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ABSTRACT 

BLACK HOLE OR LIVING HALL: RECONSTRUCTING FEMALE  

SEXUALITY, DECONSTRUCTING MALE ANXIETY 

 

Gizem SERDAR ÖMÜR  

 

In this study, the main concern is to apply a reconstructive approach to reshape the image 

of female genitalia by restoring a primordial representation of women. To achieve this, I 

delve into multiple disciplines once amalgamated by androcentric forces that debilitated 

women, with an intent of reverting the same perception for the benefit of women by 

activating such primordial images of women. Instead of the priority given to death and 

destruction in defining and contemplating the meaning of life, as observed in the present 

phallocentric systems, this study provides a new understanding arising from female genitals 

from which life emerges and to which all living beings yearn to return as nostalgia and 'a 

belated wish' as Freud says. Concentrating on the representation of the female sexuality in 

American cartoonist Charles Burns' graphic novel Black Hole, British writer Angela 

Carter's The Passion of New Eve and German writer Patrick Süskind's Perfume, this M.A. 

thesis employs several contemporary and interdisciplinary theories and methodologies to 

decode and recode the symbols, images, figures and metaphors attributed to women in 

cultural history. In this regard, placing the aforementioned literary works in their specific 

contexts and taking them under scrutiny in their attempt to cross the borders that western 

logocentrism dictates, this study suggests a thorough analysis of the distaff side, the 

underwritten part of history.  

 



 
 

iii  

This analysis is essential in that it aims to revive the repressed image of a Goddess figure, 

who 'creates the world by dancing', and asks for recognition by way of substitutions as they 

appear in the form of 'objet petit a', 'uncanny', 'abject', 'grotesque'; euphemistically called 

'black hole' and 'black continent'. The sum of such concepts connotes monstrous, a non-

human other in patriarchal discourse. However, such a view also assigns women to an in-

between state of animate/inanimate, animal/human, female/male, defying the western 

binarized philosophy towards a nonbinary understanding. Therefore, this study concludes 

that the monstrosity attached to the female reproductive body through various ways, 

alongside the major anxiety that has governed the male economy for thousands of years, 

arises from a deathly attraction, as displayed by the keen analysis of the given three literary 

texts in the light of Irigaray's multiplicity and fluidity, fed by Cixous's aphorisms, supported 

by Kristeva's 'chora' and Ettinger's 'matrixial', manifested in Eisler's prehistoric Goddess 

figurines and Creed's 'monstrous feminine'. 

 

Key Words: Reconstruction, Black Hole, Primordial, Procreational, Female Genitals,   

Attraction, Pleasure, Non-binary, Monstrosity, Repressed, Nostalgia, Abject, 

Uncanny, Grotesque, Disgust, Home, Charles Burns, Black Hole,  

Angela Carter, The Passion of New Eve, Patrick Süskind,  

Perfume: The Story of a Murderer 
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ÖZET 

KARA DELİK YA DA YAŞAM ODASI: KADIN CİNSELLİĞİNİ YENİDEN 

YAPILANDIRILMASI, ERKEK ANKSİYETESİNİN YAPISÖKÜMÜ 

Gizem SERDAR ÖMÜR  

 

Bu çalışmanın temel kaygısı, kadınların ilkel temsilini restore ederek kadın cinsel 

organı imgesini yeniden inşa etmektir. Bu amaç doğrultusunda, bir zamanlar kadınları 

zayıflatmak için erkek egemen güçler tarafından bir araya getirilen çoklu disiplinleri 

araştırarak aynı algıyı kadınların yararına olacak şekilde, Tanrıçaların ilksel temsillerini 

harekete geçirerek tersine çevirmek niyetindeyim. Mevcut fallosentrik sistemlerde 

gözlendiği üzere, yaşamın anlamını tanımlamak ve anlamak için ölüm ve yıkıma verilen 

öncelik yerine, bu çalışma, yaşamın filizlendiği ve nostalji ve ‘gecikmiş bir dilek’ olarak tüm 

canlıların geri dönmeyi arzuladığı kadın cinsel organlarından doğan yeni bir anlayış 

sunmaktadır. Amerikalı karikatürist Charles Burns'ün çizgi romanı Kara Delik, İngiliz 

yazar Angela Carter'ın Yeni Havva’nin Tutkusu ve Alman yazar Patrick Süskind'in Parfüm 

isimli eserlerinde kadın temsiline odaklanan bu yüksek lisans tezi, kültür tarihi boyunca 

kadınlara atfedilen semboller, imgeler, figurler ve metaforları çözmek ve yeniden kodlamak 

için çeşitli çağdaş ve disiplinler arası teori ve metodoloji kullanır. Bu bağlamda, batılı söz 

merkezciliğinin dikte ettiği sınırları aşma amacı güden bu edebi eserleri kendi özel 

bağlamlarına yerleştirerek inceleme altına alan bu çalışma, tarih yazınında az yer edinen, 

kadına ait kısmin kapsamlı bir analizini sunmaktadır.  

 

Bu analizi, evreni ‘dans ederek yaratan’ fakat bastırıldığı için ‘nesne küçük a’, 

‘tekinsiz’, ‘iğrenç’ ve ‘grotesk’ ya da örtmece olarak ‘kara delik’, ‘kara kıta’ gibi ikamalar 
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yoluyla tanınma talep eden bir Tanrıça figürünü diriltme çabası gütmesi önemli 

kılmaktadır. Bu tarz atıfların toplamı, ataerkil söylemde canavarca, insan olmayan bir 

ötekini çağrıştırır. Ancak bu aynı zamanda kadını batının ikircikli felsefesine meydan 

okuyarak, ikircikliğin dışına doğru, canlı/cansız, hayvan/insan, kadın/erkek arasında bir 

konuma yerleştirirler. Buna binaen,  Irigaray'ın kapsayıcılık ve akışkanlığı ışığında, 

Cixous'un aforizmalarından beslenerek, Kristeva'nın ‘chora’ ve Ettinger'in ‘matrixial’ 

terimleri tarafından desteklenerek, Eisler'in tarih öncesi Tanrıça figürlerinin tezahürü ve 

Creed’in ‘canavar dişisi’ bağlamında bahsi gecen üç metnin derin analizinin gösterdiği gibi,  

erkek ekonomisini binlerce yıldır yöneten en büyük kaygı olan kadının doğurgan bedenine 

çeşitli şekillerde bağlanmış canavarlığın, özünde, ona duyulan ölümcül bir çekimden 

kaynaklandığı sonucuna varmaktadır.  

 

Anahtar Kelimeler: Yeniden Yapilandirma, Kara Delik, Ilksel, Ureme, Kadin Cinsel    

Organlari, Cazibe, Zevk, Ikili Olmayan, Canavarlik, Bastirilmis, 

Nostalji, Igrenc, Tekinsiz, Grotesk, Igrenme, Ev, Charles Burns, Kara 

Delik, Angela Carter, Yeni Havvanin Tutkusu, Patrick Süskind, Parfüm: 

Bir Katilin Öyküsü 
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chance to thank Professor Işıl Baş, whose lectures inspire, impress and invoke awe in me 

while her personality and intellect are mesmerising. I wish I had met her in earlier years 

of my life; an ‘ideal image’ incarnate. My great gratitude is to Professor Gülşen Sayin, 
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INTRODUCTION 

 

In this study, I will be delving into multiple disciplines to demonstrate and deconstruct the 

symbols attributed to female genitals in order to reveal their actual image in a 

reconstructive methodology. By reassessing the negative connotations of female genitalia, 

the analysis aims to restore the primordial representation of women stemming from their 

procreational power. Examining the representation of women in American cartoonist 

Charles Burns' graphic novel Black Hole, British writer Angela Carter's The Passion of 

New Eve and German writer Patrick Süskind's Perfume, this M. A. thesis intends to 

display how female sexuality is embedded in the male psyche in the novels. While there 

are studies aiming to voice genuine female sexual identity, this study differs in the aspect 

of taking female reproductive features of women as a strength. Previous studies that take 

female sexuality as a central concern deal with the patriarchal consideration of the 

woman's reproductive body as 'breeding machines' or 'walking wombs' under the scope of 

the mother myth. By contrast, this study brings forth a primordial mother image who 

emerges from chaos and water and lays the first egg or herself is seen as the Cosmic Egg. 

Life springs from her body. All living beings yearn to return to her in the end as both 

sources of life and death, good and evil, dark and light… She is a great non-binary Mother 

Goddess who involves everything altogether that western metaphysics divides into two, 

giving way to an egalitarian understanding of social life. Therefore, investigating and 

revealing the reasons behind negative connotations inscribed on FGTs, this study aspires 

to restore the representation of such ancient deity images, the prevalence of which 

indicates the powerful position and influence of women in ancient belief systems, from 

the layers of earth where it has been kept enclosed for hundreds of years.  

 

The main inspiration behind this study comes from the continuous confrontation with the 

strange way of describing female sexuality—as Black Hole—in the readings for the 

requirement of my postgraduate degree. In this way, I began to read more deeply about 
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the subject with Luce Irigaray, Hélène Cixous, Julia Kristeva, Barbara Creed and Angela 

Carter's The Sadeian Women, in their attempt to describe and deconstruct the patriarchal 

definitions of female sexuality, as reflected in the works of Sigmund Freud, Jacques Lacan 

and Carl Jung. What might have caused the male mind to call female genitals a Black 

Hole? Why does Freud define female genitals as "uncanny" and "black continent," with 

Medusa's Head or ancient sites? Why is female sexuality constantly described negatively? 

Considering the negative attributions of female sexuality, I wonder whether this negative 

view emerges from a great compulsion, negative attraction or negative power. Instead, is 

it a deathly attraction that lies behind and beneath all? Does this connote the allure of the 

fearful?  

 

Reading the fiction of two male writers, Charles Burns' Black Hole and Patrick 

Süskind's Perfume: The Story of a Murderer and a post-feminist writer, Angela 

Carter's The Passion of New Eve, contributed to my interest in the subject and carried the 

research to deeper levels. My deep research indicated a necessity to bring this argument 

to the literary field in a profound study of Riana Eisler's The Chalice and Blade, Bracha 

Ettinger's The Matrixial Borderspace, Barbara Creed's The Monstrous Feminine, Marija 

Gimbutas' The Language of the Goddess, and Robbins Dexter's Whence the Goddesses. 

In this way, I intend to shed light on the force behind men's return to women. The male 

writer's novels, chosen intentionally are evaluated to illustrate that the major anxiety that 

governs the male economy emerges from a deathly attraction that they develop towards 

the female sexual body. However, rather than acknowledging this reality, it is repressed 

to the unconscious in patriarchal systems in which sex turns into sin, taboo, and women 

are regarded as dangerous. I search for the factors that make a feminist woman writer 

compose an apparently anti-feminist work. To demonstrate all this, I research multiple 

disciplines that the androcentric forces have banded together to debilitate women. 

Reversing the same perception for the benefit of women by activating primordial origins 

through a study of myth, psychology, archaeology, philosophy and religion, this study 

aims to tell (her)story by incorporating the analysis with literary works. As literature 

propounds whatever is kept out of sight, it reveals the period's unconscious, unspoken, 

hidden secrets by carrying them into a fictional ground and employing figures of speech, 
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symbols, motifs, figures, imageries, analogies, euphemistic terms, metaphors, 

metonymies… 

 

All three literary texts shift the setting from the real-time they were written, giving an 

example of speculative fiction. Speculative fiction is a genre that combines various genres 

of fiction while employing speculative, fantastic elements in the novels. Black 

Hole, written in 1995 and collected in 2005, is set in the 1960-90s suburbs of Seattle, 

addressing a sexual epidemic that affected the social and urban life in the area. Published 

in 1985, Perfume is set in 18th century France, the cradle of reason/cogito, to illustrate the 

dichotomy within the Enlightenment's high principles. The Passion of New Eve is set in 

the dystopic United States in an ongoing civil war. In Black Hole, the characters undergo 

several body mutations; in Perfume, the protagonist has a supernatural sense of smell, and 

in The Passion, the mother character, as well as Eve(lyn) and Leilah, are depicted as 

unrealistic. In the end, all of the characters reflect the elements of supernatural and fantasy 

while the time of the stories is carried to the past or the possible future. In this way, the 

authors prepare their novel's context within a free ground to evade the frames western 

literary tradition draws as examples of the post-modern movement. Having the same threat 

of reflecting female sexuality by applying the common symbols attributed to women, 

these works contribute to reawakening a powerful woman image. 

 

In all the aforementioned novels, the writers euphemistically refer to the vagina and womb 

by implication of bleeding wounds incorporated with natural elements such as animals, 

plants, caves, eggs, water, earth and sky as the common features observed in the 

goddesses; half human half animal, emerging from the water, air or she herself is defined 

as the earth. These features invoke the human being's connection with nature and thus to 

women. By endorsing characters with abject, uncanny, grotesque, disgusting elements and 

diseases, the novels bring the monsters home, which are defied from the scene by western 

metaphysics. These monsters manifest themselves through body transformations and skin 

deformities. In western philosophy, the body signifies lust, impudent desires, and 

passions, while the head refers to divine spirituality. The bestialities that appear on the 

body connote the repressed feminine side. The body relates to women and the connection 
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with the mother; the link to the first home, the vagina, reminds the fragility of the symbolic 

order. That is why the fear factors must be concealed as monsters as prevailed in western 

literary tradition facilitated by patriarchal monotheistic belief systems. In the end, 

applying female sexuality as a sub-text, the novels suggest a plentiful reading to analyse 

and understand the dynamics shaping representation of women in cultural history. 

 

Overall, this study aims to defy the anthropocentric way of signification represented in 

western epistemology incorporating analysis with the theoretical works from various 

fields in their attempt to deconstruct the phallocentric norms, which also prepares a firm 

ground for their reconstruction. Then, the literary works are embedded in the process of 

reconstruction revealing the reality lying behind the substitutions used in defining FGTs. 

In this way, as opposed to the destructive male culture, the primordial image of the female 

reproductive body as the source of life is brought forth as a way to restore its actual 

representation. A strong apotropaic force arises from the speaking vagina, which tells 

another story that is far different from the patriarchal ones based on sameness or 

inferiority. Instead, female genitals signify a timeless, non-binary everlasting gate 

between the animate and inanimate states embracing all life forms, representing holistic 

oneness. The place in the beginning that all living beings belatedly wish to return to, both 

familiar and unfamiliar; allures and repels. 
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PART I:  A BRIEF REVIEW OF (HER)STORY 

Love is home-sickness.      

-Freud, 'The Uncanny' 

 

1.1. Discussing the Representation of the Female Body 

An image has a fundamental role to play in psychic formation. As Mircea Eliade indicates 

in the Foreword of Images and Symbols, everything begins with an image. An image 

justifies existence. It is prehistoric and prelinguistic. It comes before reason. It reveals the 

most profound aspects of reality. It defies other means of knowledge. The image carries 

the responsibility of creating the psyche. It can shed light on the most hidden modalities 

of being. It prevails in the unwritten part of history. It is the imprinted memory of a 

prosperous and beatific existence. It holds actual power. It never disappears from the 

psyche. Only some aspects are exposed to changes in order to survive. It requires looking 

beyond to understand what it conceals behind its mask. It attracts to be recognised, to 

reemerge from the decay. It lingers in the ill-controlled zones of the psyche. It takes a 

familiar form, blinking unfamiliar beyond. It lives within the subject holding the place of 

meaning. It carries a message to everyman. It is up to the receiver to reawaken and 

contemplate it, in its pristine purity or substitute it (12-21).  

 

Once upon a time—approximately four and a half billion years ago—there was only 

chaos. The void of chaos explodes, and the firstborn becomes the primordial Goddess 

Gaia in one of the world’s creation myths. According to one version of Greek cosmogony, 

the ancestral mother, Gaia, gives birth to the Earth and everything in it 

parthenogenetically. To another, she creates Uranus(sky). From their union, the Earth 

comes into being. In either version, a goddess figure is at the centre of everything; human 

or nonhuman, animate or inanimate. The world comes into being from an egg in some 

other origin myths. Thereby, life emerges from the primordial egg laid by the 

parthenogenetic Archaic Goddess possessing the male/female good/terrible aspects 
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altogether. As exemplified in Greek Mythology, or going beyond it, almost all ancient 

creation myths before Genesis are attributed to female deities. In the end, ‘The Tree of 

life’-yielding fruits monthly- emerges from an almond-shaped seed. The shape of the 

almond in ancient myths refers to the union between earth and heaven, matter and spirit 

while alluding to the female genitalia; the cosmic womb of dark maternal waters that 

enables a passage from an inanimate state to an animate one (Panaioli 154). Then the Earth 

comes first, as the home where every being is born. Then, the womb or laid womb-egg is 

the very first home all living creatures dwell in. Thereby, the female procreative body 

gave way to women’s deification in ancient civilizations in which all life forms were 

equally valued. As a result, the primordial representation of women signifies a powerful 

nonhierarchic image derived from female genitals which are blessed with the divine power 

of creation.      

 

Current archaeological evidence from the prehistorical excavations indicates that in many 

ancient civilisations like Sumerians, Mesopotamians, Egyptians, or Indians, Goddesses 

are depicted as creating alone. They are almost always associated with fertility as well as 

often in harmony with all living beings. Moreover, the "ancient archaic figurine who gives 

birth to all living things" "exists in the mythology of all human cultures as the Mother-

Goddess who alone created the heavens and earth" (Creed 25). "In China, she was known 

as Nu Kwa, in Mexico as Coatlicue, in Greece as Gaia (literally meaning 'earth') and in 

Sumer as Nammu", in India as Mansa Devi who carries both good and evil sides, and in 

Anatolia as Cybele; Magna Mater (Creed 24). Later, emerging from the waters; the Celtic 

Melusine, the serpent goddess or her equivalent, living under the earth; Anatolian 

Shahmaran, meaning the 'queen of snakes' who dates back to the Genesis serpent; the 

Lilith, connote the connection between women and ophidian concerning the renewal 

power; the continuum of birth, death, and regeneration. Nonetheless, these central female 

figures must have posed immense problems "in both the history of human imagination 

and the history of the individual subject" that the features attributed to them began to be 

subverted (Creed 25). Sometime in prehistory, men discovered their own part in 

reproduction. Then creation as a function is transformed from Goddess to God with 

specific manipulations.  
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The beginning of history writing sets the beginning of an ongoing systematic diminution 

in the status of women. In Theogony, accepted as one of the earliest examples of Greek 

and Western literary tradition, Hesiod describes the origins and genealogy of the gods. By 

doing so, he sets the recorded beginning of the passage from mythos to logos transforming 

the oral myth-telling tradition into the written one, giving way to the loss of dynamism. 

In this way, the static, solid, hierarchal understanding starts to be praised from a holistic, 

fluid, dynamic, heterogenic one associated with Great Goddesses (Uzunoglu 418). 

Genesis 1, placing human beings at the top, suggesting everything is for their service to 

‘subdue’ and be ‘fruitful’. In Genesis 2:22: “And the rib, which the LORD God had taken 

from man, made a woman, and brought her unto the man”. Genesis 2:23 follows as such: 

“And Adam said, This [is] now bone of my bones, and flesh of my flesh: she shall be 

called Woman, because she was taken out of Man” (King James Version). Afterwards, 

women and men are also put into a hierarchy, considering women as secondary.  

 

In the Biblical story, the first woman is created from the rib of the first man who is created 

by a male god, as exemplified by the above-given excerpt. Robins Dexter delves into the 

prehistoric myth in her book Whence the Goddesses "[t]o better understand the 

interrelationship of the elements in the Hebrew story" (47). She writes that in "a Sumerian 

paradise myth, which dates to approximately 3000 BCE", there is "a paradisiacal land 

called Dilmun", which is almost perfect other than lacking fresh water. "Therefore, the 

Sumerian water god, Enki, causes the land to be filled with fresh water, and it becomes a 

lush garden". Moreover, "the 'Great-Mother' goddess, Ninhursag, causes eight plants to 

sprout in this garden" after hard work. However, Enki devours the plants and Ninhursag 

"pronounces the curse of death upon him, and several of his bodily organs become 

diseased". Afterwards, Enki's friends "in high places" want the goddess to cure him as she 

is the only one who can revert the curse. "So she seats him by her vulva and creates eight 

healing deities, one for each of his ill organs” (emphasis added). "The goddess created to 

heal Enki's rib was Nin-ti, 'the lady of the rib'. In Sumerian, ti has several meanings, 

including 'rib' and 'to make live.' Eve, Hebrew Chava, means, 'she who makes live'" 

(Dexter 48). In this quotation, Dexter compares the two stories and asserts that in 
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opposition to the ancient myth in the "Hebraic scenario", Eve is portrayed as a "foolish" 

woman who "is subordinated to Adam that she is born from one of his ribs, plucking an 

apple from the tree of knowledge (and, we must remember, wisdom and knowledge were 

particular realms of the goddesses), bringing ruin upon herself, Adam, and the rest of 

humanity, particularly female humanity" (48). However, in the original Sumerian story, 

the mother goddess –Ninhursag– is the source of life. She is the analogy for earth upon 

which the water, the seeds, fall and life sprouts. On the other hand, Enki is the carrier of 

water/seeds and responsible for the unrest in Dilmun. 

 

It is written in Genesis 1:27 as such: "So God created man in his [own] image, in the image 

of God created he him; male and female" (King James Version). This indicates that in the 

beginning both God and the first man were androgynous as Joseph Campbell writes while 

investigating the God figure as male and female in ancient myths (141). The creator in 

Islam has also androgenous connotations. In al-Iklhlas in Quran, it is written as follows: 

“He begets not, nor was He begotten. And There is nothing comparable to Him” (241). 

This part is translated as being neither male nor female, neither giving birth nor being born 

in many Turkish translations.  However, current Islamic regulations are highly 

androcentric as the subject pronoun chosen as ‘he’ to address the creator indicated, in the 

quotation above.  Nevertheless, the roots of Islam also allude to the female deities as 

"Arabian society was originally matrilineal and polyandric" (Alban, Melusine 136). There 

was a figure of a goddess that was worshipped in Anatolia and Arabia in prehistory, known 

as "Kubaba, or cube, whose sky body was worshipped as a meteorite and later called 

Cybele, comes from Kaaba of Mecca" ( Melusine 136). Kubaba and Kaaba have a similar 

rhyming, while Cybele reminds the word Kible; the direction Muslims turn their face 

while praying. Moreover, the goddesses that were worshipped at Kaaba are "Al-Lat, or 

Leto, or Caria, Kore, and Aluzza … Illat, Allat, and Allau", which directly refers to the 

name Allah, the name of the creator in Islam (Ergener qtd. in Alban 136). Furthermore, 

the meteorite that gave way to the worship of the Kubaba is still in Kaaba. The egg-shaped 

black stone is placed on the southeastern corner of the Kaaba and signifies the point where 

a tour around the Kaaba begins and ends during the pilgrimage. Moreover, the pilgrims 

are required to touch and kiss the stone in each of the seven circumambulations of the 
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Kaaba. It is considered highly sacred and said that the holiness of the Kaaba comes from 

this black stone (Ögüt). The modern appearance of the stone —from the outside— is 

similar to female genitals in shape. In a circular form, pieces of the original stone resemble 

an embryo's shape—the letter و (Vav) in Arabic— and it is surrounded by red stone. The 

letter – و – is used as a symbol of the believers, the human being and is found on the walls 

of many mosques (Durmus). The outer shape of the black stone—Hecerü’l-esvet —is 

made from silver to protect the core of the stone and it resembles vaginal lips. When the 

black stone and the outer shape are combined, the stone apparently resembles the first egg 

laid by the primordial goddess; her womb. Moreover, the black stone found in many other 

ancient myths, such as Indian Shiva’s lingam which takes the form of a male sex organ 

put on the top of yoni—the symbol of the female genitals, is widespread in Indian temples 

even today. This refers to an androgynous creator figure at some point involving both male 

and female principles which is most probably subjected to change in patriarchal systems 

and has come to be known as male- Shiva. Because there is not given an explicit female 

deity figure associated with yoni. Greek Goddess Rhea gives the stone to Chronos to save 

Zeus. It also directly connects the ancient figures depicted with explicit female genitals as 

the Greek Baubos or the Celtic Sheela na gigs. 

