of the novel. She could be an
external narrator but also a female figure who refuses to become the
narcissistic screen for Bernard's projection of himself as a writer. Yet she
is there, inexorably and demandingly. He will never reach her behind the
windows, and she will never meet his gaze. She remains Other,
suspended between imago and index of the agent of symbolic castration.
She reflects him back yet this is precisely what she does not do. Between
Bernard and the lady writing, between primary fabula and self-reflexive
text as parable of becoming in the symbolic order, meanings will emerge
which will, I shall subsequently explore, attest to the inescapable need
and link between transference as imago and as trope.
In turn, the lady writing can offer a key, another third term to
analyse what will be examined below as the "transforming" aspect of
George Eliot's external narrators. The opposition between Bernard and
the delicate figure of a woman writer in The Waves acts preposterously as
a mirror-text to the opposing, yet richly productive tension between the
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two figures of Daniel Derondà's external narrator. If in both Eliot's and
Woolf s novel binary oppositions between male and female narrators,
characters and actors are set up to be textually disfigured, in Gut Symmetries, such apparently opposing identities are put through dis-identifications. This process occurs so that male/female figures are played out by
the narrative subject who is also involved in the text h e / s h e spins.
Winterson's novel is replete with parables wrapped away in yet more.
What Bal terms "regress" becomes fore-grounded in Gut Symmetries.
Just t h e T w o o f U s , Or W h o D r o w n e d Grandcourt?
That an unsuccessful and unconventional " h a l f of the novel botched
up a potentially great part of Daniel Deronda is the accusation levelled at
this work by F. R. Leavis (1962: 79-125). He is adamant that the
Victorian half and the drama of Gwendolen Harlefh are good, but the
Jewish part of the novel which focuses on Deronda and Mordecai "is
bad" (82, Leavis' emphasis). In a hilarious moment of unabashed sexism,
Leavis declares that Deronda, who needs little "analysis" is indeed a
"woman's creation" (82). Throughout his exegesis of Eliot's novel,
Leavis is fonder of Gwendolen Harlefh, whom he regards to have been
treated with irony and scrupulous observation. Barbara Hardy has been
more than thorough in coming to the critical rescue of the misread
Daniel Deronda (1981: 124-134). She underscores how meticulously
organised imagery and coincidences of plot and character carefully
connect Harleth and Deronda and, by implication, any allegedly distinct
halves. Gwendolen's tendency to be overwhelmed by dreadful faces and
her sensation of feeling displaced, finds parallels in Deronda's sense of
exile and Mordecai's life of vision. It may seem odd, therefore, that I
should introduce this section by quoting the elder statesman and his
choice prejudices. I do so, however, because his berating had a point,
but for the wrong reasons.
The two halves constitute the novel's success, I would contend,
for reasons different from those set out by Hardy. The novel's apparently conflicting sections are a testament to a precursor George Eliot
experimenting with a version of him/herself previously undiscovered.
Furthermore, by so doing, the novel undergoes a textual process of
loosening and subverting the grip of restrictive narrating agents; thus
readers are offered more keys, or more third terms, to develop interpre-
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tarions which break through the restrictions.
In Deronda, there are two external narrators; one I will term the
Victorian narrator, the second, the "transforming" narrator, because this
latter entity is neither entirely Victorian nor fully modernist in its
strategies. Both the Victorian and transforming narrators are "external"
in Bal's sense of the term (1997: 22-26). As "speaking subjects" neither
of the narrators refers to a him or herself as one of characters who take
part in the novel's fabula (22). In contrast, what Bal terms "characterbound" narrators are also "perceptible" in the text (28). The external
narrator is not an actor in the unfolding tale. However, Daniel Deronda
offers an example of where an external narrator, what I have termed the
"transforming" one, would more accurately define as an agency which is
between Bal's external and character-bound narrator. Teaming up with
Daniel Deronda's titular hero, the transforming narrator could be read as
the character's alter-ego. Furthermore, the Victorian counterpart is a
precursor to the one who is "transforming," being an inheritor and intermediary agent between the so-called "classical realist" and "modernist"
text.
The Victorian narrator has the qualities of Middleman's " E N . " In
this novel a "he" teams up with the male readers; he speculatively
gossips about how difficult it might be to marry a lass like Dorothea
Brooke. " H e " surmises that "such a wife might awaken you with a new
scheme for the application of her income" (1998: 31, emphasis added).
The "you" refers to the men in the audience. Furthermore, whilst the
"speaker" of this sentence gives the impression of being a Midlands
gentleman, he does not define himself as a specific character. So his
function remains external to the fabula. My argument is not that all the
agencies of external narration in Middlemarch are performed by this male
agency. My point is that the speaking subject who associates with the
men and remains outside the fabula, represents a force of Victorian
omniscience. Furthermore, though "he" can be caught out posing in this
gender, feminine as well as masculine identifications are possible, so it is
more judicious to refer to the Victorian E N as an "it."
Though the gender of the transforming narrator is kept unclear,
it practices the habits of incipient modernism. These fuel the novel's
process of cleaving into a realist and modernist text. The interior
monologues, which are so distinguishing a property oiMrs. Dallowaj and
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The Waves, find their prototypes in those passages in which characterbound narration from Deronda and Mordecai mingles closely with an
external narration which has rebelled against the Victorian precursor. I7
This forerunner carries the paternal third term, or the Name-of-theFather. Where Middlemarch achieves the illusion of omniscient narration
it does so by setting apart the syntactic and figurative patterns of "his"
discourse from those of the characters. Carried by the paternal presence
which can reflect upon women and the marriage marker, the third term
acts to claim clear distinctions between narrators and characters.
Between the two, no imaginary mergings are permitted. Through Middlemarch, the external narrator weaves the narrative web by rarely delegating
this task to other characters. In Deronda, in contrast, Eliot frequently
delegates to Deronda, who takes on the qualities of the transforming
narrator.
In all of George Eliot's major novels, the opening paragraph
finds the external narrator plunging the readers into their brave new
world. N o one else's focali2ation intercedes. This is not the case with
Deronda:
Was she beautiful or not beautiful? and what was the secret of form or
expression which gave the dynamic quality to her glance? Was the
good or evil genius dominant in those beams? Probably the evil; else
why was the effect that of unrest rather than of undisturbed charm?
Why was the wish to look again felt as coercion and not as a longing in
which the whole being consents?
She who raised these questions in Daniel Deronda's mind was
occupied m gambling (1876; 1986, Book I, chapter 1, 35, emphasis
added).
The bipartite rhetorical questions suspend any sense of the narrator's
traditional omniscience. Here is the rhetoric of ambiguity. Then the
shock at the end - here is no external narrator, but Deronda. Closer
scrutiny reveals a mind-style combining both that of an external narrator
and Deronda presented as focalizor. If this were not the case, there
would be a clear distinction between a narrating agent as opposed to one
who focalizes. But it would be inaccurate to say that the external narrator
"speaks" and Deronda focalizes. "She who raised these questions in
Deronda's mind" refers to more than Gwendolen. The focalized field
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Focalization remains primarily associated with the five senses, but in the
passage above, these are sub-ordinated to the weaving of rhetorical
questions. Figuratively speaking, these questions think out loud. Importantly, the scene is described as congested with cigar smoke (35). It is
laced with a "visible haze" (35). Common sense suggests that the
gambling den would be a difficult place in which to focalize at all: there
is too much smog. Which of course, rises as does Gwendolen raise
thoughts in Deronda's mind. Metonymically and through the canny
phonetic slippage, the thoughts rise like smoke. Thoughts are thus
associated with the object of focalization (smoke). What is syntactical
can be focalized. The one who narrates merges with the one who
focalizes. This merging is what marks the emerging traces of the transforming narrator.
Yet despite the newly emerging narrator "teaming u p " with
Deronda, the Victorian counterpart still persists. "It" delivers acerbic
syntax and a merciless irony, being the master of parables, not the one to
be subjected to them. When commenting on the marriage of convenience between Miss Arrowpoint and Herr Klesmer, the Victorian
narrator tells us all, in a tone of universalising argument, how we ought
to decode the "truth" of our emotions:
We object less to be taxed with the enslaving excess of our passions
than with our deficiency in wider passion; but if the truth were known,
our reputed intensity is often the dulness of not knowing what else to
do with ourselves (my emphasis, 281).
Well, now we know. This Victorian entity appeals to our ethos.18 Five
references to "we" and "us" within one sentence leave the audience no
room for escape. Comparing such ratiocination with the novel's opening
paragraph is informative. The team which consists of the transforming
narrator and Deronda uses only questions; the Victorian narrator uses
statements admitting no exceptions. Furthermore, the latter deploys the
rhetorical technique of "anadiplosis," or a repeating of the same words.
This figure can betray a need to protest too much. The word "passion"
is belted out. One wonders whether the narrator is treading on its own
passion, its own need to dare and to be dangerous.

192

The Intimacy of Influence

As I will suggest in the next section, Gwendolen is a creature the
Victorian narrator would tame, yet is compelled to take to extremes.
Thus does this narrator test his/her own threshold. The opening
epigraph of the novel, "Let thy chief terror be thine own soul" warns of
the dangers and havoc to come (32). These omens are directed to more
than the novel's principal characters. These portents are the Victorian
story-teller talking to itself. The danger lies in the transition from the
old-style narrator, to the new one. This latter, transforming entity is
birthed through Deronda. When this happens, the transforming narrator
detaches itself from the Victorian precursor, carrying as it does, the
crucial third term. Therein Hes the peril. The stakes are high. The old,
paternal term needs to replaced by a new "key" which, though unlike its
predecessor, must be capable of helping a more dynamic symbolic order
to support the subject. During the substitutions, the subject must disengage from the old term. She may feel stranded. She may be caught
between competing selves. The subject, be it character or narrator, may
feel her identity split into two.
Such an experience of splitting is experienced by Gwendolen
when she reflects on her impending marriage to Grandcourt. She peers
over the edge of what she can know about herself:
Even in Gwendolen's mind that result was one of two likelihoods that
presented themselves alternately, one of two decisions towards which
she was being precipitated, as if they were two sides of a boundaryline, and she did not know on which she would fall. This subjection to a
possible self, a self not to be absolutely predicted about, caused her some astonish-

ment and terror: her favourite key of life - doing as she liked - seemed to
fail her, and she could not foresee what at a given moment she might
like to do (Book 2, chapter 13, 173, emphases added).
The noun phrases "self not to be absolutely predicted about," which is
also a "subject to a possible self' are keys which unlock the movement
undergone by the external narrator. In the quotation, Deronda is absent.
Yet the Victorian narrator who accompanies Gwendolen with a vigilant
irony is found treading a close boundary-line which is supposed to
separate the omniscient "presence" from the character it is supposed to
scrutinise. The last line explaining that Gwendolen "could not foresee
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what at a given moment she might like to d o " is an instance of free
indirect discourse, that is the merging of external and character-bound
narration. Both discourses find themselves fused at a moment of not
being able to see ahead. The Victorian narrator is itself becoming
infected by ambiguities.
N o t only is the Name-of-the-Father failing to intervene, but
neither is Deronda as a different type of third term. The syntactic and
figurative markings of doubleness, indecision and questioning all imply a
revelation that everywhere two sides predominate and no one aspect of a
person or situation can be gauged. An explicit version of this revelation
can be found in the remark that "Attempts at description are stupid:
who can all at once describe a human being? ... We recognise the
alphabet; we are not sure of the language" (145-146). An externally
narrated observation about Grandcourt is both focalized and narrated by
the Victorian external narrator and no one else. This agency betrays a
sensitivity for that which comes in twos: "Grandcourt, like many others,
had two remarkably different voices" (162). Commenting on Gwendolen's growing realisation that she has married a cad, the Victorian
narrator refuses to come down on sides. "It" prefers metaphors which
balance their parts: " N o chemical process shows a more wonderful
activity than the transforming influence of the thoughts we imagine to
be going on in another" (477). What goes on in Gwendolen's chemical
vessel reflects that of the Victorian narrator. Just as the entire novel has
two parts which reflect back on each other, so Gwendolen holds a
mirror up to the novel's omniscient teller of tales, revealing that telling is
not an unambiguous activity.
T o explain this further, I need to delineate parallels within the
work as a whole. In a subsequent section, I will argue how through
Mordecai, Deronda not only discovers his Jewish culture, but that the
key to his entrance therein, is a third term subverting the paternal and
moving towards the maternal. Yet this term never becomes entirely
maternal. The ambivalent and mobile term is carried by Mordecai. A
marvellous example of the gender switches in Mordecai's representation
takes place in chapter 40. In a piece of pictorial framing, Mordecai and
Deronda standing together are likened to Titian's painting the "Tribute
Money." Mordecai stands in for the bearded, male priest who, in Titian's
painting, sensuously takes the coin from Jesus' hand (552).19 This male
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identification gives way in the same paragraph to that exchange between
Mordecai and Deronda which the narrator defines as a "maternal transference of self;" this acts as a conduit for Jewish identity (chapter 40,
553). Deronda's blood mother Alchirisi wanted him to be a Victorian
gentleman. She gave him away to a British father, Sir Hugo. Deronda
discovers that the paternity, and hence the father's name conferred to
him by his Victorian father is fake. It is through Mordecai, an agent who
is a male of some complexity, erring on the side of the female, that
Deronda receives the key to another cultural order, or what is a marginal
terrain both inside and outside the Gentile and Victorian symbolic
order. 20
Although Gwendolen's journey is distinct, her marriage gives her
the third term she lacked. Yet it grips her in a vice: "His words had the
power of thumbscrews and the cold touch of the rack" (745). Her life
with Grandcourt is a sham. In order to pass through this stage, she
would have to release herself from her tyrannical husband's grip. Unlike
Deronda's release from his Victorian third term, Gwendolen's painful
escape happens with suddenness. The break from the Name-of-fheFather requires the breaking of the law. By letting Grandcourt drown - at
least that is her focalization of what occurs - she violates symbolic prohibitions. She could be tried for manslaughter. Yet equally well, she did
not lug the unwanted spouse over-board.
The one responsible for this crisis in the narrative is, after all, not
the transforming narrator who accompanies Deronda in his focalize
lions. Rather, it is the Victorian narrator who was omniscient over the
death. Such plot decisions are not arbitrary. To argue that these are made
with the purpose of intensifying the drama would be banal and would
beg the question. The drama lies in the fact that a narrator traversing
third terms of its own, gives Gwendolen a second chance to do likewise.
Gwendolen admits to allowing her husband's death in "thought" (769).
So does the Victorian narrator who has been found out: "it" killed
Grandcourt in a bid to loosen the grip of the father's name and so
prepare the way for the traversal of the classic, realist text.
The clauses which compose the scene in which narrator and
audience last see Grandcourt alive compose this reading:
And when they came down again at five o'clock, equipped for their
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boating, the scene was as good as a theatrical representation for all beholders
The handsome, fair-skinned English couple manifesting the usual
eccentricity of their nation, both of them proud, pale and cairn,
without a smile on their faces, moving like creatures who were fulfilling a
supernatural destiny - it is a thing to go out and see, a thing to paint. The
husband's chest, back, and arms, showed very well in his close-fitting
dress, and the wife was declared to be like a statue (745, emphases added).
There are numerous examples of the external narrator suspending the
field of focalization by comparing its objects to a famous painting. As an
immediate effect, by placing them in a frame, the narrator creates a
distance between itself and the focalized objects. In all cases, Deronda is
either absent or is the object. Thus, the precursor Victorian narrator is at
work. In the above citation the use of words drawing self-conscious
attention to narrative as art is remarkable. The couple makes a "theatrical
representation." They are fit to "paint." Gwendolen looks like a
"statue." 21 The audience is also underscored. The marital misalliance is
something "for all beholders." Gwendolen is statuesque by general
opinion. Whenever the external narrator plays on ethos, it is the precursor at large. Here, the Victorian narrator has prepared the couple for
Grandcourt's death through what he/she controls, namely, a
"supernatural destiny." The realist narrator's art is that of utpicturapoësis.
This final example in the novel is for the Victorian narrator and offers a
"swan song" for the realist's technique. The team made up by Deronda
and the transforming narrator avoid such devices. The theatre, the
painting, the statue, are the last the readers see of the couple prior to
Grandcourt's demise. In other words, he has been set up. In drowning
him, there has been an attempt to pronounce on the realist narrative
style, a death penalty.
This endeavour has produced its anxieties for both narrators. N o
wonder the transforming narrator/Deronda pair open the novel by
asking whether the good or evü "genius" resides in Gwendolen's beams,
with the answer being "probably" the "evil" (35). Through Gwendolen,
the father's name has been challenged. A prohibition has been transgressed. Genius is often associated with an ability to violate the rules.
Iconoclastic texts may be capable of patricide, but should they repudiate
all third terms, then chaos will reign.22 If Mordecai acts as a maternal
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support, it is to guide Deronda towards discovering that he did, indeed,
have a Jewish father. The dramatic moment at which the Jewish paternal
term is acknowledged is when Alchirisi hands over to her son the terms
of his family tree, the names of his father and grandfather (687). Thus
Deronda's negotiation between the British and Semitic aspects of his
identity finds itself in the double performance of race and gender; this
enactment traverses both the character-bound narrator and the text
which is spun between the maternal and paternal terms which have acted
as its hinges.
It has taken two narrators to activate the traversal: a Victorian
agent which has roots in the male-identified narrator otMiddlemarch, and
the transforming narrator which has been touched by female gender
through the maternal intercessions of Mordecai. Thus the two narrating
figures, old and new, have been male and female identified respectively.
In other words, Leavis' sparring remarks that Deronda was a woman's
product did identify the surreptitious but nonetheless, subversive
movements of gender supporting Deronda. The transforming narrator
finds its inspiration from the Jewish narratives and its anchoring to a
maternal term, which itself can be traversed in the discovery of other
keys which have consequences for defining the novel's form. As I argue
in the next section, the character-bound narrations of Deronda and
Mordecai show the qualities of interior monologue more associated with
early twentieth century modernism. There is more than one domain
within the symbolic order; each can be opened by different keys which
signify different third terms. Paradoxically, in the passage above, the
Victorian narrator's "performative" act spells the beginnings of its own,
but also the insurgence of the Deronda-borne, transforming narrator. If
in Eliot's last novel the old narrator were to be obliterated, the new one
would die too. Oddly, while the Deronda-transforming narrator duo can
figure and disfigure each other, the Victorian precursor cannot do so
without obliterating itself. Gwendolen will bear the guilt of her
husband's death, not foreclose it. And for the external narrators of
George Eliot, these things are parables.
Victorian Brat M e e t s P h a n t o m
Following the development of Gwendolen's fits of anxiety and terror
provides more keys to understanding the Victorian narrator. Lacan
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would argue that should the paternal term fail, the subject would lapse
into psychosis. Unable to carry the weight of the third term, he or she
would be pulled back into some degree of symbiosis with the mother.
Should this be so between texts, a narrative would mimic that of the
predecessor. In that case, no new style or narrative technique would
emerge. Repeating and copying old patterns is "safer" than running the
risk of narrative re-invention with all its threats of instability. The two
halves which emerge in Daniel Deronda put their respective narrators
under threat as the price which is paid to take one half of the novel over
the threshold of a fresh stylistic experiment.
When the paternal term underpinning Victorian realism is
loosened, the newly emerging team of the transforming narrator and
Deronda will be likewise released. The so-called Jewish parts of the
novel do not confirm the psychoanalytic paradigm in the way that the
Victorian sections do. And at certain points, the notion that Deronda is a
novel possessing distinct sections, also collapses. Thus, meanings in one
territory can acquire, and hence provide for working-through, even more
significations in another. This process is a result of the novel's displacement of the paternal term from a position of dominance. Hence this
interaction between the novel's "halves" constitutes a form of traversal,
and certainly for the various narrating teams, who are unafraid of taking
the risk to "change keys."
Such changes involve acts of subversion fraught with dangers.
The heroine's journey takes her from narcissism to its shattering. She
suffers a trial by separation from a cosmos in which she does as she
pleases. Her itinerary comprises a cautionary parable about the dangers
incurred by repudiating the third term. Indeed, a foreboding of doom
ripples out from the novel's epigraph. It is a veritable parable in the
Biblical and moral sense of the word. It states in no uncertain terms
what will happen to the reader (the Victorian narrator?) should these
warnings be disregarded:
Let thy chief terror be of thine own soul:
There, 'mid the throng of hurrying desires
That trample o'er the dead to seize their spoil,
Lurks vengeance.23

198

The Intimacy of Influence

"Hurrying desires" lurch in the soul which should itself be regarded as a
source of "terror." "Spoil" is a grammatical slip away from the adjective
"spoiled." Gwendolen is introduced in the novel's opening section as the
"Spoiled Child." She is characteristically impetuous even in the opening
chapter, wilfully and unthinkingly risking her necklace at the gambling
table (chapter 1, 35-43). Thus a link is made between "hurrying" or
impetuous longings and their fateful consequences. Spoiled children may
get their comeuppance. Gwendolen certainly does. Her husband
drowns. Her widow's legacy is profound guilt. In the next section I will
explain how the moral parable of Gwendolen's tale is turned upside
down by that of Deronda, where the challenge to paternity is a matter
not of terror but fecundity. Here, I will scrutinise how Gwendolen's
experience of doubtful and dangerous paternity becomes that of the
Victorian narrator, who is itself at risk of emulating its transforming
counterpart. For where and when these narrators become subject to the
doubt and the danger, then textual imagos are being deconstructed.
Then traversal can take place through the intercession of keys which
open up other imaginary spaces within the symbolic. But for these keys
to be effective, the paternal term must be sought and challenged.
The character who first carried this term may be difficult to
fathom. The narrative is noticeably silent on the subject of Gwendolen's
father. The only information given is that his origin is "West Indian"
(Book 1). Curiously, Mrs. Davilow finds this mysterious father a distressing topic of conversation. Reasons are never given. The reader can
gain no information as to whether "West Indian" means a white colonial
living abroad or indeed, a man of another ethnic origin. The ambiguity is
tantalising. Staging Jewish characters who are actively loved (Silverman,
1996) in a nineteenth century novel is subversive enough. That Gwendolen's father could possibly be a foreigner of colour sends seismic
ripples through the text.
In the Gentile half, the psychoanalytic theory that absent
paternity causes the subject to suffer anxiety and narcissism is confirmed
to a degree. As I will explain shortly, the so-called Jewish half will
challenge that paradigm. Although Gwendolen's emotional habits show
no sign of "foreclosure," an implicit link is made between absent
paternity, the young woman's over-attachment to the mother and revulsion for the tender and desiring advances of others. When Rex shows an
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interest in her, she hardens "like a sea anemone at the touch of a finger"
(113). The thought that he should want to "make love to her" sends her
into a crisis. Gwendolen seeks comfort in her mother's "encircling
arms." Mrs. Davilow has never seen her daughter so distressed. She "felt
something of the alarmed anguish that women feel at the sight of overpowering sorrow in a strong man; for this child had been her ruler"
(114). The connection made between a "child" and a "strong man"
suggests that the daughter has been placed in the role of being the father
figure without herself having had the benefit of this support.
Gwendolen may not be psychotic, but she does entertain
delusions of grandeur. When these crack, she succumbs to terror and
anxiety. Despite her fantasises about being a "Queen in Exile" she is
prone to feelings of helplessness. The narrator explains that "Solitude in
any wide scene impressed her with an undefined feeling of immeasurable
existence aloof from her, in the midst of which she was helplessly
incapable of asserting herself' (95). Such contradictions between a sense
of power and acute vulnerability, between being a daring creature and
one prone to fits of terror, undermine her character at the profoundest
level, leading to extensive prevarication when she must face for the first
time, the symbolic father in the form of Grandcourt. 24 The link is hard
to ignore between her dubious and unexplained father and her lust for a
rich and powerful husband whose actual character so little interests her,
except that he does not get in the way of her demands to do as she
pleases. As a lover, Grandcourt disinterests her. She seeks in him a status
symbol to ratify what the narrator refers to as her sense of "divine right"
to follow her whims (Book I). What she lacks in her life she would
become in a parodied form.
The lacks in her life and psyche relate to the mysteriously missing
signifier emerging in many of Gwendolen's focalizations. Enjoying
various delusions of grandeur about becoming a famous actress like the
Jewish Rachael, Gwendolen aims to begin her own non-existent career
by experimenting in charades (Book I, chapter 6). The planned performance is the crucial scene from Shakespeare's A Winter's Tale. Pretending
to be a statue, Hermione is brought to life by her worthy servant
Paulina. 25 In Shakespeare's version, Hermione's husband King Leontes,
driven insane by paranoid jealousy, has exiled her. Being led to believe
that his tyrannical treatment of his wife caused her death, Leontes is
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mortified. But her alleged death is in fact Paulina's ruse. She aimed to
teach the tyrant a lesson. Leontes is presented with a fake statue of his
wife, for "it" is in fact the woman herself. At a choice moment, he
witnesses Hermione turn from stone to flesh. Beholding the miracle
ensures both his forgiveness and change of heart. Here, Paulina is the
third term turning fantasy into symbolised reality, separating Leontes
from his jealous delusions.
Gwendolen's theatrical version stars her own mother Mrs.
Davilow, cast as Paulina. Ironically, unlike her Shakespearean counterpart, Mrs. Davilow is a poor third term, unable to help her daughter
grasp the boundaries between fact and fantasy. If Shakespeare's tale of
Hermione - the statue awakened to life - is a parable about fantasy as a
deathly state awakening into the facts of life, Gwendolen's parable
reverses that of its precursor. In Shakespeare's scene, the line that works
the apparent miracle of transformation is "Music, awake her!"26 In the
charade scene, Herr Klesmer the music master strikes a "thunderous
chord" on the piano. He might as well have struck the heroine with
thunder and lightening. In a moment of apparent simultaneity, a
moveable wall-panel swings open to display "the picture of the dead face
and the fleeing figure" (91). The use of the definite article is arresting. If
the panel's gruesome adornments were being focalized for the first time
then they would have been duly articled indefinitely, with the use of "a."
The external narrator has posed a slip. It implies that the face and figure
have been or will be encountered. Grammatically, the external narrator
warns of a death foretold: Grandcourt's drowning face and Gwendolen's
fleeing the scene in horror (Book VII).
While the intrusion of reality spicing up the charade leaves the
onlookers pleasantly startled, Gwendolen "looked like a statue into
which a Soul of Fear had entered" (91). Her performance has given way
to authentic terror, her eyes dilated, her body trembling until she falls on
her knees (91). Klesmer misreads her reactions, declaring this miniature
drama to have achieved a "magnificent piece of plastik" (92). In her
editor's notes, Barbara Hardy specifies "plastik" to mean "Artistic
power" or "impersonation," commenting though that she finds Eliot's
use of the word peculiar (888). Indeed, an external narrative tremor has
rippled through the text. Gwendolen's tableau vivant is a parable of what
can occur when the third term, who in this case is a female (Mrs.
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Davilow/Paulina) fails. For this crucial and primary signifier re-surfaces
with all the power of overkill as a phantom. It is more than a
spectre/metaphor of the haunting third term. Plastik is the artistic object
with all the powers of horror because it is very much an object of
illusion. Art may be powerful, but in a sense it is necessarily fake,
however much the achievement of aesthetics and illusion gives pleasure.
When the third term is imaginary, it can thus fail in its task of breaking
up the imaginary; hence images overwhelm as horrors. Gwendolen's
charade thus become a disturbing, theoretical fiction which, with the
support of external narration, suggests how a third term operates by
dramatising the paralysing consequences of its failed operation.
Elsewhere, other faces disquiet Gwendolen. Carved faces of
monks in the Abbey carry the ghosts of generations. She is anxious lest
they refuse to remain in the shadows (461).27 There is little evidence to
say that the phantom is a result of a missing and specifically paternal
third turn. Mrs. Davilow is a failed Paulina figure, or an ineffective
symbolic mother. Feelings, thoughts, suspicions often surface throughout the text qualified as "shadows" and the "shadow of a doubt" which
might lurk in the wake of a decision to be made. Grandcourt's drowning
face is metaphonc of a tyrannical male removed. Ironically, only once
the narrator has sent him to his doom, can Gwendolen begin the process
oi growing up. The repressive paternal third term will be replaced by
another - that of Deronda. The "term" he provides is poised delicately
between an imago and idealised verbal expression offered as a tool.
Deronda suggests to Gwendolen that her misfortune might be
allegorised as the action of a "severe angel" who "grasped her by the
wrist" (Book VIII, Chapter 65, 840). She focalizes his figurative
descnpuon as words which "were like the touch of a miraculous hand"
(840). Between word and image comes a third term which is neither
maternal nor paternal, the angel to which Deronda refers lacking a
gender.
Whether the phantoms haunting Gwendolen are a result of
paternity foreclosed, is a matter difficult to resolve. Insights can be
found by turning to Rev. Gascoigne, a relative who has tried but failed
to act towards his niece in locus parentis. To quell Gwendolen's upset, the
Rev. takes action to prevent the face and figure from further spooking
the crowd. He confiscates the key to the panel. He claims that the reason
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the panel swung open was a "sudden vibration." When "however, the
key was produced, the rector [Gascoigne] turned it in the lock with an
emphasis offensively rationalising - as who should say, 'it will not start
open again' - putting the key in his pocket as a security" (92). The
opening, contrastive clause indicates that the focalization has returned to
the narrator. It is the Victorian narrator who objects to the rationalising
approach of hiding the key. The one who was in fact responsible for
stealing it and causing the furore, was the young Isabel. What a little girl
tampered with, her father will re-instate, much to the chagrin of the
narrator.
This seemingly modest narrative of an afternoon's charades
serves a crucial function of drawing attention to a Victorian narrator
whose authority is open to subversion. By precipitating and releasing
Gwendolen's terror, Isabel's 'role is more intriguing than that of a
character whose function is to stir up Gwendolen's susceptible imagination. Isabel seizes and utilises a prohibited key, which the Rector will
have to rescue. This "key" releases a phantom into Gwendolen's focalized field. The key is hardly that which supports the Name-of-theFather. In fact, it does quite the opposite, de-stabilising Gwendolen's
sense of anchorage in her comfortable, middle-class, Victorian environment. Isabel's unlocking of the panel offers a parable which fails to
narcissistically support the adult, Victorian narrator who wants to uphold
a structure in which meanings are unlocked from judiciously chosen
keys. Between this narrator at work in the Victorian " h a l f and Isabel the
young trouble-shooter, there is a tension and a self-reflexive reading
which can be produced between the parable and the primary fabula. A
narrator who performs in the text with the conviction that there are
many keys to interpretation and not one, hierarchically validated term,
comes into the "master" narrative with the playful longing to disturb the
status quo.