 

Moreover, circumambulation may refer to coming from Allah and returning to him when 

life ends, the eternal cycle of life and death. Another familiar understanding appears in the 

New Testament. In the Book of Revelation, Greek God is also defined as immortal and 

represented through Alpha (Α) —first letter—and Omega (Ω)—last letter— of the Greek 

alphabet. Accepted as a standard reference to the creator in Christianity, representing 

God's comprehensiveness as both the beginning and end, these signs are found in altars of 

the churches (Alban, Melusine 70-71). Interestingly, the symbol of Omega –Ω resembles 

the female genitals in its shape again. Moreover, in traditional Christian iconography, 

there is a double-almond similar to the lens shape, called vesica piscis in technical art and 

used for female genitalia–vulva– in the Middle Ages (Panaioli 154). Surrounding the 

figure of Jesus Christ from which Jesus emerges, this almond shape is found in the frescos 

in the churches and medieval manuscripts, which apparently refer to the divine power of 

metamorphoses that happens inside the mother's womb. This common aspect of the 
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Abrahamic religions connects with the polytheistic pagan roots relating them to the Great 

Mother figure. Similarly, Sheela na gigs —"the stone carvings of supernatural females 

who display their vulvas on medieval churches" in between the twelfth and seventeenth 

centuries "first on sacred then later on secular architecture— on rural churches, castles, 

holy wells, tombs, and standing stones" (Goode 96) date back to the "legacy of powerful 

female figures" appears in ancient Irish iconography and literature representing birth, 

death, and rebirth; all possibilities of the Life Continuum (Goode and Dexter 1). 

 

However, Abrahamic religions, as in Islam have served only for men's needs as a 

patriarchal myth for centuries by subverting the holy books or preserving the secondary 

position of Genesis 2 for the female gender, as shown in the following excerpt from Quran. 

"O people! Fear your Lord, who created you from a single soul, and created from it its 

mate"; "marry the women you like—two or three or four" (an-Nisa 1, 3). For instance, in 

the current story of Islam, subverting the archaic religion in which a woman could divorce 

her husband "when [she] turned her tent to face east three times in a row" are changed into 

men's saying three times (be divorced), "boşol" in Turkish (Alban, Melusine 136). In this 

way, women are meant to be kept under their subordinate position while the hierarchal 

and dualistic understanding are sustained through patriarchal systems. In medieval times, 

the western famous Christian Great Chain of Being, derived from Plato and Aristotle's 

works, directed the western mind to categorise all life and matter in a hierarchal form until 

the 19th century. Darwin's evolution theory struck the grand narratives appointing men 

superior to their counterparts –women– and all other creatures, giving way to questioning 

grand narratives–in the Holy Books. Many years have passed since Darwin's view on the 

evolution of species, and now, modern genetics has also confirmed that all life is related. 

However, the image of divinity, representing a chaotic and non-hierarchal wholeness, in 

the beginning, has already been transferred to an old man with a white beard sitting on the 

clouds and observing us from there. In the end, founded upon binaries, western logos has 

prioritised anthropocentricity over ecocentrism, monotheism and patriarchy over the 

holistic, egalitarian worldview observed in ancient cultures. As a result of this tendency 

in patriarchal societies, the man is placed at the core while considering women inferior. 
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Thus, the existing system creates the domination of a superior force over what is assumed 

inferior.  

 

Western philosophy follows the Greek philosopher and mathematician Pythagoras' 

understanding of "The Nature of Reality" founded upon "sets of opposites". Later on, it 

has come to be known as the "Table of Opposites". Pythagoras categorised "limited, odd, 

one, right, male, rest, straight, light, square and good" on the one side and "unlimited, 

even, many, left, female, motion, curved, darkness, evil, oblong and bad" on the other 

(Malone 25). In this way, Western philosophy, following the guise of 'love of wisdom', 

composes the roots of binary opposites that place women on the side believed to be 

secondary. Then, once praised, female reproductive organs have also begun to be 

associated with negative images. Hysterical women myth stems from Plato's Hyster; the 

thought of a walking womb inside the women's body causing them to become ill. 

Aristotle's definition of femaleness as deformity and the Biblical definition of women as 

unclean, sinful, and foolish contribute to women's assigned role as the 'inferior'. By 

implication, "being weaker, more prone to (hormonal) irregularities, intrusions, and 

unpredictabilities," the woman's body is considered "to be incapable of men's 

achievements" (Grosz, Volatile Bodies 14).  

 

The emergence of psychoanalysis in the 20th century replaced the function of philosophy. 

However, it sustains the same tendency to define female sexuality that prevailed in 

western patriarchal societies. Within this frame, female genitals were defined as castrated 

male genitals, little penis, or just an envelope for the 'master signifier'. Notwithstanding, 

the female reproductive body has never lost its archaic image that lurks behind its negative 

connotations. That is why, while the female genitalia are defined as being 'nothing to see' 

in patriarchal discourse, it is also counted as the locus of male anxiety. The first encounter 

with "an almost invisible sex organ" causes many to suffer from a castration complex 

striking terror in their hearts with the idea of being swallowed by this "nothingness" 

(Irigaray, Speculum 406). This void is the cause of their "becoming stiff [which] means 

an erection" (Smith, Freud-Complete Works 3943). "His desire, fragile and kept alive by 

lack, is manifested by absence" (Cixous, "Sorties" 67). Freud calls female sexuality the 
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uncanny, dark continent or an undeveloped penis, referring to the clitoris. Lacan states 

that "woman is not whole (pas toute) — woman's sexual organ is of no interest (ne lui dit 

rien [says nothing to him]) except via the body's jouissance" (Feminine 7). Along the same 

lines, misogynists thought of self-justifying women's secondary social positions to a body 

image "represented even construct[ed] … as frail, imperfect, unruly, and unreliable, 

subject to various intrusions which are not under conscious control" (Grosz, Volatile 

Bodies 13). These controversial definitions of female sexuality pave the way for its 

revaluation in a reconstructive view in this study. 

 

Concerning the problematic representation of female genitals, Sara Mills argues that 

"women's genitalia" are sexualised "from a heterosexual male perspective" therefore, 

looking at the "female genitalia slang" is "expected to encode ideas about women's bodies, 

women's place in the world, and women's place in sex", as the slangs are the production 

of shared cultural knowledge (Braun and Kitzinger 147). In their article "'Snatch,' 'Hole,' 

or 'Honey-Pot'?" Virginia Braun and Celia Kitzinger evaluate the results of two 

questionnaires concerning the female genitals in charts by categorising slang under several 

terms. They divide the graph into two and list the central common answers by contrasting 

the slang concerning female genitals (FGTs) and male genitals (MGTs) to show how the 

words differ according to gender. It is most striking that female genitalia are depicted as 

"cave, gap, hole, pit, slot" about "space", whereas there is no equivalence for male 

genitalia in this category. Under the "danger" category, there are "Bermuda triangle, black 

hole, growler, sharpener, squirrel trap" (Braun and Kitzinger, Table 4 149). While "these 

terms invoked the vagina dentata motif (the vagina equipped with teeth and dangerous or 

deadly to penises)" (153), it is apparent that "(hetero)sexual encounters [are] predicated 

upon female genitalia as simply a hole to be filled" (157). Moreover, "[m]any of these 

[terms] refer to the landscape, to spaces created by "absences" of land –a cave, a hole, a 

love canal, a tunnel." In addition, "[s]uch terms implicitly constitute the female body as a 

landscape with attendant suggestions of exploration, colonisation, and ownership" (151). 

As a result, "FGTs generally signal a passive danger" (152). "In contrast, MGT danger [is] 

an attacking danger- implemented, used, fought" with "[w]ar imagery" (e.g., stabbing 

truncheon, heat-seeking missile, torpedo, sword) (153).  
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On the other hand, terms like "Black Hole", "Bermuda Triangle", "Grand Canyon", 

"Cave", or "Gap" refer to the connection between nature and women. Not male but 

primarily female genitals are depicted as connected to nature as they connote dynamism 

and unpredictability. The procreational power is the prominent feature women and nature 

share in common, breeding the nature analogy for women which was once thought to 

confine women solely to their reproductive function. There is a common thought while 

comparing the association between nature/ culture and gender; males are associated with 

culture, arguing that they do not possess natural features—like life-giving ability—while 

the female body functions in the same manner as nature does. "Woman creates naturally 

from within her own being, while men are free to, or forced to, create artificially, that is, 

through cultural means, and in such a way as to sustain culture" (Ortner 16). Due to the 

reality that women's bodily activities, especially their birth-giving regenerative power 

resemble nature, the patriarchal thought suggests that the occupation left for the man is to 

activate their minds, which paves the way for Cartesian—body and mind duality. 

Therefore, "[i]n patriarchal societies, culture and reason are perceived as male attributes, 

in opposition to the female attributes of nature and emotion" (Warren and Erkal 315). 

Because of this dichotomy, the mind and reason become the essential components of 

human beings while the body and emotions are considered secondary in binarised western 

philosophy by cherishing the former. Furthermore, "male activities involving the 

destruction of life (hunting and warfare) have more charisma, as it were, than the female's 

ability to give birth, to create life" within this frame (Ortner 14). As Warren and Erkal 

state, "[a] man learns to be tough, to dull his sensual perceptions and responses. And the 

making of boys into men belongs to the same habit of mind that uses the conquering of 

nature as a central metaphor" (219). Therefore, "neither the word woman nor the word 

nature can be read apart, and both are shaped by, marked by, and contain traces of a larger 

system, a philosophy that is also a submerged psychology" (Warren and Erkal 216). In the 

end, "[i]t is woman's fertilisable body which aligns her with nature and threatens the 

integrity of the patriarchal symbolic order" (Creed 50). Strikingly, the “vagina might 

indeed be patronisingly regarded as a speaking mouth, but never one that issues the voice 

of reason” (Carter, The Sadeian 4). The actual image of the reproductive female body asks 
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for recognition. It will return from the nostalgia as "nothing is lost if all or nothing ends 

in an image. Myths of the past will be revived in new lives; what lies forgotten from earlier 

times will not be lost, will return, whatever its form or state” (Kristeva, The Severed 

Head 123). It will arise from the ‘uncanny’, ‘shadow’, ‘grotesque’, and ‘abject’ deifying 

the binary opposites toward the primordial representation of dualities altogether, as the 

reality of existence. 

 

Up until the emergence of continental philosophy, especially after the philosophical and 

literary analysis of 'deconstruction' derived from the works of Jacques Derrida in the 

1960s, which were mainly concerned with the binary understanding of western 

philosophy, women were situated on the negative side of men as the inferior gender. 

Accepted as the most critical psychoanalyst of the last century, Sigmund Freud and his 

successor Jacque Lacan posit a negative perception of women and their genitals, reflecting 

the common thought in society. Famed as the ground-shaking psychoanalyst, Freud is 

counted as a fiction writer and philosopher as well. Freud is known for his famous 

psychosexual theory, 'Oedipus Complex', in reference to the Greek tragedy Oedipus 

Rex by Sophocles, which forms the connection between 'seeing and being' in western 

ocular-centralism that facilitates the physical position of MGTs since they are perceptible 

from the outside. In contrast, the FGTs, as not visible from the outside, are equated with 

nonexistence. For instance, according to Freudian psychoanalysis, "[w]omen are 

castrated. Femininity is an effect of castration (often euphemistically renamed [as] "lack"), 

a woman is a void, a nothingness" (Moi, “From Femininity to Finitude” 843). By contrast, 

Freud's ideas about castration, penis envy, and motherhood, among many others "to 

theorise women," asserts Toril Moi, "are pitiful" and adds that he is "mistaken about penis 

envy, clitoral and vaginal pleasure, motherhood as a compensation for penis envy, 

women's general preference for sons over daughters" (“From Femininity to Finitude” 

842). Accordingly, in Speculum of the Other Women, Luce Irigaray, a former student of 

Lacan, under "Another Cause-Castration", rewrites the Freudian interpretation of a 

woman and her genital organs. First, she questions the connection between seeing and 

being. She argues that "the collusion, between one sex/organ and the victory won by 

visual dominance" "leaves woman with her sexual void, with an 'actual castration'" leaving 
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her again with "the option of a 'neutral' libido or of sustaining herself by 'penis envy'" (48). 

Hence, due to the victory of perception, women are left with two choices, neither of which 

meshes with female sexuality. Angela Carter writes concerning the anatomical 

representation of male and female genitals in graffiti as follows: 

the prick is always presented erect, in an alert attitude of enquiry or curiosity or 

affirmation; it points upwards, it asserts. The hole is open, an inert space, like a mouth 

waiting to be filled. From this elementary iconography may be derived the whole 

metaphysic of sexual differences – man aspires; woman has no other function but to 

exist, waiting. The male is positive, an exclamation mark. Woman is negative. 

Between her legs lies nothing but zero, the sign for nothing, that only becomes 

something when the male principle fills it with meaning. (Carter, The Sadeian, 3) 

 

Under "Anatomy is 'Destiny", Irigaray asserts that even this position of women as "'neuter 

is hard for Freud to account for in his theory of the difference of sexes…the subject of 

woman's sexuality is still very "obscure'" (Speculum 48). It must be related to "axes of 

visibility of (so-called) masculine sexuality". That is why Freud directs his attention to the 

clitoris; thus "the little girl" becomes a "little boy". "In other words, THERE NEVER IS 

(OR WILL BE) A LITTLE GIRL. All that remains is to assign her sexual function to this 

"little boy" with no penis, or at least no penis of any recognised value" (Irigaray 49). Then 

the "phallic" develops into penis envy because "'he' has only a tiny little sex organ, no sex 

organ at all, really, an almost invisible sex organ" (Speculum 49). Therefore, there is no 

space for the woman and her sexuality for "'this nothing to be seen,' to defend its goals." 

"Here again, no economy would be possible whereby sexual reality can be represented 

by/for [the] woman". She is "abandoned in her lack, default, absence, envy, etc. and is led 

to submit, to follow the dictates issued univocally by sexual desire, discourse, and law of 

man. Of the father" (49). As Irigaray evaluates more, the question is; why does there 

emerge a need to create a "law of the father" if the female sex organ does not even exist. 

However, when the little girl sees her own "nonidentical, the nonidentifiable" sex organ, 

as opposed to male economy, the girl understands that "there cannot be a nothing to be 

seen". Therefore, there is 

a flaw, a lack, and an absence, outside the system of representations and auto-

eroticism. Which are man’s. By a hole in men’s signifying economy. A nothing 

that might cause the ultimate destruction, the splintering, the break in their system 

of presence,’ of ‘re-presentation’ and ‘representation.’ A nothing threatening the 

process of production, reproduction, mastery, and profitability, of meaning, 

dominated by the phallus- that master signifier whose law of functioning erases, 
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rejects, denies the surging up, the resurgence, the recall of a heterogeneity capable 

of reworking the principle of its authority. (Irigaray, Speculum 50) 

 

Moving on with penis envy, Irigaray argues that this is the way of situating women in her 

place in western logos as a negation of the binary of the phallus. For Freud: "sexual 

'otherness' comes down to 'not having it.' Thus women's lack of a penis and her envy of 

the penis ensure the function of the negative, [and] serve as representatives of the negative, 

… in phallocentric-or phallotropic- dialectics" (Speculum 52). In her book This Sex Which 

Is Not One, Irigaray questions the tendency to depict female genitals in the same way as 

male genitals and says that the vagina is not a little penis. Instead, it is within the frame of 

a different description which directs to multiplicity rather than sameness. The book's title 

also refers to this sex as not one; in the phallocentric view, "she has no 'proper' name. And 

her sex organ, which is not one organ, is counted as none". While at the same time, the 

title asserts that "she has at least two of them, but they are not identifiable as one" (28), 

with "two (lips) which keeps the woman in touch with herself" (26). In this way, "the lips 

[...] defy the subject/object split so necessary for phallocentric reasoning to function" 

(Schwartz 248). Subsequently, Irigaray writes, "[i]ndeed, she has many more. Her 

sexuality, always at least double, goes even further: it is plural". "She finds pleasure 

almost anywhere" though her entire body is hysterized, the geography of her pleasure is 

far more diversified, more multiple in its differences, more complex, more subtle, than is 

commonly imagined-in an imaginary rather too narrowly focused on sameness" 

(Irigaray, This Sex  28).   

1.1.1. Dissolving the 'Mirror' Signification 

In his famous "The Mirror Stage" article, Jacque Lacan argues that depending on 

individual development, children idealise the image in the mirror when they understand 

that it is their reflection around the age of six months old. As Philippe Julien explains in 

his book Jacque Lacan's Return to Freud: The Real, the Symbolic and the 

Imaginary, "[t]he mirror effects a victory over the fragmentation of the disjointed 

members and assures motor coordination. A sense of unity, mastery, and freedom of 

stature is achieved" (31). Before the mirror, children had only a fragmented perception of 

things and their identity instead of the mirror image, which is complete and easier to 
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identify with. Henri Wallon also adds to the studies on the development of children 

concerning the effect of mirror image and subject formation.  

The reality attributed to the image is so complete that, between the forty-first and 

the forty-fourth week, not only does Preyer's child laugh and extend his arms 

toward it every time he sees it, but Darwin's child looks at his mirror-image every 

time he is called by name. When he hears his name, he no longer applies it, albeit 

in a passing or intermittent fashion, to his proprioceptive self, but rather to the 

exteroceptive image of himself that the mirror offers him. (Wallon qtd. in Julien 

30) 

 

Hence, "when the child recognises himself in the mirror, for then he has a representation 

of his body distinct from his internal motor sensations — a representation made possible 

by the nature of the image exterior" attracts them (Julien 30). Moreover, "the mirror stage, 

a universal phenomenon" happens "even where there is no such material object like a 

mirror. Strictly speaking, it is the other who functions as a mirror" (Julien 30). Hence, "[i]t 

is not an inside closed in upon the self, but an outside constitutive of an inside” leading to 

“an original alienation" (Julien 33).  

 

Likewise, "The Symbolic Order" — begins when the child learns language at eighteen 

months — the child becomes alienated from their authentic self because language is 

syntactic and composed of signs which form a system outside of the personal reality. As 

Roland Barthes argues in Mythologies about signs and myth formation, "myth is a 

language" (10). Myth cannot "be an object, a concept, or an idea; it is a mode of 

signification, a form". It is "a system of communication that it is a message (55). There 

are tri-dimensional patterns in myth: the signified, signifier and sign as a peculiar system, 

constructed from a semiological chain which existed before it: it is a second-order 

semiological system. That which is a sign (namely the associative total of a concept 

and an image) in the first system becomes a mere signifier in the second. We must 

here recall that the materials of mythical speech (the language itself, photography, 

painting, posters, rituals, objects, etc.), however different at the start, are reduced 

to a pure signifying function as soon as they are caught by myth. Myth sees in 

them only the same raw material; their unity is that they all come down to the 

status of a mere language. (Barthes 113) 

 

In the myth-making process, the primary sign loses its meaning and becomes the symbol 

of a set of things that may not be closely relevant to the word's primary meaning.  The 

"meaning and form, full on one side and empty on the other", leads "the signifier of myth" 
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to present itself "in an ambiguous way" (Barthes 116). The outside symbols are dominant 

in the overall meaning, which is the third signification according to Barthes' definition of 

myth; the external meaning transgresses the boundaries of the original sign. It becomes 

the representation of an overall signification. Because the aim is not "meeting the facts: 

they define and explore them as tokens for something else" (Barthes 110), it exemplifies 

that language is a set of symbols. 

 

Corollary with the argument that "[n]ow psychoanalysis shows that there is no inner 

without an outer and, in addition, that the inner derives from the outer" is a justification 

of the role of "signifier" in ego formation (Julien 89). Because the signifier in the mirror 

stage is "the image exterior", which can also be "the image of the other" (Julien 38), this 

also meshes with "the unconscious is structured like a language" (15) in which Lacan says, 

"whereas in fact, woman does not exist"—La femme n'exist pas (Feminine 7). However, 

this means there is a "'feminine resistance to symbolic identification'" (Myers 89). Because 

there is a difference between "what is said and what is heard". As Lacan explains further: 

"the act of saying is judged" and "what one does with what is said remains open" 

(Lacan, Feminine 15-16). Therefore, as what is understood is determined by what is called 

the 'master signifier' — phallus or 'Law of the Father', it does not include a representation 

of women. As Irigaray suggests, "according to our culture[,] he [the father] superimposes 

upon [women from the] ancient world of flesh and blood a universe of language and 

symbols that has no roots in the flesh and drills a hole through the female womb and 

through the place of female identity" ("Body" 16). Therefore, according to Lacanian 

psychoanalysis, the phallus represents the symbolic order, and it is shaped following the 

male attributes, which leaves women no other room than absence. However, this creates 

resistance as women's representation is inconvenient to that of the phallus, which 

originates from her different sex organs. 

 

In their seminal work, Sandra M. Gilbert and Susan Gubar ask: "[i]f the pen is a 

metaphorical penis, with what organ can females generate texts?" (The Madwoman in the 

Attic 7). Then they argue that as a result of this biased thinking trait reigning in western 

literary history, as a patrilineal heritage passing from Father to son, the women writer as 
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"she experiences her own identity as a writer", "fail[s] to define the ways in which" she 

finds herself (“Infection in the Sentence”2026). Hence, the question of "where does a 

woman writer 'fit in'" "in a culture whose fundamental definitions of literary authority are 

... both overtly and covertly patriarchal" (“Infection in the Sentence” 2026; 2024). They 

reply as such: At first sight, "she seems to be anomalous, indefinable, alienated, a freakish 

outsider," so, "a woman writer does not 'fit in'" (Gilbert and Gubar, “Infection in the 

Sentence” 2026). Later, Gayatri Spivak urges the analogy of the womb as “the box in the 

head” as the reproductive parts of the two sexes, as opposed to “the male fetish” (255). 

Indeed, as Gilbert and Gubar explain in their book’s chapter “Infection in the Sentence”, 

both sexes "are born into the desire of the mother" (2026). However, through cultural 

heritage, the mother's desire is defined as "the phallus-turned-baby", which directs 

"both children[’] desire to be the phallus". In the end, as a possessor of the phallus, the 

masculine child "can fully recognise himself in his mother's desire". In this way, children 

abandon the "implication of femininity". The girl understands that she is subjugated to the 

Law of the father, which "entails her becoming the representative of 'nature' and 

'sexuality,' a chaos of spontaneous, intuitive creativity (Gilbert and Gubar 2026). 

Therefore, Gilbert and Gubar, in opposition to this misreading of women's social position 

as the reflecting mirror image of men, suggest that the woman writer begins a struggle just 

by "seeking a female precursor". This female ancestor makes it possible to "revolt against 

patriarchal literary authority" by setting an example rather than being a "threatening force 

to be denied or killed" (2027).  The search for “motherly precursors” is facilitated even 

though “the woman writer may find only 'infection,' debilitation”. It is crucial to see 

“female power” “because of her lost literary matrilineage”.  

In this connection, Dickinson's own words about mothers are revealing, for she 

alternately claimed that 'I never had a mother,' that 'I always ran Home to Awe as 

a child… He was an awful Mother, but I liked him better than none,' and that 'a 

mother [was] a miracle.' Yet, as we shall see, her own anxiety of authorship was a 

'Despair' inhaled not only from the infections suffered by her own ailing physical 

mother and her many tormented literary mothers, but from the literary fathers who 

spoke to her even 'lied' to her - sometimes near at hand, sometimes 'at distances of 

Centuries,' from the censorious looking glasses of literary texts. (Gilbert and 

Gubar, “Infection in the Sentence” 2029) 
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However, this search may cause further suffering to the women writer since "[i]t is 

debilitating to be any woman in a society where women are warned that if they do not 

behave like angels[,] they must be monsters" in an aged-old patriarchal philosophy in 

which "nervous disorders, was thought to be caused by the female reproductive system as 

if to elaborate upon Aristotle's notion that femaleness was in and of itself a deformity" 

(2029; 2030). Therefore, "[w]hether she is a passive angel or an active monster", the 

culture surrounding the woman writer debilitates her "by the images of disease, traditions 

of disease, and invitations both to disease and to dis-ease" (Gilbert and Gubar, “Infection 

in the Sentence” 2033). That is why women writers often choose madness as the specific 

subject matter in their works, however, in an ironic way. For instance, there appear "eye 

troubles", which "symbolically represent (and parody) the sort of intellectual incapacity 

patriarchal culture has traditionally required of women" (2034). As Exemplified "with 

Dickinson matter-of-factly noting that her eye got 'put out,' George Eliot describing 

patriarchal Rome as 'a disease of the retina,' Jane Eyre and Aurora Leigh marrying blind 

men, Charlotte Bronte deliberately writing with her eyes closed, and Mary Elizabeth 

Coleridge writing about 'Blindness' that came because 'Absolute and bright, / The Sun's 

rays smote me till they masked the Sun'” (“Infection in the Sentence” 2034). Gilbert and 

Gubar refer to the ocular-centric western literary tradition by including close readings of 

several women writers to lay bare their attempt to eliminate the glass coffins that the 

patriarchal society metaphorically confines them within.  