In the N a m e of N o Other: Touchy Signifiers
Mordecai is an elderly man, unmarried, childless and like a protagonist
from Shakespeare's "late plays," he has lost a sibling. He is only reunited
with Mirah in that final Book most suitably entitled "Fruit and Seed"
(1876: 769-885). Siblings re-uniting might be a parable for the interweaving of the novel's halves. Mordecai appears almost supernaturally in
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Deronda's life. He first appears across Black-Friar's bridge in a haze of
twilight and sun (Chapter 40, 549). Even in the early stages of their
friendship, Mordecai, with neither reason nor logic, insists that Deronda
is Jewish. The younger man's reactions to this are profoundly ambivalent. In some respects, he considers Mordecai as one "liable to hallucinations of thought" or one who "might have become a monomaniac on
some subject which had given too severe a strain to his diseased
organism" (551). In short, Deronda fears the older man is of doubtful
mental health. But in fact, Mordecai turns out to be right. Deronda is
Jewish. The older friend gently leads the younger to another life, culture,
symbolic world. It is one which has been scorned and marginalised.
Mordecai becomes the new anchor. In this section I encounter him as an
imago who amongst his male/female phantasmic identifications, bears
maternal characteristics. This does not mean that I will be reading him as
carrying a maternal third term. A character's qualities and the term he or
she bears can differ. I will analyse Mordecai's role as one who carries
keys which unlock in the house of the symbolic, to echo again Henry
James' metaphor, other rooms which are not specifically one of any
dominating Other. Mordecai as a character is deployed by the external
narrator as a tool to off-set keys which are exclusively paternal or
maternal. In that these are both marshalled yet displaced in their
function as imagos, a textual working-through or "cutting out" (in its
double, contradictory sense of elision and formation) of a touchy
signifier is partially achieved.
Cynthia Chase has adroitiy dealt with the delicate issue of
Deronda's circumcision (1986: 168-174). Let me spell out a point which
may be not be obvious. Deronda's story is about the trials and tribulations of discovering his Jewish identity. But whether or not he was
circumcised from birth remains unknown. Even if he were, whether the
discursive practices of his milieu would allow him to read his Jewishness
as written on the body, is another matter relegated to silence.28 Chase's
multi-levelled, deconstructive reading of Eliot's novel suggests that its
narrative tactics can be read as "circumcisive" (1986: 172). Chase argues
that the narrative makes loops around its own hidden knowledge. For
while Deronda's primary fabula can avoid mentioning the indiscreet
topic, the novel's realism refers to it, even though "it" is not explicitly
cited.
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Furthermore, the text's noticeable silence has importance for
other levels. As Chase notes, Hans Meyrick's letter and its now much
quoted line concerning "past effects" of "present causes" performs a
parabasis of the novel. Meyrick's letter draws attention less to the
operations of the story than to those of the text and its meaning-makings
(164-165). Brought into question are patterns of cause and effect and the
notion of representation as carried forth by language's constative
function. The issue is not just that characters such as Mordecai envisage
items of plot before they are supposed to happen. The issue is that
"effects" produce their "causes" after the fact. These phenomena are the
work of the external narration team setting the text into states of contradiction. These states mobilise the reader into the affective task of questioning narrative teleology and identity. Just as the signifier of circumdsion can neither be affirmed nor denied, neither can patterns of cause
and effect be analysed as following the set rules of classical mechanics
and linear temporality. Furthermore, the idea that someone is who he or
she claims to be, even unto themselves, is brought into question. Yet
nevertheless, and here is one aporia in Daniel Deronda, the protagonist
"discovers" his Jewish identity if this sense of self can have an impact in
a novel which questions the very notion of identity. The producing of
collisions between contradictory states, between identity confidently
hypothesised but not entirely embodied, suggests that even till the last
page, Deronda cannot entirely carry either the Jewish father's name nor
Jewishness as conferred by the mother.
Thus Eliot's novel puts into question the stable workings of
paternal terms. Lacan's symbolic father would not be carried by someone remotely hallucinatory. N o r would it be carried by a fellow who
switches around his cognisance of pasts, presents and futures. In psychoanalytic terms, tricks of memory and the future experienced in the past
would constitute, in psychoanalytical terms, the intrusions of the unconscious. Affect would be regarded as disturbing the symbolic matrix. The
activity of clairvoyance would be considered hallucinatory. In short, he
whose interior monologues claim the gift of prevision, he who believes
in reincarnation (600), who regards us all not to be made in God's image
but to have evolved from an "eternal bosom" (600), whose mind is
overwrought with images not thoughts, would hardly be considered a
candidate for bearing the Name-of-the-Father.
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My following point will not be about Mordecai's psychology.
What Mordecai "bears" is not a textual construction for the sake of
offering the reader more distinguishing characteristics with which to
diagnose the peculiarities of his bond with Deronda. Rather, acting with
the Victorian narrator, Mordecai makes a team which influences readers
by disturbing their faith in the alleged reliability of traditional, historical
accounts. By this I mean the notion that history comprises a series of
linear elements which act and react following the rules of cause and
effect.
For Mordecai, Deronda is the "prefigured" friend (550). The
"external" companion to Deronda, and by close association is the transforming narrator, who takes part in accounts which refuse the traditional
rules of narrative teleology. This transforming agent becomes a preposterous narrator, one who facilitates the emergence of unexpected connections by taking over from the omniscient narrator. Once this
Victorian imago surveying the narrative becomes de-stabilised, as it is
through the passages of intense interaction between Mordecai and
Deronda, the text can more freely traverse between present, future and
past, and worlds of values and faith quite foreign to Victorian sensibilities.
Above, I cited the passage in which precursor Eliot describes
Grandcourt and Gwendolen sailing off to their "supernatural" destiny.
Mordecai experiences previsions. In other words, the external narrator
has appropriated his visionary techniques. Another example of linear
time undermined can be found in Hans Meyrick's eccentric letter to
Deronda. 29 As I mentioned earlier, this missive refers to "the present
causes of past effects" (Book VII, Chapter 52, 704). Here, the notion
that effects follow causes is, in part, juggled. Gwendolen's terror in the
game of charades is a prevision of things to come. Cynthia Chase offers
a detailed reading of such examples. She notes that Deronda seeks first
and foremost a spiritual vocation, or the germ of his bildungsroman, only
subsequently his Jewishness. Such a revelation reverses the expected
process of cause and effect through which knowledge of the hero's
identity would determine his career. Therefore, concludes Chase,
Deronda's "origin is the effect of its effect" (1985: 162).
But more than this, what Chase terms by way of de Man,
Mordecai's "coercive" practice of positing, through speech act, what
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Deronda is to become, telescopes the conflict between the performative
and the constative function of discourse. This conflict is carried not by
Mordecai alone, but by Victorian and transforming narrators. The latter
would be expected to relate history according to teleological rules and
the constative function of language. The narrator of the Jewish sections
loses itself into the character-bound focalization and narration of
Mordecai. His mental projections produce a plot full of implausible
events, such as the wildly coincidental meeting with Deronda. The realist
norms of plot propelled by pragmatic connections of cause and effect
give way to synchronicities between the path's of characters. The subversion of teleologies takes its cue from the destabilising of the paternal
signifier. Where this signifier becomes displaced, another key takes its
place. As the intermediary in this process, Mordecai personifies himself
as a parable. Added to which, narration becomes a mode of making
parables which, to recall Bal (1997: 57-8), deliver meanings from the
infinite regress between narrative levels. Mordecai tells Deronda of the
"doctrine of the Cabbala." Its central proposition is that the soul is
immortal. When the body dies the soul continues its journey. The soul
speaks the "truth" like a parable (600). As it moves from one generation
to another, it has the opportunity to enrich those souls it encounters.
One soul can cross-fertilise another.
Mordecai propositions Deronda. He does so in the Platonic
sense. But perhaps he approaches the younger man at another level also.
The older man wants their two souls to "join" so that they can be
"perfected together." This fecund venture might be described as
"homosexual," particularly in the light of their charged encounter from
an earlier scene:
...two men, with as intense a consciousness as if they had
been two undeclared lovers, felt
themselves alone in the small gas-lit book-shop and turned
face to face, each baring his head from an instinctive feeling that they
wished to see each other fully (Book V, Chapter 40, 552).
The lovers would be "alone." T o "bare" the head is one slip away from
being bare, or naked. The innuendo is this: perhaps the two men want
be more intimate than just bare-headed. What has been focalized and
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narrated by the transforming narrator, one phrase falling almost breathlessly on another, is then rescued from going too far by the Victorian
narrator. The scene snaps into a painting of Titian's "Tribute Money."
This image is religious in theme. The Victorian narrator returns to the
use of "we" and draws our attention to the men's "brilliancy of glance"
(552). Here, a transfiguration has taken place. The dangerously erotic
smouldering away in the gas-light book-shop has been legitimised under
religious lights. The active light of love has borne a trangressive rapture
into the Victorian world. To this innovative path of passion tribute has
been paid. The abject Semitic has been given a lighted room in the house
of fiction. Through Mordecai's parable, this love connects spiritual with
bodily passion. That which has been prohibited has been given access,
however limited, to the dominant order. Moreover, the longing that they
"see" each other "fully" may also refer to the mutual desire to
apprehend those touchy signi fiers over which doubt may still linger.
There is a longing to acknowledge circumcision. Though should these
"facts" remain blinded in the smouldering light, then perhaps these too
can be imagined, posited, figured by will. The parable is a key which is
neither maternal nor paternal, which cannot be entirely signified except
inasmuch as it can be located as that which has travelled between the
two extremes of identification, maternal and paternal, in order to redeem
itself from both.
The final key to my interpretation lies in the Victorian narrator's
description of Mordecai's passion for Deronda. Described from the
former to the latter is a "maternal transference of self' (553). Mordecai's
parable of souls moving from one generation to another would suggest
that the maternal term is likewise transferred. But given the sexually
charged scene between the two men, the "transference" implies a homosexual or, given the feminine identifications within which both men have
been inscribed, lesbian passion which precludes fusion of identities. For
Deronda, the paternal third term of Victorian identity is replaced by one
which destabilises oppositions such as male/female, homosexual/lesbian, constative/performative. When this subversion is put into
action through the infinite regresses of the text, traversal takes place.
In Eliot's novel, the combination of the Victorian and transforming narrator can be regarded as precursors to the more characterbound narrated texts of literary modernism, replete with their explora-
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tions of interior monologue. In Airs. Dalloway, with the exception of the
external narrator whose role is kept to a minimum, the main narrative
agents are the characters, Mrs. Dalloway, Peter Walsh, Septimus Smith,
his wife Reiza. In The Waves, the external narrator's part is kept to the
italicised sections only. There are six other narrators who are also
characters: Bernard, Neville, Louis, Rhoda, Jinny and Susan. There are,
therefore, a total of seven narrating agencies which far outnumbers those
employed in Daniel Deronda. Yet this much misunderstood work contains
within it the seed of multiple narrations, potentially burgeoning between
the two external narrators and their supporting characters. Thus the
works of Woolf have intimated the hidden proliferations of narrative
agents in Woolfs novel, displaced the father's name with other keys,
enabled a working-through of what has remained only potential or
repressed to produce a plenitude of narrations. By reading Daniel Deronda
as containing the potentials of The Waves, Woolfs novel can be
acknowledged as a literary intimate which offers keys to Daniel Deronda's
house of fiction, which would remain otherwise locked out of sight.

The Lady Writing
The lady sits between the two long windows, writing. The gardeners
sweep the lawn with giant brooms. We are the first to come here. We
are the discoverers of an unknown land.. .(1931: 13-14).
In the following analysis of The Waves, trees play an important role in the
metaphoric, metonymie and parable-type organisations of Woolfs most
experimental piece. I cannot ignore in Eliot's novel, the inclusion of the
word "Cabbala." Nor can I evade the fact that this one, complex word
describing as it does the huge discipline of Jewish mysticism, refers to
the "Tree of Life." This tree is the same as the tree of knowledge in
Genesis. My reading of The Waves revolves around a garden, emblematic
of the Garden of Eden and the tree of life at its centre. In Woolfs novel,
trees allude to generation, procreation and tradition. At the heart of trees
sits a lady writing.
The parable of the lady writing is introduced in the novel's first
section. She appears again in the middle, then as a figure between parallel
worlds who returns and disappears, to ripple again like waves through
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several of Bernard's monologues (13-14; 52, 231; 245; 247). The place in
which she is discovered, "Elvedon," is phonetically evocative of
"Avalon," the site of Arthurian legend. Hence the garden carries an
aura of magic, is an "unknown land." Its effect on the adventurers
becomes inexorable, particularly for Bernard.
H e will grow up to be the phrase-maker, a writer of some
description, though his choice of genre is never revealed. Perhaps he
has none, being one who moves from one to another, as he does
between parables. All we find out about the lady is that she writes. If
her script in process is taken as a parable of the novel being written,
she is crucially involved, though at a distance. This interpretation can
be supported by Gillian Beer's insight that the only observers in the
scene are the actors, Bernard, Susan and the gardeners. The lady
herself remains focused on her writing. Beer argues that the passage
"turns its eyes upon itself, but entirely through the eyes of the actors.
There is no outside place for the observer" (1996: 78). I should add
that the lady's position is between two windows. The act of observing
is contained within. The scene is both self-reflective and self-reflexive.
Bernard finds a prevision of his calling in life through what might be
interpreted as the personification of his female self.
When she is first encountered, Bernard cannot touch her. She is
concealed behind windows producing a text. Its contents remain secret.
Her "book" is as beyond Bernard's reach as is the possibility of his
touching her. When first discovering her, he and Susan become
intruders in a private garden. The lady works behind windows, protected
by angry gardeners. The setting underscores yet another aspect of the
term parable, where the prefix "para" emphasises a state of being next to
or parallel to, but not touching. As is the case in Winterson's novel,
parallel universes are set up close to each other, but to travel from one to
another, the characters must discover and decipher hidden pathways.
The narrating character Bernard discovers secret paths during his first
Odyssey into the forbidden realm of the lady's garden. It lies within the
children's world, but does not touch nor fuse with that world, for it must
be reached along such a "secret path."
This route connects together two parallel but distinct areas of
Bernard's life: that which is inside the garden and that which is outside.
That the lady's evolving script remains inaccessible can be interpreted as
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signifying the marginalised worlds of the symbolic where it bifurcates
into different imaginary terrains, much of which can remain hidden
unless deciphered with specific keys. Furthermore, the spaces inside and
outside the garden are parables of Bernard's world of phrase-making
which often works at odds with that wherein his turbulent emotions, the
longing for a "howl" and a "cry" remain enclosed. These two worlds,
however, do meet, but not by merging (254). Rather, one cosmos resides
within another, and Bernard journeys between the two along his "secret
path" of phrases.
That this hidden route is a sign of his tenacity to produce clauses
and sentences, is hinted at in Susan's complaint to Bernard in the first
garden scene. As they flee the gardeners who chase them from the lady's
private property, Susan complains: "Now you trail away...making
phrases. N o w you mount like an air-ball's string, higher and higher
through the layers of the leaves, out of reach" (14). What is escaping?
His desire to reach the lady? Finding part of the solution to this mystery
requires returning to a passage in which Bernard makes an implicit
connection between strings from balls of wool and the activity of phrase
making:
My book, stuffed with phrases, has dropped to the floor.. .What is the
phrase for the moon? And the phrase for Love? By what name are we
to call death. I need a little language such as lovers use, words of one
syllable such as children speak when they come into the room and find
their mother sewing and pick up some scrap of bright wool, a feather,
or a shred of chintz. I need a howl; a cry (1972: 254).
The "bright wool" metonymically connects to the "air-ball's string" and
a "feather." Susan had claimed that Bernard flies away on phrases. Thus,
through the metonymie chain of wool and string and feather, the
mother's wool is connected to the idea of flight and escape. The bright
wool may not alienate Bernard from the mother, but it does keep her at
a distance. Mother would have a wool or sewing box full of different
threads and balls just as Bernard's book is replete with phrases. Mother
sews. Bernard writes. Both are engaged in activities which keep them
connected but which do not lead Bernard to leap into his mother's space
of a-symbolic bliss. Such delightful fusion is refused. Yet desire and
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drive reach a crescendo. He calls for a "howl" and "cry." These words
are not merely used as loose exclamations, a-symbolically erupting from
the narrative texture. The words are crafted into the elegant sentence, "I
need a howl; a cry." In other words, mother does not exist outside
Bernard's phrase and word-making, but is the cause of the affects which
the syntax then binds. More than this, the sewing mother is a bridge
between a symbolic order which over-determines affects and one in
which they can be figured without tyranny, close to mother as she sews,
generating as she does, a "little language such as lovers use." The mother
is the bridge between worlds
Moreover, the mother of this last passage and the lady writing,
while linked, are far from identical. Both occupy rooms. But mother can
be touched and the lady remains reflecting behind windows. While both
act as tropes the keys of which unlock doors between worlds, if mother
is the maternal imaginary then the lady conjures this term to displace it.
Bernard's implied mother is an imago while the lady suggests but
subverts the figure of this imago. The lady writes. She is linked to the
symbolic order, to that which refuses to return the children's gaze, to
that which by virtue of being so cuttingly a third term would be difficult
to define as maternal.
Whether she in any way carries the father's name still needs to be
scrutinised. To come close to the "woman writing" leads Bernard to an
intimacy with despondency and ruthless self-questioning. He interlopes
between two parallel experiences of life, the mundane and the emotionally charged, the regulated and the unpredictable. The latter is no vague
place of "intuition" or affect. Rather, it is a cosmos organised through its
own codes, its own symbolic order. Bernard comes upon this place at
privileged moments. One occurs during an interior monologue in the
novel's seventh section. For the first time, he will be able to "touch" the
lady. This opportunity comes from his reflecting on life's daily grind. His
is a life of "lunch at one-thirty" and the putting out of socks and shirts
for the next day. Bernard confesses that ... it is a mistake, this extreme
precision, this orderly and military progress; a convenience, a lie. There is
always deep below it, even when we arrive punctually at the appointed time
with our white waistcoats and polite formalities, a rushing stream of broken
dreams, nursery rhymes, street cries, half-finished sentences, women writing - that
rise and sink even as we hand a lady down to dinner (1931: 219).
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By virtue of adjacent clauses, the "women writing" are linked metonymically, not only to the "broken dreams" but to the "lady" herself. As he
figuratively hands her down to dinner, Bernard touches her. This latter
verb also connotes the transmission or bequeathing of gifts from one
generation to another. The lady belongs to an earlier temporality, that of
nursery rhymes, of childhood, of hopes for the future borne but aborted.
The other world "deep below" that of "military progress" and
"convenience" is facilitated through a rigid, symbolic order. N o r is it in
any way "a-symbolic." This world is figured metonymically with
"gardeners sweeping" as they step like ghosts from Elvedon into a final
and adroitly handled main clause. The reference to half-finished
sentences implies ones begun. Perhaps these will be finished by
Bernard's inheritors. Or perhaps these phrases have been seeds that
failed to fall on fecund ground. Half-finished sentences may refer to
subordinate clauses. Here a pun is suggested. Hidden within the military
and regulated world is another subordinate one. If this one is ignored by
the dominant world then it will be "military," a "lie," a sham. The truths
of the world within are not to be ignored. For if this were to happen, the
domain "without"' would be left hollow and might implode.
In Woolf s passage cited above, the linguistic cosmos "within"
the conventional symbolic is neither nonsensical, nor is it an explosion
of affect; nor does it operate at the behest of exclusively non-syntagmatic affects. In the above citation, sub-clauses lead to a main clause in
the last phrase. In other words, syntagmatic rules are at work. Unlike the
first part of the sentence up to the phrase "polite formalities," the
second half enacts a wave rhythm, a "rise and fall." In other words, the
clauses not only touch but are open to each other. This is also the case
with Bernard's two psychical spaces, first encountered as the inside and
outside of the garden. Throughout the entire novel, the garden wall will
remain intact. The lady will continue immovable in the act of writing.
Unlike the imaginary mother who keeps the subject enclosed in
her matrix, the lady sets to work the process of symbolic castration. The
key she carries comprises a new definition of the symbolic mother.
"She" might be termed the signifier of woman in the process of selfnaming, each day scribing afresh at her desk. She is a third term
constandy in process. "She" who thus can deconstruct the personifica-

213

tion of maternal imago I provisionally imposed, can travel from behind
the windows to the inner recesses of Bernard's consciousness. This key
opens many rooms in the house of fiction. The "she" who is no such
Other is personification, metaphor, metonymy, mise en abyme, and an
ever shifting ratio between the line and curve of Miller's parable.
Without the lady writing there would be no pathways for the characters
to explore. If she were absent, Bernard would miss a rite de passage.
T h e Lady's Guardians
Gardeners are working the lady's grounds. They sweep away branches
with brooms. They pursue intruders. What is their function? To answer
this, I will offer two readings which work contrarily to each other.
Between the two analyses lies a solution.
The lady sits between the two long windows, writing. The gardeners
sweep the lawn with giant brooms. We are the first to come here. We
are the discoverers of an unknown land...
'I see the lady writing. I see gardeners sweeping,' said Susan.
'If we died here, nobody would bury us.'
'Run!' said Bernard. 'Run! The gardener with the black beard
has seen us! We shall be shot! We shall be shot like jays and pinned
to the wall! We are in a hostile country.. There is a secret path. Bend
as low as you can. Follow without looking back. They will think we
are foxes. Run! (13-14).
My first reading begins as a classical, psychoanalytic reading, but does
not end as one. The children are intruders and have entered a prohibited
terrain. The guardians of the lady are men. The parable could be tracking
the children's pre-Oedipal adventure of wanting to reach their mother.
Between children and mother is an antagonist - the father. The "black
beard" gives the impression of a stern and angry paternity. The very
notion of a garden implies the Garden before the Fall, emblematic of a
space of unconditional bliss. In Freudian and Lacanian terms, this is the
child's unmediated relationship of bliss with the pre-Oedipal mother. N o
explicit references are made anywhere to any of the characters having
actual parents. Thus parental figures, ones who give their children keys
to education and life, are curiously absent. The closest "representative"
to a maternal figure appears in the novel's opening section. She is
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implied to be a nanny, responsible for giving the children baths which
involve sensuous delights such as "shots of water" (21-22). Called "Mrs.
Constable," her name is allusive of a police constable, suggesting that
she is there to provide temporary protection. In contrast, the lady writing
does not live in the children's house and is remotely placed. She is inaccessible and not to be touched behind her windows. Her role as "preOedipal" mother, then, would be more questionable. The psychoanalytic
paradigm might stage the gardeners as castrating fathers. The children's
fear of "castration" might lie in Bernard's terror of being shot and
"pinned to the walls like jays." In Lacanian terms, the pins suggest the
vice-like grip of the father's name. In the Woolf passage, such an interpretation is difficult to deliver. As they have never before encountered
the lady, the children cannot separate from her. Thus she is not the preOedipal mother.
Speculating on Woolf s reading sources brings me to my second
reading. In her diaries, Woolf cites the poetry of Marvell, though she
does not always name particular poems. The parable of the lady
conjured up in my mind Marvell's poem about the English Civil War
(1641-1649) "Upon Appleton House" (1681; Reeves and Seymour
Smith 1969). The trees are referred to again when Bernard conjures
snippets from the parable, be it the lady herself, the sweeping action of
the brooms or the garden (231; 245; 247). In the first section, Bernard
announces that "we are doomed, all of us, by the apple trees, by the
immitigable tree which we cannot pass" (20). The verb "pass" is suitably
multi-branched in meanings, connoting at one level the children being
chased through the trees by the gardeners, as though they had not
succeeded in getting past them. In terms of the parable of The Fall, "we"
cannot "pass" back through into our pre-Edenic state. In addition, the
trees connote "family trees," parents, inheritances, destinies, all that
cannot be avoided or denied. But perhaps after all, the tree can be
"passed." Bernard has found a "secret path," even though it is in a
direction away from the lady's house. As Oedipus discovered, paths
away can lead back towards origins. Even in the final section of The
Waves, Bernard grapples with trees and their branches, construed at one
point as hindrances to clarity: "A space was cleared in my mind. I saw
through the thick leaves of habit. Leaning over the gate I regretted so
much litter, so much unaccomplishment and frustration" (243).

215

The gardens in Marvell's poem are more than a battlefield. They
are a domain in which the gardeners clear out the older order. Allusive
of Bernard's own "clearing away," the movement of the scythe through
the grasses and trees offers a parable of the Anden Regime of Charles I,
toppled:
With whistling Sithe, and Elbow strong
These Massacre the Grass along:
While one, unknowing, carves the Rail (1978: 92,1. 395)
In seventeenth century English, the "Rail" alludes to new boundaries,
kingdoms and methods of managing an Estate. There is "one" who is
doing the carving as the gardener-soldiers clear away what is no longer
required. Marvell's gardeners sweeping with their scythes form the mise
en abyme and parable for England's historical psyche.
This point brings me to my second reading, which is not specifically psychoanalytic. Reading Woolf s parable against Marvell's text
suggests that Bernard's encounter with gardeners is not with castrating
fathers. Rather, those who are in fact guardians, use their brooms to
sweep away the old order, its paternal authorities, its outworn styles. At a
more mundane but equally important level, they protect the lady from
being disturbed in her writing. If she were to stop, her role as a maternal
third term would be threatened. So would the inner cosmos of the novel
without which there would be no narration, no characters.
In Daniel Deronda, if the Victorian narrator disappeared entirely,
the transforming counterpart could not emerge. In this sense, the regime
of the precursor supports the newly emerging inheritor-narrator without
handing over all the power. In a sense, between the two an equal battle
as well as a process of mutual support takes place. The split quality of
this work is not re-duplicated in The Waves. The latter gives the maternal
term a privileged position, the supportive paternal guardians are subordinate to her. What was a traversal between maternal and paternal
terms in Daniel Deronda, is conducted in The Waves by the text's making a
loop around a potentially maternal figure but configuring other terms as
a movement away from her. Thus Woolf s novel has undergone traversal
by travelling the loop through and around the maternal third term,
thereby forging new pathways. The one who treads out these routes is
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Bernard. At the same time, The Waves, whilst not disfiguring the paternal
term, has submitted its metonymie elements to ideologies which have
been repressed by the dominant order. Thus, what Woolfs novel
produces is an inverse hegemony.
B a c k to t h e Fathers: Or W h o s e D a u g h t e r is She A n y w a y ?
Such an inversion of precursor hegemonies is also a tactic of Gut Symmetries. Unlike The Waves, in which the symbolic mother has pride of place,
Gut Symmetries pays greater tribute to father figures than to their female
counterparts. It does so while pursuing a postmodern agenda. The text
cross-fertilises discourses of modern physics, Jewish mysticism, seventeenth century alchemy and chapter headings formed from tarot cards
such as the "Tower" and "The Lovers." 30 The novel is narrated for the
most part by three narrators - Jove, his wife Stella and Alice. Jove and
Alice are physicists. They have an affair with each other. Then Alice
seduces his wife Stella. Just as the characters make fecund with each
other, the heterosexual cross-fertilising with the lesbian, the narrative
burgeons with exuberant mini-biographies.
These miniature narratives spawn at the novel's third level of
narration. Being so embedded and given their function of mirroring
aspects of the primary fabula, I would define these miniatures as
parables. Paracelsus the alchemist and Einstein the physicist are incarnated. These are in turn cross-bred with stories about the narrator's
family lives, particularly the birth of children.31 In these stories father
figures are given pride of place. This contrasts radically with The Waves.
There, maternal (not paternal) figures such as Mrs. Constable and a
figure who is implied to be Bernard's mother both have prominence.
Furthermore, the figure of the professional writer behind the windows is
a woman. As I mentioned earlier, Bernard himself was once cast as a
female character. The postmodernity of Gut Symmetries is thus allied to a
contrary strategy, that is, the privileging of remarkable father figures. The
argument that follows will examine the approach of foregrounding and
revising the traditional paternal imago as a key in the postmodern
agenda.
McHale contrasts the definition of the term postmodernism with
that of modernism in the following way (1989). Modernist fiction offers
different epistemological versions of a narrative. Different categories of
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experience are at stake. In other words, the reader might ask, how am I
now experiencing the world? What can I know? With postmodernist
fiction, the question is ontological. It hinges on the question, which
world am I in? (1989: 26-40). In Gut Symmetries, a character who might be
Stella's deceased father appears in a ghost ship to rescue her (186). In a
novel which reflects on parallel universes and is preoccupied with the
knowledges and discourses of early and late twentieth-century physics,
one might wonder less whether Stella's father is a ghost or whether he is
a time-traveller, having passed through a "worm-hole" in time.32 Either
way, one world intervenes with another and a cross over takes place
between separate temporalities. 33
Appropriately then, each of the three principal narrators, Alice,
Stella and Jove tell the tale of how they came into the world. Alice is
implied to have been born from the waters surrounding a tug-boat. Jove
emerged from a piece of Spaghetti. Stella's mother was impregnated with
a hoard of diamonds. These are all origins which cause the reader to
wonder from which world they have emerged and consider the hypothesis that they occupy a plurality of all possible worlds. Winterson's novel,
then, pursues an experimental and cutting-edge agenda very much in the
spirit of many end-of-millennium novels and films, so many of which
are preoccupied not with male scientists, but female ones.
In the light of this cultural frame, reading Winterson's most
recent novel for the first time, left me puz2led to find a work ostensibly
experimental yet profoundly exploratory of relationships with fathers.
This seemed unexpected within the light of textual genealogies I had
been tracing in the novel's predecessors. Daniel Deronda can be read as a
parable casting away rigid modes of paternal intervention, not just
between characters and their worlds, but between external narrator and
his/her previous modes of textual practice. As I have argued, The Waves
goes even further. Thus, I at first expected Winterson's work to take the
symbolic mother to yet another cutting edge. At first, I was disappointed. I regarded Gut Symmetries as oddly reactionary, as "going backwards."
Yet on further reflection, I realised that Winterson's text nevertheless traverses the desire of her immediate ancestor, The Waves. If one
of the important narrative desires of Woolf s novel finds its parable in
the lady writing, then Winterson's work explores a différent desire,
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which is not to reach the writerly mother but to re-negotiate the
symbolic father as a means of displacing him. Such a strategy, as it
developed through the interdisplinary crossings of the text, does not presuppose a return to the symbolic father as the prohibiting influence. The
father figures of Gut Symmetries are not all of the same ilk. Alice's father
George errs on the side of tradition. He goes to work, his wife stays at
home. He has an extramarital affair, she does not. Stella's "Papa," the
father without a name, functions quite differently. He inspires his
daughter to question the conventional. Indirectly, through example not
prohibition, he awakens in Stella the desire to question what is meant by
"reality."
Before turning to him, it is important to explain the logic of the
novel's opening section. Entided the "Prologue"(1-8), it is the only
sequence in the novel which is not narrated by one of the three principal
characters, Alice, Stella or Jove. This prologue functions to establish the
novel's important themes, setting out a series of reflections on parables
both mythical and Biblical. Miller has explained "parable" as a figure in
which one sign corresponds to another, yet this sign can provide an interpretation of yet another without the two merging or even coinciding.
An example of a parable which would now be regarded as seventeenth
century mysticism, is set out in the "Prologue." Through the seventeenth
century there was a general consensus that whatever happened in the
cosmos amongst the planets and stars had direct consequences for the
fate of nations, the development of crops, the occurrence of natural
disasters as well as the bodily and psychical constitutions of human
beings and the state of a single soul. In this historical period, psychological attributes were dictated by anatomical ones in terms of the theory of
"humours." 3 4 Too much gall, for instance, caused distemper and
aggression. Such a principle of "correspondences" the narrator credits to
Paracelsus, quoting the famous gnomic phrase "As above, so below"
and "the galaxa goes through the belly" (Winterson, 1997: 2). The combination of allusions to the belly along with a preoccupation with physics
gives the novel its title.
The "Prologues" narrator applies the technique of
through correspondences to its own theoretical agenda. Just
chose optical instruments to pose theoretical fictions about the
the psyche, so the narrator brings a scientific instrument
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proceedings to make it correspond to the Biblical story of Genesis. The
creation myth of modern physics, namely the "Big Bang theory," is
made analogous with a revised version of the Creation myth.
In the beginning was a perfect ten-dimensional universe that
cleaved into two. While ours, of-three spatial dimensions and the
oddity of time, expanded to fit our grossness, hers, of six dimensions
wrapped itself away in tiny solitude.
The sister universe, contemplative, concealed, waits in our
future as it has refused our past. It may be the symbol behind all our
symbols. It may be the mandala of the East and the Grail of the West.
The clouded mirror of lost beauty that human beings have stared into
since we learned to become conscious of our own face (1997: 4).
These "parable signs" are further extended to include Eastern myths and
that of Narcissus, which is emended somewhat in the reference to a
"clouded mirror of lost beauty." For Narcissus, his image was in water
and its clarity would have rippled slightly. But for Winterson's narrator,
the reflection has been "clouded" and lost. The suggestion is that there is
an image of ourselves which might indeed be useful but has been lost.
The net result of these cunningly layered parables is to set out the
following thesis: there is a world lost within a world. The two were torn
apart from each other. The two need to re-connect. In this sense, Gut
Symmetries has much in common with Daniel Deronda. The difference lies
in the expansion of the principle that science and mysticism are intricately connected. Deronda argues for harmonising of different religious
and ethnic cultures while Winterson's novel urges for a re-uniting of
opposites on every level. The external narrator makes an indirect plea to
break down the boundaries between such diverse oppositions as:
"black/white,
good/evil,
male/female,
conscious/unconscious,
Heaven/Hell" (5). Given the hegemonies of the white symbolic order,
other ethnic groups have been kept in the shadows; if the symbolic is
regarded as predominantly patriarchal, the term "male" has pride of
place. In Christian and allegorical terms, "Hell" is that domain in the
human heart which needs to be repressed. The narrator makes a plea to
break down divisions, hence bringing together two bifurcated universes:
"What was halves, and seeks again its wholeness" (5).
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This plea sheds new light on the function of the father in this
text. Two of the novel's many paternal figures act as bridges between
these "halves." One is Paracelsus, the other Einstein. Both influence
Alice and both are presented as vignettes. In keeping with the novel's
agenda of interrogating origins, their places and times of birth are given,
along with the relevant astrological information. Paracelsus is dealt with
briefly but his role is important. It must be noted that in the seventeenth
century, there was no large rift between empirical investigation and
examination through religion and faith.35 Paracelsus is portrayed as a
creature defying binary oppositions: "he wanted to be a hero and looked
like a victim." His gait embodies all that is conventionally undervalued:
"So odd was the anatomy of this mis-bodied bel esprit that some hazarded
his sex as female" and he "had a habit of re-begarring himself' whenever
his fortunes were on the rise (1; 2). Paracelsus even transgresses the
chasm between heaven and hell, having had his pact with Mephistopheles (1-2). Unlike the Devil's secretary, Paracelsus would prefer to be like
Luther and "change the world" (1-2). Paracelsus is an important ancestor
for Alice, and for her vital work as a scientist. Her aim is to re-connect
the split between modern physics and alchemy (1997: "The Fool," 9-28).
Alice's other immediate ancestor Einstein carries a similar though
somewhat contrasted role to that of Paracelsus. Einstein is one who
bridges the gap between what Alice defines as the "Word and the
Number" (Winterson, 23). The allusion to the "Word" implies the word
of God which, traditionally, has its roots in the logos. Incidentally, for
Lacan, this would be the symbolic order par excellence. Lacan said less
about mathematics and its symbols than those aspects of the symbolic
they might serve. For Gut Symmetries, numbers are borne of another
quality, less stable, more prone to shifts and deformations. Einstein finds
in them, his element.
[...] What patterns do the numbers make breaking and
beginning in the waters of his spirit? He floats in numbers. Now he
rests on a nine, now he swims hard against a seven, numbers iridescent, open mouthed, feeding off him as hefeeds on them.
The numbers come when called. From the strange seas of the
galaxy the numbers shoal to him (my emphasis, "The Fool," 23).