 

Irigaray conveniently argues in "Body Against Body" that "fertility of the earth is 

sacrificed in order to establish the cultural domain of the Father's language … But this is 

never spoken of. Just as the scar of the navel is forgotten, so, correspondingly, a hole 

appears in the texture of the language" (16), which causes a loss of meaning women 

writers find in themselves. Gilbert and Gubar deduce that "many women writers manage 

to imply that the reason for such ignorance of language —as well as the reason for their 

deep sense of alienation and an inescapable feeling of anomie —is that they [the 

characters] have forgotten something" (2034). For instance, "Emily Bronte's Heathcliff 

'forgets' or is made to forget who and what he was; Mary Shelley's monster is 'born' 

without either a memory or a family history, and Elizabeth Barrett Browning's Aurora 
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Leigh is early separated from-and thus induced to 'forget’—her 'mother land' of Italy". 

Hence, as the reason lies behind the forgetfulness of the characters, Gilbert and Gubar 

suggest "what all these characters and their authors fear they have forgotten is precisely 

that aspect of their lives which has been kept from them by patriarchal poetics: their 

matrilineal heritage of literary strength, their "female power" which, as Annie Gottlieb 

wrote, is important to them because of (not in spite of) their mothers" who are "lost 

foremothers" and remembering and recovering "could help them find their distinctive 

female power" (2035).  

1.1.2. Striving for the Uncanny (M)other 

The idealisation of an image, returning to the earlier point, makes the authentic self a 

stranger within.  The imaginary realm sustains the alienation process with a 'master 

signifier'— the phallus in the symbolic results in a clash within the subject. As Julien puts 

it regarding Melanie Klein's "depressive position": "Either the other kills me, or I kill the 

other", which is "a result of the imaginary discord that is intrinsic to the constitution of 

the ego and is its essential sign" (35). This alienation process begins with introducing a 

mirror image. The point when the child understands that they are not the continuation of 

their mother — is the beginning of narcissism. So, to be wholly independent, there 

emerges a need to be separated from the maternal in order to gain the subject position. 

Thus, the child finds themself in a position where they think; "the other in his image both 

attracts and rejects me. I am indeed nothing but the other, yet at the same time, he 

remains alienus, a stranger. This other who is myself is other than myself" (34). As a 

result, human beings have a strange feeling towards their original "primitive" self in 

becoming civilised beings. Conveniently, as it can be inferred from what Freud argues in 

Civilisations and Its Discontents in general, the more the human subject is civilised, the 

more they are estranged from their primitive self, which can be counted as a reminder of 

the maternal bond. Civilisation “obtains mastery over the individual's dangerous desire 

for aggression” “by weakening and disarming it and by setting up an agency within him 

to watch over it, like a garrison in a conquered city" (Complete Works 4513). Thus, the 

connection to the very early state of being is equated with barbarism which lurks within 

and asks for recognition. This is the remainder of the very early state of being related to 
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the mother, as she is the primary entity with whom the child interacts.  Therefore, "the 

only guarantee against 'irresistible regression', against a return to barbarism, was a guard 

within", which is achieved via suppression of the pre-linguistic link with the mother by 

the agency of the symbolic order (Kolocotroni 163).  

 

Julia Kristeva re-evaluates the register theory of Lacan as 'chora', adding 'abject' before 

'imaginary' and 'symbolic'. Kristeva emphasises the importance of chora in how the child 

communicates with the mother through gestures or voices that she calls semiotics. 

However, when the child comes across their images, this drives them into an in-between 

state where they are neither subject nor object but 'abject'. Kristeva states that "abjection 

is what disturbs identity, system, order. What does not respect borders, positions, rules" 

(Powers 4). Moreover, this poses a threat to the child with the risk of losing the 

autonomous self as being attached to the maternal at the same time.   

The abject confronts us, on the other hand, and this time within our personal 

archaeology, with our earliest attempts to release the hold of the maternal entity 

even before–existing outside of her, thanks to the autonomy of language. It is a 

violent, clumsy breaking away, 'with the constant risk of falling back under the 

sway of a power as securing as it is stifling'. The difficulty a mother has in 

acknowledging (or being acknowledged by) the symbolic realm—in other words, 

the problem she has with the phallus that her father or her husband stands for—is 

not such as to help the future subject leave the natural mansion. 

(Kristeva, Powers 13) 

 

Nonetheless, Kristeva emphasises the role of the mother and argues that before the 

emergence of language as a system of signs, there was a pre-linguistic stage in which the 

mother could communicate with the child, which is called 'archaic' in the symbolic order, 

where the very first bond is destined to perish. "There would be a danger of fusion, death, 

lethal sleep if the father did not intervene to sever this uncomfortably close link to the 

original matrix." Therefore "the father replace[s] the womb with the matrix of his 

language" whose exclusivity of law refuses all representation to that first body, that first 

home, that first love" which "are sacrificed and provide matter for an empire of language" 

(Irigaray, "Body" 14). Irigaray emphasises here the link between mother and child that 

comes from the navel, the umbilical cord. The loss of this connection is grave for the child, 

and they actually look for it throughout their lives as a belated wish or desire. 
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In The Severed Head, Julia Kristeva connects cannibalism with the search for a mother 

whose "body leaves me: her tactile warmth, her music that delights my ear, the view that 

offers me her head and face… all are lost" (6). She explains the old rituals of eating skulls 

and connects them with a striving to reform the connection with maternal. “Cannibalistic, 

and later, totemic meals can be interpreted as a conjuration of the original loss of the 

nurturing body that the subject hallucinates as a head that leaves it. I try to cry out in the 

face of this loss, to name it, to envision it: I also appropriate it, consume it, I do not want 

to lose it, I rediscover the pleasure of the archaic orality that this breast, this mass, this 

head provided me” (Kristeva The Severed 14). Kristeva argues that the lack into which 

human beings fall and the desire to fulfil emerges from the 'original separation' between 

child and mother. "Before very young children begin to talk, they become irremediably 

sad. This transient state, which has been designated a "depressive position," corresponds 

to the experience of a precocious, formative bereavement: it transforms the autoerotic 

baby who enjoys its body parts, its mother's nipples, a blanket or a doll, into a speaking 

being" (Kristeva 5). By stepping into the Symbolic, becoming 1, human beings fall into 

the depths of 0, which is confined to 'archaic' —the mother's absence. Furthermore, "some 

never recover from this first grief: if it seems as though Mama is dead", which also 

requires the death of the self to reunite (The Severed 5). Hence, as Freud theorised in 

Beyond the Pleasure Principle, the child develops the death instinct, which turns into a 

desire in the phallocentric discourse and governs (his)story for centuries. In his book, the 

desire developed by the self for death is explained through the "repetition compulsion" 

and associated with an urge to return to an earlier state of being, to reunite with what is 

lost, the mother. Likewise, Freud writes that "the goal of all life is death" (148) which 

"may be seen as a wish to return to [the] sexual mother and the womb at the beginning of 

time" (Slochower, "Quest for 'Matrem'" 2).   

 

In his well-known article, "The 'Uncanny'", Freud deciphers the strange feeling that 

emerges both familiar and unfamiliar in some cases. As he defines it, "the 'uncanny' is that 

class of the terrifying which leads back to something long known to us, once very familiar 

(220). He explains that "the word heimlich exhibits one which is identical with its 

opposite, unheimlich", continuing as such: "the word heimlich is not unambiguous, but 
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belongs to two sets of ideas, which without being contradictory are yet very different: on 

the one hand, it means that which is familiar and congenial, and on the other, that which 

is concealed and kept out of sight" (224-5). The uncanny then refers to the side that the 

human psyche knows in its very nature, which is confined to the unconscious, which can 

also be connected to the woman–mother. Similarly, Freud says, "Love is home-sickness" 

(Freud 245) which is interpreted as the expression of nostalgia for the mother. As he 

explains the unheimlich feeling male patients have in front of the female genital organs. 

"This unheimlich place, however, is the entrance to the former heim [home] of all human 

beings, to the place where everyone dwelt once upon a time and in the beginning". And 

"whenever a man dreams of a place or a country and says to himself, still in the dream, 

'this place is familiar to me, I have been there before,' we may interpret the place as being 

his mother's genitals or her body" (Freud 245).  

 

Hélène Cixous comments in "A Reading of Freud's Das Unheimliche (The "Uncanny")" 

on the saying: "Love is a yearning for a country": "You have already passed through here: 

you recognise the landscape," but "[w]hy it is that the maternal landscape, the Heimlich, 

and the familiar become so disquieting? (544). Irigaray also argues that "the unheimlich is 

what was once Heimlich, familiar" and adds that "the prefix 'un' is the token of repression". 

And she answers Cixous's question as such: "The women-mother would be unheimlich 

not only by reason of a repression of a primitive relationship to the maternal but also 

because her sex/organ are strange, yet close; while 'heimlich' as a mother, the woman 

would remain 'un' as a woman, since women's sexuality is no doubt the most basic form 

of the unheimlich" (Speculum 411). In this way, female genitals resist definition and 

cannot be included in the scope of sameness; the female sexuality turns into an unknown 

place, 'a dark continent'.  As Cixous writes, “hers is the dark region: because you are 

Africa, you are black … you can’t see anything [in] the dark … [women] haven’t gone 

exploring in their house” (“Sorties” 68). While directing a critical glance to the notions of 

patriarchy attributed to women, Cixous draws attention to the fact that this black continent, 

the unheimlich place, is the home of all living beings. Including the words home and 

continent also connotes the association between female genitals, home and nature. 
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1.2. The Relation between Womb, Home, and Nature 

Freud writes in "The Question of Lay Analysis" that "the sexual life of adult women is a 

dark continent for psychology" (Complete Works 4355). In her book Dark Continents: 

Psychoanalysis and Colonialism, Ranjana Khanna explains Freud's use of the "Dark 

Continent" as a metaphor for a woman's sexuality. In this book, Khanna combines "the 

experience of uncanny feelings" when Freud enters the "ancient, empty, enclosed spaces" 

with the metaphor of a dark continent to explain that these old places make him remember 

the archaic relationship with the mother (56). Correspondingly, In her book Reading 

Lacan, Jane Gallop comments on Lacan's use of 'nostalgie'. When we look up the 

definition of nostalgia, the first meaning that comes forward is a "[s]tate of withering or 

of languor caused by the haunting regret for one's native land, for the place where one 

lived for a long time: homesickness" (Gallop 148). Moreover, the other means 

"[m]elancholy regret (for something elapsed or for what one has not experienced); 

unsatisfied desire" (Gallop 148). Thus, "[b]oth the principal definitions relate to a return, 

the first in the wish to return to a place" (Gallop 150). In addition, "the etymology of 

"nostalgia" informs us that "nostos" in Greek means "return" (Gallop 150). Subsequently, 

when the definitions are considered concerning the child's sharp separation from the 

mother in the phallocentric world, "the mother as the womb, homeland, source, and 

grounding for the subject is irretrievably past. The subject is hence in a foreign land, 

alienated" (148). Therefore, when we connect Freud's feeling of uncanniness with 

nostalgia, it becomes apparent that "Freud says of homesickness that it can be understood 

psychoanalytically as a longing to return to the womb, that the lost homeland is the 

mother's womb" (Gallop 148).  

 

From the letters written to his friends, Freud tells his quest for the mother symbolically, 

"transpos[ing] them into cultural and historic symbols". Likewise, "when he stood on the 

Acropolis", "under the impact of the 'old' memories, and perched over the Aegean, he 

survey[ed] and attempt[ed] to unify his past" (Slochower, "Quest for 'Matrem' 4). 

Especially, through "[h]is journey to Athens, and the Acropolis is to the 'Mother' of 

Western culture and to the sacred temple standing on the mountain" is equivalent to search 

unification with his mother (Slochower, "Freud's Déjà Vu" 90). Furthermore, "what seems 
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to have fascinated Freud during his tour is an absence: the absence of another temple", 

"destroyed and rebuilt so many times". The absence of the temple creates "a figure similar 

to the opening of Woman. The look seeks to fill in this hollow, substituting for it a 

'perspective object', an elusive representation that continues to evade one's grasp" 

(Gendron 62). This is the reason why "Freud's feelings at the Parthenon are interpreted 

through "the Uncanny" and "Medusa's Head" (Khanna 55). As Guy Rosolato also 

comments:   

As for the Parthenon, the outside seems especially ravaged, being but a shell—but 

if one can imagine it intact and reconstruct the sacred place (the cella) that one 

enters [ pénètre] by way of a door (which one imagines between the cracks that 

cover the columns). The place contains the statue of the goddess but does not allow 

the faithful to congregate within it, as the worship takes place in front of the 

temple. The unknown is located in the inside . . . the Virgin, as focal object, phallic 

body, and the goddess of reason and intelligence [Athena], marks out the central 

cavity and fixes the unknown. (Khanna 56) 

 

Because the “symbol of horror is worn upon her dress by the virgin goddess Athene. And 

rightly so, for thus she becomes a woman who is unapproachable and repels all sexual 

desires —since she displays the terrifying genitals of the Mother” (Freud, Complete 

Works 3943). This leads to the worshipping of Athena as she defies the sexual gaze turning 

into a representation of the ban on incest possessing the mother’s genitals on her shield.  

 

Gradiva, a female figure in an antique bas-relief found in Pompei, which means “she who 

walks beautifully” (Smith 197), is fictionalised by Wilhelm Jensen in his novella Gradiva. 

In his article “Delusions and Dreams in Jensen’s Gradiva”, Freud argues that the fiction 

represents the unconscious feelings of the author about his mother. As Rosolato also 

comments, the depiction of the ancient place where the figure is found refers to the 

uncanny feeling men have in front of the female genitals. “Empty and silent, the room lay 

there, appearing absolutely unfamiliar to the man, as he entered, awaking no memory that 

he had already been here, yet he then recalled it, for the interior of the house offered a 

deviation from that of the other excavated buildings of the city (Khanna 56). Moreover, 

Freud writes his impression at “the Vatican, after such a long lonely spell, the familiar 

face of a loved one… speaking of seeing the ‘Gradiva’ who hung high up on a wall” 

(Khanna 56). Hence, Harry Slochower connects the experience of Freud’s confrontation 
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with ‘Gradiva’ to “a symbolic relic of mater nuda,[naked mother] the time when Freud 

saw his mother naked” “on a trip he took with her when he was about four years old” 

(Khanna 57; Solochower, "Freud's Déjà Vu" 90). Subsequently, as Slochower states, when 

“Freud remarks ‘... seeing something with one’s own eyes is after all quite a different thing 

from hearing or reading’”, he refers explicitly to this memory ("Freud's Déjà Vu" 91). 

Likewise, in “The Physical Mechanism of Forgetfulness”, Freud writes,  “[n]o one calls 

in question the fact that the experiences of the earliest years of our childhood leave 

ineradicable traces in the depths of our minds” (Complete Works 941), adding that “what 

is important is suppressed and what is indifferent retained” in memory (Complete 

Works 947).  

 

Therefore, the “interpretations concerning the ravaged temple as [the] confrontation with 

the uncanniness of the mother’s body” reveal Freud’s feeling of nostalgia for the very first 

home where he once dwelt, which, in turn, demonstrates the importance of women being 

suppressed in the unconscious (Khanna 57). As Freud writes in one of his letters to 

Wilhelm Fliess “on 12 January 1898”, “[h]appiness is the belated fulfilment of a 

prehistoric wish” which cannot find expression in western metaphysics (Kolocotroni 162). 

As Jean-Claude Arfouilloux also argues, the prehistoric wish “refers to what has been 

known of the mother, of the origin, and what has been subjected to primary repression in 

inscribing itself in the form of the first signifier of demarcation, 

enigmatic signifiers which are not directly accessible to consciousness” (Gendron 62). 

Subsequently, “beyond this knowable unknown, necessarily emerges an unknowable 

unknown, which marks the untraversable limit of absolute knowledge” (Gendron 63). This 

is what brings forward the “dark continent” metaphor that “is indefinable” and “primitive” 

which “allows its explorers a heroic narrative of discovery and a feminisation of the land” 

(Khanna 52). 

1.2.1. Managing the ‘Real Wound’ in Male Culture 

In her book Luce Irigaray and the Philosophy of Sexual Difference, Alison Stone resonates 

with the reason behind the mother-related anxiety of Freud. According to Irigaray, there 

are two different and specific rhythms in nature for males and females. However, since 
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the male rhythm dominates and is reflected in culture, the female does not have a chance 

to embody her proper rhythm. So “she sees nature as dynamic and bodies as active and 

striving for expression, consequently proposing a cultural change to give expression to 

nature generally and to female bodies, with their inherent rhythms, which have never 

achieved adequate expression in western culture” (Stone 127). “As the reason lying behind 

the unrepresented nature of women, Irigaray suggests the fact that “males have particular 

trouble negotiating separation from their mothers: the ‘task . . . of differing from another 

human . . . is . . . especially difficult for a man because of his maternal origin’” (Stone 

129). The real “wound we can never heal, never cure, opens up where the umbilical cord 

is severed” (Irigaray, “Body” 16). That is why “[m]en respond to this difficulty by 

construing mothers and, by extension, all women, as ‘nature from which man has to differ’ 

hierarchically, and which men must transcend and control” (129).  

 

For this aim, males develop a series of strategies to cope with matriarchal differences. 

Thus, “[b]oys cast corporeality and nature as something inferior to them, an ‘object’ to 

which they are opposed. These strategies instil in males an attitude of thinking themselves 

superior to nature, which they inescapably associate with the mother and, by extension, 

with all women” (Stone 134). This attitude of boys towards mothers is called for short, 

“the ‘murder’ of the mother — not (usually) a literal murder but an attitude of denying the 

mother’s importance and value at a symbolic level” (Stone 135). In Thinking the 

Difference, Irigaray argues that males’ strategy to murder mother symbolically is the 

reason of “an ecologically destructive culture because, much of the time, boys/men will 

seek to detach themselves from whatever is corporeal and natural, towards which they will 

act in a way which denigrates and devalues it” (Stone 136). Whereas they are bound to “a 

fantasy according to which the natural, corporeal, and (by association) maternal remains 

ever-present and indestructible”. Nonetheless this “very collective fantasy” is “threatened 

by the severity of the Chernobyl disaster” (Stone 136). Western culture is under the impact 

of Abrahamic monotheism. As written in Genesis 1:26, “And God said, Let us make man 

into our image after our likeness: and let them have dominion over the fish of the sea, and 

over the fowl of the air, and over the cattle, and over all of the earth, and over all of the 

creeping thing that creepeth upon the earth” (King James Version). Following God’s 
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command, human beings urge dominion over nature and everything on it which results 

with ecological disasters. This is also what reflects “the deeper-lying problem that western 

culture is fundamentally destructive, towards nature particularly” (Stone 132).  Thus, 

western culture acquires “the (allegedly) enduring form of an anti-natural, ecologically 

damaging, culture” (Stone 132).   

 

Donna Haraway directs a critical gaze to the Man's—which is used for describing the 

whole humanity—hegemony over all creatures, "[i]n nature, there is only one Actor, and 

we are It". In western philosophy, "[n]ature mutates into its binary opposite, culture, and 

vice versa, in such a way as to displace the entire nature/culture (and sex/gender) dialectic 

with a new discursive field, where the actors who count are their own instrumental 

objectification" by summarising the result of the whole edifice western philosophy build 

upon seasonably. "Context is content with [a] vengeance. Nature and culture implode into 

each other and disappear into the resulting black hole. Man makes himself, indeed, in a 

cosmic onanism" ("Otherworldly Conversations" 172). She elucidates the previous 

discussions concerning women as the reflecting mirror image of men contributing to the 

construction of male culture. Women are still far away from attaining the subject position. 

Haraway goes on with the "object status of animals enforced in the Western histories and 

cultures" through "Marxist formulations" and "capitalist relations of production" (175). 

"Marxist analysis cannot talk about animals at all. In that frame, animals have no history; 

they are matrix or raw material for human self-reformation, which can go awry, for 

example, in capitalist relations of production" by adding that "[a]nimals are not part of 

the social relationship at all; they never have any status but that of not-human; not subject, 

therefore object" (175).  

 

Haraway compares the situations of non-humans and othered humans like workers in the 

Marxist system, women, and enslaved people in the context of sexual and racial 

objectification, and concludes that even so, the system does not function in the same way 

for all. Non-humans are more objectified than others.  

But the kind of 'not subject, not human, therefore object' that animals are made to 

be is also not like the status occupied by women within patriarchal logics and 

histories…In masculinist sexual orders, woman is not a subject separated from the 
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product of her life-shaping activity; her problem is much worse. She is projection 

of another's desire, who then haunts man as his always elusive, seductive, 

unreliable Other. Women as such is a kind of illusionist's projection, while mere 

women bear the violent erasures of that history-making move. There is nothing of 

her own for her to reappropriate; she is an object in the sense of being another's 

project. (Haraway 175-6) 

 

As Harraway later suggests for the animals quoting Marx: "[t]hey cannot represent 

themselves; they must be represented". This "resonate[s] with the pro-life/anti-abortion 

question, 'Who speaks for the fetus?' The answer is, anybody but the pregnant woman, 

especially if that anybody is a legal, medical, or scientific expert", implying the 

Foucauldian patriarchal institutions (176). As Haraway herself replies in the interview, 

"Cyborgs at Large": "I subscribe to the claim of Foucault and others that biopolitical 

modes of fields of power are those which determine what counts in public life, what counts 

as a citizen and so on" (Penley et al. 11). "Or a father" about "language games of 

fatherhood" (Haraway 176). Even if this culture is nourished by "male nature", "Irigaray 

carefully attempts to avoid reifying this culture as something independent of nature and 

to understand this culture, instead, as an internal torsion within the natural" (Stone 137). 

To understand this torsion, this work uses a combination of different theoretical 

approaches and criticism in the reconstructive method to understand and contemplate 

actual female sexuality in connection with nature. 

1.3. Theorising the Female (Reproductive) Body 

This study shelters different approaches based on two lips imagery directing to 

multiplicity, dynamism and fluidity as put forward by Irigaray, building upon the previous 

literature review, taking the folding shape of female genitals at the core. In western 

cultural history, as Cixous writes, the woman's place is distributed "to be the nonsocial, 

nonpolitical, nonhuman half of the living structure" ("Sorties" 66).  The "woman 

represent[s] the eternal threat, the anticulture", the "outside", whose "continent is dark" 

and "dark is dangerous" (Cixous "Sorties" 67-8). However, the anatomy of the female 

genitals tells another story. 

Anatomically defined, the vulva is the visible external female genitalia. By 

external what is meant is all that isn't within the pelvis, so the vaginal aperture is 

included. Divergent from psychoanalysis and classical sculpture, [the] external 
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female vulva is visible only through exploration. It is two sets of lips, clitoris, 

vagina, anus, g-spot and apocryphal elements. It is spreading out and convergence 

of labia. It is the unity of the clitoris and its concealment of the urethra, a single 

organ as [a] palimpsest. The vaginal 'aperture' is a volitional hole, both penetrable 

and ingurgitant. The general perinea, the indiscernibility between what constitutes 

the vulva (not the thigh, not the belly) and what constitutes the surrounds (not 

vulva) and the internal aspect of the vulva, which reflects the infinite potential 

found in the exploration of all internalities (seen in such activities as speculum sex, 

fisting, and douche and enema play among other things) offer an organ far 

removed materially and conceptually from the hypostasis of the phallus. 

(Maccormack 11) 

  

She is the embodiment of nature represented through the analogy of earth; she is the 

archaic goddess carrying both good and evil within; she is the repressed of the psyche. 

That is why illustrating all within this work requires the explanation of a combination of 

parts of several theoretical literary approaches and methodologies. 

 

To begin, the Archeomythology methodology is propounded by Marija Gimbutas and can 

be observed in her book The Language of the Goddess. In this book, she unearths the 

hidden symbols of western civilisation by studying an archaeomythology—a field that 

combines archaeology, comparative mythology, and folklore—to open new horizons for 

reconstructing prehistoric ideology depending on a "-gylanic, nonviolent, earth-centred 

culture" (Gimbutas xxi). As there is a wide range of archaeological findings concerning 

the representation of female awkward procreative power, this contributes to the 

reconstructive method of this study in reawakening the actual female image through 

primordial relevance. Another field that applies primordial images, is psychology in its 

use of mythology. Freud's and Jung's works exemplify that they consult archaic myths and 

images to understand people. Using their work in a deconstructive manner affords to 

reconstruct of female representation. For this, Feminist Posthumanities supplies a 

beneficial approach to involve in the process. 

 

Feminist Posthumanities is an interdisciplinary theoretical approach that delves into the 

hierarchal understanding of existence “at various crossroads of human and nonhuman co-

constitution”. It is “a jamming of the theoretical machinery in asserting the existence of 

excluded others of the humanities” (Asberg & Braidotti, A Feminist Companion to the 
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Posthumanities 4). Braidotti suggests that "[a]s a figuration, the posthuman is both 

situated and partial—it does not define the new human condition but offers a spectrum 

through which we can capture the complexity of ongoing processes of subject–formation. 

In other words, it enables subtler and more complex analyses of powers and discourses" 

("Framework for the Critical Posthumanities" 36). For Gilles Deleuze and Fèlix Guattari 

"anything that is irredeemably other, woman, girl, animal, and a semiotic element without 

signification such as colour, harmonious music without melody—prevents unfolding-

refolding from producing a hybrid third term or self as part of a greater in-between and 

less than its own ideational subjectivity" (Maccormack 12). In connection with "the late 

twentieth century, our time, [is]a mythic time" Haraway says , "we are all chimeras" ("A 

Manifesto" 3). Harraway's feminist figure 'Cyborg' intents to interpret the concepts of 

hierarchies and dualism between female/male, mind/body, nature/culture, animal/human; 

"a cyborg world might be about lived social and bodily realities in which people are not 

afraid of their joint kinship with animals … , not afraid of permanently partial identities 

and contradictory standpoints". Thus, this wages a defence "about the final appropriation 

of women's bodies in a masculinist orgy of war" ("A Manifesto" 8). Therefore, it is 

necessary to activate this perspective which connects the study to the non-binary 

understanding of eco-feminist literary criticism. 

 

Ecofeminist literary criticism has a nonbinary point of view valuing all creatures in the 

world. "It offers a unique combination of literary and philosophical perspectives that gives 

literary and cultural critics a special lens through which they can investigate … the ways 

representations of nature are linked with representations of gender, race, class, and 

sexuality". Moreover, another "primary projects of eco-feminist literary critics is [the] 

analysis of the cultural construction of nature, which also includes an analysis of language, 

desire, knowledge, and power” (Warren & Erkal 227). Subsequently, nature "has been 

inscribed in the same way that women's bodies and sexual pleasure have been inscribed 

in patriarchal discourse, as passive, interceptive, docile, mirror and complement". Eco-

feminism, "on the other hand, aims to create a consciousness that goes beyond 

nature/culture and male/female dualisms toward a consciousness of peoples living with 

the earth, valuing both biological and cultural diversity" (Warren and Erkal 315). 
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Therefore, "[t]he conceptual links between women and nature suggested by eco-feminists 

make rewriting one part [is to] rewriting the other" (Warren & Erkal 233-4). She is the 

embodiment of nature. Returning nature means a return to women. In this sense, many 

radical eco-feminists chose "to return to nature-based religions and a revival of goddess 

spirituality. Carol Christ, Riane Eisler, Monica Sjoo, Barbara Mor Spretnak, Starhawk, 

and Merlin Stone celebrate ancient traditions that honor women's power and creativity, 

above all the capacity they share with nature of giving life" (Rose 80).  

 

Charlene Spretnak states as such: "the sacred link between the Goddess in her many guises 

and totemic animals and plants, sacred groves, and womblike cave, in the moon rhythm 

blood of menses, the ecstatic dance—the experience of knowing Gaia, her voluptuous 

contours and fertile plains, her flowing waters that give life, her animal teachers" was 

intriguing (5). Riane Eisler exemplifies this in her book The Chalice and the Blade by 

including Neolithic art in which "the theme of the unity of all things in nature" is 

"personified by the Goddess" and "in some of her representations she is herself part human 

and part animal" in the shrines of Catal Huyuk where "we find representations of the 

Goddess both pregnant and giving birth". Furthermore, this is also displayed by the 

"symbols of the Goddess, whose body is the divine Chalice containing the miracle of birth 

and the power to transform death into life through the mysterious cyclical regeneration of 

nature". In addition, "the supreme power governing the universe is a divine Mother who 

gives her people life, provides them with material and spiritual nurturance, and who even 

in death can be counted on to take her children back into her cosmic womb" (19). This is 

what Freud writes about "the conservative nature of drives" in his famous work; "it must 

aspire to an old state, a primordial state from which it once departed, and to which via all 

the circuitous byways of development it strives to return" (Beyond 154). Freud’s 

interpretation in this excerpt meshes with the divine Mother image, giving life and taking 

the dead back in the end to regenerate. The entire aim of life is a return to the point where 

everything begins. This point refers to the mother as the holder of the egg, cave, womb, 

and crypt. The mother is a woman at first. In the end, it is the female body that creates the 

men and all living beings, as the language games of the father’s law also reveal: Wo(man).  
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 I thus claim the purpose of this study is to reawaken an archaic goddess figure who has 

positive affinities directing to a powerful representation of women emerging from her 

creative power. The fact that the woman is blessed with the power of metamorphosis 

embodying natural cycles of regeneration places women in an in-between state. As a 

result, female genitals threaten Western sensibility because, in that submerged philosophy, 

human beings learn to think, as Irigaray argues, ‘either-or’, connoting to dualism. The 

significance of the female body is underestimated or associated with negative 

connotations to hold the power of creation. However, the fertile female body connotes 

non-binary in connection to its regenerative power as a reminder of nature. On the other 

hand, men’s link with nature reminds them of the fragility of the symbolic order; thereby 

transforming nature into the culture by way of rules to control it, the female body is either 

underestimated or associated with monstrosity. Therefore, this analysis asserts that men’s 

effort to conceal their deathly attraction toward the female genitals is the main reason 

behind all the negative connotations attributed to female sexuality. Through the thorough 

analysis of the Black Hole, The Passion of New Eve and Perfume, this study illustrates 

that the suppressed image of the primordial mother goddess blinks beneath the disgust, 

danger, infection, and monstrosity attached to her through her reproductive body. By 

manifesting all, this work employs a reconstructive view of female imagery endorsed with 

procreational power that enables the flourishing of the seeds of life whose exclusion from 

the cultural domain brings about nothing other than destruction, as observed in the 

previous centuries. 
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PART II: BLACK HOLE IMAGERY VS REPRODUCTIVE POWER 

2.1. Unearthing the Prehistoric Fertility Figurines 

A black hole is a fascinating and mysterious gigantic circle in the universe that captures 

everything around it with a strong power of gravity from which there is no return. The 

Black Holes are still a mystery as they are invisible in the universe, and only the effects 

are approachable to scientists. On the other hand, interestingly, they exist at the centre of 

every large galaxy, including The Milky Way. The Oxford Learner's Dictionary defines 

a "Black Hole" as "an area in space that nothing, not even light, can escape from 

because gravity (= the force that pulls objects in space towards each other) is so strong 

there". According to the Cambridge Dictionary's second definition, a "Black Hole" is 

"an imaginary place in which things are lost". Connecting with the vagina dentata, men 

created imagery of a black hole for the FGTs with the fear of being devoured by the 

vagina, which originates from the thought that women can give birth by castrating the 

penis. At this point, several questions arise: If there is no return, how could humankind or 

animals reproduce throughout the centuries? From another perspective, if the black holes 

are at the core of galaxies, enabling suitable conditions for the creation of living 

organisms, why have women been associated with negation or inferiority in western 

metaphysics?  

 

Riana Eisler in The Chalice and Blade sheds light on why women are invisible, like black 

holes in history. Eisler states a prehistoric female figure described as "small and carved 

out of [the] stone", "broad[ly] hipped, sometimes pregnant, highly stylised, and often 

faceless", and accepted as "one of the so-called Venus figurines found all over prehistoric 

Europe" (1). Some scholars interpret these figurines "as expressions of male eroticism," 

while others think that "they are only something used in primitive, and presumably 

obscene, fertility rites" (Eisler 1). On the other hand, Eisler states that these definitions are 

the "products of unregenerated male imagination" and "these prehistoric sculptures 

https://www.oxfordlearnersdictionaries.com/definition/english/gravity
https://dictionary.cambridge.org/tr/s%C3%B6zl%C3%BCk/ingilizce/imaginary
https://dictionary.cambridge.org/tr/s%C3%B6zl%C3%BCk/ingilizce/place
https://dictionary.cambridge.org/tr/s%C3%B6zl%C3%BCk/ingilizce/lost
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exemplify "how both women and men once venerated the life-giving powers of the 

universe" (The Chalice 1).   

 

The long-biased way of interpreting the prehistoric evidence is put into the service of 

patriarchy. For instance, "there still prevail the preconceptions of earlier scholars", 

interpreting Palaeolithic art with conventional stereotypes of "primitive man" as 

"bloodthirsty, warlike hunters, in fact very unlike some of the most primitive gathering-

hunting societies discovered in modern times" (Eisler 3). However, the social 

organisations prioritised male-centred theories depending on the fragmentary materials 

from the Palaeolithic time. Thus, the scholars presupposed that man was responsible for 

art, so they interpreted "Palaeolithic wall paintings relating to hunting" even in the cases 

that showed "women dancing" (Eisler 4). Therefore, it is expected that "the evidence of a 

female-centred anthropomorphic form of worship—such as finds of broad-hipped and 

pregnant female representations—had to either be ignored or classified as merely male 

sex objects: obese erotic "Venuses" or "barbaric images of beauty" (The Chalice 4). In the 

last century, some new researchers began reevaluating wall drawings, figurines, and other 

Palaeolithic findings. They "noted the female genital imagery and leaned toward more 

complex religious rather than the 'hunting magic' explanations of Palaeolithic art (Eisler 

4). For instance, the standard interpretation of "the stick and line forms painted on the 

walls of Palaeolithic caves and engraved in bone or stone objects" "depict weapons: 

arrows, barbs, spears, harpoons" (Eisler 4). However, Alexander Marshack challenges this 

standard interpretation and writes in The Roots of Civilisation that "these line paintings 

and engravings could just as easily be plants, trees, branches, reeds, and leaves" (The 

Chalice 4). Subsequently, it can be concluded that "the traditional view of Palaeolithic art 

as primarily primitive hunting magic” does not present a “logical interpretation of what is 

seen" but a “projection of [patriarchal] stereotypes” (Eisler 5). 

 

In one of his most recent studies Andre Leroi-Gaughan, the director of the Sorbonne’s 

Centre for Prehistoric and Protohistoric Studies, delves into the belief system of the 

period. He stated that “without forcing the materials, take the whole of the figurative 

Palaeolithic art as an expression of world’s “supernatural” and  “natural”  concepts, the 
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Palaeolithic people “undoubtedly knew of the division of the animal and human world 

into confronted halves and conceived that the union of these two halves ruled the economy 

of living beings” (Eisler 5-6). Moreover, Leroi-Gourhan’s findings prove that 

the vagina-shaped cowrie shells, the red ocher in burials, the so-called Venus 

figurines, and the hybrid woman-animal figurines earlier writers dismissed as 

“monstrosities” all relate to an early form of worship in which the life-giving 

powers of woman played a major part. They were all expressions of our forebears’ 

attempts to understand their world, attempts to answer such universal human 

questions as [to] where we come from when we are born and where we go after 

we die. And they confirm what we would logically assume: along with [to] the 

first awareness of self in relation to other humans, animals, and the rest of nature 

must have come awareness of the awesome mystery—and practical importance—

of the fact that life emerges from the body of woman. (Eisler 6) 

 

As argued above, the ancient findings of female figurines enable an insightful reading 

about representations of women in prehistory and transfer them to today’s world. The red 

ocher surrounding the vagina-shaped cowrie shells symbolise the menstrual blood. It 

proves the significance of life-giving power by appointing women’s bodies as the source 

of life in ancient societies instead of male-centred subversions and interpretations of 

prehistoric findings.  

 

When it comes to the representation of the woman “who in her biological character gives 

birth and nourishment just as the earth does,” Eisler asserts, “the Goddess appears to have 

been originally worshipped in all ancient agricultural societies” (The Chalice 21). 

Moreover, many of the earliest forms of creation stories from different corners of the 

world are based on “the Goddess-Mother as the source of all being”. For instance, the 

serpent is “one of the primary manifestations” in relation to the procreational power of 

women. And in the Americas, the Goddess is “the Lady of the Serpent Skirt” as “in 

Europe, the Middle East, and Asia”. In ancient Mesopotamia, “the world mountain as the 

body of the Goddess-Mother of the universe” and the Sumerian Goddess Nammu, who 

“gives birth to heaven and earth”, are in the same category. Nammu is also “expressed in 

a cuneiform text of circa 2000 B.C.E. (now in the Louvre) by an ideogram signifying sea” 

(Eisler 22). Another ubiquitous theme is “the association of the feminine principle with 

the primal waters”. The symbolism of water often associated with the primal egg is a 

common motif  “in the decorated pottery of Old Europe”. The Great Goddess also “rules 
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over the life-giving force of water”. In the shrines of Europe and Anatolia, “ritual 

containers and vases are standard equipment”, and “rain-bearing and milk-giving motifs 

are interwoven” on them. “Her image is also associated with water containers, sometimes 

in her anthropomorphic shape”. “The Egyptian Goddess Nut,” and “the Cretan Goddess 

Ariadne (the Very Holy One)” are “the flowing unity of celestial waters” as “the Greek 

Goddess Aphrodite” who “rises from the sea” (The Chalice 22). 

 

Nonetheless, even though much of the Goddess imagery has survived when the art of the 

Neolithic is considered, "most standard works on the history of religion fail to bring out 

this fascinating fact" (Eisler 22). For instance, the Neolithic pregnant goddess is the direct 

descendent of the "full-bellied Paleolithic' Venuses,'" and successor of "the pregnant Mary 

of mediaeval Christian iconography". Moreover, "[t]he Neolithic image of the young 

Goddess or Maiden is also still venerated in the aspect of Mary as the Holy Virgin" in 

addition to "the Neolithic figure of the Mother-Goddess holding her divine child is still 

everywhere dramatically in evidence as [to] the Christian Madonna and Child" (Eisler 22). 

Notwithstanding, "the fact that women played a central and vigorous role in prehistoric 

religion and life does not have to mean that men were perceived and treated as subservient. 

For here both men and women were the children of the Goddess, as they were the children 

of the women who headed the families and clans" (Eisler 28). The family structure is 

different from today's understanding: "a partnership society in which neither half of 

humanity is ranked over the other and diversity is not equated with inferiority or 

superiority" (The Chalice 28). "Furthermore, we begin to be able to think about inter-

dependence for instance with non-anthropocentric life and the life form of the earth itself" 

(Pollock 46). Marshack believes that in the Paleolithic art and symbol making, vulva was 

widespread as “a traditional image [and] a traditional story” (Goode 90).   In this era, 

“[i]mages of the vulva were incised onto stone or bones or painted on walls found in rock 

shelters and caves throughout Europe from Spain to France to Russia. As conceptual art, 

the Paleolithic vulva is often depicted in disembodied form, abstract and schematic—a 

solitary image or in clusters, carved in relief, sometimes painted in black or red 

ochre”(“Icon of the Vulva” 90). Moreover, some images “are etched on rock shelters; 

some are found by entrances, others in the deepest recesses of caves. Created in various 
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designs, they can appear to be triangular, oval, or bell-shaped with plants, representing the 

cosmic womb of the Goddess, the regenerative sprouting of new life” (Goode 90). This 

relies on an egalitarian concept arising from the multiplicity of feminine pleasure and two 

lips imagery of FTGs; the root chakra that life emerges from.  

 

The origin of the word 'Vagina' "comes from the Latin word for "scabbard" or "sheath," 

thus underscoring its (culturally inflected) anatomical position as enclosure" (Schwartz 

226). As it appears in the rewriting of Homer's Iliad, set in ancient Greece, The Song of 

Achilles by Madeline Miller. Patroclus, the beloved comrade of Achilles, describes the 

female genitals as "sheathing warmth within her" while explaining his first sexual 

intercourse with a woman, Deidamia (148). However, instead of the Latin meaning, it "is 

used precisely to describe and highlight these images' explicitness" in feminist discourse 

( Brown 9). Nevertheless, as a patriarchal inheritance, "in Holy Cross the vagina has 

negative value. It is connected to shame and loss, an association with all sexuality, causing 

women to suffer in their real lives" (Brown 9). Moreover, "Christian conception of the 

world as the vagina is taboo. It is valued negatively, and only becomes an issue when a 

woman slips from respectable woman status" (Brown 9). As a result, "[w]omen who 

"flash" their vaginas are at best famewhores and at worst sluts or unfit mothers" on the 

one hand; "women who use the word "vagina," however, are bold, sassy, and liberated" 

on the other hand (Schwartz 226). Overall, beginning from the Greeks and reaching the 

contemporary culture, the female genitals have never wholly managed to shed their 

negative connotations despite the efforts of the feminist movements, even after second-

wave feminists' consciousness-raising group meetings held in the U.S. around the 60s, 70s 

and 80s. In these groups, women had the opportunity to talk about everything from social 

life to their private life experiences, which also included "an encounter with one's body 

produced through practices such as vaginal self-examination (the experience of looking at 

oneself as a woman" (Murphy 117). The time when women realise the primal energy of 

creativity associated with vulvas. 

 

In the spirit of self-examination groups, an art exhibition took place in the USA. Fitted 

into "the affinities that fix in the late 1970s", when was the time of the essentialist critique 
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as "an important theory that attempted to deal with the increased complexity of feminist 

ideas" emerged, "Chicago's butterfly vulva was a symbol for all the women whom the 

patriarchy had rubbished" (Borzello, The Dinner Party  Essays cp.). Prepared in the form 

of an art exhibition, "thirty-nine women placed around a three-sided banquet table" in 

different forms of vulvas entwined with flower shape on Chinese porcelain plates from 

primordial Goddesses to the 20th century "with another 999 named on tiles on the floor 

beneath the table"- appointing intentional significance to the numbers- allusions to the 

Bible (Gerhard, The Dinner Party   Essays cp. ). The exhibition is "a reinterpretation of 

the Last Supper from the point of view of those who've done the cooking throughout 

history", which aims to "convey the history of Western Civilization but from the distaff 

side" (Gerhard, Judy Chicago  24-5). Hence, The Dinner Party "invites viewers to 

imagine a history of Western civilisation that equally valued women's contribution might 

look like" (Gerhard, Judy Chicago 16). To put it in brief, Chicago's art "deeply 

synchronised with the style of seventies feminism" uses the vaginal or vulval power as 

"the 'central core' imagery" of "creative expressions" (Gerhard, Judy Chicago 13; 

Chicago, The Dinner Party Essays cp.).  

 

A very similar technique is observed in literature of the time, as it is also implicated in 

Eve Ensler's The Vagina Monologues. Gaining a reputation as "a worldwide 

phenomenon", the dramatic script employs the same method "with consciousness-raising 

practices familiar to many strands of feminism that emerged during the second wave of 

the 1960s" (Cooper 727-8). As the play's name suggests, it is written in a series of first-

person narration monologues, and the women speak about their vaginas as in the 

consciousness-raising groups. As it functions in these groups, "[w]omen coming to voice 

about their vaginas has the appeal of transgressing norms that have previously silenced 

them while offering a seeming transparency: audiences gain what appears to be direct 

access to voices now freed, vaginal experiences no longer shamefully hidden or denied". 

Ensler also writes in a way that reflects the "speech of a solitary female subject who sees 

herself through, if not as, her vagina" (Cooper 729). Similarly, Charles Burns' Black 

Hole suggests a new way of seeing through the vagina implicated by the vaginal imagery 

throughout the work.  
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2.1.1. Looking through the Vaginal Eye in Black Hole by Burns (1995-2005) 

Black Hole by Charles Burns is a graphic novel that was first published as a series in 1995 

and later collected as a complete book in 2005. The story revolves around a group of 

teenagers living in suburban Seattle, the USA, in mid- 1970, who are infected by a virus 

transmitted sexually, referring to a real epidemic at that time. Most of the story passes in 

a dark atmosphere in the rainforests or the wilderness. The teenagers with the disease - 

"the bug" (as they call it) begin to live in small communities in these places because they 

are discriminated against, or people are annoyed with their appearance. The symptoms are 

visible; the disease causes bizarre body transformations in various forms. Employing both 

linguistic and figurative ways of narration, the novel is rich in the use of symbols, 

metonymy, metaphors, and imagery. One of the apparent imageries Burns uses as the 

symptom of this disease is the wound on the shape of a vagina that appears in various 

parts of the two characters. Furthermore, the drawings sustain the vaginal imagery 

appearing in different forms throughout the novel, as the book's name also refers to. The 

first page of most of the series starts with a vaginal shape made up of different things or 

in different forms. The first sequence opens with an oval shape in a shedding light 

resembling the shape of the eye as well. "Racing Towards Something" begins with the 

vaginal wound opening on Chris' spine, "Cut" with the cut under a foot resembling a 

vagina, and "Big Action" with a vagina made up of a drug leaf. "Under Open Skies" starts 

on a black page, "I'm Sorry" with a Vaginal Mouth, and the last sequence ", The End", 

ends up with the Vaginal Eye; Keith looks through the gash on the frog in the 

beginning. (In Black Hole, there are no page numbers, that is why the references to the 

work will follow the sections in this study hereafter.) 

 

The novel's plot is interwoven into parts and parcels, placing a panel at the beginning of 

each sequence that foreshadows the coming events. This circular panel functions as the 

womb of the story, which signals the forthcoming events in the novel. The first series, 

"Biology 101", opens with a graphic of a frog with a cut that is reminiscent of a vaginal 

shape. Two main characters, Keith and Chris, are in the lab of the school, dissecting a frog 

for an experiment. However, the split on the frog makes Keith dizzy and "[b]efore fainting; 

he sees four visions, each vaginal to a degree, depicted in juxtaposed panels: the opening 
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he cuts into the frog, a gash in the sole of a foot, a large tear opening up the skin of Chris's 

back, and a hand over a vagina" (Kunyosying 565). The first vaginal resemblance- the cut 

on the specimen of the frog refers to "a good deal of evidence from both folklore and 

history (Egyptian Greek, Roman, and later) that the toad was regarded as an epiphany of 

the goddess or her uterus" (Gimbutas 251). Moreover, "[i]n most cases, the effigy is a 

woman/toad hybrid, characteristically with the human vulva” (Gimbutas 252). I assert that 

the frog implication of the frog in Black Hole alludes to the symbols used in prehistoric 

art to depict the female reproductive organs. Subsequently, in the scene, the shape on the 

frog causes Keith to freeze as he states: "I can't explain what happened. It was like a deja 

vu trip or something" ("Biology 101"), "I'd seen it before.. That same dark opening" 

("Who's Chris"). This impression connects to the "childhood memory of" Freud, which 

refers to "having seen his mother nude on a trip" (Solochower, "Freud's Déjà vu" 91, 90). 