221

Alice is born on a tug-boat at sea, and describes herself as having been
born, "in delight, in water and in spirits, with fish above and below an
exacting star" (74). Metonymie connections between the fish and water
and stars of Alice's birth find parallels in those the parable of Einstein
swimming in his best talents. Alice is born in water, not just metaphorically, but literally, in terms of emerging from her mother's watery womb.
In other words, water is a metaphor for birth and is metonymically allusive of the womb. Hence, Einstein's exploration in the symbolic
of numbers does not abject that pre-Oedipal, "choric" female space of
amniotic fluid and parturition. 36 In fact, Einstein operates through it.
Not only does he "feed" from the numbers but they from him. Thus is
he inscribed as not only working within a female space and being
nourished by it, but as also taking the role of the wet-nurse. While he is
certainly no symbolic father to compare with the Victorian patriarchs of
Daniel Deronda, it would be reductive to say he is merely a stand-in for
maternity. The mothers in the novel are given highly conventional roles.
Alice's mother is a house-wife and Jove's mother makes pasta and runs a
restaurant. The choice of Einstein as a physicist of reputation is crucial.
He is the father of Relativity Theory and a parent for Alice's work. As a
male character and paternal figure, he does not separate Alice from the
desires of the maternal space. He brings her closer to their source.
Einstein the figure of parable, then, is a bridge between the male
symbolic ("The Word) and that other world of patterns (still within the
symbolic), a comparatively female terrain ("Number").
The citation above also and importantly suggests that defining
the water domain as the Lacanian imaginary, as somehow outside the
terrain of the symbolic, would lead to an impasse. This particular extract
from Gut Symmetries breaks down the boundaries between the binary
opposition "symbolic" versus "imaginary," as well as between the
Kristevan notions of "symbolic" as opposed to "semiotic." Furthermore, I am not arguing for an imaginary realm which has traces of the
"symbolic." The parable of Einstein swimming in his fluid of numbers is
highly structured. It makes a case for understanding even the most
"hard-core" scientific knowledge as that which is produced not only in
the wake of the imaginary but also through harnessing the symbolic. To
work "creatively" with numbers requires imagination in no more or less
degree than to conjure the Word and make it flesh. Both are terrains of
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the symbolic. The world of mathematics, however, is less understood,
less accessible, less privileged. Here, the figure of Einstein acts as a
bridge between two worlds not in the mother's name, but in the wake of
an unconventional father.
A paternal figure who is still more extraordinary and more
outside the conventional terrains of the symbolic order is Stella's father.
He is a man with no name. He is referred to throughout as "Papa." 37 He
knows the life of the abjected and marginalised, having fled Nazi
Germany to New York. Stella speculates that when he first arrived in
America, he was still fleeing his Jewishness, only beginning the study of
the Kabbala three years after settling into marriage. His research
develops into a passion, but one that turns him "inward" (80). It is
noteworthy that each letter of the Hebrew alphabet and, consequendy
the various words of Hebrew, have numerical and numerological values
which can form codes of their own. 38 In this respect, the Hebrew
alphabet is a bridge between two symbolic domains. This fact links
Papa's work to that of Einstein as summarised in the novel's vignette of
him. Like Paracelsus, Stella's father practices alchemy, and in the tradition of many seventeenth century practitioners, he does so in the kitchen
with the saucepans. 39
The "other" worldly terrain of "signs, shadows and wonders" is
Papa's domain. Indirectly, father positions his daughter within what will
emerge to be, for her, types of knowledge questioning the status of
"reality." For Papa, this dimension is best apprehended through omens
and miracles. Like her father, Stella explores these as a code to illuminate
with fresh eyes the official and normative world. Her heritage from
father is a propensity to discover keys which can unlock doors to alternative perceptions. Stella refers to the ways in which early twentieth
century painters were accused of being astigmatic and suffering from a
"defect of vision." She offers a non-pejorative correction - "affect of
vision." She also adds an extra note: "Perhaps art is an eye problem;
world apparent, world received/Signs, shadows and wonders" (81).
Artistic practices of "world" magnitude are then associated with quotes
from three distinguished scientists of global stature, Max Planck,
Einstein and Oppenheimer. A quote from the last of the three about the
behaviour of electrons adds another turn to Stella's emerging argument:
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If we ask whether the electron's position changes with time, we must
say no. If we ask whether the electron is at rest we must say no. If we
ask whether it is in motion we must say no (82).
Following the rules of classical logic, the three conditional statements
add up to nonsense. The electron will not follow one of the three conditions which would otherwise endow it with at least some fixity of
definition. A piece of nature which so refuses to fit into any ontological
category might well be a candidate for non-existence. When the Lacanian notion of the paternal metaphor can be regarded as a "yes-no"
device it functions to prohibit, setting the limits of the "law," ensuring
that certain acts and drives are given a " n o " sign whilst others are
allowed. Like his predecessors, Fink cites the French "Nom-du-Père,"
drawing attention to the Nom as being one slip away from the French
NO« (Fink 1997: 79-81, 82).
Thus, closely akin to the "Name-of-the-Father" is the father's
"no saying." Oppenheimer's strategy in the citation is rhetorical. He
summons a form of paternal "no-saying" only to turn it on its head.
Oppenheimer is in fact arguing that the electron's status cannot be
limited to any "no," for it is all things at once. It embraces all
contradictions, changing but not changing with time, being both particle
and its opposite, a wave. 40 Paradoxes cannot be borne by the Lacaman
"father's name." " H e " protects the subject from too much irreality. Yet
Oppenheimer's quote argues that the New Physics has access to orders
of "reality" beyond what is empirically privileged. Stella has reflected on
art as a "defect of vision," and that she has done so prior to her quoting
Oppenheimer makes an implicit connection between such a "defect"
and the apprehension of Nature's peculiarities and paradoxes. Moreover,
"paradox" is a figure closely allied to that of "parable," for in the former,
the parallels at work in the latter may contradict each other without cam
celling each other out.
Stella offers a radical definition of "knowledge" by following the
Oppenheimer quote with one of father's key remarks, before connecting
this to Talmudic paradigms: "Is truth what we do not know?" (82). Her
next move is to explain that in the Torah, "to know" can be used in a
"sexual context" (81-82). She does not expand on the word "sexual."
Instead, she makes a contrast between knowledge in the conventional
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sense, as "facts," or "a hoard of certainties, bug collected" with that
suggested by the Torah meaning, one which defies taxonomy and
acknowledges "patterns, rhythms, multiplicities, paradoxes, shifts,
currents, cross-currents, irregularities, irrationalities, geniuses, joints,
pivots, worked over time, and through time, to find the lines of thought
that still transmit" (83).41 The list of nouns signifies processes which
have much in common with what Kristeva terms the semiotic (le sémiotiquè) operations of language. The special type of Cabbalistic knowledge
implied in Winterson's text subverts conventional notions of "hoarding"
of facts or of knowledge as a material object. The "sexual" sense is
associated with the drive to "connect" dissimilar arenas which might
otherwise not be linked or which would be "irrational" and "irregular" if
combined. In other words, to "know" in the Torah sense, is a fecund
activity, in that "differences" are cross-fertilised and re-generated. In that
possibly alien worlds of concern are thus connected and allowed to
interact, the paternal third term is not in a position of rigid control. The
paternal third term links the young subject to the maternal space in such
a way that the gap of the bifurcated symbolic is bridged.
Such acts of bridging are even more dramatic in Stella's tale
about her own inception, gestation and birth. Miraculously, she can tell
the story of how she became an embryo. Papa summons all the Jewish
elders. Each, including himself, produces a hoard of diamonds for Uta
to consume. She ingests every one. Diamonds are wittily associated with
sperm. One diamond becomes embedded in the spine of the embryo
Stella. T o whom this particular diamond belongs, that is, whose father's
name it carries, will remain eternally unsolved. In other words, in a
comic inversion of the patriarchal tradition of naming children with their
father's name on the understanding that his "seed" has done the job of
fertilisation, Stella's story subverts the notion of there being one,
privileged, paternal figure.
I would define Papa's linguistic performance prior to the birth as
a parable which unlocks another level in Papa's paternal role. Papa
launches into a series of phrasal spasms:
He began to call. He called from the Creation. He called from the
flocks of Abraham. He called from Jacob's wiliness. He called out of
Pharaoh's dream. He called with the rod of Moses. He called with the
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voice of the prophets he called with the ecstasy of David. He called up
the light that was within him (91-92).42
Papa is having contractions. Curiously, Uta's birth cries are neither heard
nor reported by Stella. As Papa calls out, Stella is born. The "light within
him" is his child breaking out of his body. He names a long list of
patriarchs in the process. But amongst them is no Name-of-the-father
which will provide a traditional key. Stella's birth is linked not only to an
unconventional paternal intervention, but it is one which mimics female
parturition while still maintaining a paternal influence. Thus the
definition of traversal which I stated earlier, the movement between the
binary terms, maternal and paternal, is here carried out by Papa's intervention in the birthing process. Furthermore, the light is indexical and
symbolic of wave forms which can be understood by the sophisticated
studies of modern physics. Papa is not "giving birth" in the sense of
Kristeva's release of the "semiotic," that fluid, timeless burst of drive
which is beyond the symbolic order. Papa's wave-like syntax of calling
enacts the process by which the word is turned flesh, his hailing interacting and perhaps, implicitly, bringing forth Stella as well as that which
her name connotes, "stellar" light and hence universal light. This light is
an index and symbol of the novel's various theoretical fictions of light,
including the opening myth of how the universe came to be (1-5) or
Papa's stories of physicists and their theories of light.
It is through involvement with light, be it Alice and Jove's shared
study of physics and Stella's upbringing, that the desire between Alice
and Stella can emerge. In Gut Symmetries house of illuminated fiction,
traversal involves the discovery of such unusual keys as paternal terms
which can act maternally, undermining the binary opposition
"paternal/maternal." The key which emerges in Papa's birth soliloquy is
not in name of a specific mother or father, but areas of mystical and
scientific knowledge between and beyond paternal imagos.
Furthermore, Gut Symmetries offers a parable for the process of
influence which suggests that creative endeavour need not involve
fighting the Other as predecessor, going into wreck or vanquish the
ancestor's terrain. On the contrary, as is the case with authors and
narrative subjects, to traverse an intimate Other requires a study of the
tradition from which the creative work is inspired. When an external
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narrator, for instance, only rebels against the precursor narrator, the
third term may be used in a reactionary way. But if the narrating agent
uses the best from a predecessor without being overwhelmed by her, the
intimacy between the two may produce similarities borne in idiosyncrasy.
If knowledge of an intimate Other is depreciated, then a movement
away may pose problems.
Alice claims she is invariandy "her father's daughter." The greater
part of her narrative attention is focused on him as a source of identification. Her mother is an Other whose desire is never unlocked. Stella
likewise winds an excellent yarn about her Papa, but what she can relate
about her mother is truncated. This leads me to suggest that her Other is
the father. In Gut Symmetries, then, paternity carries the weight of not
only implementing a third term but carrying part of the burden of
maternity and subverting the binary opposition which these parental
figures imply. The intimacy of influence, then, is aided by a third term
which has been assisted by parental terms, which has taken on their
influence, but which can then supersede both.
In Daniel Deronda, the novel's traversal between its two alleged
halves is propelled when narrative subjects negotiate maternal and
paternal terms which each function problematically. It is the novel's
determination to discover keys between these troublesome and
disturbing poles that the notion of identity and history is challenged. In
The Waves, traversal does not function because of movement between
points of a purely parental model. The writing lady is the subversion of
the maternal figure. She does not function as an imago in the mirror
because she will not return the gaze. She is a figure who writes. The only
focalizations of her are as a woman immersed in the task of representation. Here I should like to reiterate an invocation from Kristeva' s
"Women's Time." Kristeva invites her readers to bring into the "very
interior" of their identities, "the cutting edge" of the symbolic (1987:
210). The lady who sits writing is the index, icon and symbol of the
narrative subject as she breaks and re-makes herself. She submits her
identity to the cutting edge of narrative language, breaking and making
her subjectivity as the products of her workings-through emerge on the
page, perhaps interspersed with those of Bernard. Woolf s enigmatic
figure writing behind windows is, from all three novels, the clearest
personification of the narrative subject in traversal. Gut Symmetries offers
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no comparable figure. By providing such complex male characters who
can be problematically maternal as well as paternal, the traversing
strategy of Winterson's novel comes closer to that of Daniel Deronda than
The Waves. Paternal figures in Eliot's novel are absent or just plain
dangerous. In Winterson's piece they are troubled but crucial to the
journeys of the female narrative subjects. The narratives of Alice and
Stella undergo traversal at a price. The female narrators pay their dues by
acknowledging the loss of their fathers. These paternal figures carry,par
excellence, what Lacan refers to repeatedly, as the desire of the Other
(Lacan, 1986). When Alice and Stella both incorporate within and yet
remove from their narratives, citations from their fathers stories, the
female narrators attempt to work through parental imagos who are
resistant to being deciphered into their constituent tropes.
C o n c l u s i o n : T h e Sacrifice of O t h e r
In some respects, I contend that Winterson's novel is more intimate with
Daniel Deronda than The Waves. To recall Bloom's ratio apophrades,
Mordecai could be read as haunting Papa and the delight which the
novel takes in upsetting conventional ontologies of cause and effect. Yet
for Bloom, the ratio is about emptying the ancestor of its qualities. Gut
Symmetries does not defuse radical textual forces in Eliot's novel, but
helps them to be read as a form of Ur-modernism. This may be
surprising given that Winterson has written not in homage to Eliot but
to her immediate ancestor Woolf. Indeed, Winterson may or may not
have read Eliot's novel. The intimacy between the realist and
postmodern novel may indeed have arisen out of the movement of the
revisionary loop which turned full-circle through the intermediary,
modernist work.
The Waves offers representations, that is, it engages in workingthrough what resides in the lacunae of Daniel Deronda. Eliot's text turns
around issues of circumcision as it applies symbolically to narrative
levels. Woolf s novel is less interested in the masculine concern; rather, it
deploys male characters to give the maternal figure greater opportunity
for displacement and further representation. In moving away from this
strategy, Winterson's book works through what remains relatively
silenced in Woolf s text, that is, the paternal imago. By so doing, Winterson's novel offers a complex troping of masculinity which found no
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working-through in either Eliot's novel or Woolfs. In traversing
between texts, one novel returns full circle to an intimate's old space, but
does so to find a key to a room which resides somewhere hidden behind
or within the precursor's special place. To return to Henry James'
metaphor of the house of fiction, Winterson's novel closes some rooms
in order to open others that have never seen the interpretative light of
day. To do so, household re-building requires breaking down walls in
order to build new passageways. Thus are theoretical fictions broken and
re-made.
Yet the provisional results will not always be free of losses and
acts of damage along the way. It is tempting to read Winterson's work as
a building together, a type of super working-through of her predecessors
texts. The radical movements of Daniel' Deronda are taken to their logical
conclusion. The soliloquy structure of The Waves is followed in the
character-bound narrations of Alice, Stella and Jove. But perhaps there
are vibrations of postmodern disenchantment to be heard in the
mansion of Gut Symmetries. The "Prologue" announced a Fallen state, a
universe split in two, with one lost universe of six dimensions lost to the
"grossness" of our four dimensional cosmos (4). By the novel's end,
there is little indication that the clefts in our galactic and space-time
predicaments can be radically repaired, just as Alice and Stella betray
symptoms of becoming trapped in the conventional bickering (215-217)
that underlined Stella's marriage with Jove. In Daniel Deronda, the
conflicts, tensions and disturbances between the Victorian and transforming narrator are what characterise the novel, not the resolution
between these tussling narrators. In The Waves, Bernard may die defiant
as he confronts death, but the lady writing never even espied him, nor
did he address her. In all the novels, a constitutional separation between
parts, terrains, space, desire and its rapturing are maintained. It is
between such places and topoi that hidden, theoretical fictions can be
suspected, discovered and unlocked.
Building between sites as an act of moving around closed off
places is a suitable metaphor for textual traversal. Deronda builds intricate
networks between two sections; The Waves comprises a microcosm of a
Garden with a larger, unredeemable world without. Winterson's novel
also mends rifts between separated parts. The "Prologue" of Gut Symmetries pledged to explore the rifts between an array of "binary" opposites.
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The parable of the universe as separated twins, seeking each other again,
is also a parable about traversal. As the three narrators seek to remember
their childhoods, they are likewise re-connecting splits between science
and subjectivity, knowledge and passion, analysis and art. Alice refers to
the human quest for that which is unique to the individual self. For her,
the "difficulty" and the "dream" is "To pan the living river that you are
and find gold in it" (218). Rivers flow into each other, so no one is disconnected. Yet each grain of gold is distinctive. The flow of water is a
metaphor for the movement of time and generation, through which the
"we" implied by "you" can each find those priceless particles of our
ubiquity.
Perhaps James' "house of fiction" has something in common
with Coleridge's Kubla Khan (1941: 18-21). While the fictional domains
of Winterson's novel are hardly Utopian, the "Alph," or sacred river
which runs through the magical dwelling of Coleridge's poem could be
implied in the river reference of Winterson's novel. The river flows not
only through human psyches but between novels. It is the guarantee and
the very conduit of intimacy. This river has flowed with the waters of the
Thames over which Deronda met Mordecai. The river in which gold
might be found has mingled with the watery complexities of The Waves.
Winterson's work does employ the interior monologue techniques of
Woolf s novel. Furthermore, Gut Symmetries' paternal figures have
affinities with either water or wave-like structures. Alice's father is a
sailor, Stella's father dealt in Heisenberg's wave functions. If Woolf s
novel deploys wave structures to continually make and break the lines of
definition forming the six characters, even to the point of unfixing the
notion of character, Winterson's text subverts this strategy by using the
medium of water to re-build the paternal imagos. When this is achieved
it is as a contradiction in terms. The paternal imagos are oxymorons, part
character, part Cabbalistic or quantum stuff. A process of complete
unravelling and reweaving of character never occurs. Traversal moves
both forward and backward. It moves forward if the impulse gravitates
towards a greater working-through. Having said this, the river will not
create a heaven on earth; the postmodern disenchantment of Gut
Symmetries, that is, its refusal to represent a cosmos where the rifts and
damage are solved, is an insurance that the river will continue to flow,
for the process of traversal is potentially endless. Traversal moves
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backward if the tendency is towards allowing projections and actor
"characteristics" to be re-established. Winterson's novel, unlike Woolf s,
does not carve out a loop which completes a figure eight of destruction
and re-creation. The loop is localised, the imago and its undoing
occurring over sentences. This is how Gut Symmetries differs from its
immediate ancestor. In other words, the movement of traversal from
one novel to another can involve a series of reverse movements,
forwards and backwards, if only with the aim of offering to the next
traversal the opportunity to move in the opposite direction. Whatever
directions are taken, however, no two movements will ever be identical.
In this sense, the river cited above from Winterson's novel is one apt
metaphor for the work of traversal. The river has no name. It has no
ratio. It flows in the name of no Other.

Notes
1

Henry James, "Preface" to Portrait of a Lady (1975: 7). James' quotation is worth quoting in full. It offers itself as a miniature theoretical fiction,
very much in the spirit of Freud's optical trope. James' image of the window
involves the reader m imaging the construction of the house and its glass
fittings.
The house of fiction has in short not one window, but a million - a
number of possible windows not to be reckoned; rather, every one
of which has been pierced, or is still pierceable, in its vast front, by
the need of the individual vision and by the pressure of the individual will (7).
To "pierce" defines the action of an instrument penetrating, making a hole
into a surface or structure; to pierce means also, quite simply, to explore an
area. Thus James' theoretical fiction aptly captures the role of the viewer as
being instrumental in the construction of the fiction. Different piercings, or
different modes of "individual vision" will cause the window to function according to the approach of the viewer/reader.
I am intertextually echoing the title of an Italo Calvino novel, The
Castle of Crossed Destinies (London: Faber, 1982). Calvino's novel uses tarot
cards as a device to re-tell a range of stories, including Shakespeare's plays.
The titles of specific cards such as "The Moon" and "The Star" head the
chapters of Gut Symmetries. After the opening "Prologue," the first chapter is
entitled "The Fool" and sets out Alice's story (1997: 9-28). In Tarot, the card
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symbolises beginnings and potentiality. These meanings resonate throughout
the first chapter. For a dictionary of tarot card meanings see Crowley 1986.
For a reading of Silverman's notion of symbolic castration brought
into an encounter with Elizabeth Bowen's Eva Trout, see Hoogland (1991:
162-169).
4

See also my chapter 1. Freud's notion of imagos is not limited only
to that of the mother or father. Freud (SE XII: 102) mentions the "brotherimago," crediting the "father-imago" to Jung's work (1910: 38).
5
Whilst it is scattered throughout his work, the notion of "Nom-duPère" or the "Name-of-the-Father" is treated extensively in " O n a Question
Preliminary to Any Possible Treatment of Psychosis" (1977: 180-225).
Lacan's concept has its roots in Freud's work on the "primal horde" and the
totem figure in Totem and Taboo [1913]. Freud states that the totem comes to
serve as the symbolic device binding the tribe, once the primal father has
been killed. The totem is the precursor term to Lacan's "Name-of-theFather." The synonym I use for the father's name is the "symbolic father."
There is yet one more term deployed by Lacan - the "paternal metaphor."
All three terms refer to the father's name as a symbolic function which
represses the subject's desire for the mother. Clearly, the notion of the
paternal metaphor can be read in close alliance with Freud's theory of the
Oedipus complex. T o exit this complex requires the intervention of the
Name-of-the-Father. "Traversal" encompasses the stage during which one
third term can be replaced by another, outside of the subject's "initial"
family.
The phantom face so terrifying Gwendolen Harleth in Daniel Deronda
is a personification of a third term; as I will show, this term is difficult to
clinch as a signifier of paternity. The phantom is certainly not the personification of the paternal metaphor but of a third term difficult to pin down as
either exclusively paternal or maternal. What can be said is that Gwendolen
has not undergone the experience of being entirely clinched in place
(separated) by this third term.
Lacan's paper is based on a reading of Freud's famous "The Case of
Schreber" [1911], J E XII: 3-84.
For an analysis of the role of the lady writing and her relation to the
"eyeless" (I-less) medium of the novel, see Gillian Beer "The Waves: The
Life of Anybody" (1996: 77-78).
See my chapters 2 and 3.
O n e final point about Lacan's Nom-du-Pere is that it functions
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successfully when incorporated into the mother's speech. W h e n the mother
refers to father or makes remarks such as "your father says this" or "wait
until I ask dad" or "I and your father" or all such instances of the mother
signifying that she has a partner, the child comes to realise that the family
does not orbit around her. I depart from Lacan by arguing that logically,
there is no reason why this third term cannot be carried by another parent,
parents or caregiver who could include the mother's female lover.
Furthermore, the notion that the third term has to be carried by a caregiver
can also be questioned. The third term may be introduced by teachers or
other types of cultural institutions.
See note 2 above. My chapter 1 makes a closer investigation of third
terms between Woolf and Eliot, Winterson and Woolf, examining h o w
external narrators adopt third terms if the precursor is considered to be the
Other.
Strictly speaking, "psychosis" defines a state in which the subject
hallucinates. N o t all hallucinatory states are necessarily psychotic. The
boundaries between what constitutes psychosis and neurosis are not, in
clinical practice at least, that clearly defined (Fink 1997: 82-86). Between
psychosis and the experience of daydreams, intermediary states can be
traced. Yet Lacan's position on what determines a psychotic state was clear.
"Foreclosure" is the cause. This defines the disavowal of the paternal
signifier. The negation of this term would be insufficient to cause a
psychotic state. The terms of Lacan and one of his interpreters, Bruce Fink,
are implicitly heterosexual. In a revealing passage, Fink indirectly criticises
single and lesbian mothers, suggesting in thinly veiled terms that such childrearing practices are "downplaying" paternity. In his account, there is no hint
that the mother's desire for another woman could equally well give the child a
third term. N o r does he allow that more than one type of symbolic anchoring
is feasible. Fink emphasises that this structure is "all or nothing" (Fink, 1997:
82). It is the one, not the many. It cannot function with competition from
another signifier. For Lacan and Fink, there is but one key.
11
See for instance, Felix Holt [1866] (1986). Chapter 39 is a case-study
of Mrs. Transome's suffering. Towards the end, the external narrator
comments "These Things are Parables." The example I read closely in this
section is from G o r d o n S. Haight's edition of Selections from George Eliot's
Letters (1985). The letter is to Rabbi Emmanuel Deutsch. It was written two
years before the publication of Daniel Deronda. The letter is in Haight 1985:
389-390.
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12