Hence the trip Keith has is to the reproductive organs of the mother. Furthermore, Keith 

describes his feeling in front of this imagery as follows: "I was looking at a hole… A black 

hole, and as I looked, the hole opened up… And I could feel myself falling forward 

tumbling down into nothingness" (Burns "Biology 101"). The nothingness again refers to 

the mother's genitals, coinciding with long-run debates on defining the female 

reproductive organs. Afterwards, Keith "was floating". He "was in this totally black place, 

it was kind of spacey, but it felt nice… nice and safe" (Burns "Biology 101"). Again, the 

depiction reminds the state in the mother's womb, which is "'no longer' nothingness" 

(original emphasis (Cavarero 61). However, "it is rather the nothingness of birth, a mute 

petrification of phyein: the desolate land where even death dies of unmourned immobility" 

(Cavarero 61). Therefore, it is apparent that the implication of female genitals are "not the 

threat of nothingness. It is quite a secret of birth entrusted to woman" (Cavarero 61) since 

the coming events are foreshadowed through the eye of the womb. Burns literally draws 

this in the last sequence when Keith’s eye is drawn inside the vaginal shape on the frog's 

abdomen.  

 

There is a "belief in the 'wandering womb,'… found in Egyptian and classical resources 

as well as present-day folklore", dating back to Hippocrates and Plato's depiction of "the 

uterus as an animal capable of moving in all directions in the abdomen" (Gimbutas 251). 
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The novel makes use of this information as Burns draws the symptoms of the disease in 

the form of vaginal shape. However, in contrast to the idea built upon the aforementioned 

philosophers concerning the womb as the cause of hysteria for a long time, the imagery 

of female reproductive organs brings "[a] premonition," as Keith explains: "I felt like I 

was looking into the future" (Burns "Biology 101"). Thus, through this vaginal imagery 

on the frog, Keith foresees the vaginal wound of Chris appearing on her back as a result 

of "the bug" and under her foot because of a cut which carries a message. The other vaginal 

implication is the gash under Chris' foot evaluated in the "Cut"  sequence. The cut first 

appears in one of Keith’s dreams. Keith sees the wound under Chris' foot, but it is "like 

maybe there's something else in there", meaning the inside of the cut. ("Planet Xeno"). 

She thinks, "that's odd…looks like a cigarette", which comes out as "a rolled-up piece of 

paper. … Like a scroll", which symbolises renewal power in ancient myths; life and death 

together (Burns "Planet Xeno"). As Dexter writes about the snake worshipping in the 

Neolithic, in prehistoric Egypt, the serpent in the form of the uraeus, "circular form, 

represents the eternal cycle of birth, death, and rebirth". Moreover, "the goddess 

represented by the uraerus was called Uatchet;" a female deity (17). Likewise, In the 

novel, Burns draws a scroll inside a lake. In this lake there is a narrow passage similar to 

the opening of a cave. This circular form depicted inside a lake before is situated just in 

front of the cave in the next drawing. This graphics refers to ancient representations of 

female genitals concerning the scroll, lake, and cave. Chris Murmurs "wow", being 

impressed by the view (Burns "Planet Xeno"). In the following pages, the picture-like 

drawing comes close up to minor images in which men eat the things in the lake as if 

trying to stop "the process of regeneration inherent in maternal power" (Cavarero 61). The 

lake functions as the womb of the female, then Keith, who is depicted in the form of a 

snake, surrounds Chris as she says: "Stop it! You're squeezing me too tight! I 

can't breathe" (Burns "Planet Xeno"). Moreover, in the next pages, the readers witness 

Chris' shedding skin experience in drawings. The dream of Keith metaphorically tells how 

the suppressing mechanisms in patriarchal systems affect women by restricting and 

confining them within certain stereotypes. In the current context of the novel, there is no 

way of expressing actual male or female sexuality being accepted as taboo and labelled 
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with the disease which appears in the form of body mutations, metaphorically symbolising 

the low morality in cultural history.  

 

Gimbutas states in her book that some reptiles, like snakes and lizards, together with their 

continuous contact with the earth, refer to the connection between females and soil in 

terms of fertility. She adds that the "association of the snake with water or stream symbols 

is visible in ceramic decoration from c. 5500 B.C.", which "convey[s] that as a symbol of 

life energy, the snake emerges from the waters" (125). Gimbutas also suggests portrayals 

of vulva and birth. "The earliest representations of the female divinity were the vulvas 

as pars pro toto engraved on rocks during the Aurignacian period of some 30,000 years 

B.C." (99). The portrayals "on round and oval pebbles or bits of clay" and "also on seals, 

plaques, pots and figurines" are "analogous to the formed cowry shells" and represent the 

"power of giving birth, well being, or protection" (Gimbutas 100). Black Hole, combining 

these two illustrations in one powerful metaphor, the regenerative and renewal power of 

women is emphasised by drawing a scroll in a lake before a cave-like opening and placing 

it inside a vaginal shape in a rolled paper. Moreover, by the end of the novel, Chris goes 

to this place depicted in the message, where she once went with Rob. This place enables 

her to realize her potential rather than a lack in herself. In “The End”, Chris observes the 

sky while swimming in the sea on a dark night. Burns draws the stars on several 

completely black pages which show the spiral galaxy in the sky. Connecting with the 

natural phenomenon of the Black Hole, euphemistic reference to female genitals functions 

“as if affirming that a black hole is not merely a passive emptiness waiting to be filled, 

but a source of attraction that has the power to create its own patterns and objects” (Dadey 

"Breaking Quarantine").  

 

The third main character, Rob, later Chris's boyfriend, has a speaking vagina on his chest 

as a symptom of the bug. The wound on Rob's chest speaks when he is asleep, reveals 

what Rob suppresses in his unconscious. In the "Who's Chris" sequence, Chris contracts 

the virus from Rob, which makes Rob feel guilty when he learns later that she is unaware 

that he has already been contaminated. While sleeping beside his girlfriend, who is not 

Chris at that moment, but another girl, Lisa, the mouth speaks: "Oh, Chris.. God, I'm sorry, 
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Chris, I'm sooo sorry!" When Lisa hears this, she learns the fact that he cheated on her as 

Rob is "dreaming of Chris! Dreaming of the girl [he] love[s]". When Rob asks what's 

going on, Lisa exclaims: "Don't try acting innocent with! You may know how to lie, but 

that little mouth on your neck sure as hell". Subsequently, she says, "you can't hide 

the truth!" implying the vaginal mouth which voices Rob's repressed feelings. In addition, 

in the "Under open Skies" sequence, the mouth foresees Rob's murder. This time with 

Chris, when Rob sleeps: "... A clicking sound at first and then a clear, high pitched voice 

rise[es] up from the mouth on his chest" saying "It won't work… It can't last. It's 

impossible…nnn… never make it out alive" (Burns "Who's Chris"). When it is considered 

with the above-mentioned vaginal implications together, the vaginal imagery functions as 

an eye and "the vagina itself is turned into an onlooker" (Uparella and Jáuregui 84). This 

implication is also manifested within drawings throughout the novel.  

  

As Slavoj Zizek asserts concerning the object and subject of the gaze, "at its most radical 

the object is that which objects, that which disturbs the smooth running of things." In this 

way, "the roles are reversed (in terms of the standard notion of the active subject working 

on the passive object): the subject is defined by a fundamental passivity, and it is the object 

from which movement comes—which does the tickling" (37). Subsequently, the one who 

gazes is already being gazed at by its object. "It is the geometry of visibility that Lacan 

formalizes in Seminar XI as the "split between the eye and the gaze", and J. P Vernant as 

"Medusean dramaturgy"; it is the reversal between seeing and being seen" (Antelo 34). 

Thus, the female genital organ that has been considered as the object of man as "[a] "hole" 

in its scoptophilic lens" is still the one that looks (Irigaray, This Sex 26). The image can 

also be interpreted as either as an eye or a vulva which are similar again in possessing a 

folding shape. Hence the female "genitalia function as resistance to the I and 

the eye that look at the object:" turning into a gazing organ by subverting western ocular-

centrism and sublimating a brand-new way of seeing and being (Uparella and Jáuregui 

83).  

 

This coincides with the returning gaze of the Medusa (Alban, The Medusa Gaze 39). 

"Medusa Head", whose "gaze turns the man in stone", "surrounded by coiled snake hair 
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evokes the female sexual organ". "Female vulva, Medusa's head is a slimy, swollen, sticky 

eye, a black hole, its immobile iris surrounded by ragged lips, folds, pubic hair," which 

also causes the horror of female castration, "prompts just as much as the genital power of 

[the] mother, [an] original valley of humans" (Kristeva, The Severed 29). As a gazing 

vagina with the power of a petrifying look, Medusa's Head terrifies us as it "combines the 

maleficence of the subterranean world of the dead with the abjection of maternal 

ambivalences- persecuting power and castration" (Kristeva, The Severed 30). 

Conveniently, by placing a vagina dentata imagery on Rob's neck, who can be counted as 

the most masculinised character in the novel, Burns successfully plays with deep-rooted 

thoughts regarding female sexuality. As Irigaray states, the female desire and pleasure are 

interpreted in the phallocentric view "as insatiable hunger, a voracity that will swallow 

you whole" as a source of fear (This Sex 29). "Whereas it really involves a different 

economy more than anything else, one that upsets the linearity of a project, undermines 

the goal-object of desire, diffuses the polarisation towards a single pleasure" 

(Irigaray, This Sex 30). Likewise, in the graphics Rob feels "kind of gross" about the 

vaginal mouth as Chris wishes to see and kiss it. Chris expresses that "it was warm and 

salty. It was like the ocean… a clean, sharp taste… And further inside, a tiny tongue. I 

could feel it trembling, fluttering up against mine" Rob stops Chris as he says, "wait, wait, 

wait! That's enough! You've gotta stop…or you're going to make me crazy" (Burns "Cook 

Out"). At this point, the monstrous imagery attached to the vagina is reversed by the 

kissing while functioning as an expression of  "pleasures which are somewhat 

misunderstood in sexual difference as it is imagined-or not imagined" in men's world 

(Irigaray, This Sex 28).   

  

Creed states that "[a] wound is something which violates the integrity of the skin" and 

"the act of birth tears at the mother's skin and transforms her body into an open wound. A 

wound or leprous sore on the skin reminds the subject of its origins, of having been born 

of [a] woman" (Creed 48). Burns pertains to the argument by drawing the disease 

symptoms in the shape of vaginal wounds. In the scene when Keith tries to help Chris 

with the cut under her foot which takes a bleeding, vaginal shape, Burns, literally, uses 

this implication. Keith expresses his reflections as follows: "The cut… Dark and open…", 
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"it hit me hard, I could feel something turning inside of me" (Burns "Who's Chris"). The 

main reason Keith feels strange is not the cut itself but what it evokes in him; the disgust. 

The bleeding wound in the shape of the vagina causes disgust. As "the conceptualisation 

of the disgusting, as indeed is the vagina to the extent that it gets assimilated to both mouth 

and anus. The anus and excrement are the great reducers of human pretension. Disgust is 

as married to the genitals as it is to the alimentary canal" (Miller 19). Furthermore, the 

vaginal imagery on Chris's back as a "loose tear running up [her] spine" also pertains to 

negative attribution attached to female genitals. However, the shape is "[n]ot a wound" 

(Burns "Seeing Double"). On the contrary, "the "thickness" of that "form," the layering of 

its volume, its expansions [,] and contractions and even the spacing of the moments in 

which it produces itself as form–all this the feminine keeps secret" (Irigaray, This Sex 27). 

As Chris further explained the experience while touching the shape, there was "[n]o 

resistance. I could slide my fingers up under it" (Burns "Seeing Double"). As opposed to 

the previous instance that uses a vaginal shape as a wound referring to the patriarchal 

definition of female genitals as an 'open wound', or as [w]oman's desire is subjugated to 

her image as bearer of the bleeding wound" (Mulvey 2182), the depiction here connects 

with Irigaray's overall argument in This Sex. Regarding the female pleasure, which 

connects with touching rather than seeing, Irigaray argues that "woman is constantly 

touching herself" referring to the form of female genitals that are formed of two lips (This 

Sex 29). Moreover, all of the wounds appearing on different body parts of the characters 

in the vaginal shape throughout the novel refer to Irigaray's argument about the diversity 

of female pleasure, that women have sex organs almost everywhere on their bodies as the 

ones drawn on the characters in Black Hole one on the chest, on the back or under the 

foot.  

2.1.2. Exploding the Old Bottles in The Passion of New Eve by Carter (1977) 

Angela Carter, in The Passion of New Eve, attempts to explode the patriarchal gender roles 

by applying demythification. Evaluated as a dark satire of proto, stereo, archetypal 

symbols, and images concerning gender roles, the novel subverts the attached meanings 

that have long reigned in western metaphysics. The book suggests a rich ground of 

interpretations with "a dense pastiche of references and allusions to mythology, the Bible, 
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psychoanalysis, alchemy, romance, literature, and cinema, as the layers of dreams and 

fantasies that time deposits over reality to the point of even obscuring it completely” 

(Perez-Gil 231). Applying surrealistic features touching upon some social and cultural 

facts restricting the female body, Carter creates a metaphorical journey of discovering 

one's sexual identity by unearthing the anxieties reigned in the (hi)story. The novel's 

primary focus develops from the castration complex, reflected through the protagonist's 

enforced sex change and enriched through the suggestion of an androgyne to resolve the 

problem by touching upon the cultural and psychological aspects of gender. Therefore, as 

an example of "speculative fiction of the 1970s", Carter "uses psychoanalytic theory to 

show the forces that construct the contemporary form of Western patriarchy" and to 

speculate on them (Dimovitz, ch. 2). In a way, Carter suggests that if the real problem 

arises from the phallus- to possess it or not to possess it; being castrated or as a threat of 

castration- then possessing both male and female genital functions would end the gender 

problem. For this aim, Carter sustains a mode of 'what if', a feature of speculative fiction 

as she defines it, which is "a system of continuing inquiry" (Ferreira 268). Subsequently, 

becoming "the site of theoretical reconciliation" (Dimovitz, ch. 3), the novel employs 

different psychological and mythological elements, mostly in satiric, ironic, and parodic 

ways, as prominent features to criticise patriarchal gender roles. As Maria Ferreira quotes 

from Braidotti, "parody can be politically empowering on the condition of being sustained 

by a critical consciousness that aims at the subversion of dominant codes" (268). In tune 

with this, Carter writes in "Notes from the Front Line" that "if the pressure of the new 

wine makes the old bottles explode"; "I am all for putting new wine in old bottles, 

especially” (69). These explanations connect with the character Eve/lyn in The Passion as 

the embodiment of Carter’s overall purpose in her literary work. Bearing these in mind, 

the analysis in this part will focus on the implication of the egg motif and cave allegory, 

beginning from the depiction and deconstruction of patriarchal genders to contribute to 

the reconstruction of the actual female sexual identity. 

 

In The Passion, Carter plays with patriarchal gender roles attributed to men and women 

by endorsing the characters with ambiguous sex. As known, men and women are enrolled 

with opposite gender roles in patriarchal societies. The difference is apparent in how male 
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and female signs are presented in graffiti. The elements represented "by the probe, and the 

friged hole, the twin signs of male and female:" “the biological symbols scrawled on the 

subway poster and the urinal wall, and the simplest expression of stark and ineradicable 

sexual differentiation, a universal pictorial language of lust – or, rather, a language we 

accept as universal because, since it has always been so, we conclude that it must always 

remain so” (Carter, The Sadeian 3-4). Women are defined as docile and boiled down to 

object status, while men are active and in the subject position. However, in the novel, so-

called victims and victimisers are subjected to a continuous change in attempting to break 

stereotypical features concerning gender. For instance, Evelyn "took some girl to the 

cinema" before leaving for the States to have fun. While having sex, the nameless girl 

"was crying for [he] felt her tears leak onto [his] knees" Evelyn mocks her saying, "she 

Crying, perhaps, to lose me, was she? (Carter, The Passion 9). That is to say; he victimises 

girl by perceiving her as sexual object. However, after he becomes Eve, she regrets what 

he said before: "How cruel I felt when I thought that!" (9), after she "cried because of the 

pain", Zero's ‘furious exertions’ cause her. This time, Evelyn says as Eve, "my renewed 

eyes seemed to have been made of water since often they would leak" (107). Thus he 

becomes the victim taking the place of the girl whose pain he once mocked. It is also 

clearly manifested in the words of Evelyn about Leilah; "a bird of prey, although my 

prey"; of whom he says; "throughout the pursuit, had played the hunter". His "full-fleshed 

and voracious beak tore open the poisoned wound of love between [Leilah's] thighs" at 

the beginning (25). Becoming Eve, she "was bleeding from [her] ruptured virginity as 

Zero raped (her) unceremoniously in the sand" (86). "Leilah became as limp, passive and 

obedient as I could wish", says Evelyn (34). Later, as Eve, she replaces Leilah; "every 

Sunday night, suffer[ing] … the rage of [Zero's] marital rape". In the end, Evelyn realizes 

"with a shock of introspection, [is that] forced me to know myself as a former violator at 

the moment of my own violation" (102). As manifested, Evelyn's body changes, but his 

psychic journey is not complete yet. That is why he experiences the torture of Zero with 

his male mind. In this way, he experiences the difficulty of being a female and surviving 

in a patriarchal society.  
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Moreover, by touching upon the "accounts of barbarous customs" from different parts of 

the world, "such as female circumcision", or how "the Ancient Chinese had crippled their 

women's feet; the Jews had chained the ankles of their women together; and the Indians 

ordered widows to immolate themselves on the pyres of their husbands and so on and so 

forth", Carter illustrates, as Eve/lyn summarises, "the horrors my old sex had perpetrated 

on my new one" (73). In this way, Carter faces her readers once more with the cruel 

mechanisms functioning only for women. The significant fear originates from their 

(reproductive) body; thus, the patriarchal systems exercise their strategies beginning by 

restricting women's bodies under pseudo notions such as beauty, belief, or love. As Michel 

Foucault argues in the History of Sexuality, there is no individual outside the norms of a 

society. Therefore, appointing the norms and letting them be so-called free is a way of 

controlling women under this power. Knowledge is power; all edifices are built upon 

knowledge and control it—beginning with Eve's eating from the tree of apples. On the 

contrary, Foucault suggests in an interview: "It is very significant to note that, for 

centuries, people in general — but also doctors, psychiatrists, and even liberation 

movements — always spoke in terms of desire, never in terms of pleasure. 'We should 

liberate our desire', as they say. No! We should create a new range of pleasure" (qtd. in 

Princep 4). Because desire is the product of logos and the artifice of the law of the father, 

while pleasure signifies the feminine attempted to be repressed by the hand of culture. 

 

In The Passion, Carter aims to release true female sexuality by focusing on reactions of a 

male psyche shaped according to patriarchal values before the feelings aroused by the 

female body. Along the same lines, Luce Irigaray touches upon the significance of the 

"multiplicity of genital erogenous zones in female sexuality" (This Sex 63). However, in 

the phallocentric definitions, the locus of female sexuality is accepted as the 'clitoris', 

which is the 'little penis' for them. As it is reflected by Evelyn while explaining Leilah's 

eroticism by saying, "dreamily agitated her clitoris with her forefinger" in her room 

(Carter 26). However inferior to male sexuality it is assumed to be, it must be controlled, 

as exemplified by the custom of "the excision of the clitoris" (73). Irigaray deconstructs 

the definitions founded upon sameness and claims that there "are not the clitoris or the 

vagina, but the clitoris, the vagina, and the lips, and the vulva, and the mouth of the uterus, 
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and the uterus itself, and the breasts" (This Sex 63-4). Likewise, in the novel, after the 

surgery, Eve/lyn wants "to explore [herself] further and nervously slid [her] hand between 

[her] thighs". S/he argues that "the clitoris transplant had been an unqualified success. The 

tactile sensation was so well-remembered and gave me so much pleasure. Still, I could 

scarcely believe the cleft was now my own" (Carter 74). As Eve, Evelyn experienced "all 

the unfocused desires that had ever existed in [his] own head", which originated from "a 

void, an insistent absence" (75) on which Tristessa comments: "'Who would have thought 

such a little hole could give so much pleasure!" (145). What is more, Eve/lyn's "psycho-

programming had not been entirely successful" when it was compared to Evelyn's 

patriarchal psycho-programming (75). That is why her "over-taxed brain almost 

exploded" (74). Because s/he feels both the male and female stimulus.This is explicitly 

referred to again when Evelyn said that "I had become my own masturbatory fantasy. 

And—how can I put it – the cock in my head, still, twitched at the sight of myself" (74). 

This connects Eve's position to hermaphroditism.  

 

"True hermaphroditism … exists only in individuals who have both sets of organs 

complete or, at least, one set complete with, in addition, characteristics of the other sex. 

What the Ancients termed androgyny is apparent hermaphroditism, or hypospadias, where 

only the external organs are abnormal" (Delcourt 44). As manifested in Greek sculptures, 

Hermaphrodites are carved in the form of the female body with explicit male and female 

genitals. Eve has a female body without explicit male genitals, which does not allow him 

to be considered under this category. However, Hermaphroditism or Androgyny takes 

attention as it is the base of parthenogenesis. In this way, "hermaphroditism was an exalted 

state of nature, and the divine is proved by the traditions in the first theogonies of 

goddesses who conceive unaided" (Delcourt 43). This aspect meshes with the aim of the 

Mother character in the novel as "Mother proposes to reactivate the parthenogenesis 

archetype, utilising a new formula" (Carter 68). Sophia explains to Evelyn the Mother's 

purpose; "she's going to impregnate you with your own sperm, which I collected from you 

after you copulated with her and took away to store in the deep freeze" (68). Thus, "[w]ith 

the aid of … a sperm-bank", Eve would become "entirely self-sufficient" (77). Indeed, 

Carter follows the idea of Tiresias "with a series of associations linking the androgyne and 
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Tiresias to the undefined gender position of the pre-Oedipal stage, which she then 

associates again with her fascination with the image of an old man nursing a child" 

(Dimovitz, ch. 2). The significance of Tiresias within the context of the novel arises from 

the myth of the Greek figure Tiresias, a man with a beard who, after seeing snakes 

copulating, becomes a woman and suckles a child. It is adapted to the Mother character 

with her multiple breasts, "black curls like the false beard" (59), and suckling Eve. As 

Mother "took [him] to her breasts and suckled [him]" (75). Carter intended to name the 

book "The Great Hermaphrodite" in the first drafts, "in which a Tiresias figure would give 

birth to the "'perfect androgyne'" (Dimovitz, ch. 2); the New Eve. Therefore, it becomes 

clear that Mother aims to create a new Mother Goddess who will replace her as "the 

archaic mother [who] is the parthenogenetic mother, the mother as the primordial abyss, 

the point of origin and of the end" as well as "a creature who laid the [first] eggs" (Creed 

17) in the beginning. 

 

The novel begins by quoting John Locke; "In the beginning, all the world was America". 

In this way, Carter draws attention to the birth of Eve, which can be related to creation 

myths. So, as a cosmic egg, the earth of America gives birth to Eve. In Creation Myths of 

the World, David Leeming states that in all parts of the world, such as in ancient Egypt, 

India, China, Japan, the Pelasgians and the later Orphic cult of ancient Greece, the cosmic 

egg motif is prevalent in the creation myths. For instance, in India, "the sacred 

Satapatha Brahmana relates the tale of the primaeval waters' desire to reproduce. The 

waters, through a series of prolonged rituals, became so hot that they gave birth to a golden 

egg. Eventually, after about the time it takes for a woman or a cow to give birth, the 

creator, Prajapati, emerged from the egg" (emphasis added, Leeming 313). In official 

Egyptian religion, "the birth of the sun from the cosmic egg laid by the Nile goose, which 

is worshipped as the "great chatterer," is the “the creator of the world" (Neumann 217). In 

the beginning according to later Greek Orphic cult, "there was a silver cosmic egg, created 

by Time and that Phanes-Dionysos broke forth from the egg as the firstborn (Protogonos), 

the androgynous creator who contained the seeds of creation" (Leeming 313). When the 

archaeological findings are considered, "[t]he significance of the eggs is clear from the 

earliest stages of the Neolithic in Europe and Anatolia”. The cosmic egg “appears in egg-
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shaped vase forms, painted decorative motifs, and, in the frescoes forming a heritage for 

the later Dionysian and Orphic mysteries" (Gimbutas 213). 

 

In The Passion, Carter talks about eggs for the first time when Evelyn is in the United 

States in Baroslav–his alchemist friend’s–flat. Evelyn explains seeing "a seventeenth-

century print" "of a hermaphrodite carrying a golden egg", which "exercised a curious 

fascination upon [him] the dual form with its breasts and its cock, its calm, comprehensive 

face" (Carter 13).  Here, the golden egg alludes to the cosmic eggs, which enable 

parthenogenetic reproductivity. In this way Carter "link[s] alchemy with the image of the 

hermaphrodite" (Dimovitz, ch. 2). In addition, it foreshadows Evelyn's transformation into 

Eve, linear to the Mother character's plan as she tries to inseminate Eve with the sperm 

taken from his male version-Evelyn. What is more, the egg is associated with the "symbol 

of becoming" bearing "a rebirth modelled on the repeated creation of the world" 

(Gimbutas 213). Moreover, on Late Minoan vases, "the process of "becoming" is well 

expressed" by "an egg in the belly of the waterfowl is represented as a sprouting seed" 

(Gimbutas 217). In addition, according to the story told in the Gospel, "when Elizabeth 

heard the greeting of Mary, the babe leaped in her womb" (Kristeva, The Severed 67). 

Therefore, as a laid egg and female knowledge, the female womb enables the becoming. 

In corollary to this, the alchemist "heated the mixture in a crucible" and produced the gold 

saying the magical words that openly relate to the cosmogonic egg, which is created out 

of “Chaos, the primordial substance" (Carter 14). Baroslav casts a spell saying, "'Chaos, 

the earliest state of disorganised creation, blindly impelled towards creating a new order 

of phenomena of hidden meanings. The fructifying chaos of anteriority, the state before 

the beginning of the beginning" (14). As Michael Foucault states in The Order Of 

Things about anteriority, "that origin without origin or beginning, based on which 

everything is able to come into being" which relates to the "zero point," the beginning of 

the beginning which is unapproachable while witnessing the emergence of life at the same 

time (331).  

 

Along the same lines, Marina Warner states that "[f]orms do not only take on different 

forms; the whole of nature evolves through the creative power of shape-shifting and the 
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transmigration of souls" (Fantastic 3). Moreover, she connects this with interiority which 

relates only to the women. "This kind of metamorphoses—shape-shifting—breaks the 

rules of time, place, human reproduction and personal uniqueness" (Fantastic 27). 

Irigaray in Sexual Difference defines the female genitals as the envelope and argues that 

it is timeless; it is infinite as it is the beginning and the end. Carter refers to the time and 

place argument when Evelyn is taken to Beulah in the novel. "[T]ime is a man, space is a 

woman", "time is a killer", "kill time and live forever", writes Carter and refers to 

Oedipus's myth saying, "his father taught him to live in the future, which isn't living at all, 

and to turn his back on the timeless eternity of interiority". Interiority refers to the female 

genitals of the Mother, as clearly shown in the narration: "Oedipus wanted to live 

backwards" and "murder[ed] his father, who dragged him from the womb in complicity 

with historicity" (Carter 53). "I'm about to make a start on the feminisation of Father 

Time," says Mother referring to the transformation of Evelyn into Eve (Carter 67). As 

time is generally associated with men, Carter plays with this notion by suggesting a phallic 

mother and implanting a uterus in Evelyn. 

 

Thus, "Cosmic eggs", as Gimbutas calls them, "are symbols of the Goddess, whose body 

is the divine Chalice containing the miracle of birth and the power to transform death into 

life through the mysterious cyclical regeneration of nature" (Eisler 19). Likewise, the 

depiction of the underground city of Beulah meshes with what is implied with 'cosmic 

eggs'. Beulah is implied as the egg of the Mother. Evelyn finds himself in "the inhuman 

silence of the inner earth" (50) and the "warm, red place in which I lay was a simulacrum 

of the womb" (52). A place that is "far from the light of the sun" (50) where "A MAN 

[MUST] DIE AND BE BORN AGAIN" (51). Described as "[t]he deepest eye of this 

spiral" (57), "the deepest cave" (58), "buried deep in a blind room seamless as an egg deep 

in a nameless desert" (51), "black egg beneath the sand" (68), the subterranean female 

city; "Beulah is a profane place. It is a crucible" (49). The place hosts Evelyn's 

metamorphoses and sets the zero point for Eve. She takes her "Journey back, journey 

backwards to the source!" (53). As Carter writes ", Eve was a creature without memory; 

she was an amnesiac, a stranger in the world as she was in her own body – but it wasn't 

that she'd forgotten everything, no. Rather, she had nothing to remember" (78). That is to 
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say "'a new kind of being, unburdened by the past'" (Britzolakis 50) as "a blank sheet of 

paper, an unhatched egg" (Carter 83), The New Eve comes into being. 

 

The transformation relating to the eggs and female chalice are represented through the 

moon analogy. Eve observes the sky the same night she had sexual intercourse with 

Tristessa. Eve says, "such moonlight, enough moonlight to let a regiment of alchemists 

perform the ritual of the dissolution of the contents of the crucible, which, Baroslav, the 

Czech, had told me, may only be taken in polarised light, that is, light reflected from a 

mirror, or else by moonlight" (150). Carter uses a double reference here, connecting the 

mirror's function in Alchemy to the argument of the mirror image that long reigns in 

feminist criticism with that of the moon. In either case, the condition of producing gold is 

bonded to the existence of femininity. As well- known, the moon represents women, and 

the full moon signifies the most productive time for women, while spring symbolises 

rebirth and winter death regarding the regeneration of nature — the menstrual cycle. The 

full moon thus connects with the correct time of producing gold, which returns to the 

power of female genitals as a place of crucible/chalice. Interestingly, the Alchemists in 

literature (at least in western) are all males, like in The Passion. Carter refers to this fact 

in the novel without inverting the sex of the character because women already possess the 

philosopher's stone in their bellies. As Mircea Eliade states in The Forge and the Crucible, 

"the notion that stone is the source of life and fertility, that it lives and procreates human 

creatures just as it has itself been engendered by the earth". 

Deucalion threw the 'bones of his mother' behind his back to repopulate the world. 

These 'bones' of the Earth-Mother were stones; they represented the Urgrund, 

indestructible reality, the matrix whence a new mankind was to emerge. That the 

stone is an archetypal image expressing absolute reality, life and holiness is proved 

by the fact that numerous myths recount the story of gods born from the petra 

genitrix analogous to the Great Goddess, the matrix mundi. (Eliade, The Forge 43) 

 

As the relation between stone and matrix is manifested in the quotation above, it is clear 

that "the philosopher's stone is nothing more or less than that which was to enable man's  

imagination to take a stunning revenge on all things" (Dimovitz ch. 2), very much related 

to what feminist writers call 'womb envy'. As Friedman argues in "Creativity and the 

Childbirth Metaphor", men's use of birth metaphor is the result of "distance from and 

attraction to the Other" and "unconscious fear and envy of woman's sexual and 
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reproductive power" (63). As Elizabeth Sacks claims, womb envy is "an essential outlet 

for unconscious or repressed feminine elements in the masculine psyche" (qtd. in 

Friedman 63). It is very much related to the attempts to manipulate female power by 

transforming them into the male mind. 

 

Jane Gallop states that nostalgia "is a regret for a lost past that occurs due to a present 

view of that past moment". About Lacan's argument on the phallus, "this temporal logic" 

shows that "the nostalgia of penis envy does not simply accompany the moment of 

castration, but rather is a retroactive effect" (151). That is why Beulah, "THE PLACE OF 

BIRTH", "with its hygienically enforced tranquillity invited [Evenly] to panic" facing this 

"inimical" place (Carter 51). Because it recalls the mother's reproductive organs in his 

unconscious in the way that Gallop describes "the mother as [the] womb, homeland, 

source, and grounding for the subject is irretrievably past. The subject is hence in a foreign 

land, alienated" (148). Along the same lines, Evelyn feels himself in this place as if he is 

"in a strange land, in the strangest of places"; "the very heart of an alien cosmogony" 

(Carter 51). As Luce Irigaray asserts in Sexual Difference in the same lines, "[t]he man 

will be brought out by a path he could never have got in by, out of somewhere he never 

lived". "This sameness, womblike and maternal, serve forever and for free, unknown, 

forgotten" (98), "[t]he path [is] virtually forgotten" (281). So, she is "twice forgotten" in 

"a sleep of oblivion" (98). Irigaray suggests a resolution in the Speculum. By applying the 

tool of 'speculum', which has optics to allow direct vision as a resolution to the ocular-

centric western philosophy. Similarly, Carter also charges the Mother character "to peer 

into [Eve's] interior with the aid of her headlamp every day" (The Passion 77). As Eve 

says: "She donned a headband with a small light-bulb in the centre that shone like the third 

eye of a Tibetan lama, and with its aid, peered up my new vagina to check all was in order" 

(76). In the last chapter of the book, while walking in the cave, Eve proceeds to exit "with 

[her] flashlight" (180). When the cave is considered the analogy of the womb, a flashlight 

helps to visualise it, confirming that female genitals exist instead of the phallocentric view 

arguing that there is nothing like female genital organs. 
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Another theoretical text that Carter employs is Irigaray's critique of Plato's Cave Allegory 

as she evaluates In Speculum under "Plato's Hysteria". Plato argues that people live in a 

cave and only see the shadows as they are chained to the wall. He claims that one should 

go out of the cave to reach the essence of things. On the other hand, Irigaray suggests that 

Plato does not state how these men got into this cave because it is reminiscent of the 

maternal. Moreover, going out of this cave would suggest that inhabitants have nothing 

more than more shadows as the outside world is far away from representing truth. "For if 

the cave is made in the world's image, the world—as we shall see—is equally made in the 

image of the cave. In a cave or "world", all is but the idea of an image. For this cave is 

always an attempt to represent another cave, the hystera, the mold that silently dictates all 

replicas, all possible forms, all possible relation of forms and between forms, of any 

replica” (Irigaray, Speculum 246). Irigaray takes the cave as the mother's womb. The 

Greek word hysteria means uterus; she uses this allegory to refer to the womb. She defines 

the womb as an "under ground home", "inside and underneath–the cave" (285). In the 

novel, Eve sets off a final journey in the cave to obtain her true sexual identity. She 

"returns to her mother" through "negotiat[ing] with the concrete regression of this cave" 

(180) to be born for the last time. Eve's narration is similar to the baby's effort passing 

through the birth canal. She says: 

Every movement necessitated the most extreme exertion; I was soon drenched 

with sweat. The passage was choked, airless, dank, and a faint reek of rotten eggs 

hovered above the sulphurated streamlet. The crack of light behind me and the 

cerulean glimpse of the sea gradually diminished; I was making progress, pressed 

as I was like a cheese, oozing forward. Then the day vanished altogether, and I 

was committed to the rocks, poking before me with that little spoke of light. (Carter 

180) 

 

She proceeds through the exit "[b]ut however hard I push against the rock, I seem to get 

no closer to Mother," says Eve, reminding of the "[f]amiliar panic of the entry into earth's 

entrails" (180). She continued her journey, passing from "a cave almost filled by water 

that was now at blood heat, emitting a faint steam and a scarcely tolerable stench of 

sulphur. Furthermore, this cave was filled with a familiar, dim red light for which I could 

perceive no source" (181). Again, the depiction connotes the amniotic fluid, and the red 

light is an apparent reference to the mother's genitals. At last, "[t]he Walls expelled me 

(186), she adds, I fell into a darkness like of the antithesis of light, an immensity of 
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darkness" as the newborn's reaction to the light after a long time passed in blindness. She 

reaches to California coast out of the cave and hears the "sound of the sea [which] becomes 

omnipresent, the sea, which washes away all memory and retains it" (181). Eve tells her 

delivery literally by stating: "I emitted, at last, a single, frail, inconsolable cry like that of 

a newborn child" (186). Subsequently, "[t]he battle for deliverance from Mother will reach 

its climax at the end of the novel. "Eve confronts her in the gallery of caves on a 

Californian beach" (Perez-Gil 220). As opposed to Evelyn's remarks concerning the 

underground city of Beulah, the metaphorical womb, as a place unknown, this time, Eve 

depicts her "return to the world" as her "permanent exile" (Carter 180) because she reaches 

the 'constitutive zone' of Judith Butler. "It is the zone of that which the subject must 

exclude in order to constitute itself: in psychoanalytic terms; it is the zone of psychosis 

and abjection", which Butler states leads to "'a radical rearticulation of the symbolic 

horizon in which bodies come to matter at all" (10). Moreover, thanks to this, she can look 

from the outside, which Butler explains as "an ontological thereness that exceeds or 

counters the boundaries of discourse; as a constitutive 'outside', it is that which can only 

be thought —when it can—in relation to that discourse, at and as its most tenuous borders" 

(Butler 10). 

 

Eric Neumann suggests prehistoric people and their specific ritual in the ice age, which 

takes place in "hidden and almost inaccessible recesses" of mountain caves and still 

sustains "in large part unconscious" (8). He exemplifies the collective unconscious 

through the cave where old sacrificing rituals occur, as the cave is the ancestral home. 

Carter refers to the ancestral home as Eve says, "I myself will soon produce a tribute to 

evolution", passing "the final cave through which now marched, animating the darkness, 

the parade of the great apes, which wound me back on the spool of the time that now 

wound up". Eve says, "I have come home" (186). Moreover, as Neuman states, the cave 

connotes "the vessel of the character of the Feminine body" that "not only shelters the 

unborn in the vessel of the body, and not only the born in the vessel of the world", "but 

also takes back the dead into the vessel of death, the cave or coffin, the tomb or urn" as “ 

[t]he caves [are] a dwelling as well as a tomb (45). Similarly, Carter writes, "The 

destination of all journeys is their beginning." (186). Connoting the Mother, Eve narrates, 
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"She scampers away into the Tertiary forests, her bulging belly shrinks, she will produce 

no offspring as [a] tribute to evolution. She herself becomes smaller and smaller until, in 

the alchemical vase, she becomes a solution of amino acids and a tuft of hair, and then 

dissolves into the amniotic sea" (186). According to Gimbutas, the female body produces 

life as well as the promise of death from which all new life arises.  

This continuum between death and life, tomb, and womb, is the mystery at the 

core of all beings, prevalent in Neolithic symbolism. The goddess who holds 

dominion over death is also responsible for regeneration, which explains the 

womblike forms typical of many old European graves. Omphalos-shaped, circular 

tholod tombs found in Greece; egg-shaped, rock-cut tombs in Sicily and Sardinia; 

and the communal burials of the megalithic tradition of western Europe continue 

this tradition (Marler 19). 

 

Therefore, the cave and womb are two intertwined terms, and there is a strong resemblance 

between coming to the world from a woman and the earth. As both supply the necessary 

life energy. They are inseparable within this context. By the end of her fiction, Carter also 

acknowledges this when Eve "climb[s] into [the] little boat and sail away". "It's not a boat, 

it's a coffin," said Mother as she "exuded a rich smell of decay; her flesh had the substance 

of grave clothes" (Carter 189). On the sea, where everything begins, at the beginning of 

the end, the coffin becomes the cradle of Eve. According to Neumann's argument, "his/her 

progress from New York to California parallels the course from dawn to (masculine) 

sunset, which suggests the protagonist's fading masculinity. His/her journey from east to 

west in the States echoes likewise the formulaic journey of the solar hero to the west, 

traditionally the domain of the Terrible Mother and the unconscious" (Perez Gil 220). 

Therefore, the narration implies the birth of New Eve. 

 

It is clear that Carter's fiction aims to "justify her challenge to the concept of gender as a 

given absolute", resonating with Simone de Beauvoir's popular expression: "[o]ne is not 

born, but rather becomes a woman" (273). As Carter writes, "our flesh arrives at us out of 

history, like everything else does" (The Sadeian 9), directing a critical gaze to "the 

bondage of reproduction" (Britzolakis 50), concerning myths about female reproductivity 

as their sole occupation. Nonetheless, archaic female knowledge of reproduction lies at 

the heart of all the restrictions, frames, and borders that have been constructed to take her 

under control, as a locus of fear cannot be underestimated and can be inferred from Carter's 
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writing. The analysis manifests the fact that it is female procreational power that enables 

the creation in the universe. Consequently, Carter uses the myths encapsulating male 

imagination, the notions that governed the male economy for thousands of years. She 

plays with the western way of making meaning out of life; the orthodoxy of the biased 

thinking system by creating long-reigning phantasms in gender struggle. Carter evaluates 

the patriarchal culture and shows how gender roles are implicated in women's social and 

psychological development. On the other hand, she intervenes in the novel's historically 

and culturally attributed roles by extending its frame to prehistory. She employs many 

feminist theories of feminine ecriture in the book, contributing to the reconstruction of 

female sexuality. Applying these theories is among the features that make her fiction a 

true example of women's writing. Whether she criticises any myth, historical or 

prehistorical, with the idea that they restrict women's existence, she sets a true example of 

writing from the womb in her novel. In the end, she is a successful combatant of 'infection 

in the sentence' by being a comrade' writing from the womb', exchanging the metaphorical 

pen of men with "[t]he icon of the sublimated womb" (Spivak 255), whether she accepts 

to be so framed or not.  

2.1.3. Return to the Womb in Perfume by Süskind (1985) 

Set in 18th century France, Patrick Süskind's Perfume is a criticism of the Enlightenment's 

emphasis on human perfection. The novel illustrates the results of the 'high principles' on 

which logocentric Western philosophy built upon. In this section, the study concentrates 

on the detrimental consequences of excluding female existence from the cultural domain 

to erase the scar of the real wound, resulting in massacres and self-annihilation, as 

represented in the acts of the Hitler Youth organisation in history. Within this concept, the 

analysis suggests a double reading of the notion of 'death'; one as the union with the lost 

as an accomplishment of the nostalgic wish, the other as the representation of the 

destructive male culture facilitated by enlightenment's progressive vision elevating reason 

and progress. 

Theodor Adorno and Marx Horkheimer claim in Dialectic of Enlightenment as such: 

"Enlightenment's program was the disenchantment of the world" (1) by seeking to learn 

from nature "how to use it to dominate both it and human beings wholly. Nothing else 
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counts" (2). "For enlightenment, anything which does not conform to the standard of 

calculability and utility must be viewed with suspicion" (3). Therefore, "the very principle 

of corrosive rationality of which enlightenment stands" "is totalitarian" (4). Furthermore, 

in the end, enlightenment thinking's obsession with rationality "pays the price for this rise 

to dictatorial power" and "self-destruction" (Gray 492). That is why "[a]ny attempt to 

break the compulsion of nature by breaking nature only succumbs more deeply to that 

compulsion. That has been the trajectory of European civilisation" ( Adorno and 

Horkheimer 9). Along the same lines, the juxtaposed way of narration in the novel's early 

pages elucidates Süskind's critical attitude toward the glorification of the high principles 

which connote male culture. By combining what is called 'high' and 'low' in western 

metaphysics, Süskind challenges the patriarchal western literary tradition attempting to 

demonstrate the disregarded side of humanity. Taking place "in an era that knew no lack 

of gifted and abominable personage", the novel is about the story of "a man who was one 

of the most gifted and abominable personages" named Grenouille (14). As the depiction 

of the character and the setting allude, the novel reflects the paradox between symbolic 

and real. On the one hand, as opposed to the reputation of being the capital of good smell, 

the streets in Paris "stank of manure, the courtyard of urine, the stairwells stank of 

mouldering wood and rat droppings". Moreover, "the people" and "the rivers and 

marketplaces stank, the churches stank, it stank beneath the bridges and in the palaces" 

(14). Hence, Perfume "exposes the epistemic mechanisms of Enlightenment culture by 

transposing those mechanisms into the alienating realm of the olfactory" (Gray 490).  

 

Julia Kristeva quotes Louis-Ferdinand Celine that "in the Scriptures it says, 'In the 

beginning was the word.' No! In the beginning, was emotion. The Word came later, 

replacing emotion" (Horror 188). In the Gospel, it is written that "God is love" ( I John 

4:8). On opposite lines, Süskind writes in Perfume that "the newborn's decision [is] 

against love and nevertheless for life" (31). By doing so, he contradicts the doctrines of 

the law of the father by blessing Grenouille with olfaction which returns to the mother 

rather than to the male God. This is reflected through his incapacity to use language that 

refers to the father's law. As depicted through the relation of Grenouille with the world of 

symbols, he had difficulty especially with the words reflecting ethical and moral culture 



 
 

62  

like and "[w]ith words designating non-smelling objects, with abstract ideas and the like 

"justice, conscience, God, joy, responsibility, humility, gratitude" (Süskind 34). The 

meaning of these words was a mystery in his world of smells. 

 

In In the Beginning Was Love, Kristeva’s psychosexual modality suggests a "theoretical 

instrument for clarifying the heterogeneous nature of conscious and unconscious 

representations" by "conceiving a psychic modality logically and chronologically prior to 

the sign, to meaning, and the subject" (5). In this modality, "[a] stratified concept of 

significance enables us to understand how logical language, bolstered by intralinguistic 

(semiotic) representations, can find [the] physical expression". In this case, as the sense 

of smell and the body accommodate the ignored parts of humanity in western metaphysics, 

Kristeva's "powerful model of the human in which language is not divorced from the body. 

She argues that "word" and "flesh" can meet at any moment for better or for worse". "From 

this tissue of meanings, ranging from prelinguistic emotional traces to linguistic 

representations and, by extension, to ideologies (symbolic representations)" (6), is "less 

optimistic about the beneficial powers of reason" (20-21). This is "a psychic modality in 

which desire, anxiety, or narcissism leads to an eclipse of signification in the subject 

without thereby robbing his or her language of instinctual meaning, which records bio 

energetic signals in the form of fluid but persistent psychic traces (as in narcissistic 

personality disorders and psychoses)" (5-6). 

 

Similarly, in Perfume, "the anecdotal story of the scentless Grenouille and his 

hypersensitive nose acts as a fictional foil to throw the prejudices and obsessions of 

enlightened thought into critical relief" (Gray 492). Süskind creates a world replacing 

reason with the olfactory, which is counted as "the basest of the senses" ( 25). As "Freud 

[also] associates rise of civilisation with the suppression of olfactory stimuli" (Gray 491). 

Indeed, "the primitive organ of smell" (Süskind 25), which "leaves no traces in history" 

(14), is what functions as the primary way of knowing the outer world for the protagonist 

in the novel. Grenouille "'sees with his nose rather than his eyes", which Father Terrier, 

as one of the representatives of Enlightenment thought, rejects to believe, willing the 

"shin[ing]" of "the light of God-given reason" to banish "the last remnants of such 
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primitive beliefs" (25). Süskind literally refers to the incapacity of Grenouille's sigh. His 

eyes were of ambiguous colour between oyster gray and creamy opal white," which were 

covered with a kind of slimy film and apparently not very well adapted for sight"(25). 

Terrier thought that his eyes "did not even perceive him. But not so the nose. While the 

child's dull eyes squinted into the void, the nose seemed to fix"(25). Therefore, by 

changing the roles attributed to these two organs in western metaphysics, Süskind directs 

the reader to question the systems encapsulating them throughout the centuries. As he 

writes:  

People could close their eyes to greatness, to horrors, to beauty, and their ears to 

melodies or deceiving words. Nevertheless, they could not escape the scent, for 

the scent was a brother of breath. Together with the breath, it entered human 

beings, who could not defend themselves against it, not if they wanted to live. 

Moreover, scent entered their core, went directly to their hearts, and decided for 

good and all between affection and contempt, disgust and lust, love and hate. He 

who ruled scent ruled the hearts of men. (Perfume 153) 

 

Because people cannot conceal their defects from the sense of smell instead of the eye, 

which is open to deception, it is arguably uncontrollable. Olfaction knows no boundaries, 

no rules, and law as the smell is one of the basic senses taking people back to memory, 

causing nostalgia, a reminder of the archaic state which needs to be controlled by way of 

the eye, connected to with reason.  

 

Conveniently, Immanuel Kant comments on the olfactory sensation as an "unfree" quality 

because "scents enter into the very being of anyone who perceives them" (Gray 493). 