Frederick R. Karl 1995. See "Discovering Herself' (Chapter 3: 4864) and "Herbert and George: The Two Voices" (Chapter 7: 142-170). Karl
makes a biographical reading of Eliot's development as a writer. In each of
these chapters, he makes insightful links between Mar}' Anne Evans'
friendships and how these contributed to the evolution of her narrative
voices.
13
In a letter written to Harriet Beecher Stowe, Maty Anne Evans
expands on the scope of what she regards as Western and Christian
prejudices against Jews. The extract from the letters (LettersVol VI) is
quoted in Haight 1985: 487.
14
J. Hillis Miller does place "allegory" and "metaphor" into the same
category as parable. This I dispute, as it takes away from the specificity of his
definition.
lD
Virginia Woolf, The Waves: The Two Holograph Drafts (Graham 1976).
See the first holograph version (1976: 1-399). The "ur" version of Bernard's
character is a female narrator.
Lacan 1977: 3-7. The short article concerns the young child
experimenting with its image in the mirror. The infant sees itself and
considers itself as "whole," a non-recognition which constitutes a
misrecognition. The illusion of the unified image is the imago which gives
the child a sense of triumph.
In The Waves, the six soliloquies function as six character-bound
narrations. The italicised sections, heading each of the novel's movements
from childhood to old age and death, can be read as the external narrator's
own soliloquy, set apart from that of the six main characters.
18
For a definition and description of ethos see Aristotle's The "Art" of
Rhetoric {1915: 2; 3; 12-18).
19
In Titian's painting are two figures, Christ and one of the priests
from the Temple. The painting narrates the scene in the N e w Testament in
which Christ responds to a gruelling question and answer session from the
priests; in the Biblical story, Christ tells the assembled to "render unto
Caesar what is Caesar's, unto G o d what is God's." In Titian's painting, the
male figure of the priest tenderly approaches Christ from behind, their
hands touching and a coin passing between the hands of the priest and
Christ. The characterisation and the drama enacted between the two men is
ambiguous. It could be read as being intimate if not erotic. The intimacy is
picked up in Daniel Deronda, where the painting is quoted to give the
interaction between Mordecai and Deronda a definite lustre.
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The term symbolic order I use in its Lacanian sense; the term defines
that part of a culture which constitutes the signifying system of signs. But
importandy, the symbolic is that which is not the imaginary (1986: 279-280).
The symbolic order prevents consciousness from being an endless fantasy,
breaking up the imaginary relation between the ego and its images. Thus the
symbolic order constitutes the law, constructing the subject in terms of what
actions and activities are prohibited or not. The notion that a subject is
simultaneously both "inside" and "outside" the social order (the symbolic
order), culture and ideology comes from Teresa de Lauretis "Technologies
of G e n d e r " (1987: 1-31). Broadly speaking, she argues that culture is made
up from a variety of interweaving ideologies. For instance, a lesbian may be
marginal to heterosexual ideology, but it is impossible not, at some level, to
have been constructed by this "technology."
21

Gail Marshall explores the themes of statues, theatrical spectacle and
Shakespeare's Winter's Tale in "Actresses, Statues and Speculation in Daniel
Deronda" (1994).
For a study of genius, women and gender see Christine Battersby,
Gender and Genius (1989). For an investigation of the difference between the
male "Outsider" who is romanticised for breaking the rules and the woman
artist who is constructed as female "Otherness," see chapter 14, "The
Margins Within" (134-145).
23
Epigraph to novel, 1986: 32.
24
The word "incarnadine" has the association of bloodied seas, from
Lady Macbeth's reference to "seas incarnadine" which will not be sufficient
to wash away the bloodstains from her hands. See the Arden Edition of
Shakespeare's Macbeth, Act V (1994). I find the word satisfying in reference
to Grandcourt as an incarnation of the symbolic father (incarnadine meaning
"flesh coloured) who then ends up drowning in the incarnadine.
25
William Shakespeare, A Winter's Tale, Act V, Scene (lii) (1986: 12411274).
26
William Shakespeare A Winter's Tale, Act V, Scene (iii), line 98.
It is worthwhile to quote the entire passage. Gwendolen's fear of
phantoms is also a terror of ancestors. The passage below is a witty critique
of how one generation dreams the after-affects and "effects" of its
ancestors. Gwendolen's upset remark is a response to Sir Hugo teasing her
about the ghosts of monks in the Abbey.
"Please don't!" said Gwendolen, with a playful shudder. "It is very
nice to come after ancestors and monks, but they should know their
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places and keep underground. I should be rather frightened to go
about this house all alone. I suppose the old generations must be
angry with us because we have altered things so much (461).
2H
I use the phrase "written on the body" to echo Winterson's fifth
novel, Written on the Body (1993).
I refer to Cynthia Chase's delightful adjective "elephantine" from her
essay "The Decomposition of the Elephants" (1986: 157-174), which she
takes from Hans Meyrick's bizarre comments about a "private elephant,"
which his financial means will not allow. Elephants, I should note, symbolise
the facet of memory. Elephants are reputed to have long memories.
30
Another postmodern novel employing the tarot pack in its fablemaking is Italo Calvinos' The Castle of Crossed Destinies (1982).
31
For those unfamiliar with tarot cards see Crowley 1986.
32
Michio Kaku (1995) defines a worm-hole as an anomaly in the spacetime continuum which would, should it exist at all, act as a corridor between
different space-times in the universe or different temporalities (23-24). See
also Stephen Hawkins, A Brief History of Time (1988) for a layman's/woman's
explanation as to what forms a "black-hole" as opposed to a worm-hole.
33
The second half of the nineties has delivered narratives which are
examples of a postmodern cross-fertilisations between literary genres and
scientific knowledge; a number of these works feature women scientists. See
Martin Amis, Night Train (1997), a detective novel where the "whodunnit" is
replaced by the "whydunnit" of a woman scientist's suicide. The world into
which the reader is taken is her study and profoundly disturbing perceptions
of physical laws and the universe. The recent film Contact (Robert Zemekcis
1997) starring Jodie Foster, adapted from the novel by Carl Sagan (1991)
satisfies McHale's definition of postmodernism; both the novel and the tilm
bring together different space-times.
34
For an excellent overview of basic tenets of natural philosophy in the
seventeenth century see Huffman 1988 and Godwin 1979. Though both
books are specifically about the natural philosophy of Robert Fludd (15741637), each gives a useful overview of the intellectual period. Importantly,
both studies emphasise that what post-Enlightenment thinking regards as
"science" was part and parcel of alchemy and herbal approaches to
medicine. Sir Isaac N e w t o n practised alchemy. For an in depth study of
Newton's work, which throw light on the references to alchemy and physics
in Gut Symmetries, see D o b b s 1979. For an excellent study which examines
how Sir Robert Boyle integrated so-called mystical ideas into his study of
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mechanics see Shapin and Schaffer 1989.
35
This split emerged during the eighteenth century when science
spurned mysticism. There are some who may consider this an oversimplification (Schaffer 1989). Yet the eighteenth century saw experimental
science cleansing itself of mysticism (Brock 1992).
v
'
See Kristeva (1980: 133-139) for a definition of "chora." The notion
of the chora and the relationship of the infant to the pre-Oedipal mother is
taken to another frontier in chapters 2 and 3 of The Acoustic Mirror
(Silverman 1988).
His male friends share his eccentricities. The owner of a pack of
huskie dogs, Raphael, goes around the snow-lined streets of N e w York in a
sleigh. Raphael helps out with Uta's birth. O n his sleigh, he transports her to
the Temple. Given the religious and theological themes in W'interson's
novel, it is useful to consider that Raphael might be allusive of the Archangel
Raphael who was responsible for healing. O n e of the angel's techniques "is"
(if you regard angels as inhabiting an eternal present!) to use musical
harmony to heal the dissonance of illness. Music is closely akin to
mathematics, physics, astronomy, astrology and alchemy, particularly as
these disciplines are interwoven and set against each other within the novel.
A concise and accessible guide to the Kabbalah is provided in a
concise account by Daniel D . Matt (1995).
It is relevant to note that in the sixteenth and seventeenth centuries,
certain levels of alchemical practice were regarded as "women's work"
(Smith 1994).
This a paradox which has remained hard to grapple with, even into the
later parts or the twentieth century. The category of scientific knowledge
loosely termed "quantum mechanics," which emerges in the first three
decades ot this century, was never and still often is not fully accepted by
some wings of the scientific establishment.
41
The relations between the Torah, sexuality, knowledge and viriginity
are analysed in Chapter 2 of Death and Dissymmetry, "Virginity and Entanglem e n t " (Bal 1988:41-68).
4
In the line " H e called with the voice of the prophets he called with
the ecstasy of David" the text contains no comma after the first main clause.
This may give the impression of being grammatically odd but contributes to
the sense of the grammatical instability accompanying the m o m e n t s before
Stella's birth.
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5

The Web That Binds:
I n t i m a t i o n s o f Mortality in Mrs. Dalloway
and
Waves, Gut Symmetries
a n d Daniel
Deronda.

The

The pleasure principle seems actually to serve the death instincts
{Beyond the Pleasure Principle, SE XVIII: 63).
Death was an attempt to communicate, people feeling the impossibility of reaching the centre which, mystically, evaded them ... There
was an embrace in death (Mrs. Dalloway, 1998: 242).

I n t r o d u c t i o n : R a p t u r e is t h e O n l y W a y T h r o u g h
The heuristic adventure of this chapter will seek out theoretical fictions
which enable the pleasure principle not to serve the death instincts, as
Freud suggested, but to reverse their effects. In Mrs. Dalloway, Clarissa
personifies death as an "embrace." The rapture emerging from an
event of death does not inhibit but enhances the current of communication between characters and through the text. For Septimus Smith,
suicide is an exit which bequeaths to Clarissa neither annihilation nor
melancholia. Her encounter with the account of a death brings into her
narration the phrase used frequently throughout the novel, "Fear no
more the heat of the sun" (244).1 Death as an event releases a rapture
which I will examine here.
I have already explored rapture as a force of path-breaking and
a generator of traversal. Here I will further analyse rapture as a force
which, however paradoxically, becomes kindled by events of death and
destruction or by the death drive in its aspect of the compulsion to
repeat. The raptures produced by fictional deaths challenge what is, on
the part of characters and texts, the "compulsion to repeat," a term to
be interrogated here. When this compulsion in the narrative is interrupted, the making and breaking of textual intimacies become
enhanced.
The literary works encountering one another in this last chapter,
stage deaths as events in the fabula, as transformations in the psyches
of characters and as crises of fracture and restitution in each novelistic
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structure. Mrs. Dalloway explores death through the figures of ghosts
and prehistory. The Waves encounters mortality between poetry and
twentieth century physics. Both Daniel Deronda and Gut Symmetries
explore the deathly through adventures between science and the
occult. The realist form of Daniel Deronda declines, as its modernism
struggles to carve out a destiny of its own. This occurs through competition between epistemological and occult theories. Mrs. Dalloway
dramatises a conflict not between modern science and mysticism, but
between modern technology and Arcadian values. The novel's
modernist sites result from a combination of those mise en scènes
describing post-World War I London with pastoral descriptions
evoking Arcadian terrains within the "modern" text. Twentieth century
urbanity confronting the pre-metropolitan and prehistorical produce
parallel worlds. In Regent's Park, Septimus Smith's pantheistic
focalization of trees and birds singing Greek words (31) as well as the
bag lady first espied by Peter Walsh (105-107) all generate such
domains. In The Waves, worlds within worlds emerge when Louis, one
of the novel's six character-bound narrators, launches into an interior
monologue which conjures elements of a previous life in ancient
Egypt. In the ontological terms defined by McHale (1987), therefore,
Mrs. Dalloway and The Waves interweave modernism with postmodernism. Gut Symmetries deploys science and mysticism to carry postmodernism to untested frontiers. 2 Those narratives which carry the idea of
prehistory or the occult provide theoretical fictions which, in turn,
contribute to intensifying the flow of rapture.
All the texts in this chapter dramatise annihilation and destruction as elements subscribing to cycles of repetition. In Daniel Deronda,
Grandcourt's violent death and its impact on Gwendolen is part of a
larger pattern of painful reiterations. Shuddering to Deronda she
confesses: "Things repeat themselves in me so. They come back - they
will all come back." Deronda assures her that "By degrees they will be
less insistent" (Book VIII, Chapter 65, 840). In order for these
"things" to become less insistent, they will undergo a working-through,
integrated into the enlarging web of the characters' life-histories. In
Daniel Deronda, however, this life-history is not represented as being
vital if it is a lonely, disconnected thread. As I have already argued,
Gwendolen's life after Grandcourt's death brings her to a threshold
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beyond the imprisonment of self-involvement. She discovers "a vast
mysterious movement" beyond "her supremacy in her own world"
(Chapter 69, 876). In chapter 11, the external narrator had termed
Gwendolen an "insignificant thread in human history" (159). Thus the
text's implied metaphor of comparing individual destinies to threads,
suggests that each man and woman as a separate filament can become
more productive through connection with the fibres of other human
souls. The text also implies that through such linking, patterns of deadening repetition can be mitigated.
The greater the connection between parts of the web, the better
are the opportunities for the conduction of current through the
narrative text. If it effectively binds energies which would otherwise
get stuck following the same grooves, then textual rapture is in process.
When reflecting on Septimus' death, Clarissa's thoughts produce one
striking line. She focalizes the "leaden circles dissolved in the air"
(1998: 244). These circles can be read as a metaphor for the deadening
movement of energy around the old grooves. Septimus' death breaks
through Clarissa's perception of dead circles. Having said this, her
theory that Septimus' death produces an "embrace" might be read as
her own consoling fantasy. It might be less of a theoretical fiction than
a fictional theory. Nonetheless, it connects for the first time the
narratives of Septimus and Clarissa. The leaden circles are evocative of
the lead spikes which went through Septimus' body. The moment of
destruction produces a rapture taking Clarissa Dalloway through the
imaginative terrain of her troubled consciousness.
Mortal death and its attendant raptures are important rites of
passage in Daniel Deronda. Mordecai's "Cabbala" parable of transmigrating souls offers a theoretical fiction tracking how mortality
multiplies the filaments in the spiritual universe. The fabric into which
souls become woven is perennially incomplete and requires constant
mending, suggests Mordecai. But overall, he suggests, the global soul
can only be enriched. Souls find routes of conduction from one body
to another. The result allows them to be "perfected and purified;" they
will be ready to strengthen the soul they encounter in the next incarnation (Book VI, Chapter 43, 599). The process is implied to be endless.
Furthermore, it is one which activates the organic web of the universal
soul:
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The world grows, and its frame is knit together by the growing soul;
dim, dim at first, then clearer and more clear, the consciousness
discerns remote stirrings. As thoughts move within us darkly, and
shake us before they are fully discerned - so events - so beings; they
are knit with us in the growth of the world' (559, emphases added).
Both events and human identities are conceived as being "knit" into a
larger fabric. Mordecai's theoretical fiction argues that the world is
alive and breathing. This idea owes its heritage to the seventeenth
century notion of "Animus Mundi," a fiction which will intimate itself
indirectly through the animist thinking of Septimus Smith and will find
its way into the many references to alchemical knowledge in Gut
Symmetries? In Mordecai's system, as the tissues between souls become
further knit, dark turns into light, a visual figure for rapture. Such a
spiritual and bio-energetic evolution requires not just physical death,
but a repetition which aims not at entropy but the release of even more
current. Thus what is repeated is not the result of pure acting out
between souls-in-process. Mortality is a means to this end. In other
words, death as a force of entropy or destruction does not enter into
Mordecai's occult theory. What he envisages is a cyclical process akin
to traversal, in that old identities relinquish their old structures which
become interwoven into a collective working-through. Mordecai's
parable interacts with the novel as a whole, contributing to the text's
ongoing connections between theoretical fictions. The result is a
rapture binding together human subjects, cultures, texts and ideas
which otherwise would remain apart. In this respect, the unconventional achievement of Daniel Deronda was to bring together the conflicting worlds of Jewish and Victorian culture.
Unlike Mordecai, Clarissa Dalloway does not pursue selfreflection through weaving philosophical and occult fictions. She
involves herself in narrative self-dramatisation by making her own
fiction of Septimus' suicide. I would term it "theoretical" in that it
produces a theory about the process of death which can illuminate the
shadowy aspects of Freud's own troubled notion of the death instincts.
The after-shock of Septimus' self-immolation, as Clarissa constructs it
from the details she gathers from her party guests the Bradshaws
allows her to touch hidden parts of herself (241). Between Clarissa and
Septimus the intimacy which takes place will be imaginative.
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In The Waves, Percival is a catalyst for eliciting the emotional
and intellectual peregrinations of the six main characters. Through
him, they repeatedly reflect upon and reconstruct themselves.
Percival's death forges an abyss around which the novel flows then
ebbs, refusing the fixity of the six identities but safeguarding their particularity. Death may destroy and leave trauma's black hole. But the
result is that the narrating characters pit themselves against their loss
by collectively intensifying the connections between the webs of their
stories in such a way that the characters undergo profound changes.
In contrast, the journeys of the characters in Gut Symmetries are
more circular and truncated. The novel's closing sections find Alice
having taken Jove's place as Stella's partner and lover. Yet one
wonders whether the new marriage will be radically different from the
old and what, if anything, has been repaired. The dialogue below
narrated by Stella, dramatises fury and mutual incomprehension
between husband and wife. Two characters confront each other with
competing systems of logic:
ME: [Stella]: I have thrown all your things out of the window.
YOU: [Jove] Why?
ME: To make me feel better.
YOU: You could have killed someone.
ME: I could have killed you.
YOU: This isn't making sense.
ME: There is no sense to what you have done. You didn't think
about me when you were touching her. You threw me out of the
window (35).
Enraged that Jove is seeing another woman named Alice, Stella
explodes in rage: Jove attempts to counter with common-sense logic.
In a sense, the two characters dramatise the two types of transference
in collision (Chase 1987). The transference which allows a workingthrough of hitherto repressed meanings (type one transference for
Chase) is pleaded for by Jove when he complains that his wife is
making no "sense." But any possibility of sense-making between the
couple is offset by Stella's acting out of her sense of rejection (Chase's
second mode of transference) by her gesture of hurtling his belongings
through the widow. This action symbolises him throwing her away
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when he commits adultery. Dramatically, two types of transference are
at war and no traversal can succeed.
Acting out dominates the quest for meaning in the final
dialogue between the newly partnered Alice and Stella. The bone of
contention is forgiving the cannibalistic Jove:
ME [Alice]: He lied to you.
SHE [Stella]: He is a Har.
ME: And that forgives him?
SHE: I forgive him.
ME: What?
SHE: And I forgive you.
ME: I don't understand
SHE: Shouldn't I forgive the woman who first took my husband and
then took his wife?
Stella remains preoccupied with old conflicts of jealousy. She does so
even after a love affair with the woman who was once her rival. Just as
in the husband/wife tussle, the notion of "killing," or of destruction, is
made problematic. Between Alice and Stella, "forgiveness" becomes a
contestable term. The text could be interpreted as raising questions
such as "what exacdy does it mean to kill, to murder, to destroy?" O r it
could be read as a new marriage which may repeat much of the
acrimony and negatively productive habits of the marriage between
Jove and Stella. Whether the lesbian partnership will produce new
patterns or repeat old ones is left to the reader's imagination, but the
signs are that repetition of precursor marital habits will dominate.
Thematically, Gut Symmetries raises the problems of how death
instincts, aggression or rapture even, might operate behind the
compulsion to repeat. This is explored in the text's strategy of
traversal, which involves the narrative expanding its routes of rapture
through the figures of modern physics. The novel's predecessor, The
Waves, produces textual strategies which contrast to its successor.
Winterson's novel is unafraid to expose the inescapable movements of
what Freud termed "death instincts" or Thanatos, a term to be
scrutinised here.
At the heart of W o o l f s novel is an accidental death. This
calamity leaves the principal characters to confront a black hole in their
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own lives and in the current of the narrative. The Waves defies a
narrative which would slow down its whole text towards entropy.
Daniel Deronda defies the repetitive strategies of nineteenth century
realism by breaking its fabric with a rapturous though unstable modernism which becomes the external narrator's (not just the characters' )
rite of passage. Against the onslaughts of an unmoving repetition and
incipient death in over-used fictional forms, rapture revises the texts'
theoretical fictions - these become the only way "through" in the quest
for innovation.
T r o u b l i n g I n s t i n c t s a n d Survival T a c t i c s
Freud's theory of the death instincts, also known as "Thanatos" was an
innovation developed at one level to tackle questions about the disease
of trauma, particularly as it affected survivors of shell-shock. In my
chapter 2, I explored two modes of trauma: the first was related to
primal scenes, the second to the experience of surviving a near-death
experience or a catastrophic event such as rape in which the subject
has just escapes a fundamental threat to identity. In this chapter and in
this section it is the second mode of trauma which will be my concern.
In Mrs. Dalloway, Septimus Smith survives the Great War only to live
daily the onslaughts of affect from the catastrophic events from the
batdefield. Chapter II of Freud's celebrated but controversial Beyond the
Pleasure Principle [1920] raises the strange case of traumatic disorders
(12-17). The puzzle for Freud is to understand how the repetition of
distressing events such as bombs exploding could cause the sufferer to
repeat them. Unlike dreams in which wish-fulfilment can be pursued,
dreams symptomatic of traumatic events produce much suffering (13).
In Mrs. Dalloway, Septimus Smith focalizes and refers to a man named
Evans who, during the Great War, was Septimus' officer; the external
narrator tells us that Evans died before the armistice (1998: 112). At
various points in the novel, Septimus calls out his officer's name and
focalizes the dead man's presence behind the railings in Regent's Park
(31). Septimus hallucinates Evans again in his own home (121). The
final invocation of the dead officer occurs just before Septimus
commits suicide (193). The ghostly "presence" made available to the
reader comes only through the words and visions of Septimus.
Beyond the Pleasure Principle poses the problematic term of the
"death" instincts. These forces are independent of the pleasure prind-
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pie which, paradoxically, they serve. In chapter 2, Freud fathoms
Thanatos' surreptitious operations in the games of children. 4 He finds
its "tendencies" more "primitive" than the pleasure principle (17).
Another word Freud uses metaphorically to frame the uncanny aspects
of Thanatos is "daemonic" (21). He gives the following examples: the
master who is continually rejected by protégés, the lovers who repeatedly end up in affairs which reach similar conclusions (22). The
patterns installed provide their neurotic sufferers with little pleasure,
but would seem to serve a function which can be difficult to interpret.
Septimus Smith repeats "meetings" with Evans. They lead to his
suicide. In an entirely different context, Gwendolen Harleth suffers repeated anxieties. She is first terrified by the carving of a dead face and
a fleeing figure (1986: Chapter 6, 91), then becomes disturbed by
possibly ghostly presences of monks in an old Abbey (Chapter 35, 461)
and a "cowled head" carved in ivory (463). Her ultimate terror is that
these faces repeat themselves in Gwendolen's focalization of Grandcourt's drowning visage (Chapter 56, 753). Septimus' and Gwendolen's
experiences are examples of compulsions involving miniature narratives in which the same incidents recur. For Septimus, Evans appears
several times just as Gwendolen encounters various instances of terror.
For each character, the final visitation of ghost or fright is the one
which breaks the compulsion. For Septimus, Evans is more than a
compulsive presence - he brings information and wisdom. Septimus'
insistence that men "should not cut down trees" is part of Evan's
message (1998: 31). Gwendolen's horror of faces is an omen, though
the narrative which has produced these faces remains occluded by the
terrifying force of the face itself. What precisely happened with Evans,
how he died, why trees are part of the gore on the battlefield is a
question not cohesively answered by Septimus' character-bound
narrations. The human subject who repeats produces a narrative which
is decisively incomplete, offering the signs of the representational
problems set out by van Alphen (1997: 45) and discussed in my
chapter 2. 5 Septimus is a narrative subject struggling to effectively
théorise his and her own frightful fictions of a past which intrude into
a present which can hardly contain them.
Yet Septimus can be found interrogating Evans in a state of
ecstasy, suggesting the opposite of fright. Gwendolen pursues her
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object Grandcourt with all the pleasure of the hunt. Compulsion can
be pleasure as Freud's famous tale of his grandson Ernst's "fort-da"
game implies. The little boy masters his mother's absence by symbolically deciding when she is "gone" or "there" (14-15). Freud claims that
there is a "yield of pleasure" in repeating unpleasant experiences (16).
Ernst's simple game could be defined as a theoretical fiction in that he
deploys a device which is both narrative and theory: Ernst controls his
main character in terms of her presence or absence. The toddler
frames his concept of mother, space and time.
A parallel example to the fort-da game can be found in Gut
Symmetries. Alice's reflections on quantum and "wave" theories help her
consider where in space and time her deceased father might be (1997:
159-160). Theoretical physics positions a character in the face of insurmountable loss and separations. In The Waves, Bernard reaches a
moment of crisis in which he would "have done with phrases" (1972:
254). Percival's death has inspired Bernard to use many phrases about
his deceased and beloved friend. But the very activity of phrasemaking, the task of replacing what is lost with a narrative substitute can
become futile. Bernard captures the relative artificiality of the writing
game when he makes a connection between phrase-making and childhood:
I need a little language such as lovers use, words of one syllable such
as children speak when they come into the room and find their
mother sewing and pick up some scrap of bright wool, a feather, or a
shred or chintz. I need a howl; a cry (254).
Sewing is mother's game and the child who Bernard focalizes needs no
activities of mastery. The primitive and compulsive, the drive to
produce a web of phrases to cover over her absence could be put
outside for a more primitive cry. This "howl" would be for closeness.
It is an invocation to end separation and pain. The miniature narrative
of bright wool, if it theorises anything, argues for the hollowness of the
strategy that would veil suffering, or the influx of painful affects.
Indeed, the phrase-maker has plied his craft to off-set intimacy and to
circumvent the traversal which would release too much rapture. The
compulsion to repeat and the daring to release rapture are at odds.