Likewise, Father Terrier explains his experience when "the child saw him with its nostrils" 

in the novel. It was "as if it were staring intently at him, scrutinising him, more piercingly 

than eyes could ever do, as if it were using its nose to devour something whole" (Süskind 

27). Subsequently, "he felt as if he stank, sweat and vinegar, choucroute and unwashed 

clothes". Father Terrier, "while revealing nothing of himself," felt "naked and ugly" as if 

"someone [was] gaping at him". The child seemed to be smelling right through his skin, 

into his innards. His most tender emotions, his filthiest thoughts lay exposed to that greedy 

little nose" (Süskind 28). The Enlightenment philosopher Kant "registers the 

inescapability of smells and condemns olfaction as … 'opposed to freedom' and hence 

unworthy of cultivation" (Gray 493). Grenouille also devours all smells without selection; 
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he cannot escape from any small remnant of smell and divides it into its components. To 

sum up, living in the realm of scents and visualising everything in his mind through 

smelling rather than looking, inhaling everything without selection of good or bad, 

together with his inability to use language, place Grenouille in "the maternally defined 

semiotic with its core element of the chora, the realm of polymorphous, pre-signifying 

impulses and libidinal drives that seek immediate gratification" (Krause 349). 

 

The term chora first appears in Plato's Timaeus. Kristeva depicts the term concerning 

Plato's definition as "an ancient, mobile, unstable receptacle, before the One, to the father, 

and even to the syllable, metaphorically suggesting something nourishing and maternal" 

(In the Beginning 5). Thus, Kristeva interprets chora as a feminine space. It refers to the 

womb, the maternal, and the early childhood period when young children are bound to 

their mothers as a continuation. Then the mother functions as a mediator in-between the 

chora and the symbolic in whose eyes the infants see their images as the locus of primary 

narcissism. In Perfume, Grenouille lacks a mother figure from the beginning, and his sole 

memories belong to the time when he was united with his mother in her womb. This relates 

to Bracha Ettinger's Matrixial theory that includes the "prenatal" and "primordial sphere 

of transubjectivity" between two subjects, mother and child. Ettinger, by implication of 

Matrix, re-conceptualizes the feminine as a subjective dimension that stems from what 

most psychoanalysis would not attempt to evaluate: "the prenatal-with-prematernal 

instance the proto-subjective pre-history of the pre-subject—an instance psychoanalysis 

has so far mainly theorised as an undifferentiated dwelling in the maternal as a 

containing body" (Pollock 50). While Freud, associated “primordial love with the 

primordial Father; Lacan associated this kind of Love with the paternal through the figure 

S. Ettinger radically associates primordial love with the archaic m/Other” ( Pollock 50). 

 

Within this frame, Grenouille's story can also be interpreted as a search for the maternal 

as he "dwelt in a cave for seven years", which can be accounted as the womb of nature, to 

unite with what is lost (Süskind 139). As Creed states: "to return to the mother/womb, is 

primarily a desire for non- differentiation" "[t]he desire to return to the original oneness 

of things" (28). Grenouille undertakes two births; one is under the fish table from her 



 
 

65  

biological mother and the second from the womb of mother earth. After leaving Paris, 

heading to the south, he stands "on the peak of the Plomb du Cantal", drawing a belly on 

the flat surface of the land (121). At this point, "in every direction, humanity lay equally 

remote from him, and a step in any direction would have meant closer proximity to human 

beings" (Süskind 121). This place makes him feel as if he is "the only human being in the 

world!" which leads to achieving nostalgia as he reacts "with [a] thundering jubilation" 

(Perfume 121). This refers to the days he spends away from maternal safety, beginning 

when his mother cuts his umbilical cord and leaves him alone in a world governed by high 

principles; no remnant of archaic indicators is allowed him. However, this point reminds 

him of the days he is alone in his mother's womb. Getting rid of any remnant of human 

odour, he finds bliss in this place as he discovers "a natural tunnel", by many twists and 

turns, "leading back into the mountain" (122). Moving inwards, turning back 

subterraneously through the mountain to the cave resonates with the mother's womb. Just 

as the place is so "narrow that Grenouille's shoulders touched the rock" and "he could 

walk only hunched down", "sit, and if he curled up, could even lie down" (122). This 

reminds of the foetus's position in the mother's womb. 

 

 Moreover, the place "was deathly quiet, and the air he breathed was moist, salty, cool". 

It was like a "pitch-black night even during the day", resonating with the womb's darkness 

and amniotic fluid (122). In this place, "he basked in his existence and found it splendid" 

by being "[n]o longer distracted by anything external". “He lay in his stony crypt-like his 

own corpse, hardly breathing, his heart hardly beating" (Süskind 122). He was "inside the 

loneliest mountain in France—as if in his own grave" as he lay "a hundred and fifty feet 

below the earth (123). In this excerpt, the character's depiction of his state also mashes 

with the baby's position in the womb, where he lays silent, implying the tomb at the same 

time. The cave and tomb imply the mother's womb. The foetus is connected to the mother 

through the umbilical cord, without active breathing. Likewise, Grenouille "had been fed 

by an invisible hand that let down a basket in the dark" (139).  

 

However, the little child needs signification in the world which is possible by stepping 

into the imaginary stage. According to Kristeva, as Moi explains in the Introduction of 
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The Kristeva Reader, "signifiance is a question of positioning. The semiotic continuum 

must be split if signification is to be produced. This splitting (coupure) of the 

semiotic chora is the thetic phase (from thesis), enabling the subject to attribute 

differences and thus signification to what was the ceaseless heterogeneity of 

the chora" (13). "Kristeva posits the mirror phase as the first step that permits 'the 

constitution of objects detached from the semiotic chora'" (13). In the novel, Grenouille 

comes across his mirror image for the first time in his life after leaving the cave, which 

can be read as the second birth of the character; a metaphorical birth. He decides to leave 

the cave/ the chora when he realises that "he could not for the life of him smell himself!" 

(Süskind 134). The moment of realisation resembles the depiction of birth from the inside, 

from the foetus's perspective. In the novel, it is depicted that before the moment of 

awakening, Grenouille remembers the scent of the red-haired girl, which causes him to 

remember his own labour "with ghostly wisps of dreams" which "were clearly 

recognisable as scraps of odours" (133). In connection to red hair, the anthropologists 

found proof of red-haired cannibal giants in a cave in America. As in the case of 

Grenouille, who dwells inside a cave and dreams of smelling too much red-hair scent, it 

returns him to the zero point of time; "the Real (what happens and is sensed while we 

cannot yet imagine or think it)" (Pollock 63). "[A]s if he were standing in the middle of a 

moor from which fog was rising. The fog slowly climbed higher. Soon Grenouille was 

completely wrapped in fog, saturated with fog, and it seemed he could not get his breath 

for the foggy vapour. If he did not want to suffocate, he would have to breathe the fog in" 

(Süskind 134). The excerpt here recalls the memory of delivery. When the baby starts to 

move towards the exit, it risks being drowning in because of swallowing amniotic liquid 

until delivery as the amniotic sac is broken. His first reaction refers to the anxiety of the 

first separation from the maternal. Upon realisation, "he gave a scream as dreadful and 

loud as if he were being burned alive" like the newborn's scream because of breathing 

oxygen for the first time. Simultaneously, as if "the mountain itself were screaming," 

enduring the last labour (134). Thus, Grenouille is born out of the womb of nature for the 

second time. 
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The child attains neither object nor subject position but becomes an abject excreted from 

the mother's body when they first come to the world. However, it is necessary for the child 

to obtain a subject position while turning the mother into the abject as being not wholly 

united as well as separated from the child. Just about to begin his journey of becoming a 

subject, Grenouille is glad "to find a world at the entrance to the tunnel!" (Süskind 134). 

By leaving the maternal sphere, he becomes abject between two orders. Then "[g]radually 

the shock subsided. Gradually the grip of anxiety loosened" (130), and "towards noon he 

was his old cold-blooded self" (135).  Thereby, the time of meeting an ideal image arrives. 

This confrontation directly connects with the infant's mirror confrontation. As Lacan 

describes, "the child in a series of gestures in which he experiences in play the relation 

between this virtual complex and the reality it reduplicates- the child's own body" (1). 

Similarly, Grenouille walks toward the mirror and looks at it. This is the first time 

Grenouille sees himself in a mirror. "He saw a gentleman in a handsome blue outfit, with 

a white shirt and silk stockings, and instinctively he ducked, as he had always ducked 

before such fine gentlemen. The fine gentleman, however, ducked as well, and when 

Grenouille stood up straight again, the fine gentleman did the same, and then they both 

stared straight into each other's eyes" (Süskind 143). The infant, "in a flutter of jubilant 

activity," reacts to the reflection by "fixing his attitude in a slightly leaning-forward 

position, in order to hold it in his gaze, brings back an instantaneous aspect of the image" 

(Lacan 1). Likewise, Grenouille is attracted to his image in the mirror again, finding it 

alluring.  

He blinked as he opened his eyes and saw how the gentleman in the mirror blinked 

back at him and how a little smile played about his carmine lips as if signalling to 

him that he did not find him totally unattractive. Furthermore, Grenouille himself 

found that the gentleman in the mirror, this odourless figure dressed and made up 

like a man, was not all that bad either. (Süskind 143) 

 

In "Lacan's mirror stage, the infant first recognises itself as a body proper"; similarly, 

Grenouille idealises the image on the mirror (Oliver 44). As Süskind suggests: "it seemed 

to him as if the figure—once its costume had been perfected—might affect the world 

outside that he, Grenouille, would never have expected of himself" ( Süskind 147). As 

Kristeva states, this "raises them out of their biological and material entrenchment into the 
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domain of social praxis what 'social' means 'signifying'" (Oliver 44). Because "from the 

start, the baby is condemned to be social or to die" (Julien 31).   

 

In this way, they meet the "Lacanian notion of the stern Father of the Law", which "forces 

the child to move away from the maternal body and into the Symbolic" (Oliver 46). As 

for Grenouille, the mirror signification comes after he enters the world of civilisation. 

When he reaches the nearby city, he becomes the subject of the marquis de La Taillade-

Espinasse's experiment, whose "thesis was that life could develop only at a certain 

distance from the earth, since the earth itself constantly emits a corrupting gas, a so-

called fluidum letale, which lames vital energies and sooner or later totally extinguishes 

them" (140). Grenouille becomes a perfect match for the experiment. Nonetheless, 

spending an extended period inside the earth positions Grenouille close to the feminine. 

Hence, he needs to be separated from its effects. As Bracha Ettinger states, 

"[p]hallocentric theory is premised on a splitting separation and the cutting of the child 

from what is posed as undifferentiated cloth (fusion, symbiosis associated with the 

maternal as body and pre-birth as a solely physiological state)" (Pollock 49). As a result 

of this experiment, Grenouille learns to systematise his talent and steps into the world of 

enlightened people, the symbolic realm. Because he realised that neither "the dove 

bouillon nor the ventilation" treatments that the marques applied him were the cure of his 

pseudo experiment, instead a "few clothes, the haircut, and the little masquerade with 

cosmetics" were the causes of real "hocus-pocus that had made a normal person out of 

him" (Süskind 142). Therefore, Süskind refers to the Enlightenment's emphasis on reason, 

which leads to systematising an unvalidated way to reach an aim. Likewise, Grenouille 

acknowledges "appropriating and applying reason to establish an egocentric reign of 

terror" (Gray 493). Soon after idealising the image exterior, he becomes the representation 

of men of reason. The enlightenment values of "the mid-eighteenth century: "egocentrism, 

calculating, rationality, emotionlessness, orderliness, 'justice'" embodied in the 

protagonist (Gray 495). Likewise, Grenouille "nodded to the figure and saw that in 

nodding back it flared its nostrils surreptitiously" (143), signalling the forthcoming 

homicides of virgin girls to compound his magical formula. 
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According to Kristeva, in becoming the subject, beings suffer the pain of primary 

separation, breaking the connection they have with their mother in the chora. 

Subsequently, As Moi explains in the Introduction of The Kristeva Reader,  according to 

Kristeva, "it is necessary first and foremost to help them overcome the pain" (14). In the 

case of the direct intervention of the father's law, it causes the fixity in the character 

formation. To avoid this, "the speaking or writing one" in these conditions "would be 

imaginative and imaginary", Kristeva argues, "since this is the only kind of activity that 

can fill the narcissistic void without fixing it in a too rigid concept of 'self'" (Moi 14). 

Subsequently, "[t]he imaginary is the realm of the discourse of transference, which is 

love" (Moi 15). Therefore, the "transference love" allows the being "tentatively to erect 

some kind of subjectivity, to become a subject-in-process in the symbolic order" that is 

supplied by the mother figure (Moi 15)—representing a mode of love transference, 

motherhood functions as "transference love" as it is "unconditional and directed towards" 

the ultimate separation of two subjects in the "amorous relationship" according to Kristeva 

(Moi 18). This is not "an inevitable side-effect of motherhood" but "the suffering caused 

by its absence" (Moi 19). Therefore "the cure can only be effected through transference," 

which means for Kristeva, "transference love: an imaginary process of identification with 

an archaic ideal ego (Moi 15) because the "maternal continuity is what guarantees 

identity" in the imaginary realm (Moi 14). Therefore, throughout the child's 

transformation into the subject, the mother possesses a mediating function.  

 

On the contrary occasions, they develop a fixed character by the direct intervention of the 

law of the father. "This simultaneously refuses subjectivity to the becoming-maternal 

subject by treating the maternal only as a space or an environment, a container (Bion) or 

a receptacle, an object from which, to become a subject, each of us must be severed firstly 

via abjection and ultimately by the castrative split" (Pollock 49). As a result of this split, 

there emerges a hole in the texture of human beings relevant to Lacan's formulation of the 

"lostnesses with the formula objet a". As Ettinger explains  

"the part object and the archaic Other/mother linked to pre-Oedipal impulses, 

forever unattainable, whose lacking being is created during the primal split of the 

subject, when language blurs its archaic modes of experience, and when discourse, 

introducing the laws and order of language, nestles in their place and constitutes 

them [the objets a] as forever unattainable ( Original emphasis, Pollock 66).  
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As in the case of Grenouille, he lacks a mother figure to adopt an "archaic ideal ego" first; 

he is directly imposed on the outer world without the mediating warmth of parental care. 

To idealise the mirror image of himself is the final solution for him, to struggle with the 

pain of separation. However, it results in intense psychosis rather than helping him to 

work. Thus, "[t]he only resolution possible would be real suppression of the 

beloved image by means of a passage to action" (Julien 35). He "follows his urge to kill a 

series of young, beautiful women to distil out of their bodily scent the ultimate perfume 

designed to make him both an agent of power and the recipient of unconditional love" 

(Krause 354). "In Jungian terms, the dragon/shadow[,] the obstacle–usually not the only 

one–that the ego/hero must overcome (often in a brutal way)" (Cometa 300). As in the 

case of Grenouille, who kills the virgin girls in a savage way which functions as the reveal 

of his repressed side, it is not a resolution to his psychosis either. "[I]n order to move 

closer to and take back the anima/girl, the 'other' [is] that needs to be re-integrated into the 

Self" (Cometa 300). That is why the only way left for him to sacrifice himself savagely 

that enable him to meet his integrated self. In other terms, "the subject is constantly beset 

by abjection which fascinates desire but which must be repelled for fear of self-

annihilation" (Creed 10). However, Grenouille could not repel it, and over-abjection 

concluded with his self-annihilation.  

 

Grenouille has the chance to rule worldwide with the power of this kind of potion gained 

from the skin smells of the 'virgin girls'. Süskind writes: “He would reveal himself as the 

new Messiah writing a perfumed letter to the Pope, or "have the king kiss his feet;" be 

appointed as Supreme Emperor in Notre-Dame as if God come to earth" (238). He holds 

"the invincible power to command the love of mankind" that is "stronger than the power 

of money or the power of terror or the power of death" (Süskind 238). But he "is the only 

person for whom it is meaningless" (238). Because as opposed to feeling, the people "on 

the parade grounds felt when [he] floated them [his] perfume", Grenouille desired not the 

girl but the scent. Contrary to people who believed that they "desired me", Grenouille 

narrates, "what they really desired remained a mystery to them" (original emphasis 239). 

He chooses to sacrifice himself without redemption as the real wound he cannot cure, even 

with the magic, is the archaic oneness with his mother. His “sadness would be rather the 
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most archaic expression of an unsymbolisable, unnameable narcissistic wound, so 

precocious that no outside agent (subject or agent) can be used as referent," as Kristeva 

puts it seasonably (Black 12). In other words, it can be suggested that Grenouille searches 

for the smell of his mother, which means existence in his realm. Even after artificially 

composing the odour of the sacred by systematising his talent, he is not satisfied; he cannot 

escape from the wound on his belly, which irremediably binds him to the maternal. As a 

result, as George Bataille states, following the attraction and desire for death signifies "a 

desire to return to the state of original oneness with the mother". While "life signifies 

discontinuity and separateness, and death signifies continuity and non-differentiation” for 

Grenouille (Creed 28). 

 

Apart from the metaphorical implication of death, as subtitled The Story of a 

Murderer, the novel depicts "the dream of the Enlightenment and Modernity's progressive 

vision [which] were revealed to have been themselves the ground for fascist, totalitarian, 

and genocidal violence" (Pollock 25). The World Wars, Hitler in Germany, Mussolini in 

Italy or the massacre in Bosnia, and ongoing fights in different parts of the world, such as 

in Palestine, Syria and the Ukraine, are considered unitary, one-sided, phallus-oriented 

philosophy reining in the world still. Grenouille reflects the destructive male culture 

flamed by the severing of the umbilical cord. For Grenouille, the girls are the reminder of 

the archaic link, the smell of maternal, which has to be taken under control by stopping 

their dynamism. However, this is not the remedy of the character since he represents the 

male psyche coded to suppress the link with the mother. At the novel's end, Grenouille 

fulfils the prehistoric wish by dedicating himself to the whole so-called humanity. For that 

of the society which carries an evil side and is ready to show it in the circumstances of the 

remembrance to avoid it by suppression applied through the civilisations, laws of the 

father, and master signifiers for centuries. The phallus through which the western mind 

tried to make sense of everything around is replaced by Grenouille's nose metaphorically 

placed in Süskind's excellent creativity. Grenouille makes life by using his nose as the 

civilised man makes meaning out of the world by using their penis'. This is what the real 

wound that cannot be healed causes all humanity; destruction, sterilisation, natural 

disasters, effectively: DEATH. 
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PART III: RETURN OF THE REPRESSED 

After the many metamorphoses and wanderings that they have undergone, monsters are 

likely to have finally come back home.  

Michele Cometa, “The Survival of Ancient Monsters” 

 

3.1. Archaic Fears at Home   

Freud argues in ‘‘The Question of Lay Analysis,’’ that “[i]In the mental life of little 

children today[,] we can still detect the same archaic factors which were once dominant 

generally in the primaeval days of human civilisation. In his mental development, the child 

would be repeating the history of his race in an abbreviated form” (Khanna 40). This 

meshes with what Jung explains by way of the “collective unconscious”.  

[The] personal unconscious rests upon a deeper layer, which does not derive from 

personal experience and is not a personal acquisition but is inborn. This deeper 

layer I call the collective unconscious. I have chosen the term “collective” because 

this part of the unconscious is not individual but universal; in contrast to the 

personal psyche, it has contents and modes of behaviour that are more or less the 

same everywhere and in all individuals. It is, in other words, identical in all men 

and thus constitutes a common psychic substrate of a suprapersonal nature present 

in every one of us. (Basic 287) 

According to Jung, the collective unconscious differs from the personal unconscious 

because it carries the same traces of the primordial for everybody. That’s to say, there can 

be differences in the personal unconscious according to variations that happen in one’s 

early life. However, the collective unconscious functions the same for everybody, which 

the human being neither can control nor shift. Thus, this inaccessible repressed link 

“recovers within the time through several ways,” the symbols of which can be found “all 

over the male's history”; male history because they are the “sole actors over the rest of all 

lives” (Pollock 46).  

 

Lacan states that repression “must be taken literally. What is to be deciphered in [the] 

psychic analysis is all the time there, present since the beginning … repression is 
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inseparable from the phenomenon of “the return of the repressed” ( L’Express 3). 

Something continues to function, something continues to speak in the place where it was 

repressed”. He adds that it is difficult to understand this notion “because when we speak 

of repression, we imagine immediately a pressure, a vesicular pressure, … a vague mass, 

undefined, exerting all its weight against a door that we refuse to open” (L’Express 3). 

Hence, “the repressed will persist, though transposed to another language, the neurotic 

language” and “‘it’ speaks, that it continues to speak” by way of substitutes. Lacan further 

explains that what returns from the repressed is not a particular event or trauma; it is the 

dramatic constellation that ruled over his birth, prehistory. He is descended from a 

legendary past. This prehistory reappears via the symptoms that represent that prehistory 

in an unrecognisable form, which weave into myth, represented by the subject without 

awareness”(L’Express 6). Therefore, they speak through signs, symbols and other figures. 

As Freud insists on using mythological figures in psychoanalysis, in literary texts, the 

repressed is expressed by monsters throughout the centuries as the enemies of human 

beings. The monster exists as long as the psyche exists by changing forms. For instance, 

in the epics, they were dragons, as seen in Beowulf. In the Middle Ages, they are found 

in theological theories. In the following centuries, they were transformed into “the 

scientific domains of geographical explorations, zoology and alchemy’ (Cometa 299). In 

the 19th century, they became the “domain of physiology” and “comparative anatomy”, 

in the 20th century they are observed, “under the jurisdiction of the sciences of the psyche” 

which function in a double way. “[O]n the one hand, they come to account for the 

workings of the soul; on the other, in the wake of the aesthetical quality that is typical of 

early psychology, they explore the fantastic world that can be found in literature, which 

taps into the depths of the psyche itself” (Cometa 299). For instance, they are the 

embodiment of “an excessive sexual desire” (Cometa 300). In Jungian terms, they are “the 

characters that the long history of civilisation has moved outside the psyche” which are 

obliged to come into being since “it was no longer able to accept its contradictions to the 

full extent” (Cometa 300).  

 

Foucault writes that “the sexual instinct was isolated as a separate biological and psychic 

instinct; a clinical analysis was made of all the forms of anomalies by which it could be 
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afflicted; it was assigned a role of normalisation or pathologisation with respect to all 

behaviour; and finally, a corrective technology was sought for these anomalies” (The 

History 105). Afterwards, those who are appointed with these anomalies were implanted 

as perverse. Hence, perverse as a word becomes the emblem of sexual abnormalities 

within the frame of the institutional definition. “[T]he hysterical woman” was among 

those that carry the anomalies, which originates from the Greek word hysteria which 

means uterus, as discussed above. In this way, female genitals were an anomaly. About 

ten years before Foucault’s perverse, Michail Bakhtin discusses the grotesque body 

connecting grotesque with “the bodily lower stratum,” which relates to “degradation” (20-

21). Then explains the relationship between “downward” and “earth”, saying that “[e]arth 

is an element that devours, swallows up (the grave, the womb) and at the same time an 

element of birth, of renascence (the maternal breasts)” (21). In terms of physical aspects, 

“the upper part is the face or the head, and the lower part is the genital organs, the belly, 

and the buttocks” used by grotesque realism. Therefore, “the contact with [the] earth as 

an element that swallows up and gives birth at the same time” (21)  makes female sexuality 

grotesque. He further explains as such: 

To degrade also means to concern oneself with the lower stratum of the body, the 

life of the belly and the reproductive organs; it [,] therefore [,] relates to acts of 

defecation and copulation, conception, pregnancy, and birth. Degradation digs a 

bodily grave for a new birth; it has not only a destructive, negative aspect but also 

a regenerating one. To degrade an object does not imply merely hurling it into the 

void of nonexistence, into absolute destruction, but to hurl it down to the 

reproductive lower stratum, the zone in which conception and a new birth take 

place. Grotesque realism knows no other lower level; it is the fruitful earth and the 

womb. It is always conceiving. ( Bakhtin 21) 

As Creed explains by quoting Margaret Miles: “‘the most concentrated sense of the 

grotesque’ comes from the image of woman because of her associations with natural 

events such as sex and birth, which were seen as ‘quintessentially grotesque’” (Creed 43). 