246

The Intimacy of Influence

Freud argues that the compulsion to repeat is the result of an
anxiety which keeps the sufferer in a state of readiness in case another
life-threatening situation occurs. At the same time, repetition is a
means of keeping in check overwhelming amounts of affect, which
could rupture the psychical system (Chapter IV). It is in chapter V that
the contradictions in Freud's theory of the death instinct come to a
head. "It seems, then, that an instinct is an urge inherent in organic life to restore
an earlier state of things" (36, Freud's emphasis). The pleasure principle
will enable libido to be bound so that too much unpleasurable excitation is reduced. This principle will encourage the organism into a state
of constant or low energy. According to Freud, the death instincts
were early helpers in this process. They aid the psychical system in
moving towards entropy. They do so "unobtrusively" (63). What is
more, Freud concludes, "the pleasure principle seems actually to serve
the death instincts" (63). The matter of exacdy how is left unresolved
in the closing chapter VII of Freud's problematic work. O n e wonders
what might be the force of excitation, apart from outside stimuli,
which actually keeps the psychical system from closing down. Freud's
theoretical fiction about that "beyond" to pleasure contains its own
black hole. It is difficult to come to an unambiguous formulation of
whether death instincts are modes of aggression or primitive, prelibidinous instincts. Freud's articulation of the death instincts is multivalent and ambiguous. His term does not necessarily define a force
which is purely destructive.
The contradictions in Freud's thinking do not escape Laplanche
and Pontalis (1988: 102). They draw attention to the fact that Freud's
theory of the death instincts articulates an underlying principle for
"instinct" itself, which is to bring life back to its "earlier state" of
"repose" (1988: 102). Laplanche and Pontalis capture the rub of
Freud's theoretical problems. They point out that for him, the "death
instinct is postulated on the basis of facts which supposedly run
counter to the principle in question" (102). Furthermore, they cite
another passage in which Freud makes a clearer and more functional
distinction between death instincts and Eros. The aim of the latter is
"to establish even greater unities and to preserve them thus - in short,
to bind together" (SE XIII: 148). In contrast, destructive instinct aims
to "undo connections and so to destroy things" (148).
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I will retain this more straightforward contrast between Eros
and Thanatos to further explore my concept of rapture, and to clarify it
next to the notion of compulsive behaviour resulting from the experience of survival. The notion of an Eros which binds parts together is
closer to my notion of a rapture which enervates the web that binds
and increases the connections between parts than Freud's notion of an
Eros which brings life and psyches or texts, for that matter, into a state
of quiescence.
Equilibrium is not a force governing the relationships of textual
intimacy between Daniel Deronda, The Waves and Mrs. Dalloway. Woolf s
novels increase the textual conduction generated by the nineteenth
century forerunner. Winterson's novel is left to balance and redistribute the energies of the web, taking on the historical traumas
which its ancestors have bequeathed. Septimus suffers from shellshock in World War I. Bernard in The Waves makes a statement which
can be read as prophetic of the trouble brewing in pre-World War II
England. He declares that "the canopy of civilisation is burnt out"
(255). In Gut Symmetries, Stella's father is a refugee from Hitler's
Germany. Her papa commits suicide, though why exactly is a mystery
(1997: 171). In a later reference to Papa confronting the paradoxes of
God, Stella narrates how Moses wanted to see the face of the Creator
but was warned that this could lead to death (178). The reference to
Moses is pertinent. In Eliot's novel, Mordecai carries the trauma of
Jewish history as does Stella's Papa. Daniel Deronda uses modernism to
bring an alien culture with its history of death and survival into the
context of Victorian realism. Eliot's novel makes Mordecai into a
spiritual character steeped in the Kabbalah. The nineteenth century
novel also quotes cutting-edge ideas in physics such as Helmhotz's
concepts about energy vortices. 6 In Gut Symmetries, Stella's Papa,
himself an exile from Hitler's Germany, is steeped in a study of the
Kabbalah and quantum mechanics (1997: 75-94). An implicit connection is thus made between Papa's association with his people's history
of survival and the spiritual and scientific knowledge which is his
passion. Like in The Waves, all the character-bound narrators are closely
associated with the death of Percival. Given the definition of trauma I
have already established, I am not arguing that the six character-bound
narrators of Woolf s novel are themselves traumatised by catastrophic
experiences which they have survived. Yet the technique of The Waves
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is metaphorical. Percival's death leaves a gap, a type of black hole in
the narrative universe of the six characters, and it is confronted as
though it were indeed an event which they might have survived. The
issue is less that the characters are themselves traumatised but that the
text contains lacunae which produce representational problems. These
are challenged through language, and one which is associated with the
wave theories of modern physics which weave their way into the novel.
With the exception of Mrs. Dalloway, all the novels in this chapter interconnect the themes of death, trauma, science and survival.
In her excellent reading of Beyond the Pleasure Principle and Moses
and Monotheism, Cathy Caruth argues that the experience of trauma is
closely linked to the subject's realisation that she or he is a survivor.
Caruth traces Freud's examination of dreams in traumatic neurosis
(1996: 64). As she points out, he noted that patients awoke from their
dream into yet another "fright." Caruth follows Freud's idea that the
fright is a means of helping the traumatised subject to grasp what he or
she could not master at the time of the awful event, namely, the "threat
of death" (Caruth: 62). In a subtle twist on Freud's theory, she argues
that compulsive behaviour is motivated not by an urge to re-live the
traumatic event, which cannot be grasped anyway, only for the reason
that "trauma consists not only in having confronted death, but the very
incomprehensibility of one's own survival" (64). Paraphrasing Freud,
Caruth states that "Life" is an "awakening out of a 'death' for which
there is no preparation" (65).
Caruth's re-theorising of Freud is helpful in reading Septimus'
pantheistic determination that trees are alive and love is universal
(Woolf 1998:193). The text's free indirect discourse between external
narrator and Septimus notes that after returning from the War he did
not consider himself a casualty: he was "still under thirty and was bound
to survive' (113, emphasis added). Yet ironically, following Caruth's
principle that trauma is a reminder that one has survived, to be thus
reminded requires approaching again those moments of death. Just
before his suicide, Septimus experiences an entirely contradictory state
of not "wanting to die" while declaring that he will "give it to you,"
namely, he will hand over his life to what might be his doctors, wife,
Evans or even the reader (1998: 195). Paradoxically, to be made aware
of one's survival may risk the death that was once confronted. Caruth's
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remark about the "origin of the drive," that is the death drive, is noteworthy. She suggests that this origin is "precisely the experience of
having passed beyond death without knowing it ... the failing to
return to the moment of its own act of living, the drive departs into the
future of human history" (1996: 65). Thus the drive continues its
traumatic passage. Caruth carefully emphasises that not only are traumatised subjects grasping the unspeakability of their own survival and
constantly confronting the origin of all their distress, but that the death
drive, "failing to return to the moment of its own act of living,"
continues to move into futurity (65). Caruth delicately teases from
Freud's troubled book the notion that trauma involves a painful coming to a state of life. She underscores how the sufferer can hardly grasp
her own survival. This aspect of "coming to a state of life" I will
explore as a state aided by rapture. Thus rapture is a facilitation which
seeks out the origins of traumas to submit them to a working-through.
Spun into operation is the endless process of repetition.
Caruth emphasises that a study of trauma's repetitions is also an
analysis of historical trauma (67). The violence of the past returns. Her
reading of Freud's Moses and Monotheism links the account of the "fortda" game with the ongoing movement of Jewish history as one of
return and departure (1996: 65-67)7 To survive means to depart. In
her analysis of Moses and Monotheism Caruth underlines Freud's analysis
of the murder of Moses as enacting a traumatic separation from the
father (69). She draws attention to Freud's interpretation that Christianity's acts of violence against Judaism can be read as instances of
Oedipal rivalry. T o be Jewish and therefore to be chosen requires what
Caruth describes as the "unending confrontation of the violence of the
past" (69). In terms of textual traversal, when a novel returns to the
provisional origins of its narrative, this turning back can be read as an
attempt to confront the violence of that past. The traversal back can
also be considered as being aimed at binding those affects which send
narrative subjects into painful awakenings. Violence and the experience
of being shocked into life are phenomena which certain levels of the
narrative attempt to master and repress. But the mastery is challenged
by the rapturings of the text's quest to break new ground.
Chapter 52 of Daniel Deronda directly follows the scene in which
Deronda parts painfully from his mother. The chapter contains an
eccentric letter from Hans Meyrick to Deronda. In it Hans Meyrick
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refers enthusiastically to Mordecai as a "sort of philosophical-allegorical-mystical believer" (705). Allegory, philosophy and mysticism can be
described as areas of knowledge which reflect on history. Furthermore,
Meyrick makes a riddled comment about "the present causes of past
effects" (704). As I have explained, Mordecai forms a bond with
Deronda which does not fit into the rubric of father with son. Rather,
the feminine qualities of their intimacy with each other carry the
qualities of "maternal transference" (Chapter 40, 553). The causes of
the present in the form of maternal intimacy can heal the past effects
of traumatic violence implied through a sexually aggressive and
Oedipal bond with the father. Men connecting to each other through
feminine identification can still produce a sense of belonging while
lessening the trauma produced through Oedipal violence.
In The Waves, the loss of Percival as a loving presence causes the
surviving friends to bond more closely in remembering him. The
violence of accidental death tightens the links of Bernard's phrases
around and through his friends, leading him in his final soliloquy to
once more invoke the past. O n the novel's last page, his confrontation
with the figure of Death is to be "unyielding" and life-driven to the
end (256). Gut Symmetries carries this energy with similar defiance,
enabling dead fathers to return and rescue their daughters (208-209).
The Jewish Papa saves his daughter Stella from death at the hands of
her husband Jove. The ghostiy Papa from a parallel universe does not
kill Jove, whose very name signifies father of the gods. Another ritual
death is not repeated. Violent affects are abreacted through a text
which re-works the traumas of the past through the intervention of
modern physics. Science becomes a key to traversing the narrative of
trauma and the theoretical trauma of fiction.
As I will explore in Mrs. Dalloway, references to Greek gods and
to a rustic prehistory constitute a past to which the novel at moments
strives to return. The trauma of World War I may be an aggregate of
earlier acts of barbarity against Nature. The mythical level of the "remembered" text is the corollary to Septimus' scrambled recollections
of the battlefield. These become the metaphors and metonyms which
bind Mrs. Dalloivajs web. The Waves interweaves mythical, occult and
scientific knowledge to traverse the core of identity. Death shocks this
core into a state of rapture which facilitates an unravelling of the ego
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so that its filaments bind with others. As Bernard asks in a question
which hovers between modernism and postmodernism: "how describe
the world seen without a self?" (247). For to do so is to overcome all
projections and, therefore, to reach the idealised end-point of traversal.
In Gut Symmetries, Alice notes that "Perhaps some things take more
than a single lifetime to complete. Perhaps I too have begun to imagine
more than can be seen with the instruments we as yet possess" (218).
Achieving this may be a fantasy, but the dream remains.
All the novels in this chapter offer narrative accounts of how
death as a destructive and entropie force producing its legacy of
traumas can be confronted. The modernist web of Daniel Deronda can
be read as an attempt to address the Jewish trauma of exile. Mrs.
Dalloway pushes the limits of this web one step further to examine the
predicament of metropolitan citizens exiled from within the oppressive
territory of early, twentieth century Capitalism. Between Daniel Deronda
and Mrs. Dalloway, then, is the intimate knowledge that the traumas of
displacement can be shared between different ethnic and national
identities. The pantheism which Septimus envisages is by definition
pre-Christian, evoking a mythical time before the mechanised nightmares of modern war with all its carnage of Oedipally motivated
murder. If The Waves offers a narrative means of healing trauma
beyond its two precursors, it is through a textual performance of losing
the ego and breaking to pieces the human imago. If trauma is
produced by the overwhelming rapture of recognising survival, the
disentangling of the ego would allow that rapture to be conducted into
a variety of others, thus easing the tension to a state of equilibrium.
Gut Symmetries takes on the burdens of narrative trauma from all these
precursors, producing a character reminiscent of Eliot's Mordecai and
experimenting with the character narratives of The Waves. Death is not
vanquished. But Winterson's novel traverses its intimates by receiving
from them an aggregate of textual strategies to encounter Thanatos.
W e S h o u l d D i e E x c e p t for D e a t h 8
To discover more about how rapture encounters death, I turn to Teresa
Brennan's article "The Age of Paranoia." Here she interrogates the role
of the "Life" and "Death" drives as they forge our cultural and physical
environments. 9 She takes her cue from Lacan's statement that the last
three hundred years have comprised the "ego's era."10 Brennan examines
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how this ego operates. Her starting points are some serious social and
psychical symptoms of our time: the instant need for gratification and
the quest to conquer Nature with the same aggressive impulse as the
infant at the breast (29-25).11 From Lacan, Brennan sets up the notion of
a "transhistoncal fantasy" (1992: 21). This defines a psychical structure
forming new pathways which shape our contemporary experience of
"reality" (21-29). Her conceptualisation of the "Life" force aids me in
the further development of my term rapture.
Brennan focuses on what has pu2zled psychoanalysts: the
problem of how new pathways are forged and which of the forces Death or Life - are most influential.12 Brennan counters the notion that
the Death force is solely one of inertia by offering the example of the
embryo. In utero, there is no break between need and satisfaction. This
state presupposes a "timeless" experience which also precludes any
cognisance of space-time dimensions (35-36). As soon as the embryo
becomes an infant, resistances are put into operation. A sense of temporality emerges from a sense of cause and effect, and necessarily, a gap
between need and its satisfaction. Thus does fantasy come into play.
Brennan argues that human history has been living with a
"transhistorical fantasy" which has consequences for daily life, for the
environment and for the manner in which we experience space and time
(30). The ego's fantasy will encounter "points of resistance" (36). These
will occur not just in terms of the reality principle, but because of the
ego's "own hallucinated responses" (36). These find form, Brennan suggests, in capitalism's financial and psychical investment in "commodity
values" (36-37). When the Nirvana principle comes into play, energy is
bound. Likewise, the stuff of infantile fantasy becomes bound into
commodities. Trees are cut down to be made into tables. T o aid not just
our "realistic" needs but also our ego's hallucinatory longing to have
more and more, the Life force becomes gradually frozen. My more
extreme interpretation and hence addition to Brennan's position is this:
the engines of free enterprise behave like avaricious infants pursuing
omnipotence at the global level, cutting up environments, animals and
populations along the way. Brennan's example of people kicking vending
machines draws comic attention to the ever intensifying expansion of
the transhistorical fantasy (39). The more quickly longings are satisfied,
the more quickly demands for their ever more rapid fulfilment grow.
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What develops is a vicious cycle on the global level. The
perpetuation of commodities increases the "points of resistance." Not
only does this deplete the Life force - more trees are being cut down
than can be replaced with the attendant threat of global catastrophe - the
proliferation of pathways means that there is more space to conquer (3840). Put alternatively, the greater the territory claimed, the harder it
becomes to break even more new ground, and hence what dominates is
a sense that the space to be pioneered becomes even more elusive. The
results of the drive towards ever greater mastery of the environment
could be potentially lethal. The world's resources and ecosystem become
increasingly imperilled. Governments and populations repudiate the
existence of the threats to global survival. Before its time, thisj?« de
millénniel crisis is prefigured by Septimus Smith in the century's first
decades.
His extreme reaction to the Life force under threat offers a key to
understanding how rapture contributes to aiding the Life force. Septimus
does not distinguish between his own flesh and that of trees, which are
"alive. And the leaves being connected by millions of fibres with his own
body" (1998: 28). A Greenpeace campaigner before his time, Septimus'
indirect discourse states the slogan: "Men should not cut down trees"
(31). Connection with Nature becomes indexical with the experience of
trauma and an intimacy with the deceased Evans. He is indexical with
Nature by being amongst the dead who reside between the trees which
stimulate Septimus' pantheism (Woolf 1998: 31). Listening to sparrows,
he imagines that these birds "sang in voices prolonged and piercing in
Greek words, from trees in the meadow of life beyond a river where the
dead walk" (31). This euphoria takes place before the visitation from
Evans and at the same time, provokes it. Septimus' narrative of birds
who speak Greek is his own theorising of an alternative world in which
he espouses a life of rapture rather than submission to the daily grind.
The key to this fiction is the ghostly Evans who becomes the icon for
the violence of modern warfare which eats into the modern psyche. The
path-breaking task of Mrs. Dalloway is to traverse Septimus' theoretical
fiction and thereby integrate it into the textual web which can bind ptehistorical time with modernity.
The prehistorical level of Woolf s novel is figured through a
compulsive return to historical origins. According to J. Hillis Miller,
Mrs. Dalloway performs a "raising of the dead." 13 He implies through-
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out his essay that this task relates closely to the novel's technique of
omniscient narration, reminiscent of novels such as Middlemarch. He
suggests that the effect created is of a "universal, impersonal mind"
binding characters together (51). The universal mind connects together
different temporalities. The trauma of history (World War I) and of its
victims (Septimus Smith) summons a pantheistic underworld, its gods
and ghosts - the minds of millennia. The ghostly Evans could sojourn
in Hades. Septimus acts like a clairvoyant for the dead soldier: "Evans,
Evans, Evans - his message from the dead; do not cut down trees; tell
the Prime Minister. Universal love: the meaning of the world" (193).
Eros as "universal love" is metonymically linked to the perpetuation of
the Life force in trees.
But Eros alone as a force bringing only pleasure, unification and
discharge to some pre-Oedipal, prehistorical state is not the only element
in Septimus' Arcadian vision. The first four letters in the name "Evans"
could be the prefix in "Evanescent," meaning one who is here only
temporarily. He is thus symbol and icon of mortality. In an iconic
function, the ghostly soldier is no longer just a persona. More than this,
he becomes a representation of a traumatic death on the battlefield
(1998: 112). Yet Evans is less a personification of death than an icon of
the Life force. A personification of Septimus' trauma, Evans is the
imago and icon of what Septimus has not succeeded in workingthrough. Until the moment of his suicide, the only way for him to
confront trauma head on, is through rapture. Textually, Evans is a
troubled forger of paths between textual sites through interior monologues, aiming at a "universal" and binding mind which is denied rest.
Yet the movements of the Life force are constantly under threat.
What Brennan terms the commodity fantasy has also made its marks on
Septimus' pieces of paper.
Diagrams, designs, little men and women brandishing sticks for
arms, with wings - were they? - on their backs; circles traced around
shillings and sixpences - the suns and stars; zigzagging precipices
with mountaineers ascending roped together, exactly like knives and
forks; sea pieces with litde faces laughing out of what might perhaps
be waves; the map of the world. Burn them! he cried (193).
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Shillings and sixpences are indexes of capitalist exchange and consumerism, here evacuated of meaning into form alone. Knives and forks
serve likewise, imbued with the quotidian. The passage suggests that
Septimus has been using sixpences as drawing implements to help him
make sun and stars, or in other words, to draw the cosmos. Followed
by Brennan, Lacan asserts that the age of paranoia emerged from the
seventeenth century. From this premise it follows that the destiny of
the ego has emerged from revolutions in paradigmatic knowledge. In
the seventeenth century, knowledge from a holistic body of study split
into separate disciplines - mysticism on the one hand, epistemology as
science, on the other. 14
Citing Benjamin's celebrated passage on the attitude of the
ancients towards the universe (which I will quote below), Brennan
implies (by way of Klein) that epistemology finds its analogue in the
three following areas: a loss of wonder in the magical dimension of the
cosmos, a desire to cut up the mother's body, and a will to power in
order to dominate nature. In Septimus' scrambled drawings, the
reference to mountaineers is an index of the determination to scale
heights and beat nature. War is also an attempt to gain mastery. By
destroying the world on paper, Septimus could be endeavouring
symbolically to awaken the dead and remind everyone that they are
alive and surviving. Feeling such a state of invigoration precipitated by
the hypothetical yet rapturous gesture of burning the drawings,
Septimus invokes the world to be shocked into redemption.
Other narratives of Septimus' sufferings on the battle-field are
not available. He commands everything to be burned. This could be
interpreted as an invocation to destroy the childlike drawing game
which perhaps has acted in a manner akin to the reaction-formation of
the fort-da game. But one point I would add to Freud's concept is that
the game's narrative subject remains enclosed within its own mis-enscène. T o destroy the game might herald a departure to other spaces. I
suggest therefore that Septimus' gesture to burn the cosmos is also a
longing to discover new worlds from which he could break new
territories and pathways to redeem the battle-field. Any such breaking
of new ground constitutes an innovation to defy trauma. Its territory
has neither roads nor signposts. T o traverse trauma, to attempt to
salvage some small terrain to signification requires, paradoxically, a
rapturous and iconoclastic act which involves destruction.
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This reading of Septimus' confrontation with his trauma offers
a parable for the crisis borne by modernity. The piece of paper with its
child-like methods of drawing a cosmos is the screen not just for
Septimus' trauma, but that of modernity. To clarify I will quote an
excerpt from Benjamin's " O n e Way Street and Other Writings."
Though Brennan also takes this as her starting point, I will deploy
Benjamin's ideas about the relationship between humans and cosmos
somewhat differently. He accuses the moderns of being short-sighted
in faikng to take seriously their predecessors' state of "ecstatic trance"
when contemplating the cosmos. Should such bkss be denied, the
quest for such passion can return in the "spirit of technology" and its
propensity for tunnelling into Mother Earth. During the Great War,
states Benjamin, what was once a sense of wonder in the cosmos
cannot be effectively denied. Instead, experiences of awe incarnate in
"electrical forces" and "high frequency currents" (Benjamin, 1997).
While Benjamin implies that there may be utilitarian advantages
in the approach of the moderns, exploitation of the environment is a
consequence. Septimus' scribblings capture the complex link between
technical reproduction - as in his drawings - "designs" and the magical
experience of the cosmos - "sun and stars." Some of the stick people
Septimus has drawn may possess wings. Perhaps they are angels.15
Septimus' drawings thus serve as a complex and profound image of
cultural history, the mystical a-syntactically embracing the technological
in a bizarre chiasmus of clauses.
These clauses, their construction of the stick-drawing and
metonymical reference to a traumatic break in history serves another
important function. Ernst van Alphen's analysis of "holocaust effects"
in the work of Armando, draws attention to the function of indexes
(1997:126-139). Van Alphen explores how Armando's work
"encircles" the unspeakable aspects of war, and how it does so by
"voicing, or representing, what is contiguous to it, what touches it"
(127). Van Alphen uses the image of a footprint - a "trace" which
indexically refers to the one who made it, but one who is no longer
present. Septimus' stick drawings are indexical of battlefields in that
the light flashes from bombs and fire would have make a "starry" sky.
The drawings are also symbolic of a cosmos in crisis. As indexes, the
drawings act as the traces of life-threatening experiences and the
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historical upheavals which produce them. But by virtue of being
indexes, these drawings underline the unspeakable quality of what
Septimus and civilisation have survived.
Perhaps the trauma of history which hurtled the ego into its age
of paranoia was, to borrow Christopher Hill's phrase, a reaction to the
violence of a "world turned upside down" by the Copernican revolution and the epistemological transformations which followed. 16 The
days of "ecstatic trance" will be repeated and remembered in the
confused workings-through of the traumatising war. Between magic
and epistemology a traversal aimed at wedding the two can be read
between the lines of Septimus' scrambled codes of metonymy. But the
interconnection between the two opposing disciplines, magic and
science, requires new pathways to be forged. For these routes to be
made rapturous requires that fresh connections between the disciplines
can emerge. These links are the pioneering roads which break-through
and illuminate the murk of trauma. Septimus' scribblings are a
response to the quotidian aspects of twentieth century life as points of
resistance. These ossifying knots have been produced by the entropie
grip of Thanatos. Septimus' invocation to burn all his papers is a
dramatic call to re-theorise and "re-rapture" the transhistorical fantasy.
For if this fantasy should turn to a deadening myth instead of a
dynamic fiction open to cultural re-fheorisation, then Thanatos will
win.
T h e r e is a n E m b r a c e i n D e a t h
In a tone reminiscent of Beyond the Pleasure Prindple, J. Hillis Miller captures the danger inherent in the quest for communion. "The realm of
union," he notes, "is a region of dispersion, of darkness, of indistinction, sleep and death" (1993: 51). When Woolf likens the writing
process to tunnelling through underground darkness, she refers to
wanting "humanity, humour, depth. The idea is that the caves shall
connect" (1953: 59-60). T o follow Miller's notion of minds connecting,
the tunnels could be read as symbolic of identities, themselves made of
complex sub-tunnels connecting to others. Passageways can link
together without collapsing into each other. H u m a n psyches can cross
through and over each other without actually merging.
Miller's concept is similar to but different from Silverman's
model for making the gift of love active. She has argued for the psychi-
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cal activity of idealisation without identification. As the tunnels meet,
characters might exchange elements from each other. But they then'
move forward, maintaining their idiosyncrasies. W o o l f s parable, then,
suggests an activity in which the narrating identities so produced can
intersect. Yet paradoxically, these identities disappear into and separate
from each other through ever-changing causeways. If certain pathways
become too trodden, these siphon off the rapture which would otherwise pioneer new plateaux. The transhistorical fantasy is symbolised by
an ossified cave. The interaction between Clarissa and her focalizaton
of Septimus' suicide can be read as symbolic of stagnations reversed.
Tunnels meet and offer each other new possibilities of formation.
What follows below is an examination of Clarissa's imaginative
encounter with Septimus. Her fiction-making of his death and her
theorising of its causes and effects dramatises the reversal of the
transhistorical fantasy and the commodity fixations which perpetuate
it.
Without ever meeting the living Septimus, Clarissa narrates her
version of his death in a manner which suggests her vicarious involvement. At "first" reading, her tactics may appal. In fact, her act of
"intimacy" might be replaced by the term "appropriation." This procedure occurs between a society hostess of the upper classes and a man
from the lower middle-classes who was hired as canon fodder. At her
own party, Clarissa hears from the Bradshaws the loose narrative of
Septimus' suicide (241). She absorbs the event's after-shock: "her body
went through it, when she was told, first, suddenly, of an accident; her
dress flamed up, her body burnt" (241). It is curious that she should
conflate what is in fact an event of human impaling with one of
burning. Her own anxiety at the power of her own rapture is symbolised in the recurring line "Fear no more the heat of the sun" (1998: 11;
244). 17 What she ingests from the shocking narrative produces epiphany: "Odd, incredible; she had never been so happy" (243). Clarissa's
interior monologue betrays a lack of sentimentality. Her thoughts
admit the brutality which accompanies her embracing another's tragic
destiny.
^ The experience might be interpreted as idiopathic identification.
But Clarissa does not ingest Septimus' entire identity. What she
absorbs and re-constitutes are shock-waves from a traumatic event.
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The moment of furore sounds when Big Ben strikes. Clarissa continues in her role of artist, assembling her materials, that is, her guests.
Assuming control, she both fuses and separates from the ghost of
Septimus. "She felt somehow very like him - the young man who had
killed himself. She felt glad he had done it; thrown it away while they
went on living" (244). Because he has done so, she has grasped the
opportunity to exhort her own rapture. She sets a flame to her own
psyche without running the risk of reducing it to cinders. Septimus, in
contrast, went all the way. Clarissa has orchestrated her own session of
acting out and working-thro ugh. She has achieved this by producing a
narrative of her own in which she is also one of two main characters.
Clarissa acts out on Septimus' behalf. In doing so, even though after
the fact, his traumatic experience will be submitted to an elegiac
working-thro ugh.
It is possible to frame a reading of Woolf s novel which tells a
tale of class exploitation, even in the field of the psyche. Next to this
interpretation I will assert one to contradict if. the aporia set up
between conflicting frames offers a third analysis carrying aspects of
those which are otherwise at odds. Gillian Beer intimates the
possibility of two contra-distinguishing analyses of Mrs. Dal/oipay's
climactic sequence. Beer is well aware that the reader might, like me,
feel "affronted" by Mrs. Dalloway's appropriation of Septimus' suicide.
Beer asks rhetorically, "who is she, society hostess, to claim the life of
a shell-shocked, lower-middle-class person, to perceive his experience
as somehow her own?" (1996: 55). Beer defends the text's choices
thus. A sense of outrage so instilled might be an apt strategy for
confronting the reader with the very stereotypes the novel challenges.
There is a "kinship" at work, claims Beer, and one which "cannot be
measured by event, by class, or even by gender" (55). That a man of
vastly different experience can become Clarissa's double may indeed
be a testament to the novel's mission to question the assumptions of
its readers. The novel proposes, remarks Beer, that "separation may
even be the condition for recognising kin" (55).
This argument can be taken a step
separation bound together comprise a teasing
oxymorons figure the motivation behind the
agent of incandescence. Mrs. Dalloway reflects
Septimus has cast away.

further. Kinship and
impossibility. Yet such
quest for death as an
on and compares what
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She had once thrown a shilling into the Serpentine, never anything
more. But he had flung it away. They went on living (she would have
to go back; the rooms were still crowded; people kept on coming).
They (all day she had been thinking of Bourton, of Peter, of Sally)
they would grow old. A thing there was that mattered; a thing,
wreathed about with chatter, defaced, obscured in her own life, let
drop every day in corruption, lies, chatter. This he had preserved.
Death was defiance. Death was an attempt to communicate, people
feeling the impossibility of reaching the centre which, mystically,
evaded them ... There was an embrace in death" (241-242).
Kinships with social equals - Peter, Sally and those from Bourton - this
"closeness" can "draw apart." Social bonding alone is not a guarantee
of genuine communion or intimacy. Imagining this to be so involves
disavowing the "impossibility" of reaching some "centre" which
remains "mystically" out of reach. Communication without rapture
produces "chatter," a quotidian point of resistance to an incandescent
web. But if libido transforms into its rapturous aspect, it can facilitate a
binding between psyches, and one which goes beyond superficial
socialising, working-through can be achieved. At the same time, the
bonds which emerge refuse to escape the facts of class separation.
Clarissa's moment of illumination that there is an "embrace in
death" offers no easy solutions. Taken too far, rapture can provoke its
opposite force, Thanatos. The result is oblivion. Septimus goes this far.
But before the illuminations of rapture paves the way for the Grim
Reaper, the veil over the mystical centre can open evanescentiy. T o go
straight into the trauma would be the equivalent of working it through
entirely. But this cannot be done. Trauma is defined as precisely that
which cannot be entirely seized, represented, cracked open. If all its
secrets are ransacked, then by definition, trauma as such no longer
exists.
Here, a comparison to Conrad's Heart of Darkness is relevant.
Kurtz faces the ultimate in annihilation, horror, nothingness and dies.18
Marlowe comes close, but pulls back from the precipice of complete
psychical disintegration. For Clarissa, a death which "embraces"
implies one which works erotically. The pilgrimage towards a "centre"
is made towards the "heat of the sun." In other words, the journey is
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towards a heart of brightness. Septimus surrenders himself entirely to
the oblivion of rapture, which produces death, while Clarissa utilises
rapture, metaphorically sensing her dress in flames yet preventing the
flames from going further. It is rapture which enables Clarissa to
sympathise and even idealise Septimus without identifying with him.
Hence rapture, the companion to "Death" as Clarissa theorises it,
forms a fiction which parallels Silverman's model for making active the
gift of love.
Through Clarissa's character-bound narration emerges a theoretical fiction. It confronts and subverts the transhistorical fantasy.
Mrs. Dalloway throws away a sixpence, Septimus a life. The point is
not that Septimus' life is cheap, for to interpret the passage thus would
be to take the sixpence as iconic of the character. The coin is an object
of exchange. It is part of the system of commodity values whose
macrostructure, according to Brennan, freezes the Life force.
Septimus' doctors aim to cure him because he should play his role in
society. In their terms, he should pay his dues to the symbolic order.
Yet in World War I, a human life was as expendable as a sixpence. Life
is frozen into commodity values which can be trashed as easily as they
are utilised.
The rapture that motivates Septimus Smith does quite the
opposite. By throwing away his life he throws away the sixpence, the
icon of the symbolic order. Thus Septimus meets that symbolic order
with defiance. Septimus' last words before flinging himself onto Mrs.
Filmer's railings are "I'll give it you!" (195). This may read in contradiction to his sense, a few sentences earlier that "Life was good. The
sun hot." But disenchantment with "life" is not the issue. A life
deadened by the insanities of modernity is. Defied is the Thanatos
which inhibits the active gift of love. The "you" is not necessarily
Evans nor Septimus' wife. The "you" could be read as a sign for the
reader. Septimus' sacrifice is a rhetorical gift, an action as speech act
exhorting the reader to defy an oppressive materialism, to let, in short,
the Life force in. Ironically, when the rapturous drive is unmediated, as
is the case with Septimus, mortality is the outcome, even though
rapture is that which opposes the death instinct. Unlike Septimus,
Clarissa becomes the catalyst for the text's traversal between death and
rapture, between still points of resistance and the flow of current
which gives Mrs. Dalloway its political momentum.
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In her imaginative construction of Septimus' suicide Clarissa
ponders the reasons why he should have sacrificed himself. As she
does, she inscribes her own traversal in a way which fundamentally
reflects on the larger traversais of W o o l f s novel. I would term
Clarissa's miniature traversal a theoretical fiction. Her narrative
provides a theory of how traumas can be approached. The text imaginatively draws its audience into engaging with the symptoms of
troubled modernity. The novel does so by weaving us into a prehistory
of sublimity and anarchy which shocks us into renewed recognitions
that we have survived. T o continue to survive, the destructive aspects
of traumatised culture require the mediations of rapture. The traversal
which is thereby achieved enables both text and reader to be bound
together in even greater signifying clusters. Thus is the cultural web
made more incandescent from the deadening shadows of trauma.

T h e Physics of Intimacy: Mrs. Dalloway

and The

Waves

Mrs. Dalloway s project of "distancing and merging" minds, to borrow
Miller's phrase (1993: 55) or what Beer refers to as the novel's "atomistic
gathering through its piquant vignettes of people, its record of pathways" (1996: 56) is pushed to further frontiers in The Waves. Percival,
Bernard, Jinny, Susan, Rhoda, Louis and Neville are more than
vignettes, each growing into their own particularity. Percival loves
Susan, Neville's passion is Percival. Bernard the phrase-maker marries
and has a son. Rhoda commits suicide. Percival is an object of idealisation, a blank page onto which the others inscribe their dreams and
aspirations. His death leaves an abyss, a site of trauma.
The characters are separate, idiosyncratic but, in contrast to
Mrs. Dalloway, the challenge to any notion of " I , " of a notion of
identity which does not commune with a plurality of many possible
selves and temporalities, is unrelenting. Gillian Beer has drawn
attention to how The Waves absorbs and comments on W o o l f s reading
of physics. 19 Beer remarks that Woolf was acquainted with some of
Einstein's ideas. That energy and matter were interrelated, that the
solid table was a series of waves, was an idea most definitely in "the
air." Broadly speaking, wave-theory undermines the notion that
identities are at all separate.
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Here I will suggest that textual traversal in The Waves emerges
from a collaboration between the figures of physics and those representing identity as something kept in process by the rapturous aspect
of Eros. A phrase persistent within Mrs. Dallowaj's interior monologues
ripples back into Louis' direct discourse. For him, the endeavour to
claim "I am this, I am that," is "false" (117). For Louis, Percival has
been the one to reveal this. To identify the self as being a "this" or
"that" is to position subjectivity at a fixed point in a spatial field. When
positions become more mobile and more affect released, traversal
takes place because in the distance, between "this" and "that," stronger
bonds between subjects can be formed. As I will argue, this traversing
between adverbials binds rapture through the novel's discourses of
modern physics. Following rapture's traces requires teasing apart the
text's carefully mixed metaphors, thereby subverting and warping the
distance between "this-ness" and "that-ness."
Louis' soliloquy re-shapes the space between "this" and "that."
He ponders the force which binds together the six friends. H e
imagines a "chain whirling round, round, in a steel-blue circle beneath"
(117). The subtly mixed metaphor condenses the image of a blue,
electromagnetic field which conducts a whirl of energy with the image
of a "chain." The laser-like field would be perceived as continuous. A
chain implies a series of small units connected together. O n e interlaced
metaphor captures the idea of consciousness as having the properties
of being atomic yet continuous. Beer has suggested that in The Waves,
Woolf was interested in exploring the wave-like dimension of matter.
What interested Woolf, claims Beer, was the notion that a table could
be solid yet also vibrate with energy (1996: 118). T o this I would add
that the "chain" which also whirls with blue light signifies matter as
both particulate and wave-like. The chain is a symbol of twentieth
century science.
Louis will associate this chain with a "beast" (7). By way of
metonymie association this creature can be interpreted as a symbol for
fallen humanity. Humankind waits for redemption from the Beast of
the Apocalypse. The links in the chain connect back to the first
separation of humankind and G o d during the Fall. This mythical event
is the first traumatic break in the Judaic-Christian historical narrative.
Omens of destructive forces in the novel take various guises, shapeshifting themselves into the web of colliding qualities. For Louis, the
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"beast" is foreboding in that it "stamps" (7). However, the creature's
apocalyptic associations are tempered by its first incarnation in Louis'
mind. He describes it as an "elephant with its foot chained" (7).
Elephants have a reputation for having long, accurate memories.
Maybe the metaphor implies that what we repress they keep in mind.
The beast too has a long prehistory, associated with what Louis
digs out of the Nile from a thousand years ago. He finds "relics" of
himself which remind him of the "chained beast stamping" (109).
Intertextually, the image summons yet another incarnation of the
Beast, namely that of Yeats' poem "Second Coming." In this foreboding piece the evil force "slouches towards Bethlehem" and signifies
the Antichrist's millennial birth. 20 Just as Septimus Smith enacted a
miniature Armageddon with his drawings of stars and planets, the
theoretical fictions of ending in The Waves signify not just the apocalypse of Percival's death, but the larger historical trauma of a civilisation waiting for redemption. 21 The six friends, implies Bernard, and
that web of his phrases which binds them, comprise a cosmos. He
terms it "this globe, full of figures" (204). The last word can mean
figures as either characters or the ensemble of metaphor, metonymy
and synecdoche. Louis' Apocalyptic beast and harbinger of destruction
is figuratively weaving and unravelling itself through the web of
characters, and in turn, tropes. As Louis notes, the "chain" can "break"
so that "disorder returns" (122). In other words, without the "chain"
the cosmos falls apart. Yet if the chain does not break, if the old ego in
its "age of paranoia" (to recall Lacan) is not put through a "death,"
there can be no redemption, no shock back to life, no possibility of
enrapturing a world ossifying into deadening repetitions.
Just as matter can be constituted by waves as well as particles,
the web binding and being bound is that which simultaneously and
paradoxically both connects and breaks apart. The individual ego can
be shocked into a renewed sense of life through an unravelling of that
ego. The closing passage of The Waves links the event of an apocalypse
with the deepest layers of historical memory and, simultaneously, takes
Bernard through the cyclical renewal of self loss and self-becoming.
'The canopy of civilisation is burnt out. The sky is polished
whale-bone. But there is a kindling in the sky whether of lamp-light
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or of dawn. There is a stirring of some sort - sparrows on plane trees
somewhere chirrping. ..Dawn is some sort of whitening of the sky;
some sort of renewal. Another day; another Friday; another
twentieth of March, January or September. The stars draw back and
are extinguished. The bars deepen themselves beneath the
waves.. .Yes, this is the eternal renewal, the incessant rise and fall
and fall and rise again.
'And in me too the wave rises. It swells; it arches its back. I
am aware once more of a new desire, something rising beneath me
like the proud horse whose rider first spurs and then pulls him
back...Against you I will fling myself, unvanquished and unyielding,
O Death!' (255-256).
That which covers the world is destroyed, exhausted and is, simultaneously, associated with "whale-bone," the dead representative of a
creature living in the watery waves. The metonymie bindings between
the metaphor for the prehistoric (whale bone), the dark night of the
soul (Jonah inside the whale) text as textile (the canopy), the tree
(sparrows singing) and by implication, the lady who sits writing in the
garden (whom I examined in my chapter 4) become further mixed and
imbricated with Bernard's identity. " H e " dissolves and arches in water.
The character-narrator is taken apart and the filaments of his complex
subjectivity finally connect to the novel's final reference to Percival's
horse from which he fell and died. This event was the death which
produced the trauma around which The Waves has spun its phrases.
Here is a marvellous example of repetition compulsion which
will conjure the original loss, the loss of the loved one, so as to
vanquish it. Bernard will brave being Percival, but this time he will not
fall from the horse which also has become intricately connected with
whales, canopies, quantum physics and trees. Bernard will joust with
death. By himself confronting the ultimate catastrophe he will come
close to achieving the ultimate rapture. In the novel's last line the
reader is left suspended, never to know whether he has succeeded. The
reader leaves him suspended at the moment of destruction and
redemption. The abyss of trauma and its threat of destruction looms at
the edges of the text. The textual quest to master death is figured in the
listing of adverbials which signify inevitably recurring events - the next
day, the next Friday, a date in March. Yet emphasis is placed on the
ebb and flow of the Life force, the conviction that when energy is
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slowed down, another dawn and another bird will bring rapture to
bear. T o invoke once again Brennan's notion of "still points," those
moments of slow-down and freeze are inevitably dissolved by the next
arching wave and the rapture it conducts. The apocalyptic moment of
"stars" which "draw back and are extinguished," which links the
notion of cosmos to textile through the phrasal verb "to draw back,"
will only be temporary.
The figure of Death w h o m Bernard will challenge may indeed
not have a single identity to kill. Bernard is bound together by so many
metaphors defying the here and there, the this and that. " H e " is very
much a field of metaphors acting as pathways and strands. T o pin
down Bernard, to fix him into a character vulnerable to mortal death
would be a daunting task indeed. H o w does one kill a wave which is
both everywhere and nowhere?
My response to this question poses a quantum logic. Though
dead, Percival continues to effect an intimacy of influence on all his
friends. The individual dies, his wave-form permeates and spreads
through subjects and temporalities. Such a paradox finds an analogue
in my double-framed reading of Mrs. Dalloway. My first interpretation
rendered her a dilettante exploiting the tragedy of a man she has never
met. My second, in the wake of Beer's reading, argued that a ruthless
though non-idiopathic bonding does take place in Clarissa's imagination. Septimus' act is idealised though not identified with beyond a
glimmer of productive recognition. Between the frames emerges yet
more. Taken together in the spirit of quantum logic, a richer domain of
interpretation evolves between these two frames. Even when subjects
idealise without identifying, a moment of ingestion may be necessary.
It may be possible to take a bite out of another without ingesting her
whole. It might be equally true, that the two opposing frames above do
contradict each other.
That they should do so is symbolic on yet another level. Beer
ponders whether Woolf indirecdy explores physics at all. Beer posits
that the common danger for both artists and scientists of the thirties
was a movement towards "mentalism" and a "withdrawal from the
social fray" (Beer, 1996: 122). Moreover, Beer suggests that physics
gave Woolf a "chime" with which to sound both "communal" and
"universal" experience (1996: 123-124). T o me, mentalism implies
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over-intellectualisation. In Kristeva's terms, the poetic texts are
"revolutionary" in that they break down subjectivities. As these re-construct themselves, the field of signification can be enriched. Analytical
discourse, in contrast, keeps the "semiotic" (le sémiotique) in its place. 22
Put simply, the "mentalist" (not the academic) text can be overly
worked through, thus leading it into a state atrophy. Its "juices" so
repressed, detach text from social context.
What rescues a work from Beer's notion of mentalism is a
fluidity, a refusal to settle on any one frame. T o prevent this from
happening, a text requires more than a line-up of frames. T o bring
back Bal's term, it would require double exposures which refuse to
agree. Just as the dynamic of psychoanalysis is lively and fertile when
the two transferences (Chase 1987) creatively collide, so too is the
landscape of the text when interpretative frames refuse each other an
easy complicity. This tension between two movements finds its third
term in that which emerges from the abyss of trauma: the force of
rapture which never lets the text sleep. Repose is the antithesis of
traversal. In the final moment of Woolf s novel Bernard submits
himself to the cusp between Thantaos and rapture, an adventure which
belongs to that of the novel itself. The product is a legacy: an intimate
and rapturous thread which will help its successor, Gut Symmetries,
negotiate its way through the next set of abysses.
B e c a u s e I c o u l d n o t s t o p for D e a t h 2 3
I approach Winterson's Gut Symmetries much as I would her reading of
The Waves in the essay "A Veil of W o r d s " (1995). Winterson's
"analysis" put that word to the test in the Greek sense of "analusis"
meaning "to free." 24 Winterson eulogises the rapture in W o o l f s novel.
Without referring explicitly to the poetry of physics which resonates
throughout The Waves, Winterson describes the novel's words as "cells
of energy" (Winterson, 1995: 92). Impressively, their "relationship to
one another increases that energy but the circuit is only complete when
the book is taken as a whole" ^1995: 92). Winterson touches upon the
devices of "repetition" and "recurring imagery" (92). She relates
increased rapture with reiteration, going on to associate both with
"plundering" the stock of literary tradition.
What Winterson applauds in Woolf she sets out to do in Gut
Symmetries. This is one reason why I aim to explore Winterson's force-
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field of science and mysticism not just as narrative, but as an "essaynarrative" which can frame The Waves and Daniel Deronda so that they
both deliver meanings yet to be articulated. Furthermore, Gut Symmetries can be read as a project to intensify the "cells of energy." A theme
pervading Winterson's novel is alchemy. Certain alchemists believed
that their work was connected to the relationship between matter and
musical vibration. 25 When the composition of substances transmuted
to more refined forms, the alchemists raised the vibrations of matter.
The ambition of Gut Symmetries is to re-activate those strands
(metaphor for pathways) in the precursor's protean web.
By so doing, the strands could, in theory, bring the filaments of
the "younger" work to an even higher vibration. Whether this can, in
fact, happen will be the question resonating here. Intensifying the
energy cells of the existing parts of the textual web maintains the flow
of Eros. But the creation of new threads, the forging of connections
which have not existed or have been long defunct, is the process I
have termed rapturing. When a trauma is to any degree traversed,
when a portion of the fright to life can be bound, configured, signified
to lift the weight of that trauma, rapture is likewise at work.
Mitigating the burden of trauma can involve disentangling the
knots of resistance which support the self-involved ego. Woolf uses
the telling phrase that the novel she is conceiving is a "mystical" and
"eyeless" book. 26 Phonetically, the word "eyeless" suggests the pun "Iless'," or a state in which the dominance of the ego ebbs. Both the
state of being without eyes and that of losing the ego become assodated with the abstract adjective mystical. What is mystical, then, lies
beyond what can be visualised, be this fantasy or hallucination. The
mystical, therefore, cannot be part of the imaginary. Rather, the former
moves under and behind the latter. "Mystical" .is a sign pointing anaphorically through an entire signifying chain. At its end is a signified
buried deep in the primary processes, their terrain the unconscious.
Moreover, what is mystical is closely bound up with the non-representational aspects of trauma. While Woolf deployed the word "mystical"
to prefigure her plan for The Waves, in the novel itself the word is
avoided. The un-graspable signification is shrouded in metaphors. Of
his friends, Bernard reports:
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All had their rapture; their common feeling with death;
something that stood them in stead. Thus I visited each of my friends
in turn, trying, with fumbling fingers, to prize open their locked caskets
(229).
Through juxtaposition of clauses, this quotation metonymically
links rapture, death and what constitutes the hidden quality of signs,
signifiers and significations: an inter-linking characterised by a condensation which produces a figurative veil.
In Gut Symmetries, the mystical is neither shrouded nor
protected. Even though Winterson's essay of eulogy is entitled "A Veil
of Words," Gut Symmetries rips off the shroud. Put differendy, the
figures woven into The Waves through condensation and displacement,
second and third level focalisation, become heralded in the external
narrator's Prologue. As I already mentioned, this "voice" tells the
reader we are all made of Stardust and that Paracelsus taught us that
the "The galaxa goes through the belly" (1997: 2). That which is
"mystical," with all the word's occult connotations, is named and
concretised into chapter titles. Each comprises the name of a Tarot
card. "The M o o n " is a card signifying dream states and danger. Unlike
The Waves, where no life event is prefigured, the card stands at the head
of the chapter as an omen not to be missed. The Moon card signifies,
amongst many things, being lost in the dark and madness. Jove and
Stella will lose themselves at sea (165-169). The husband will almost
murder his wife. He will gnaw away at the flesh around her spine to
rescue a light hidden within - an embedded diamond (195).
Throughout Gut Symmetries, this jewel has been explicitiy associated with Kabbalistic light, wave forms, magic and the potential
powers of time travel. According to Alice's narrative, Stella's father,
Raphael, appears from some unfathomable dimension to save his
daughter's life (208). A character qualified by his "parchments, his
gems, his dark lit-up face" can also manipulate the boundaries between
parallel universes. Such a connection between shining stones and synchronous events may be less obvious in Daniel Deronda, but it can be
better illuminated using Winterson's novel as a frame. Eliot's novel has
its share of diamonds and occult events. Grandcourt's ex-lover Lydia
Glasher has received from him a diamond necklace. After his marriage
to Gwendolen, she receives from the enraged Glasher a necklace in a
letter with a curse inscribed (Book TV, Chapter 3 1 , 406-407). This
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incident may not have the qualities of divine coincidence undedying
the prefigured encounter between Mordecai and Deronda (Book IV,
Chapter 33, 436-437). But the external narrator's language, blended
with Grandcourt's focalization, provides a darkly prophetic statement
of a type which might be more characteristic of Mordecai. "In some
form or other ... the Furies had crossed his threshold" (407). The
curiously mystical comment would be out of place in a novel like
Middlemarch or even The Lifted Veil (1878), the novella in which second
sight is the theme. Furthermore, the image of each diamond scattered
on the floor connects indirecdy and negatively to the Kabbalistic
notion of souls joining together. In Jewish mysticism, souls are
repositories of light. Diamonds, too, are vessels of light. The fragmenting mass of light occasioned by the broken necklace is the
opposing motif to the aggregation of souls. Diamonds are symbols of
corrupted light and the deathly, cursed soul. They are inverted
signifiers of the intimacy between science (materialism) and mysticism.
They are reversed symbols of rapture turned into its deathly opposite,
the (non)-site of trauma.
In Gut Symmetries, the intimate bonds between science and
mysticism work through what is in both Daniel Deronda and The Waves
the profound quality of such connections. Winterson's novel pursues
the intimacy between science and occult. Her work sheds light onto
the murky terrain between these two disciplines as they have been
figured in the predecessor novels. In other words, Gut Symmetries
traverses the predecessors' webs. It does so by working-through the
mystical figures from the ancestor texts which these narratives left
untouched. In this sense, traversal requires two contradictory
processes. O n the one hand, old pathways, or old literary routes, need
to be shut down. When they are, unbound affect cannot vent its force
by following the habitual paths. O n the other hand, if these worn-out
lines are fore-grounded, then they can provide starting points for newly
emerging routes.
In W o o l f s novel, wave theory is implicated without scientific
terms or scientists ever being explicitiy mentioned. In Gut Symmetries,
quite the opposite occurs. The names of celebrated alchemists and
scientists and their theories are paraded throughout. The reader is fed
historical information about Paracelsus' notion of the synchronous
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connections between planets and human destinies, one notable line
being "As above, so below" (1). A variety of scientific paradigms are
aired, from the quantum mechanics of Neils Bohr to the Schrödinger
cat experiment (1; 3; 11; 12; 17; 97-99; 101-102; 103; 159; 160-162;
168; 191; 207-208). The novel often has the quality of an A to Z of
scientific theories. Studies in popular science have been a popular
genre throughout the 1990s. These books have provided inter-textual
sources for Winterson's novel. 27 Woolf read books on science by
James Jeans (Beer 1996: 113-114). In comparison to her predecessor,
Jeanette Winterson went one step further. N o t only did she read the
requisite literature on late twentieth century physics, but she had
herself tutored in university level mathematics and physics. 28
An intimate knowledge of quantum physics, for example, interweaves the interior monologues of all three main characters. Alice's
reference to quantum mechanics raises the question of how comparable passages from The Waves and Gut Symmetries can be used as frames
for each another. Examining the results reveals much about the function of traversal operating between the two novels. Alice's interior
monologue concerns itself with the possibilities of her father's afterlife
and the wave theories attendant upon him. As she interrogates this
scientific knowledge, so she dissects the predicament of human
identity.
A wave function spreads indefinitely, though at its farthest it is
infinitesimally flimsy. Theoretically, it is always possible, though
unlikely, to find my father beyond the solar system, his clustered
energies elsewhere. More obviously, my father seemed to be here, as
you and I are here, but we too can be measured as wave functions,
unlimited by the boundaries of our bodies ... My father, at the
moment of physical death, may simply have shifted to an alternative
point of his wave function (1997: 161).
Content-wise and syntactically, the quote repeats itself. Rather than a
syllogism, the final sentence is a close paraphrase of the second. The
discourse of abstract nouns and repetitions for the sake of clarity has
the quality of a popular science book. In contrast to these accessible
manuals with their non-poetic style, Gut Symmetries stages discursive
reiterations by performing the ebbs, flows and infinite reproductions
of the wave itself. The final sentence of the quotation carries a hint of
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bathos. The energy of melancholy is being excessively bound, if not
contained, through the discharge of an analytic rhetoric.
There is a curious sense of something affect-less, as though
entropy has set in. In the domain of discourse, the evidence of the
trauma can be traced through a series of ossifying repetitions. I would
recall too, Brennan's concept of "still points." Abstract nouns slow
down the sequence of clauses. The recurrence of the word "wave"
along with many nominal clauses has the effect of suspending and
freezing the flow of emotion.
Comparing the Winterson passage to Bernard's driven account
of his confrontation with Percival's death is informative. The tragedy
and shock of death send waves rippling through the prose. These
waves act to dissolve the daily sense of materiality which keeps in place
the quotidian. This project operates in the Winterson text. A similar
aim is pursued in Woolf s passage below, but is pursued to different
ends. Bernard refers to
the first morning he [Percival] would never see - the sparrows were
like toys dangled from a string by a child. To see things without
attachment, from the outside, and to realise their beauty in itself how strange! And then the sense that a burden has been removed;
pretence and make-believe and unreality are gone, and lightness has
come with a kind of transparency, making oneself invisible and
things seen through as one walks - how strange (226).
More images are condensed into single sentences. The first day without
Percival is alive with sparrows reminiscent of childhood. Clauses side
by side set up adjacent oxymorons. The toy would be attached but yet
Bernard is in a state of wonder, so cognisant for the first time of being
able to "see" without the normal clutter of projections. What occurs is
a bitter-sweet epiphanic moment. Simple exclamatory clauses such as
"how strange" carry the emotional charge in his focalization.
Here is an adult starded into the freshness of a child's perceptions. The wave-like quality of this brave new cosmos produces
"lightness" and a loss of ego captured in Bernard's sensation of being
"invisible." T o aid this, "pretence and make-believe" have gone. The
sham has been ripped away by the shock of death. This has released a
charge of new emotions. Here is an example of mortality precipitating
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a charge of rapture. Obviously, Bernard is not experiencing a fright
that reminds him he has survived a death. Bernard confronts not his
own near-escape from death but the pain of separation from a loved
one. He does not here experience the painful fright of re-living
Percival's death. W o o l f s passage reveals an awakening caused by a
rapture which shifts the subject's experience of strong affects from
suffering to ecstasy. The wave-like movements of the text enable this
modulation from pain to a euphoria which has begun to take place.
The textual strategies of Woolf s passage offer a form of poetic healing
to the text's symptoms of a traumatic break, around which the
narrative is woven. The intricate and poetic working-through achieved
by the text is a movement towards mending the textual web which was
damaged by the catastrophic event of Percival's death. The abyss is
submitted to a working-through, which in turn undergoes a further
transformation into epiphany, or what M.H. Abrams has termed in
poetry or prose fiction, the "sudden flare into revelation of an ordinary
object or scene." 29 Epiphany and the transformation of the "burden"
are linked to loss of ego and the re-generating of an incandescent web.
T o take these two passages together, that from The Waves and
from Gut Symmetries, and to use one as a frame for the other, is not to
argue that W o o l f s passage is somehow more charged and therefore
textually richer. What may pop into the field between the two frames
provides a pertinent insight into traversal. Bernard's epiphany involves
traversal in the Lacanian sense. The object of adoration is acknowledged as gone. The objet a has been surrendered. It is useful here to
combine Lacan's insight into what happens when the objet a is released
and Caruth's (1996) explanation about what happens to the death drive
as a result of traumatic experience. As she notes, the drive attempts to
master the awakening into life: "failing to return to the moment of its
own act of living, the drive departs into the future of a human history"
(65). Traumatic experience can be defined as the installation of the
death drive in the place of an objet a which is not relinquished. In
Bernard's epiphany, the moment of embracing the abyss passes on the
instance of awakening into elegy and exultation. Releasing the
supportive imago (Percival) is what allows the working-through of
language into an epiphany. This process will not remove the entire
burden of the trauma but can lessen it. Traversal produces the result

274

The Intimacy of Influence

that when the death drive moves forward into futurity, a portion of it
has been transformed into rapture.
Alice's interior monologue challenges Woolfian traversal. She
uses abstract discourse, not the charged language of dramatic projections. Yet between the lines of the extract is an unwillingness to let go
of the lost object. This reluctance makes her lines of mourning
arresting. She wreathes her father in knowledge. She places him in a
state of theoretical "deep freeze" with the conviction, she half avows,
that George is somehow immortal in the realm of quantum
phenomena. What evinces itself as a genuine passage of workingthrough in fact veils an acting out of the refusal of death. She disallows
the facts of death as an annihilation of all aspects of her father's
identity. T o do so she deploys a provoking metaphysical conceit
between science, emotion and death. In a sense, her father becomes
eternalised in a sophisticated manipulation of language, one which will
ensure Alice's compulsion to repeat such metaphysical conceits. The
poetic design of The Waves is not copied, but challenged. The intimacy
of influence between the two novels produces in the inheritor, a
strategy to keep repetitions alive. For if Gut Symmetries were allowed to
heal, by means of working-through too many of the predecessor's
wounds, then little might be left for the next heir to the narrative task.
Indeed, and in respect to novels yet to come, Gut Symmetries
may be holding back on specific textual performances. Stella notes that
frameworks are provisional (1997: 168). Yet the novel is pregnant with
myriad references to paradigms from seventeenth century alchemy to
the String Theories of late twentieth century physics. Winterson's work
becomes entrenched in the very terms it would deconstruct. Gut Symmetries sets up structures in the form of copious metaphysical conceits
which, to recall once more Cynthia Chase's adoption of Paul de Man's
terms, the novel disfigures to only a limited degree. Until the novel's last
page, the reader will find "the universe curving in your gut" (219). It
could be argued that the shifting movement from one paradigm (as
metaphysical conceit) to another, constitutes a "performance" which
draws attention to the provisional status of all models of thought. Yet
there is always a paradigm waiting to support the narrator. In The
Waves, Bernard at least had a go at charging into the abyss. He declares
"I have done with phrases." As I emphasised in my chapter 5, he
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pushed that attempt as far as he could. The cadenza to The Waves takes
the task of traversal and runs with it, even in the "face" of death.
Winterson's novel challenges this strategy. It does so by pitting the
narrative of human relations against that of quantum mechanics. In a
sense, the one is given the task of working-through the other. But if
this were to happen in its entirety, neither one of the novels would
qualify as a narrative fiction or theoretical fiction, both of which
require, in order to be propelled forward at all, a degree of compulsion
and a substance demanding working-through.
P a s t F i c t i o n s of P r e s e n t T h e o r i e s
In this section I will explore rapture between the frames, or more
precisely, the frame which Daniel Deronda and Gut Symmetries offer each
other. Winterson's novel can be used to establish new interpretation
which might otherwise lie dormant in the precursor's work. In turn,
Daniel Deronda might be used as an "essay" to address the silences in
Winterson's work. In both novels, the scientific, the mythological and
the mystical are gathered into similar knots. Unlike the characternarrators of The Waves, Daniel Deronda % external narrator does make
some mention of scientific and occult topics. Gut Symmetries makes the
union between science and mysticism a theme openly reflected and
ratiocinated upon. In Daniel Deronda, however, the discourses of science
and the occult are more provocatively embedded, serving as textual
superconductors to heighten moments of dread. In The Waves, traversal
disentangles the novel's separate egos, making them rhythmic forcefields in a matrix of physics. In Daniel Deronda, rhetorical figures become
"superconductors," producing connections between characters and
taking one of the more egotistical characters, Gwendolen, into a field
that threatens her self-involvement.
Having said this, I would suggest that character as identity
marked by genealogy is not a pattern the novel repudiates. Deronda's
discovery of his Jewish roots, Mordecai's reunion with Mirah,
Gwendolen's uncanny sense about her absent father all draw attention to
the importance of family trees. Relevantly, the genealogical theme
becomes figured in the novel's opening paragraph. It is utilised to link
together the thematics of inheritance with that of science and narrative.
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Men can do nothing without the make-believe of a beginning. Even
Science, the strict measurer, is obliged to start with a make-believe
unit, and must fix on a point in the star's unceasing journey when his
sidéral clock shall pretend that time is Nought. His less accurate
grandmother Poetry has always been understood to start in the middle;
but on reflection it appears that her proceeding is not very different
from his (Book I, Chapter 1, 35).
Many critics have quoted this passage as an example of the external
narrator's recognition that the notion of a beginning is arbitrary. Sally
Shuttleworth has linked the novel's "more radical theory of scientific
method" with its experiment in unconventional narrative structure. 30
Although these insights are important, she pays little attention to the
personifications which propel the epigraph. Poetry and Science are
genealogically linked. Curiously, the former is gendered female. While
the grandson Science may be regarded as more "accurate," the two share
the common characteristics of sustaining "make-believe."
Using Judith Butler's notion of phantasmic identification, I
suggest that the male identifies with the more "female" characteristics of
Poetry and her fiction-making talents. Science thereby enacts a traversal
between the gendered masculinity and the femininity of the ancestor.
What can thus be liberated in Science are the multifarious positions
between the two genders. Philosopher of science Evelyn Fox Keller has
made eloquent cases for avoiding the approach of considering science a
discipline of pure epistemology. 31 The "one to one correspondence with
the real" does not hold (1992: 73). Like "stories" and "theories,"
scientific paradigms can be regarded as "tools" for mediating physical
reality (73).
In particular, as Keller has exposed, "Nature" has historically
been gendered feminine, and this has had consequences for gendering
Science as masculine. 32 The epigraph to chapter 1 subverts precisely such
a gendering and does so by allowing both grandmother Poetry and
grandson Science to share similar characteristics. O n e wonders what or
who represents the generation between grandparent and grandchild.
Prose fiction might be a good candidate. Shuttleworth makes a convincing argument for interpreting the novel's deployment of radical ideas in
science as an analogue for the text's equally radical experiment with
narrative structure. 33
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Take for instance Heisenberg's "Uncertainty Principle," a
scientific concept which post-dates Eliot's novel by forty years. The
theory finds its prefigurative and theoretical fiction in Daniel Deronda. I
say "fiction," because clearly Eliot was not a physicist in the literal sense,
though her experiment with narrative patterns can be interrogated with
the hindsight of Heisenberg's celebrated principle, of which I will offer a
crude paraphrase. Heisenberg asserted that it is mathematically
impossible to predict the position of an electron with any accuracy.34
Particles can collide and certain predictions can be made. But in the final
analysis, particles can leap off into the unknown. Almost anything can
happen. Gillian Beer has noted that when the nineteenth century novel
functions conventionally, it sets out a "gradualist world of uniformitarian
accretion and disliming" (1983: 207). What is progressively accrued in
Daniel Deronda becomes shaken up by sudden and unexpected events.
Furthermore, these happenings have no feasible explanation. Chapter 41
finds Deronda wrestling with his attitude to the unconventional and
unworldy Mordecai's. The elders man's eccentric conviction that in
Deronda he has met a Jewish soul-mate troubles the younger man.
Appropriately, the epigraph to chapter 41 comprises a quote from
Aristotle: "It is part of probability that many improbable things will
happen" (567). Mordecai comes into Deronda's life apparently from
nowhere. The two men's accidental meeting could be deemed an
improbable event which stages the uncertainty principle. Yet at the same
time, Mordecai has foreseen the unpredicted meeting. T o claim that
uncertain events are always uncertain would be, quite contradictorily, to
endow them with a certainty. Daniel Deronda weaves occurrences that
emerge between destiny and uncertainty. Other examples are Deronda's
realisation that Mallinger is not his father, Gwendolen's sudden losses at
the gambling table and Grandcourt's death. But although unexpected
and unexplained, none of these events come entirely out of the blue. As
Beer notes, the reader may have "foreseen" them.
I would frame Beer's reading by pointing out that Heisenberg's
Uncertainty principle posits that even though an electron might go
berserk, some of its movements can be predicted. Statistics might track
the particle's movements, though Uncertainty will confound any
expectation. Likewise, it can be predicted that if someone gambles a
sufficient number of times they are bound to win and lose in roughly the
same proportions. But whether one is lucky or unlucky cannot be so
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calculated. That the marriage between Grandcourt and Gwendolen
causes disharmony may stimulate the reader to predict that the couple's
leisurely outings cause havoc. The tension between the two on their boat
trip might be deemed a contributory factor to Grandcourt losing his
balance. It is, though, strikingly unexpected that Grandcourt should
plunge into a watery grave, unless the reader reflects on the novel's
earlier revelations of ghostly monks' faces and the panel which springs
open without warning, considering all these as omens. But a reader who
follows omens might catch herself believing in them. This might make
knowing readers uncomfortable if they feel too closely identified with
Gwendolen, a character who often plays such games of imaging and
"pleasing probabilities." The probable gives way to the frightfully
possible. This, in turn, becomes doubly disturbing by virtue of what Beer
coins the text's "dysteoleological" narrative set-up (207). Put plainly, in a
universe where the laws of cause and effect cannot be entirely relied
upon, life will often be lived at the edge.
Winterson's novel has Heisenberg's theory as a precedent. In
deploying it, the novel focuses on preoccupations different from Daniel
Derondas study of anxiety. Stella mentions that her Papa met Heisenberg
who introduced him to the other side of the Uncertainty principle, which
is quantum mechanics. Papa finds the theory exciting, particularly the
idea that matter is both particle and wave, and that the "reality of matter
is conceptual" (1997: 168). For Papa, this idea is consistent with the
Kabbalah's methods "to free the individual from conceptual frameworks, which are all and always provisional" (168). The struggle here is
not with the anxiety of being unable to predict. Rather, the conflict
emerges from a longing to escape teleology. The passage describing the
need to free individuals from "conceptual frameworks" is a curiously
disfigurative sequence. The "meaning" is that Heisenberg's ideas can
liberate thought from its own fixities. Yet ideas take the form of
concepts devolving from paradigms which, in their own terms, contain
unavoidable points of theoretical fixity. Like that of Alice quoted in the
previous section, Stella's rendition is crammed with the trappings of the
conceptual: abstract nouns. Her intention is to escape the conceptual, yet
the text's strategies enact quite the opposite.
Daniel Deronda does not have any recourse to Heisenberg's actual
theory, nor could any nineteenth century text quote it. Y et Daniel Deronda
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enacts a version of it. Gut Symmetries quotes the theory yet does not enact
it. Even the ghostly phenomenon of Papa's sea rescue, however wildly
impossible, can be predicted by an Uncertainty principle. In a narrative
cosmos in which rules of plausibility are often suspended, where magic
reigns and where almost anything can happen, what surprises, shocks
and disturbs readers may be more difficult to produce. Anxiety in the
nineteenth century novel has been traversed to produce over-determination in the late twentieth century counterpart. Deronda's furies are
frightening ghosts because their secrets of Nature, their role as
enervating, terrifying manifestations threaten any still points of resistance
which stand in the way. Gut Symmetries has tamed such terrors. With so
many secrets of Nature having been worked through, with so many unconscious terrors reined in on a tight leash, traversal may have gone full
circle to produce too many pathways.
To expose the paradox in my own rhetoric, I would say that "in
theory" quantum mechanics should be a conceptual framework on
behalf of secrets. If one can never entirely "know" where a
particle/wave will pop up, then particles and waves protect their privacy.
Of course, if there are secrets which escape the paradigm, then they keep
themselves beyond the theoretical. In Daniel Deronda, secrets are kept by
a refusal on the part of characters and external narrator to ever come to
a definitive opinion about anything. Just as grandson Science is found
out as a fiction-maker, mystical notions such as "second sight" are both
given credence and subjected to scepticism. Daniel Deronda will not offer
coherent answers to any of these problematic fields of knowledge. N o
theoretical fiction is final; Eliot's novel underlines the fictional in the
theory. In Daniel Deronda, death as an event and as a notion implying
spiritual decay and re-birth provides fissures in the textual web. Such
gaps draw attention to the lacunae in theoretical fictions and the importance of theorising fictions as terrains through which uncertainties can
come into play.
Through Deronda, the problematic topic of "second sight" is not
just interrogated, but figuratively linked to cutting-edge ideas from the
world of science. The external narrator could be deemed as possessing a
clairvoyant gift. Tellingly, the epigraph to the entire novel, already
quoted, professes such clairvoyance:
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Let thy chief terror by thin own soul:
There, 'mid the throng of hurrying desires
That trample o'er the dead to seize their spoil,
Lurks vengeance, footless, irresistible (32).
This is more than a narrative prolepsis. Litde of the story is in fact
"given away." So-called proleptic elements serve less to scoop out the
story for the reader's pre-reflections but rather to suggest that there is
more in earth and heaven than dreamed of in science. My previous
reference to Gwendolen's encounter with an ill-fated diamond necklace
is a case in point. The Furies from the epigraph enter the narrative and
colonise the bedroom.
Metonymically speaking, be it mythical entities or the psyches of
key characters, all are in cahoots with the hottest ideas permeating the
novel's historical times. The novel's opening scene with its macabre,
fury-like collection of gamblers lurking in the Hadian fumes, bristles
with the discourse of magnetism and electricity, as in the "dynamic" of
Gwendolen Harleth's glance (35). The word refers to Maxwellian
thermodynamics. The Deronda Notebooks contain an alluring caveat on
the subject of Maxwell's "rings." Gwendolen's "dynamic" glance does
more than raise imponderable questions about the fateful heroine's
beauty (Book I, Chapter 1, 35). Eliot notes down Maxwell's lecture on
Helmholtz's theory of "ring vortices" (Irwin, 1996: 17). Developed along
with an essay in which "Dynamism" was a subject, the quote becomes
informative: "if a whirling ring be once generated in such a perfect fluid,
it will go on forever, always consisting of the same portion of fluid first
set going" (1996: 17-18). Clearly, although this is not a manifesto for
quantum theory, the notion of a non-particulate "field" of energy could
be read as a likely precursor for wave theory. 35
Given this, a new frame can be offered to the celebrated and
much critiqued lines "Was she beautiful or not beautiful? and what was
the secret form or expression which gave the dynamic quality to her
glance?" (Chapter 1, 35). The sentences could be read as symbolic (in
Peirce's sense) of the following questions re-framed: is she inherently
beautiful in traditional terms or does she constitute a field of energy
whose force field creates an illusion of beauty? Equally importantly,
questions are raised as to the nature of beauty and what this aesthetic
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value implies about moral values. To quote Einstein's famous dictum,
energy as the equivalent of mass multiplied by the speed of light squared
(e = mc 2 ) is not the sole issue. It is important in Eliot's cosmos that
energy equals a narrative and moral trajectory.
This is also the case in Winterson's word-worlds. Jove's primitive
attack on his wife's spine will be addressed with a moral response in the
form of ghosdy intervention. In Eliot's notebook, a paragraph on the
relationship between light and photography claims that "every portion of
light may be supposed to write its own history by a change more or less
permanent in ponderable matter" (Irwin, 1996: 20). This insight prefigures its fictional analogue in Alice imagining her dead father moving
through space and time through her story. As he does so, he transmutes
himself through his own wave energy. The narrativising of science in
Eliot's novel helps to unlock the moral dimension of Winterson's text.
This is important to note, particularly as so often "postmodern" novels
are not associated with the quality of moral universe credited to the
literary ancestors of the nineteenth century.
Furthermore, both the "dynamic" of Gwendolen's glance
(Chapter I, 35) and the wave functions of Gut Symmetries are powered by
the rapture that keeps the textual circuit alive. Even in the afterlife
domains of Winterson's novel, the energy is conserved so as to thwart
the entropy at the heart of Thanatos. Gwendolen's "glance" is
metonymie of the power-cells the text maintains. Eliot's novel figures
the "look" and the "gaze"' as closely associated with terror and death.
Grandcourt's features sinking under the sea waves will cast back at
Gwendolen a punishing glance. The petrifying face of a monk's face
carved in wood or the frozen faces glaring from behind hidden panels,
have dogged Gwendolen throughout her trajectory. In my last chapter, I
interpreted these faces as sites in which the father's name was foreclosed.
They are points at which a third term separating subject from Other
fails. Great anxiety ensues. The terror "outside" Gwendolen manifests
the furies of egotism within her. The reference to Medusa's stare is
informative. The embodiment of fury, this mythical figure turned men to
stone. Through Grandcourt, Gwendolen becomes as much the object of
the Medusian stare as its perpetrator. Gwendolen's own look focuses on
her husband as he drowns. Thus the dynamic of Gwendolen's glance is
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indeed deathly. Its energy acts not to intensify conduction but to freeze
it.
Yet there is an entirely different utilisation of dynamic energy in
Mordecai's world; understanding the distinction helps to interpret the
two aspects of thermodynamics deployed in the novel. One more
important example is Mordecai's theoretical fictions for explaining the
transmigration of the soul. Its substance is immortal. It continues its
movement eternally and can do so through the re-generative movements
of earthly existence (Book 6, chapter 43, 600). These itineraries must
necessarily repeat themselves like the interminable movement of Helmholtz's rings. Just as the fluid energy of the rings is eternal, so is (as
Mordecai tells us) the cyclical movement according to the soul's
Kabbalistic doctrine. Physical.death is a catalyst for spiritual dynamism
rather than the ruthless victor over life.
Quite differently, the dynamic glance of Gwendolen Harleth
freezes energy, limiting the potential of traversal so as to increase the
flow of emotion between subjects. In contrast, the dynamic of the
novel's Kabbalistic narrative acts to cross planes of identification
between souls. Rather like the Lady of Shallot, Gwendolen is frozen in a
mirror gaze of atrophied and stymied narcissism.36 A dynamic without
the catalyst of a third term intensifies the negative transference which
inhibits working-through. In Mordecai's parable, the third term is the
Kabbalistic system itself, the tree of life as a genealogical system.
The intimacy between Deronda and Gut Symmetries lies at the
cutting edge between occult and scientific knowledge. Just as grandson
Science, for all his "accuracy," is disallowed any complement of objectivity in comparison to grandmother Poetry, so scientific pursuits are not
valued over those of the religious or occult. In the introductory pages of
chapter 41, Deronda may feel a certain "alarm" at Mordecai's "energetic
certitude" that dreams can become realities (567). However, Deronda
does not want to be dominated by the type of conventional focalizations
which might be espoused by a staunch Victorian such as Sir Hugo
Mallinger. The latter, speculates Deronda, might consider one like
Mordecai to be a "consumptive Jew, possessed by a fanaticism" (568).
Deronda's focalization, wedded to the external narrator's language,
produces a comparison to offset the case against visionaries.
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While Mordecai was waiting on the bridge for the fulfilment of his
visions, another man was convinced he had the mathematical key of
the universe which would supersede Newton, and regarded all known
physicists as conspiring to stifle his discovery and keep the universe
locked (568).
The scientist can be as mistakenly fanatical as the mystic dreamer. Yet
the character-bound focalizor interweaving through an indirect discourse
between himself and the external narrator refuses to disqualify these
impassioned researchers. The cautionary note suggests that before
anyone judges these fanatical folk, it is important to understand their
"subject matter" (569). Only if there are a varied number of "Just
judgements" can these be treated as valid. The implication is that
amongst the ranks of fanatics and the "immovably convinced" are the
likes of Copernicus and Galileo.
In psychoanalytical terms, fanaticism could be interpreted as akin
to fixation. Stricdy speaking, then, there is a fine line between the singleminded and the neurotic. Yet the possession of certitude and conviction
has enabled webs of knowledge and discovery to be woven. The theory
that obsession inhibits such elegant and influential acts of workingthrough can be questioned. Acts of traversal may be powered by
obsessions which, once they have paid their dues, can release rapture
into the work. That the result is a veiling over of realisation and insight
does not mean that revelations are not made.
In Daniel Deronda, the art of binding together previously unconnected ideas requires bringing opposing paradigms into confrontation.
As Irwin points out (1996: 20), a note in the Deronda Notebooks indicates
Eliot's familiarity with Paracelsus, an important cameo character in Gut
Symmetries. The external narrator of Winterson's novel draws attention to
Paracelsus's dictum "As above, so below" (2). As I mentioned earlier,
this refers to the pre-Enlightenment belief that the planets and their
movements had dominion over human and global destinies. Astrology
and astronomy were not regarded as separate disciplines. The Coperrican revolution began to cause a fissure in this paradigm, in the process
of producing a new one. 37 Shuttleworth points out that Eliot's reading
matter included Bernard Fontenelle's Entretiens sur la Pluralité des Mondes
(1686). This is a delightful series of dialogues between a Marchioness
and a gendeman, the former being a femme savante who looks through
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telescopes and is curious about the solar system. At the time, Fontenelle's piece had a radical edge. It proposed that other beings might
reside in other worlds. Shuttleworth points out that the Marchionness is
aghast at the vision of an infinite universe in which she becomes less
significant. Gwendolen too, as Shuttleworth notes, would like to have a
Ptolemic sense of her world - herself at the centre. But life experience
will give her psyche a Copernican moment in which she will be forced to
realise she cannot be the universe's centre. Deronda and Mordecai do
not suffer from these moral stupidities. To put it another way, Gwendolen occupies, for a great part, the Ptolemic system and Deronda and
Mordecai the Copernican, even though the latter is more closely
associated with traditionally mystical disciplines. If Gwendolen is figured
as Ptolemic, then so are the prejudices of the narrow, racially bigoted
and Victorian society which has reared her.
The conflict and interweavings, or the products of workingthrough between the '"Victorian" and "Jewish" halves of the novel thus
figure a battie between paradigms, very much in Kuhn's sense of the
latter term. Just as Daniel Deronda is a novel painstakingly moving
towards modernism, so its moral universe attempts to connect one
paradigm with another. It takes several deaths to achieve this - that of
Grandcourt, ultimately Deronda's dying mother and, of course,
Mordecai. Rather than orchestrating a furore between two major
paradigms, Gut Symmetries holds within it as many as can be crammed in Paracelsus' notion that the stars order human destinies, along with
"GUT" theories and quantum physics and a narrative account of ghosts.
In Winterson's novel, paradigms are not pitted against each other, but
concur and support one another. For instance, on the QE2 Alice gives a
lecture on the relationship between Paracelsus and the new physics
(1997: 15). In the pre-Enlightenment world of-the 1600s, epistemological and occult paradigms were part of one system. Winterson's novel
thus attempts to breach the gap installed since the Enlightenment, just as
Eliot's novel exposes this gap to raise questions about the objective
relations between beginnings and endings, causes and effects.
The revolutionising cosmos which Deronda intimates, Gut Symmetries continues to re-write. Just as this process is mediated in Eliot's novel
through deaths, in Winterson's text the narration of births and deaths,
from Paracelsus to Einstein, to the main characters like Alice's father,
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become the central points from which the paradigmatic discourses are
woven. The two textual fields together - that of Deronda and Gut
Symmetries - both set each other in surprising frames. The emerging
modernism of Eliot's novel is motivated by a refusal to prioritise one
type of knowledge over another or to favour any one psychical
approach. Obsession and the fantasy-like quality of image-making, such
as Mordecai's, may be a necessary catalyst in the alchemical process of
bringing into being a web made of a tessellation of different forms of
knowledge and paradigms.
In Eliot's novel, no one key could ever be considered "final."
Furthermore, these keys could also be metaphorically considered as
laser-like designs woven from waves of light. In Gut Symmetries, few
question are raised over the viability of Stella's Papa. He is a literary
descendant of Mordecai, yet equally, he has ancestors in the characternarrators of The Waves; like them, Papa moves himself through the wavefunctions of space and time. That his daughter has been saved and that
Alice, physicist that she is, reports in her narrative the manifestation of a
ghost ship, utilises narrative as a type of epistemological proof. In The
Passion, the enunciation which protests too much - "Trust me I am
telling you stories" - alerts the reader to consider the fictional status of
the novel and that lies may be offered as means of telling the truth. In
Gut Symmetries, no comparable alert is given. N o r are the knowledgesystems laid out like an embarrassment of so many riches, held up or
supported by gaps, within which the text encourages the reader to ferret
out the contradictions. (I must emphasise that I do not regard this as a
disadvantage in Winterson's novel.) T o traverse Gut Symmetries again
might mean rapturing through the scientific and occult discourses of the
novel, which themselves are treated as points of resistance. Likewise
Daniel Deronda may be the road-map for a future work intent on
traversing Gut Symmetries. For any act of traversal to occur, areas of the
text need to be discovered that until raptured through, can be
approached as lacunae beyond signification.
Conclusion: Rapturing the Trauma
The four novels which have been the centre of this chapter all
maintain their secrets, and specifically for future traversais to come.
Between narrative discourse and the metaphors of science and the
occult "silences" linger. These silent areas of terra incognita are not
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metaphorical, but indexical of traumas which have been carried not
just by history as a narrative form, but literary fiction as an ongoing,
theoretical fiction. As the trauma inscribes itself into futurity, this
dynamic process produces theorising fiction, that term which accounts
for the connecting wave-forms of different but mutually supportive
theoretical fictions, which together and through literary history,
contribute to the shifting and incandescent web.
For this web to change its structure, it may need to be broken.
Daniel Deronda dramatises the after-effects of a break between
mysticism and science, faith and rationality, the conventions of
telelogical narrative as opposed to the nineteenth century tradition of
linear story-telling. Though this break is not traumatic in the strict
sense of the term, the novel itself can be read as hinting at symptoms
of representational problems. In my chapter 4, I explored the text's
warping of patterns of cause and effect so that effects come to be read
as causes. This distortion of traditional patterns of narrative logic plus
the never entirely resolved issue of Deronda's circumcision, together
with the incomplete narrative "explanation" of Grandcourt's death did he fall or to what extent was he "accidentally" pushed - suggest
that even though Eliot's novel does not suffer from the "lack of
narrative frame" which van Alphen uses as a criterion of traumatic
experience narrated (45), some of Daniel Deronda's patterns of narrative
coherence are indeed warped. Such distortions and breaks in the web
are indexical of the novel's implicit representations of Jewish history as
one confronting its own breaks and clefts. Unlike Gut Symmetries, The
Waves does not take up the explicit task of concentrating on a very
selected number of broken threads in a specialised area of Jewish
history, as does Daniel Deronda. At one level, W o o l f s novel takes on
the challenge of healing a wound shared by six people, Percival's death.
Yet at another level, a vast array of metonymies emerge from this
wound, thereby connecting indirectly to Biblical themes (the Garden of
Eden, as allegorised in the house at Elvedon) and Louis' broken
associations with ancient Egypt. Intertextually, this mythical and
historical site suggests the old Testament stories of Moses liberating his
people from the Pharaoh. 38 The theme of survival and the quest to
heal broken shards of history is explicitly stated in the very first draft
of The Waves. The external narrator claims to be "trying to find, in the
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folds of the past, such fragments of time, having broken the perfect
vessel, still keep safe ... The perfect vessel?" 39 The quest for complete
healing is concluded with a question mark. Time is implied to be
broken. In Mrs. Dalloway, prehistory is figured as breaking up the
pavement and causing, through the external narrator's/tramp's
focalization, potentially even more damage and rupture (1998: 106).
Should all the pieces of history be put together in one narrative text,
no traversal would be necessary. The "Prologue" to Gut Symmetries
claims that space and time came into being because a perfect, "ten
dimensional universe" broke in two (4).
In the intimacies of influence, the novel of each generation
generously offers to its inheritors a structure of broken pieces and
incomplete temporalities which can be used as a starting point for
further re-inventions. The survival of traversal between narrative and
theoretical fictions requires the continuance of trauma which, however
much it can be modulated from one generation of texts to another,
remains a terrain of non-signification. Like the imploding stars, or
quasars, familiar to modern astronomy, these abysses in the narrative
can explode into new life.
I would like to suggest that these potential abysses are the gifts
to future generations, not just to "scholars," but to those people tautologically termed "creative writers." It is through such abysses that
they can make new pathways. I am aware that I am about to deploy a
personification, but it will help to make my point. If I say that "Death"
deploys a sickle which can eradicate old routes, crossing them out and
through, so that fresh pathways can be formed, and new seeds planted
in the ridges, then I am employing a personification which has its
ancestry in Baroque imagery. Prosopopoeia is a figure which dramatises, acts out no less, the point being made. As such it could be said to
be motivated by a projection which requires disentangling. Yet what
requires to be unknotted and pulled apart might, on its own terms,
help to clarify other sets of meanings.
In traumatic experience, the compulsion to repeat is a subcategory of acting out. Caruth emphasises that traumatic experience is
both "destruction and survival" (72). Novelistic forms which continue
to take their journeys into the next millennia ensure that their
intimacies of influence with the previous generation engage in a double
process. The successor may cause narrative and theoretical fictions in
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the predecessor to be crossed out, that is destroyed, as well as protecting and further developing the textual heritage that will survive. If the
traumatic "breaks" of the predecessor's work are to be healed, more
will be preserved than eradicated.
The intimate connections between the four novels of this
chapter underline an insight which goes beyond asserting that texts
carry and transmute the "unspeakable." Narrative and theoretical
fictions carry the unspeakable quality of the breaks, fractures and
division in the history of paradigms, be these of the occult, science or
technology. That Gut Symmetries bears more explicit connections to
Daniel Deronda than The Waves suggests that the postmodernism of
Winterson's novel is prophesied in the fracturing realism of Eliot's last,
monumental and much underrated work. I would emphasise too that
the history of trauma in literary and theoretical fictions does not follow
a straight line, but has more in common with the "preposterous"
historical processes referred to by Bal (1999). In many respects, Mrs.
Dalloway and The Waves offer bridges between Daniel Deronda and Gut
Symmetries. These novels do so not by imitating either predecessor or
successor, but by keeping parts of the web "out of commission" and
focusing on other aspects of its incandescent operations. Harold
Bloom's ratio "tessera" which refers to the successor's determination
to "fill in" for the predecessor, would not explain the complex and
oddly non-competitive intimacies between W o o l f s oeuvre and that of
Winterson. W o o l f s novels warp and re-shape their web so that the
works of successors can then find the texture and space to discover
innovations of their own.

Notes
1

The line comes from a song in Shakespeare's Cymbeline, Act IV, scene

(ii).

For a discussion of stylistic elements which have been identified with
postmodernism, see Brian McHale, Postmodern Fiction (1989: 149). When
McHale refers to The Waves, he quotes it, along with Joyce's Ulysses as a
modernist work offering elements which function in postmodernism (9-11).
The Waves raises both epistemological and ontological questions about daily
experience. The different characters explore their varied feelings towards
Percival. At the same time, as this chapter will examine, the various refer-
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ences towards different worlds produces the sense that the novel is built
from not just six interior monologues but that these function as "wordworlds," or monads in Leibniz's sense of the term. For an account of his
monadology, see Reshcer 1991.
3
For an exposition of the notion of the "Anumus Mundi," see Robert
Fludd and His Philosophical Key, Debus 1979.
4
For analyses which take a semiotic reading of the text and make this
approach intimate with a biographical reading of Freud, his relationship to
his grandson, but most particularly, his experience of the death of his
daughter Sophie Freud-Halberstadt, see Jacques Derrida, "Coming into
One's O w n , " Hartmann 1978: 114-148 and Elisabeth Bronfen, "The Lady
Vanishes," Over Her Dead Body: Death, Femininity and the Aesthetic (1992: 1538).
5
For an analysis of representations of trauma in terms of their impact
on psychical boundaries, see Janneke Lam, "Structural Trauma: A Crisis of
Cultural Semiosis: Subjectivity between Annihilation and Creativity,"
European Journal for Semiotic Studies, Vol. 9 I: 1997.
6
George Eliot's Daniel Deronda Notebooks (Irwin 1996: 18) indicates that
there is a connection between the opening sections of the novel and Eliot's
reading of what was, at the time, state of the art ideas about energy fields.
The "dynamic quality" of Gwendolen's glance (Eliot 1986: Chapter 1, 35)
has a connection to Helmhotz's theorem that a ring vortex, "if once generated, would go on whirling forever" (18).
7
Freud's Moses and Monotheism (1939), Standard Edition Vol. XXIII: 3140
8

The quotation comes from Wallace Stevens' poem "Like Decorations in a Nigger Cemetery" (1972: 103). The title to the section quotes the
first line of stanza VI: "We should die except for D e a t h / I n his chalk and
violent r o b e s . / N o t to die a parish death." I should emphasise that despite
the grossly racist title, the use of "nigger" in fact ironizes its racist associations.
9
Teresa Brennan, "The Age of Paranoia" (1991: 20-46). Throughout
her article Brenna uses capitals for "Life" and " D e a t h " forces.
10
Brennan takes the notion of the "ego's era" from Jacques Lacan in
"Aggressivity in Psychoanalysis" Écrits: A Selection (1977).
11
Melanie Klein, "Early Stages of the Oedipus Conflict" (1928) Love,
Guilt and Reparation and Other Works 1921-1945 (1988: 186-199). Brennan
combines a reading of Lacan with Klein's work on children, and the latter's
work on aggressive impulses children express towards breast and mother.
Klein's work quoted in this note explores the relationship between feelings
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of resentment towards the mother and the epistemophiliac urge. For essays
on the concept of "good and bad breast" see in the same volume "A
Contribution to the Psychogenesis of Manic-Depressive States (1935: 262290).
12
The new routes so formed subvert the hackneyed, over-used pathways
contributing to neurosis. Traversal can also be defined as the process which
subverts neurotic patternings. Though Brennan does not deal with traversal,
she does question whether pathways are forged on the side of Freud's Eros or
Thanatos. Brennan paraphrases Laplanche's theory (1968: 1-18) that the ego is
a "giant fantasy" and one necessary to survival (35). The term "fantasy"
implies a structure instating a gap between desires and their fulfilment. Fantasy
is a configuration of pathways harnessing drives which would otherwise run
riot. It plays a crucial role in survival. Brennan emphasises that for Laplanche,
fantasy guarantees that drives are made manageable. Laplanche takes issue
with Freud's notion of Thanatos. Entropy need not be the end result, he
argues. Laplanche has recourse to the earlier Freudian distinctions between the
Principle of Inertia and that of Constancy. The latter principle allows that the
psychical system can be sustained by a flow of affects and their binding at a
constant level and one which will not peter out. For the Principle of
Constancy see Laplanche and Pontalis, 1988: 341. They define the "Principle
according to which the psychical apparatus tends to keep the quantity of excitation at as constant a level as possible."
13
"Mrs. Dallowaj. Repetition as Raising of the D e a d " (Reid 1993: 4556). This essay can be read in the context of accompanying essays on this
topic. See J. Hillis Miller, Fiction and Repetition: Seven English Novels (1982: 176187).
14
For Lacan's theory of the ego's era see "Aggressivity in Psychoanalysis" and "The Function and the Field of Speech in Psychoanalysis," in Ecrits:
A Selection (1977: 29; 30-113).
15
O n the subject of angels, another Benjamin passage which can be
brought into comparison with the one already outlined is his "Theses on the
Philosophy of History" (Benjamin 1982: 259). Here, Benjamin reflects on a
painting by Klee, named "Angelus Novus." Benjamin paints a word-picture
of an angel seeing history's chain of events as a "single catastrophe;" the
debris of the catastrophe which is also called "progress" catches in the
angels wings (260). Benjamin's poetic portrait of historical catastrophe
collecting like rubble and blowing the angel into futurity is apt. Benjamin's
parable parallels Cathy Caruth's theory (1996) that there is a level of history
which figures itself as an ongoing repetition of traumatic events.
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16

The title to Christopher Hill's book is The World Turned Upside Down

(1984).
17

The lines are from Shakespeare's Cymbeline, Act IV, Scene (ii).
Joseph Conrad, Heart of Darkness [1899] (1963).
19
Gillian Beer, "Physics, Sound, and Substance: Later Woolf," (1996:
112-124).
20
W.B Yeats, "The Second Coming" Collected Poems [1940] (1973).
21
In his short but splendid A Sense of an Ending (1968), Frank Kermode
argues that in our literary forms we seek not just an understanding of beginnings but a sense of an ending, an apocalypse to which the narrative will
arrive. Literary fictions, however, do not offer crude, mythical resolutions.
The production of literary endings is dynamic and relates the processes by
which we mediate our own cultures. I should add to Kermode's ideas that
fictional endings reflect upon a culture's negotiation of the history of
trauma.
22
Kristeva 1984: Chapter 10, 68-72.
23
The opening line is from Emily Dickinson's celebrated poem of that
title. I quote it not because of any analysable, intertextual links between the
Dickinson poem and Winterson's novel, but because of its appropriateness
in capturing the theme of the ensuing section.
XXVII
Because I could not stop for Death,
H e kindly stopped for me;
T h e carriage held but just ourselves
And Immortality (1937: 168-169).
24
C T . Onions ed., with the assistance of G.W.S Friedrichsen and R.
W. Burchfield, Dictionary of English Etymology (Clarendon Press 1966: 34). The
verb "to analyse" has its root in the Greek word anâlusis, f. analüein, meaning
"to unloose" and "to undo."
25
DeRolaKlossowskil997:42.
26
Quoted in Beer 1996: 18.
27
See for example, Stephen Hawkins A Brief History of Time.
28
Salon Interview with Jeanette Winterson (1997: April 24,
www.salonmagazine.com/june).
29
Abrams 1993: 57.
30
Sally Shuttleworth, "Daniel Deronda: Fragmentation and Organic
Union," George Eliot and Nineteenth Century Science (1984: 175-200).
31
Evelyn Fox Keller (1992) and Reflections (1987).
32
See Keller (1992: 40-41). She argues that the "well kept secrets" of
life and death, which fall under the rubric of Nature's secrets, can "pose a
18
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predictable challenge" to those who do not share them (40). She asserts that
traditionally, "life" is a secret of women and a secret kept from men. What
she terms the "ferreting out of nature's secrets" also involves the "tearing of
Nature's veil" (41).
Shuttleworth (1984: 195) eloquently refers to the novel's "complexity
and contradiction: a form that would disrupt the association of the temporal
sequence of language with a theory of causality."
34
See Heisenberg 1949 for study of the Uncertainty principle.
See Michio Kaku, Hyperspace (1995: Chapter 1). Field theories have
been vital in the development of quantum mechanics, as well as other
domains of the " N e w " physics. The quest has been to find a unifying
connection between the forces of Nature, such as the electromagnetic, weak,
strong nuclear forces and gravity.
3
<>Tennyson, "The Lady of Shalot" (1914: 123).
37
Piyo Rattansi, "Newton and the Wisdom of the Ancients," Let
Newton Be!: A New Perspective on His Life and Works (1994: 185-202).
Beer (1996: 11) notes that Woolf read Freud's Moses and Monotheism.
Quoted in the "Introduction" to Virginia Woolf The Waves: The two
holograph drafts (1976: 15).
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Shakespeare's Sisters Go Back to the Future:
Conclusion
In the closing remarks of her influential "Women and Fiction" (1929),
Woolf itemises strategies for improving novels authored by women
(Barrett 1979: 43-52). She predicts a time when literature by women
can do more than come just from the "heart," but also serve the needs
of "art" (51). Woolf looks forward to the novel being more than a
"dumping-ground for the personal emotions" (51). T o remedy the risk
of the novel becoming that, Woolf encourages women writers to
practice what she terms the "sophisticated arts;" these involve the
"writing of essays and criticism, of history and biography" (52). O n the
same page she includes within this list "poetry" (52). Woolf invokes
the woman writer to become multi-disciplinary. This practice may now
be taken for granted by some men and women of letters, though even
now, novelists who produce scholarly studies and essays in cultural
analysis are in the minority.
In line with Woolf s recommendation, my study has emphasised
the power of fictions to act as critical discourses which can elaborate
the theoretical problems of psychoanalysis and cultural studies.
Symmetrically, I have studied the fictional dimension of theories, and
how this is a vital element in making those theories open to friendships
with other works of criticism. The symmetrical leaking of theories and
fictions into one another, was my primary point of method. Without
narrative potential, a theory may be incapable of intimacy. Intimacies
between novels can generate a current which binds together fictions
and theories in new combinations.
The Waves and Mrs. Dalloway I have examined as prose poems
exploring maternal spaces which are then traversed to produce a heroic
and signifying response to the experience of trauma. In The Waves, the
lady writing offers an imago to be shattered and re-invented as Bernard
makes and remakes "himself." The cameo narrative of the lady writing
is a miniature essay in female authorship as a subjective negotiation
between the imago of female identity and the relinquishing of her. By
possessing her then letting her go, the repeated cycle of projection and
working-through which constitutes traversal, produces literary
meanings too long eclipsed. Mrs. Dalloway poetically invents mythical
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spaces within the clock-work capitalism of modernity and produces a
lyrical essay on trauma. Orlando is a biographical essay and a poetical
analysis of gender and writing.
Winterson's novels have done more than paid homage to those
of Woolf. The inheritor texts have continued literary experiments
begun but not completed. The web-footed Villanelle, somewhere
between woman and man, footnotes Orlando but takes h i m / h e r into a
postmodern terrain where the historical is cross-fertilised with the
fairy-tale. The Passion'?, mythical and magical spaces combine the
sorcery of Orlando with the prehistorical ambitions of Mrs. Dalloway.
The goal of re-telling myths has its precedent in Middlemarch, a commodious essay in the myths of fiction and the fictionality of myths,
predicting ahead of its time, Freud's famous Oedipal model. 1 Daniel
Deronda not only predicts but takes up the torch of modernism.
Woolf s novels seize this torch and run with it. Like Gut Symmetries and
The Passion, Sexing the Cherry is intimate with the myth-making and
scientific intelligence of Middlemarch and Daniel Deronda, as well as the
theoretical exuberance of Orlando and Mrs. Dalloway.
The quest for the achievement of originality in each of the
novels which have driven this study, has not been produced through a
determination simply to "do something new." Without a revisionary
homage to the fictional, theoretical and paradigmatic heritages of a
literary tradition, no fresh literary works can come into the world.
Winterson emphasises how important it is that writers attend to their
medium rather than just use language as a vehicle for story-telling
(1995: 175-177). She asserts that "if prose-fiction is to survive it will
have to do more than tell a story" (175). Yet this easy distinction
between the "story" and the "do more," whatever that may involve,
sets up a distinction which falls short of the point put forward in my
study.
The intimacy of influence has been elaborated as working by
means of traversal. This term indicates an interaction between two
texts in which affects are transformed into meaning. T o take up
W o o l f s comments from "Women and Fiction," I would suggest that
fiction-writers have greater opportunities for traversing their tradition
if they do more than tell a story and do more than experiment with
language. This matter I have responded to throughout this study by
setting up two terms - narrative and theoretical fictions, and by consid-
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ering their potential as intimates. I have trodden the unstable zone
between and through this binary opposition and uncovered the interactions between the two "oppositions." Both terms are intimate with
one another and take turns to do the work of the other. As Deronda
explains to his mother, he has endeavoured to develop an
"understanding of those who differ from myself' (Book VII, Chapter
51, 692). Thinking in someone else's paradigm, taking on modern
physics as a way of understanding the world if you are not familiar
with the domain, requires sympathising with an intellectual framework
which is challengingly different. Narrative fiction can draw readers into
identifying with characters and ideas whom they might otherwise never
encounter. It is not just characters and stories, or any mode of "ism"
with which narrative/theoretical fictions can make us intimate.
Winterson may claim that telling "stories" is not enough. But
perhaps her comments underestimate the degree to which an experiment with language and thinking changes narrative design. Indeed, if
an encounter with stories and characters affords only an emoting
experience but does not shift the reading subject's shaping of a
paradigm, then traversal does not take place. Yet equally well, if a
narrative pursues only the theoretical and engages no sympathy, nor
addresses emotion, then likewise, no traversal has taken place, for no
affects have been re-woven through an ever-shifting web.
This web need not overwhelm the up-coming generation of
creators who take account of fathers and think back through their
mothers. Bloom would disagree with me.
The precursors flood us, and our imaginations can die by drowning
in them, but no imaginative life is possible if such inundation is
wholly evaded (1973: 154).
I would concur that ancestors can be intimidating. If intimacy not
anxiety is the dominant process, it will still be an activity involving
degrees of conflict. However, if the upcoming generation of texts can
turn their precursors' influences into friends who are sparring partners,
the "texts" being neither objects of excessive idealisation nor envy, but
companions with whom to debate and disagree, then anxiety can give
way to intimacy. The history of artistic forms may indeed, to recall
Bal's term, be "preposterous." Shakespeare's sister never existed to
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anyone's knowledge, except as Woolfs hypothetical model for the
woman writer to come.
After a twentieth century in which knowledges and artistic
practices have become so specialised, where it is uncommon for
scientists and the technically minded to write prose poetry or for academics to be practising artists, a new epoch may be dawning. Narrative
forms appeal to wide audiences through film, television and the
exploding and expanding presence of interactive media. Novels are a
fertile ground for film-makers. N o t only has Winterson written two
screenplays of her own, but poets such as Maya Angelou have turned
to film-making.2 The various media, including literary forms, discover
all sorts of connecting routes with each other. As these forms take part
in the spirit of postmodern hybridisation, the web becomes an incandescent tissue of inter-disciplinarities. The literary tradition and the
intimacies which it offers, have many pathways for survival.
In a modest millennial prophecy of my own, I suggest that there
will be no single Shakespeare's sister. There will be many of them.
They will be truly Renaissance women because they will practice in
more than one genre. The postmodern novel or film might be accompanied by another "version" of the story on the Internet, that most
global of webs. After all, Freud's term the "theoretical fiction" refers to
a technical, optical apparatus which offers a metaphor for the psyche.
The term comes from the Interpretation of Dreams which, this year, is one
hundred years old. Shakespeare's sisters may narrate and theorise in
increasingly technological forms. This need not spell the death of a
literary tradition but an intimacy between genres and disciplines which
can ensure the survival of the intimacies of influence.
Those who practice in more than one field may produce new
and composite domains. As they do, they will explore untested
boundaries of intimacy between fictions theoretical and narrative,
continuing the work of traversal. As these practitioners do so, they will
be producing a new literary mode. Turning, turning in the widening
web of postmodernism is its successor for the next century. For this
inheritor, I leave you with a newly coined term: "Renaissance
modernism."
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Notes
1

The date of publication for Eliot's Middlemarch is 1871-72. The
publication date of Freud's first major work, A Project Towards a Scientific
Psychology is 1895.
2

Winterson wrote a screenplay Oranges Aren't the Only Fruit (Beeban
Kidron: 1990) as a three-part television drama and an original screenplay
entitled Great Moments in Aviation (1994). Maya Angelou directed her first
feature Down in Delta (1998); she is also an actress and screenwriter.
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Dutch Summary; Nederlandse samenvatting:
Invloed en Nabijheid
Een generatie nadat The Anxiety of Influence (1973) van Harold Bloom
verscheen, worden in dit boek de belangrijkste werken van de Britse
schrijvers George Eliot (1819-1880), Virginia Woolf (1882-1941) en
Jeanette Winterson (1959-) onderzocht op hun onderlinge invloeden.
Bloom wijdde zijn werk aan de confrontaties die mannelijke dichters
met hun voorgangers aangaan. Als vaders worden de voorgangers
bevochten en nimmer verslagen. De relatie tussen de zoon en de
voorvader kenmerkt zich door strijd, competitie en angst. In Blooms
werk domineert het ouderlijk model. In mijn onderzoek ligt de nadruk
veeleer op "intimiteit" of innige verbondenheid dan op angst. Het
gehanteerde model is meer gebaseerd op het concept van
"vriendschap" dan op het concept van ouderschap. Virginia Woolf
voorspelde de komst van "Shakespeare's sister". Zij is de
hypothetische schrijfster wier werk in de toekomst belichaamt wat het
verleden heeft onderdrukt: de traditie van teksten die door vrouwen
zijn geschreven.
Woolf begrijpt fictie als een web. Als er werk van vrouwen
verschijnt kan dit als een heruitvinding van een verloren traditie
beschouwd worden, waarbij beschadigde delen uit het web
gereproduceerd worden. Maar experimenteel werk gaat verder dan dit.
Het weefsel van het web wordt tot nieuwe uitersten gedwongen. D e
geest van de pionier wordt dan niet zozeer gekenmerkt door verzet of
door een egoïstische strijd, maar door het katalyseren van het literaire
medium en haar veronachtzaamde schatten.
Samenwerking wordt de modus vivendi. \n het intimiteitsmodel
worden verbintenissen tussen narratieve teksten als moeilijke
aangelegenheden begrepen die ruzies, pijnlijke onderhandelingen,
compromissen en opofferingen kunnen behelzen. Acceptatie van een
meningsverschil kan het resultaat van deze onderhandeling zijn. D e
uitkomst kan ook zijn dat het literaire erfgoed van de voorouder
losgerukt wordt van de wortels om doelen te dienen die verder gaan.
Aan literaire overeenkomsten kunnen zware onderhandelingen
voorafgaan; ironisch genoeg kan de zwakkere partij hierbij
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ondersteund worden door de sterkere partij. Bovendien kunnen zulke
overeenkomsten tekstuele en poëtische experimenten aan het licht
brengen die anders onopgemerkt zouden blijven.
The Intimacy of Influence reist tussen theoretische en narratieve
ficties. Narratieve fictie met diepgang en kracht is meer dan een goed
verhaal en in narratieve fictie kan op manieren getheoretiseerd worden
die de doorgewinterde theoreticus verrassen. Sigmund Freud (18561939) heeft zijn psychoanalytische paradigma middels een eindeloos
narratief geproduceerd. In dit onderzoek naar invloeden tussen de
belangrijkste literaire werken van Eliot, Woolf en Winterson, wordt
zowel het theoretische als het narratieve gekanaliseerd en worden
harde opposities tussen de twee verstoord. D e "intimiteit" van invloed
wordt dus onderzocht via werelden in werelden van het creatief
schrijven, namelijk theoretische en narratieve ficties.
In Die Traumdeutung (1899) introduceert Freud de term "theoretische
fictie" om een analytisch model te definiëren dat het mogelijk maakt
om over onze ideeën na te denken. Hij vestigt de aandacht op de
provisionele status van zulke ficties. O m te onthullen welke waarheden
zulke modellen kunnen bevatten, dienen zij als dynamische eenheden
benaderd te worden. O m andere ideeën te kunnen beïnvloeden,
moeten ideeën open blijven voor verandering. Psychoanalyse kan het
onverwachte in een literaire tekst aan het licht brengen; literatuur kan
de kloven en inconsistenties in psychoanalytische modellen
benadrukken.
In hoofdstuk één van dit boek worden Freuds belangrijke
concepten "herinnering", "herhaling" en "verwerking" onderzocht. In
George Eliots sleutelroman Middlemarch (1871-2) wordt de last van
tekstuele organisatie op een andere wijze herinnerd en herhaald dan in
Woolfs Orlando (1928). Dit resulteert in een uitbundig spel met een
mengeling van metaforen die beladen zijn met seksuele bedreiging. Het
gevecht tussen de twee werken mondt uit in verwerking. In Orlando
wordt de voorganger herinnerd en herhaald. O o k de erfgenaam van
Orlando, Wintersons Sexing the Cherry (1989), herinnert en herhaalt de
voorganger. D o o r processen van herhaling en het wederom ontginnen
van oud terrein, kristalliseren zich nieuwe syntheses van fictionele
vormen. D e "lus" in deze beweging, of het onontkomelijke
ronddraaien in verschillende cirkels dat aan een nieuwe synthese
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voorafgaat, noem ik "traversal". Of het nu om invloeden tussen
literaire of theoretische ficties gaat, de "intimiteit" van invloed schept
haar tekst door "traversal".
Gezamenlijk doorkruisen de werken nieuwe gebieden en door
deze activiteit verandert hun tropologische vorm en structuur. Nieuwe
tekstuele en figuratieve sporen worden getrokken. Hoofdstuk twee gaat
over Freuds theoretische "Wunderblock" model. Schrijf op de
bovenste waslaag, strijk de waslaag weer glad en het oppervlak lijkt
onbeschreven. O p de gladgestreken waslaag kan een nieuwe tekst
worden aangebracht. Maar op de wassen ondergrond ontstaat een
palimpsest van een groeiend aantal teksten. Neem Middleware, Orlando
en Sexing the Cherry, bundel deze om zo een "blok" te maken en iets
anders komt tevoorschijn: een "Wunderblock". Sporen van Eliots
roman verrijken de tekstuele paden van de opvolgers. Orlando tovert
met Shakespears Othello, terwijl Sexing the Cherry Middlemarch doorkruist
en de voorganger ontstijgt door het mogelijk te maken om deze anders
te denken dan in negentiende eeuwse termen als "Victoriaans" en
"klassiek realistisch."
In hoofdstuk drie wordt een vroegere plek bezocht om een
oude kaart opnieuw te tekenen. Wellicht zoeken wij allen naar de
laatste vluchtroute uit Thebe, de mythische stad van Sofokles en
Freud. In de psychoanalyse wordt het Oedipuscomplex bezocht door
vele vertellers en narratieve subjecten en door vele teksten in kaart
gebracht. Oedipale blindheid is een voorwaarde voor visie. In
Middlemarch wordt een kaart getekend die de subjecten geen eenvoudige
vluchtroute biedt. Bovendien wordt in Eliots boek een model van het
Oedipuscomplex gegeven voordat Freud zijn model ontwikkelde. In
Mrs. Dalloway (1925) van Woolf wordt de kaart opnieuw getekend door
het vrouwelijke narratieve subject met een verlangen naar vrouwen te
begiftigen, een verlangen dat een verrijking in plaats van een verarming
betekent. Wintersons The Passion (1987) neemt het vrouwelijk subject
terug naar de kern van het Oedipale labyrint. Wat The Passion van
Winterson herinnert en herhaalt kan wellicht alleen verwerkt worden in
de romans van de voorgangers. Het anti-lineaire karakter van
"traversal" impliceert de onredelijke aspecten van invloed. Het werk
van de voorouder kan, met andere woorden, terug naar de toekomst
reizen en de erfgenaam voor zijn.
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In hoofdstuk vier en vijf wordt deze scheve temporaliteit van
invloeden tussen literaire en theoretische ficties verder onderzocht. D e
laatste en meest experimentele roman van Eliot, Daniel Deronda (1876),
is doordrenkt van omgekeerde temporaliteiten en toeval. Woolfs The
Waves (1929) bevat een mise en abyme, een miniatuurtekst die op de
roman als geheel reflecteert en de bestemming van de karakters
theoretiseert als eindeloze cirkels van terugkomst en reconstructie. In
deze miniatuur figureert een schrijvende dame die beschouwt, maar
nooit naar ons terugkijkt. Ze is wezenlijk en onverbiddelijk; gekaderd
in de roman kijkt zij terug naar Daniel Deronda en de mogelijke
modernismen en postmodernismen binnen de Victoriaanse roman.
Evenzo presenteert Gut Symmetries (1997) zich als een narratief essay of
een theoretisch sprookje om nog meer verassingen over de
Victoriaanse voorouders te ontsluieren. Bovendien onthult Wintersons
boek diepzinnige experimentele en postmoderne lagen van The Waves.
Dit onderzoek betwist de idee dat fictionele en theoretische
vormen afzonderlijk, alsof het twee polen van een binaire oppositie
zou betreffen, bestudeerd kunnen worden. Voor een theorie die
narratieve kracht ontbeert, is het moeilijk om "intimiteit" te
produceren en zonder narratief kan een theoretische visie wellicht niet
overleven. De innige verbondenheid tussen romans kan een stroom
genereren die ficties en theorieën in nieuwe syntheses samenbrengt.
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Roll the Credits:
Dedications

Recently, I had an urge to make an analogy. I wanted to compare the
process of making this book with movie-making. I could call myself the
writer-director who helps the actors "to fly." To pursue the analogy, all
the texts I have brought together - those from the three novelists, from
Freud, the key theorists and the other supporting writers, that is, all the
fictions both narrative and theoretical - were actors who turned out
star performances.
Or perhaps the texts were the writer-directors and me the
jobbing actor. The "performative" aspects of scholarly writing demand
their own dissertation. Suffice it to say that I cannot resolve the conflicting sides of my analogy. I cannot run with the comparison. Still, it
haunts me. So I have to settle for a compromise. Just like they say in
the movies, " N o n e of this would be possible without..." I can vouch
that there are many people in my life without w h o m this book would
not exist.
Books are solitary affairs. Books do not come into the world
without ensemble work.
My great debt goes to Mieke Bal. She let me experiment, then
reined me in. Her talent for inspiration and her capacity to eliminate
defence mechanisms constitute an art form. She aided me and my text
through a formidable traversal.
In all my creative adventures, I always have to wander into the
labyrinth. N o danger, no gain. Labyrinths are indeed dangerous places.
You can run the risk of becoming lost. You can become lost indefinitely. Half-way through my project, I got lost in "Labyrinth Lacan."
Like Ariadne, Mieke threw me the thread. At the other end she kept
tugging, and did so persistently. Out I came.
As is evident from my study, M e k e ' s Bal's vision of cultural
analysis has influenced me. Yet its intimacy has allowed me to find my
own path and pursue my own undiscovered country. I have always felt
torn and confused by a category like "literary scholarship," as though it
were unconnected to "creative writing." The traditional divides
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between the poet and the philosopher, the story-teller and the theoretician, have always pained and enraged me. I never knew for which team
I should play. Mieke Bal's work, her Theory Seminar and her mindchild, the Amsterdam School of Cultural Analysis, gave me a medium
in which to play for two teams, and join the sides together to make
one. There is nothing homogeneous about this team. Its structure
contradicts itself, and thus is huge and contains multitudes. I have not
only written my dissertation, but found my own calling: the
commitment to fictions both theoretical and the narrative, to a
synthesis of analysis and performance. It has been a privilege to have
worked with Mieke Bal.
Ernst van Alphen and I have had many valuable conversations;
his work has helped me greatly. I would like to thank Michael
Steinberg for his generosity. Marijke Rudnik was the one who introduced me to George Eliot. Daniel Deronda is one of the most important
novels in my life. Without Marijke, I may never have met this most
important of textual friends. I would also like to thank Marijke for
helping me with my writing when I was at the Engels Seminarium
between 1988-1991. Reneé Hoogland has also been an important
source of support in my work. Dominic Baker-Smith was very
generous in agreeing to be on my committee at a late stage. And I
thank him dearly for the long, long loan of Roland Barthes' S/Z.
The Belle van Zuylen Institute hired me as an A I O , and Geestwetenschap paid me. Without the support of both, this book would
not exist. More than this, the Belle van Zuylen Institute gave me a
place to work. Without all their facilities, I would never have finished
within time. Selma Leydensdorff gave me a helping hand when needed,
and Inge Boer read two of my chapters, giving superb theoretical and
textual feedback. Inge has always been a great support, and it was
lovely to have her as my fellow P O M O .
The Institute itself became my "Room of One's O w n . " (As the
security guards know. They would sometimes find me there at 2 p m in
the morning. Cheers guys). I would like to thank all the "Belles" at the
Institute for providing a lively and affectionate community. Over the
years, the office manager Barbara van Baien was immensely supportive, helping me out with professional problems, being there, being
cheerful, creating a great sense of esprit de corps for all. The "open
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doors" of Wendy Jansen, Yvette Kopijn, Ellis Jonker, Monica
Scholten, Carianne van Dorst, Hanne Drogendijk, Irene Ciraad, Ruud
van Oldenziel, and all the " T I N " girls, have always been hospitable.
Everyone in the "promotion club" read several of my chapters and
gave astute and productive feedback. I have been impressed and
influenced by Marion de Zanger's sensitive and erudite comments, as
well as her humour, particularly over drinks and dinner. I would like to
thank Wilma Cohen for her Zen-like serenity, particularly during the
"final stages" of my project. She had to tolerate me "climbing the
walls."
Working at the Institute gave me the opportunity to meet two
very important friends - my two colleagues, intellectual intimates, sister
confessors, good counsels, and Spice Warriors: Sybille Lammes and
Amade M'charek. Both have gifts which I could not begin to itemise
nor categorise. I owe them both many debts. We have occupied the
same room together for nearly five years. Scholarly, writerly and
creative, Sybille is the contemporary answer to a heroine from a novel
by Henry James; she has never let me escape conflicts and contradictions. Her generosity is clairsentient. The way Amade marries the
material and the ideological would be the envy of Dr. Lydgate. She has
taught me a lot about sticking to one's guns.
The Amsterdam School of Cultural Analysis has been my other
home. The Theory Seminar introduced me to many gifted people.
They helped me understand the practical applications of Code's
"friendship model." Petra Vegeer was one of the first people to
befriend me in the seminar. The way Frans-Willem conducted himself
through the final stages of his dissertation left me sign-posts and
warning signs along the path. Without these I might have fallen off the
cliff-edge. I would like to thank Sasha Vojkovic for her formidable
intelligence, wisdom and just "being there." Whenever I have felt
down, Murat Aydemir's blend of brilliance and charisma has always
cheered me up. Françoise Lucas, Patricia Pisters, Madeleine Kasten,
Peter Verstraten, Markha Valenta and my fellow northerner Michael
Burke, are all important members of my ASCA tribe. And most
recently, Joyce Goggin has joined the brood. I would like to thank her
for being smart, exuberant and indulging my passion for the films of
Catherine Deneuve.
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Last but not least, Maaike Bleeker and Janeke Lam I want to
thank for the experience of "bi-sensitivity." In 1997 I approached
Mieke Bal with an idea which I hoped would fit into the 1998 Come to
Your Senses1, conference. I had always dreamed of a workshop which
would be made up of artists who are scholars. Mieke gave me the goahead, referring me to Maaike and Janeke. Like me, they pursue the
double path, though in idiosyncratic ways. Maaike and Janeke both
have definite and impressive styles, both in their scholarship and art.
Maaike and Janeke were already handling the conference's ambitious
and successful art project, but were still committed to the three of us
teaming up for the workshop. For me, it was a unique experience.
Furthermore, I am always struck by Maaike's talent for positioning
herself and her work at a refreshing remove from dominant practices. I
am looking forward to the T-shirt she so admired and would like to
bring me from America. It says "Change the **!!!..paradigm!"
At the other extreme, Birgit Hansen in Berlin, a philosopher
and literary analyst by training, and a psychoanalyst in training, helped
me to approach paradigms with caution. She helped me to understand
that the envelope should only be pushed when that envelope has been
paid great respect. She helped me with the concept of traversal and
made an excellent close reading of my first versions of chapter 1.
AS CA is a department blessed with Sherry Marx, Maartje
Geraedts and Eloe Kingma. Marrtje's door is always open, Sherry is
Our Lady of Speed and Support, and Eloe is the cornerstone of the
catherdral. I would like to thank Eloe for her calm and practical help,
all given when she was herself under so much pressure.
Kees Ostendorff also helped relieve professional pressures at
the most apposite moments. He has been helpful and timely for the
last four years. Carianne van Dorst was superb when it came to helping
me with problems technological, and her friend John van der Kamp
helped me with the final stages of my cover.
I would like to thank, once again, the generosity of the. J.E
Jurriaanse Stichting in Rotterdam and the Belle van Zuylen Institute,
who both provided me with the funding without which I could not
have published this book. The British Council were also very generous
in providing me with additional funds.
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As you all know, when it comes to final, textual details, I can be
sloppy. I can look at a text a hundred-fold and still not catch those
"ants." The volunteer proof-readers did a great job. Any remaining
mistakes are certainly not their problem. Thanks to Janet Potterton,
Emma Dingwall, Philippa Collin, Markha Valenta, Michael Burke,
Amade M'charek, Grace M'Cormick, Sasha Vojkovic, Mark Bellamay,
Sybille Lammes. Thanks too to Sybille for her courageous translation
of the "Samenvatting." Many thanks to Daan Lisboan and Jeffrey
Kleef at ASCA Press. The visual artist Una Gildea gave me useful
advice about the book's "jacket design."
Robert Simon read through the first three chapters of my book
and did something vital - he helped me to "flag" my terms. Robert is
not only a talented art historian, but he has an ability to suss out what a
book needs before it goes to the next stage.
Writing is a mode of performance. And there is a medium of
performance called improvisation. I act with an improvisation
company called Off Your Head. I think many people writing a dissertation start to find their "voice" only in the last year of the project. Off
Your Head helped me find my voice at a performative level, and this has
paid back into my writing. My thanks go to Debra Mulholland, Emma
Dingwall, Adam Fields, Grainne Delaney, Ralph Lee, Juanita Kobble,
Ralph de Rijker, and Sue Porter. For me, going back on stage involved
another rite of passage; Debra and Emma were crucial in giving me
badly needed confidence. My special thanks goes to Debra Mulholland
for giving me nurturing but tough notes. She helped me to think again
about the connection between performance and writing.
I dedicate this book to all my friends and to my parents.
Books are made of human thoughts, confrontations and
affections. When some people ask me that most conventional of
questions, "oh how is your love life?" I now respond "in which
department?" We live in times when the tough and transformative
intimacies so characteristic of Platonic dialogue, are not regarded as in
the field of "love." For this now most corrupted of terms, the Greeks
had four different words. Conventions and atrophying ideologies insist
on setting up a binary opposition between the notion of the "lover"
and the "friend." The experience of writing this book revealed to me
the artificiality of that opposition.
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Writing a book is an act of love. It is one which is dangerous
and difficult, transforming the self. The result is that the writer
becomes intimate not just with the vastness of a creative medium, but
with myriad others.
I am blessed to have exceptionally insightful and generous
friends. In the last couple of years particularly, I want to thank Liz Dale
and Janet Potterton for their warmth and intelligence; Willem Alpherts,
Stephen Smith and his affectionate humour, Kayla Ente, Helena
Kupperman, Philippa Collin, Liz Savage, Grace McCormick, Elisha
Davar, Annette Sloan, Sue Turner, Harbinder Kaur, Sian Griffiths and
Steve, Claire Truscott, Lucy Spence, and Dawn Whittikar. During the
first part of my project I spent a fair amount of time in London, also
working on a screenplay. I would like to thank Nancy Diuguid for
offering doorways into the seventeenth century.
My parents lie figured somewhere in this book, in ways I cannot
as yet reflect upon. I would like to thank my mother, Mavis Lord and
my father, Michael Lord. What they have given me goes beyond the
medium of language. Though I will say this. My mother gave me a love
of performance and drama. My father loved psychology. He kept
books stored in closed cupboards. Exploring these I found an old and
dusty book. Upon it was the name Sigmund Freud. I was only eleven
years old. That was just one moment of calling.
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narratology, 9, 11, 21,
28, 29, 39, 46, 53,
narrative essay, 1, 13,
15
narrative fiction, 1,
17, 18,30,
narrative, 40, 41, 42,
43, 44, 45, 50, 53, 54
narrator (characterbound, or CN), 166,
168, 238, 247, 265,
275, 285
narrator, (external, or
EN), 66-69, 72, 73,
79,133-138,141-145,

153,160,164,179,
182,186,187,188,
190,192,195,204,
230, 248, 275, 279,
283
narrator
(transforming), 188,
189,191,193,195,
197, 203, 204
Oedipus, 74, 102,
130, 131, 134, 139,
165, 166
Oedipus complex, 84,
110,111,117,123,
126, 129, 130,139,
166
(positive complex),
146, 148, 160, 161
(negative complex),
146, 148, 161
Oedipal frame, 160
Oedipal narrative,
110,111,112,131,
132,143,153, 155
optics, 6, 10
paradigm, 3, 6, 10, 21,
24, 27, 39, 43, 44, 55,
111,117,143,144,
177,180,196,197,
212,221,270,274,
276, 278, 279, 283,
284, 285
parents, parental
model and parenting,
2,7,11,12,13,16,

40, 74, 123, 162, 176,
177,211,212,218
paternal imago, 175
performative, 4, 195,
204, 206
plane of
identification, 45
postmodern and
postmodernism, 92,
118, 119,120, 121,
166,214,224,225,
226,238,250,281,
288, 294, 296
primal fantasy,
(phantasy) and
fantasies, 28, 29, 39,
40
primal scene, 40, 41,
42, 43, 44
quantum mechanics,
175,180,183,226,
245, 247, 265, 266,
274,271,284,292
rapture, 2, 13,43,67,
68,71,74,75,76,77,
80,86,91,93,100,
104, 105, 106, 108,
143, 146,150,153,
205, 237, 238, 239,
240, 242, 243, 247,
249,250,251-254,
257-260,261-279,
273,275
ratios, 12,53, 153,
288

realism, 44, 50, 119,
145, 165, 169, 177,
180,196,202,243,
247, 288
remembering, 24, 25,
26, 27, 30, 31, 39, 45,
46,53,69,140,152,
250
Renaissance
modernism (new
term), 296
repeating, 24, 25, 26,
27, 39, 45, 46, 52, 53,
58,152,161, 196
repetition, 23, 24, 25,
34, 37, 44, 48, 52, 84,
86,113,136,148,
168,238,239,240,
242, 247, 247, 249,
265,267
speech act, 4, 10
Shakespeare's sister,
1,9,293-295
symbol (Peirce), 15,
16, 70, 71, 103, 122,
141,162,172,222,
223, 254, 263, 270
symbolic order, the,
22,41,45,46,49,57,
59,60,174,178,179,
180, 183, 187, 191,
193,201,203,209,
210,217,218,219,
221,222,223,229,
230

synecdoche, 4, 84, 85,
89, 96, 115, 135,136,
264, 141, 143
theoretical fiction, 30,
63, 64, 65, 66, 69, 71,
72, 73, 74, 78, 79, 80,
82, 86, 87, 88, 89, 91,
93,94,96,100,101,
102, 108, 110, 134,
166, 167, 178, 179,
181, 186, 199, 216,
222,227,237,238,
239, 240, 243, 245,
246, 253, 261, 262,
264, 275, 276, 279,
281, 285, 286, 287,
294, 295, 296,
theorising fiction, 78,
79,81,82,90
transference, 8, 23,
24, 26, 30, 31, 32, 46,
52, 54, 68, 100, 106,
111, 141,174,175,
180, 187, 193, 205,
241, 242, 250, 267,
282
trauma, traumatic,
traumatised, 93,94,
95, 96, 99,100,101,
241 -243, 247-251,
254-257, 262-268,
273, 285, 286
traversal, 8, 23, 24, 25,
33,34,38,39,41,43,
44, 45, 49, 50, 53, 66,
72, 77, 78, 79, 82, 90,

93, 1 Ol, 104, 105,
107, 111, 117, 126,
129, 142, 143, 148,
164, 165, 174, 177,
178, 180, 181, 183,
193, 196, 197, 206,
213, 222, 223, 226,
227, 228
webs, 11, 13, 17, 19,
20, 21, 22, 23, 34, 38,
47, 49, 54, 55, 56, 66,
85,114,115,119,
122, 125, 129, 131,
134, 135, 139, 144,
145, 189, 238, 239,
241, 245, 247, 250,
251, 253, 260, 262,
264, 270, 273, 279,
283,286,288
working-through, 24,
25, 26, 27, 28, 29, 30,
31, 32, 33, 34, 37, 38,
39, 40, 43, 44, 45, 46,
48, 49, 52, 53, 68, 77,
78, 94, 100, 101,104,
106,116,136,140,
152, 153, 158, 164,
165,175, 202, 206,
223, 224, 226, 238,
240, 241, 246, 249,
250, 254, 257, 259,
273, 274, 275, 282,
283, 284

One generation after Harold Bloom's The
Anxiety of Influence (1973), the present
study explores literary influences between
the major works of the British novelists
George Eliot (1819-1880), Virginia Woolf
(1882-1941) and Jeanette Winterson
(1959- ). Rather than anxiety, this book
examines lines of "intimacy." In A Room of
One's Own (1929), Virginia Woolf foretold
the coming of "Shakespeare's sister." She
is the hypothetical writer whose works
incarnate into the future what history
repressed: the tradition of texts by women
writers. The Intimacy of Influence argues that
Shakespeare's sister figures not a single
individual, but rather the ongoing transformation of the literary tradition. Woolf
conceives of fiction as a web. When its
tissues discover new shapes and limits,
pioneering works emerge. The evolving
texts catalyse the literary medium and
release its neglected treasures.
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