The woman’s ability to give birth connects her with the “animal world and [the] great 

cycle of birth, decay and death” (Creed 47).  It also links “woman, womb and monstrous 

” (Creed 47).  Because her “continent is dark”. “Dark is dangerous”, which makes the 

owner “the portion of strangeness” and  “the shadow”, turning her into “the eternal threat” 

(Cixous, “Sorties” 67-8). As Jung also states, her “fate is to be a disturbing element” 
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(Four, 30). Because she is “pre-existent and supraordinate to all phenomena in which the 

“maternal,” in the broadest sense of the term, is manifest” (Four 41). As a mother, she is 

“the psychic as well as the physical precondition of the child” (Four 41). In this way, the 

maternal kept closed, making unconsciousness “the primordial sin, evil itself for Logos” 

(Jung, Four 30).  Because “[a]wareness of his links to nature [women] reminds man of his 

mortality and the fragility of the symbolic order (Creed 47).  Therefore, it can be suggested 

that “[b]eyond all these [monsters] lurks the figure of the archaic mother, that is, the image 

of the mother as  [the] sole origin of all life” (Creed 18). Moreover,  Jung says, “[w]ere I 

a philosopher, I should … say: Somewhere, in ‘a place beyond the skies,’ there is a 

prototype or primordial image of the mother” (Four 41).      

As a prominent aspect of the woman serving as a horror element in literary and visual 

works, the female reproductive body is the major anxiety that governs the male economy. 

After long concealment, the monsters are returning home through literary theory, as 

manifested in Freud's “uncanny”, Jung’s “shadow”, Kristeva’s “abject”, and Bakhtin’s 

‘grotesque’. They connect with repressed primordial and archaic origins of human beings, 

which come to the surface in the forms of monsters as exemplified in literary genres by 

characters such as Dr Faust, Frankenstein, Dracula, Dr Jekyll and Mr Hyde or 

Carmilla. Grenouille in Perfume is a direct descendant of this bloodline: the Mother 

character in The Passion of New Eve with her grotesque body, and many characters in 

Black Hole with their half-human and half-animal body mutations reminding men of their 

archaic hence their maternal origins. 

3.1.1. Abject Implantation in Black Hole  

Charles Burns’ Black Hole falls into the category of horror comic with the implantation 

of multiple abject characters and a varied range of horror elements. Most of the plot passes 

in the wilderness with the characters undergoing gross bodily mutations. The 

transformations are the features that defy the animal/ human borders. Another important 

motif is the implication of the wound in the form of a vagina, which contributes to the 

horror elements in the novel as an indicator of men’s maternal origins. Burns's illustrations 

connect these characters to nature and, by extension, to the feminine with the implication 

of female genitals functioning as contributors to the characters' monstrosity. Burns’ 
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deliberate implantation of the abject characters intends to attack the understanding of 

sexuality as taboo and anthropocentricity through animalistic body transformations.  

Burns successfully juxtaposes images in order to break the stereotypical implications by 

employing abjection. As Julia Kristeva argues in Powers of Horror, the abject aims to 

demolish the boundaries western metaphysics built up, which “would allow me to be more 

or less detached and autonomous” (1). The abject, the radically excluded “jettisoned 

object” draws the subject “ toward the place where meaning collapses”. The subject’s 

“ego” that is “merged with its master, a superego, has flatly driven it away”. “It lies 

outside, beyond the set, and does not seem to agree to the latter's rules of the game. And 

yet, from its place of banishment, the abject does not cease challenging its master” 

(Kristeva 2). Therefore, the abjection functions in different ways.  It “works within human 

societies” to separate “the human from the non-human and the fully constituted subject 

from the partially formed subject” (Creed 8). The disease symptoms lead the characters to 

occupy a similar position in the novel. The transformations manifested on the characters' 

bodies attempt to transgress the borders appealing to ecological problems to subvert the 

anthropocentric way of making sense of existence. As Kom Kunyosying offers, “Black 

Hole's horrific elements combined with its comics format allow Burns to portray the 

ecological backdrop of Black Hole without reducing it to anthropocentric metaphors. 

Burns subverts human/nonhuman binaries and the hierarchies related to these binaries” 

(562). For instance, Burns pays equal attention to the background and foreground; nature, 

trees, details of leaves, blades of grass or rubbish and the human characters without 

emphasising clothing “by stark outlines and deep inks,” which enables “a palpable 

interconnectedness between the characters and their environment, especially in the 

wilderness” (Kunyosying 563).  

 

One of the main factors contributing to abjection is the sense of disgust invoked by skin 

deformities. As Ian Miller states, “the marrings of skin … make up much of the substance 

of the ugly and monstrous”( 52). “There is nothing quite like skin gone bad”. When “the 

disgusting matter inside, the festering inside … write[s]  itself large[ly] upon the skin, 

descesrating it by erupting to the surface”. “Diseases that attack the skin in especially 

grotesque ways” are thought to be “allegories of the moral condition of the inside” (Miller  
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52).  Likewise, the diseased characters manifest the symptoms on their skin in grotesque 

ways. They are the indicator of sexual contamination. As written on the back cover of the 

novel, “there were all kinds of unpredictable symptoms… for some[,] it wasn’t too bad- a 

few bumps, maybe an ugly rash... others turned into monsters or grew new body parts” 

(Burns). As a result, they are discriminated against and isolated from society because their 

bodies are seen as proof of their moral condition.  

 

 In its cultural concept, the skin sustains the division between inside and outside. And the 

skin prevents both from intermingling in an abject position. But if the skin is opened, 

“[t]the body's inside, in that case, shows up in order to compensate for the collapse of the 

border between inside and outside. It is as if the skin, a fragile container, no longer 

guaranteed the integrity of one's ‘own and clean self’ but, scraped or transparent, invisible 

or taut, gave way before the dejection of its contents” (Kristeva 53). Similarly, “Chris's 

mutation, the breaking and shedding of her skin” demolishes the distinction between 

inside and outside (Kunyosying 566). Keith finds “a girl’s [Chris’] skin” shed in the woods 

on which “[t]here were moles, childhood scars..”, and thinks that it is “[a] map of some 

girl's life” (Burns “Planet Xeno”).  The skin then turns into a representation of both in and 

outside sufferings of a girl rather than being a border in between. Moreover, as Kristeva 

argues, “a wound with … pus” or “[u]rine, blood, sperm, excrement then show up in order 

to reassure a subject that is lacking its ‘own and clean self’(53). These bodily fluids signify 

a split 

between two orders: the maternal authority and the law of the father. On the one 

hand, these images of bodily wastes threaten a subject that is already constituted, 

in relation to the symbolic, as ‘whole and proper’. Consequently, they fill the 

subject …with disgust and loathing. On the other hand[,] they also point back to a 

time when a ‘fusion between mother and nature’ existed; when bodily wastes, 

while set apart from the body, were not seen as objects of embarrassment and 

shame. (Creed 13) 

 

In the novel, Keith sees a cut arm that threatens the perceiving body ‘whole and proper’ 

as he describes: “pale grey skin, a black crust of blood. I stared at it forever, the image 

burning itself into my brain” (Burns “Bag Action”). However, Keith thinks after helping 

Chris with the cut that the “[b]lood… Her blood, dark and real, I’d been marked with her 

blood.. it was a sign” (Burns “Cut”). He “knew she was sick, but [he] didn’t care” (Burns 
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“Bag Action”). Furthermore, the blood must be inside the body, but when it is outside, it 

attacks the boundaries, that’s why Keith feels strange, but he does not care even though 

he knows that Chris has the disease. The resistance Keith shows enables him to defy the 

rules and boundaries set before him. Thus, these symptoms become a reminder of both 

maternal and archaic origins. 

 

“Abjection, Were-creatures, whose bodies signify a collapse of the boundaries between 

human and animal, also belong to this category” (Creed 10). Along the same lines, in the 

Black Hole, the mutations that appear on the characters' skin signal the distant ancestors 

of human beings defying the human/nonhuman binaries. Burns refers to this link when he 

draws some characters with animalistic features.  As in the cases of Dave’s facial 

transformation, these are similar to a lion reminding of the Sphinx, “a half-woman, half-

animal monster which become the icon of psychoanalysis itself” and Eliza's lizard tail 

(Cometa 298). The characters’ regression depicted through animalistic features 

corresponds to the long-forgotten side of human beings. As Kunyosying also states, 

“[t]heir mutations are also a return of the repressed in terms of the animal manifesting 

physical traits into the human” (572). Furthermore, “Burns adds some subversive 

complexity to his connections between ecology and female bodies (and male bodies) by 

tapping into horrific and the abject through Eliza’s tail and Rob’s vagina dentata, which 

can both be read as animalistic and returns of the repressed”(Kunyosying 568). Moreover, 

as opposed to Dave, who commits suicide after abusing Chris, “Eliza has made peace with 

her existence as a figure who gleefully confuses artificial boundaries between the 

ecological and the human, or, as Haraway might put it, between nature and culture” ( 

Kunyosying 572). 

 

The “Lizard Queen” sequence of the Black Hole series delves into the story of Eliza and 

Keith. Eliza’s mutation comes out like a lizard tail which “has multiple significations and 

métonymic relationships with its surroundings” (Kunyosying 567). Gimbutas writes about 

the “[f]rog—women and lizard—women [that] appear in upper Palaeolithic engravings,” 

which “both were funerary and life symbols at the same time” (251). The “figure of 

anthropomorphised lizard [and frog] appeared engraved on bone objects in the site of 
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Laugeria-Basse” in France (Gimbutas 251). They have a “peculiar relationship-even 

equation- with the uterus of the life-giving, regenerating and transforming Goddess, which 

accounts for their prominent role in old European symbols” (The Language 251). In the 

Black Hole, Eliza also has similar implications explicit in the pun of her name; 

Eliza/Lizard. Her tail functions like a real lizard’s does. Her housemates write on her door 

“Lizard Queen”, and her tail is broken while having sex with Keith, but she says: “Don't 

worry, it’s ok.. It happened before.. It’ll grow back” (Burns “Lizard Queen”). When next 

time Keith comes across Eliza after a long time, he realises that “she has transformed, she 

looked healthy and happy” and “all of the bruises on her face had disappeared” (Burns “A 

Dream Girl”). Eliza has the ability to transform or renew herself, which correlates with 

what the deification of female power represents concerning lizards.  

 

Moreover, after sexual intercourse, she transmits the disease to Keith. As a result, Keith 

has similar symptoms to Eliza. He “develops tadpole tails growing out of the sides of his 

ribs, evoking the frog on his lab table as well as the mutant tail of his lover, Eliza” 

(Kunyosying 566). The frog symbol represents Keith’s attraction and repulsion as a 

reminder of female genitals. In addition, "in the series of panels during which she seduces 

Keith, Eliza's phallic tail in the top of the panel slowly approaches another image of her 

spread legs, as if she is hermaphroditic, sexually self-contained" (Dadey “Breaking 

Quarantine”). Likewise, Keith gives a phallic description of the tail:  “I could see it pressed 

up against the back of her towel”. It was “a long slender shape tucked over to the side, it 

looked like it was moving just a little bit… twitching” (Bag Action). Therefore, “Eliza's 

tail is indeed phallic” (Kunyosying 567). By “the inclusion of such a fantastic/horrific 

element,” Burns suggests a ground for “connections between female bodies and the 

natural world (Kunyosying 567).  Another significant point about Eliza is her drawings. 

Eliza’s drawings are the same as the Black Hole’s throughout the sequences, especially 

with the drawings in the panels. As Bruce Dadey states, "Eliza's art is initially contained 

within Burns's own drawings but gradually becomes the independent content of the panel, 

a process that speaks to Eliza's ability to determine the discourses within which she is 

framed” (“Breaking Quarantine”).  In “Bag Action”, when Keith meets Eliza for the first 

time, Eliza shows Keith her ‘artwork’ in her room which connects both with Keith’s 
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dreams and Burns’ drawings. According to Mulvey’s terms, she "is not a bearer of 

meaning, but a maker of meanings that evades the strictures imposed by patriarchal … 

discourses” (Dadey “Breaking Quarantine”). This is because these drawings are the ones 

Burns uses throughout the sequences, enhancing the metawriting side of the text while 

adorning Eliza with supernatural power, giving shape to the story through her drawings. 

 

Interestingly, concerning lizards, in the “Jungian psychology of dreams, this creature, not 

yet a human being, represents an unconscious impulse that has a tendency to become 

conscious” (Gimbutas 251). Thus, Eliza refers to the archaic wholeness that holds the 

knowledge of nature. As referred to throughout the sequences, Eliza carries the power of 

shaping the novel’s flow drawn in connection to female genital organs. In “Back Action”, 

there is a hand on the vagina on the first page, and the vaginal shape is made up of a drug 

leaf of “Michoacan lotus blossom” (Burns) intermingling with the branches and the 

woods. The hand on the vagina turns out to be Eliza’s, which directly displays Burns’ 

attempt to draw her in connection to nature. The branches in the drawings also connote 

the depiction of female genitals as the dark continent, which contributes to the monstrous 

image attached to the female genitalia. According to Rob Giblett, “heroism is constituted 

in patriarchy by the ability to survive the descent into the underworld, or 'dark continent,' 

or 'black water,' of female sexuality” (Ferreira 295). Actualising the same threat, Burns 

draws as if Keith  literally falls into the womb through vaginal shape. And he walks out 

of it, which shows the hero’s revelation. In addition, throughout the graphic novel, Keith 

reacts to these bleeding wounds in the vaginal shape as he feels dizzy and faints.  

 

As Creed states, “[a] wound is something which violates the integrity of the skin” (The 

Monstrous 49). And in its widespread understanding, “the act of birth tears at the mother’s 

skin and transforms her body into an open wound” (Creed 49). The feminine wound 

threatens the integrity of the body. It functions as a gate between the outside and inside. 

Similarly, one of Black Hole's significant symbols, the vaginal wound as the symptoms of 

disease, is the main reason for Keith’s fainting. It represents repressed feelings of Keith 

toward the female sexual organs. Then, in his last dream, he falls inside and talks with the 

frog with a vaginal opening on its abdomen. The drawing illustrates him falling into the 
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womb and walking out of it, passing the folding walls of a vagina described in the form 

of mountainous land as “framed by labial lips” (Kunyosying 569). “In this image, Keith 

is fully encircled by the wound, but he begins to understand that it is a signifier of his 

unfulfillable desires for Chris. Keith verbally relinquishes his pursuit of Chris” when 

finally, inside the wound, Keith comes across Chris (Kunyosying 569). In the end, Keith 

“evade[s] the fate of being swallowed” by the wound as he “descend[s] heroically into it 

and find his way through it” (Ferreira 295). 

 

Burns writes: “Sometimes things work out,” implying Keith’s relationship with Eliza ( 

“The End”). Chris gives him a last message out of the cut under her foot; vaginal shape, 

this time a lizard with a relatively bigger stomach sitting on a rock, symbolising Eliza. 

The drawing on the paper meshes with the time when Eliza and Keith stop on the hills 

while “Driving South”. There,  Keith watches her behind while “sitting naked on a pink 

towel” (Burns “Driving South”).  In this scorching place, Eliza “feel[s] like [she’s] back 

where [she] belong[s]” (Burns “Driving South”). Therefore, it is apparent that Eliza 

embodies nature, as she is also drawn naked in most of the sequences she is involved in. 

She does not need to cover her body as culture, law or order dictates.  She does not repress 

her sexuality even though the sum of all brings her destruction at the hands of men around 

her. Her housemates rape her, alienate, and humiliate her since she feels relaxed with her 

sexuality; in the same way, the men try to overcome nature through cultural norms and 

rules. At this point, the novel suggests a broader interpretation.  The vaginal wound Keith 

falls into refers to the destruction of the earth's womb and the female. While walking 

through the exit,  Keith comes across “glass, shit, chunks of styrofoam… plastic forks torn 

up, candy wrappers, cigarette butts, crumples beer cans…” and he adds “ everything is 

broken waterlogged held together with tape and shrinks… endless garbage” (Burns “The 

End”). Therefore, the destruction of the earth and the feminine are combined.  As Burns 

states, “Our brains are too large… We think too much[,] and it drives us all crazy. We’ve 

inherited this amazing gift of intelligence and self-awareness[,] and we’ve squandered it… 

Pissed it away, we’d be happy if we could live simple lives, enjoy each other and… You 

know, get back to the earth…” (“Rick the Dick”).  
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Overall, nature welcomes these abject characters. Their home is the woods, the desert and 

the ocean as they appear in different sequences. After getting the infection, they feel better 

in these places rather than in the institutional areas that signify the father's law; the rules. 

The grotesque bodily transformation with the implication of the vagina contributes to the 

implication of the characters as abject, which implies monstrosity. The animalistic 

features invoke the link between nature and men. Since nature is embodied in the feminine 

through her bleeding wound and black continent, she breaks the borders with her abject 

body. Consequently, everything suppressed “[f]loats to the surface” (Burns “Rick the 

Dick”). 

3.1.2. Double Implantation in Perfume: The Story of a Murderer 

The subtitle of Patrick Süskind’s novel alludes to the character's double side, which makes 

him an anti-hero; it tells The Story of a Murderer, a monstrosity incarnate, a serial killer 

of 25 beautiful young virginal girls. However, whether Grenouille exists or he is a 

representation of humanity’s archaic origins is the focus of this part of my writing. 

According to Jungian psychoanalysis, the repressed side of the human, as a part of the 

collective unconscious, is represented by the ‘Shadow’ archetype. John Herdman 

evaluates the phenomenon of the double concerning Jung’s archetype of shadow. He 

explains that in “Jung’s formulation, the second self” refers to the “night side of [the] 

personality,” which exists “within the self” and corresponds to “the entire personal 

unconsciousness of the psyche” (157). “Everyone carries a shadow”, Jung says, with “an 

emotional nature, a kind of autonomy” which is “merely somewhat inferior, primitive, 

unadopted, awkward; not wholly bad” (158).  

 

In Perfume, Jean Baptiste Grenouille was also narrated as “an abomination” with a 

“loathing, small, hunchbacked, lame, ugly, shunned” body who was born “on the most 

stinking spot in this world, amid garbage, dung, and putrefaction” (226). He draws a 

picture of disgust.  Ian Miller states in The Anatomy of Disgust, “the grotesque body, 

unrelenting physical ugliness, nauseating sights and odours; no suppuration, defecation, 

or rot” (5) and “deformity” (81) are among the primary cause of the sense of disgust in 

people. Because “[c]ivilization raised our sensitivities to disgust so as to make disgust a 
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key component of our social control and psychic order” (5). I. Miller argues that culture 

“draws the lines between defilement and purity, clean and filthy, those crucial boundaries 

disgust is called on to police” (15).  Therefore, it plays an important role “in organising 

and internalising many of our attitudes toward the moral, social, and political domains” 

(18). That’s why to preserve social and psychic control within the frame of the civilised, 

the feeling of disgust is activated by the sight of Grenouille. In this way, the psychic order 

is meant to be preserved. And he becomes a monster in the eyes of people. 

Notwithstanding, Grenouille’s “awkward or limping… posture and gait, as if he had a 

wounded leg or a crippled foot” signifies the man’s regression to a very early stage of life 

(Süskind 217).  

 

Connecting with the argument that “our species is a recent product of primate evolution”, 

Grenouille functions as a reminder of our primitive origins (Birx, xvii). In The Descent of 

Man, Darwin states: “Man still bears in his bodily frame the indelible stamp of his lowly 

origin” (643). The narrator explains that Grenouille had an awful appearance in the novel: 

"[h]is hair reached down to the hollows of his knees, his scraggly beard to his navel. His 

nails were like talons, and the skin on his arms and legs, where the rags no longer covered 

his body, was peeling off in shreds” (138). The villagers were afraid of him. The people 

in the city thought that he “looked like a member of a wild Indian tribe” or “some mixture 

of man and bear, some kind of forest creature” (138). Furthermore, his primitive 

appearance was enriched with animalistic features. His continuous depiction in lines with 

the animals, as Sun-Chieh Liang presents in a hierarchical order in a list as follows, 

contributes to his monstrosity. Grenouille is depicted as a 

bacterium (20), tick (20-23, …), vermin (82), maggot (136), spider (17, 75, 76), 

toad (13, 73), hermit crab (131), lobster (136), pike (34), angler (34), cuckoo’s egg 

(153), dog (90), wolf (61), horse (178), bear (138). He is compared to a bird of 

prey, because his “nails [are] like talons” (138). The way Grenouille speaks is 

more like hissing “in reptile fashion” (71). He is usually identified with the “beast” 

(232), and he is once described as a chimaera (212-13). (Sun-Chieh Liang 2).  

 

Another apparent animal associated with Grenouille is the frog, as his surname signifies. 

In connection to the amphibian feature of the frogs, he is depicted as a “monstrous double 

creature” (149). Hence this cold-blooded amphibian creature casts him a position outside 
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the cultural domain of patriarchy. Therefore, his corporeal existence refers to the primitive 

origins which make him “Grenouille the Monster” (181). 

 

Besides, he lacks spiritual essence because he does not have an odour of his own which, 

as I. Miller states, is “the mere fact that humans are a source of odours” (19). Süskind also 

writes in the novel that “a human being […] gives off a scent” (148). Grenouille gives 

“the most striking ingredients” of the essence of human smell as “a half teaspoon of” “cat 

shit”, “several drops of vinegar”, “finely ground salt”, “a thumbnail-sized piece of 

[decomposing] cheese,” “the lid of a sardine tub” together with “rotten egg and castoreum, 

ammonia, nutmeg, horn shavings, and singed pork rind” (148). By doing so, Süskind sheds 

light on the reality of human beings who consider themselves superior to everything in 

the world. Indeed, this ‘odourless beast’ is the monster in the novel that lives within all 

human beings. Süskind refers to not blessing the character with an odour and facial 

appearance. Grenouille " was a nondescript, shortish fellow,” unlike the Greek bust or 

sculpture tradition emphasising the head, Grenouille “was a nondescript, shortish fellow” 

(213). For instance, the innkeeper “had been unable to describe the man’s face, hair colour, 

or manner of speech”. Likewise, “the recollections of the three witnesses remained 

unusually vague”. Grenouille has “an ugly, cynical smirk” (226) like people’s secrets, 

dark wishes that blink from underneath. In sum, Grenouille represents the part that human 

beings refuse to acknowledge. This is a story about a serial killer, but there is something 

familiar. Because he represents fantasies, secrets, wishes, and anything that is kept 

imprisoned in the unconsciousness, which can at times not be kept under control, as 

expressed through the orgy scene in the novel. One sip of magical perfume sets everybody 

free and eliminates all the laws, rules, and borders restricting human beings since the 

beginning of logos. 

 

In The Birth of Tragedy, Nietzsche argues the passage from wholeness to individuation. 

“Now, hearing this gospel of universal harmony, each person feels himself to be not 

simply united, reconciled or merged with his neighbour, but quite literally one with him, 

as if the veil of Maya had been torn apart, so that mere shreds of it flutter before the 

mysterious primordial unity”. He adds that “there now sounds out from man something 
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supernatural: he feels himself to be a god, he himself now moves in such ecstasy and 

sublimity as once he saw the gods” (18). Likewise when Grenouille used the magical 

perfume when he was going to be executed, he looks as if “the Lord God had personally 

stayed the executioner’s hand by disclosing as an angel the very man who had for all the 

world appeared a murderer” (Süskind 227). Grenouille becomes the embodiment of the 

religious figures who lured the folks for centuries as a tool to sustain the patriarchal order. 

There lies a metaphoric reading beyond the whole edifice, which can suggest a fruitful 

reading about the impact of religion on people, which keeps them away from primordial 

unity. Nietzsche intends to define primordial wholeness with Dionysos. 

Dionysos forge[s] a bond between human beings and reconcile[s] human beings 

and nature. Freely the earth brings its gifts, the fiercest beasts approach one another 

in peace; the flower-decked chariot of Dionysos is drawn by panthers and tigers. 

All the caste-like divisions which necessity and arbitrary power have established 

between men disappear; the slave is a free man, the aristocrat and the man of lowly 

birth unite in the same Bacchic choruses. In ever-swelling bands the gospel of 

universal harmony' rolls on from place to place; as they sing and dance, human 

beings express their membership of a higher, more ideal community; they have 

forgotten how to walk and speak. Yet it is more than this: they feel themselves to 

have been transformed by magic, and they really have become something 

different. Just as the animals now talk and the earth gives milk and honey, 

something supernatural now sounds out from within man. (Nietzsche 120) 

 

In the novel, the orgy exemplifies the Dionysian feast. When “Grenouille’s appearance 

had unleashed,” alluding to the entering of Dionysos, the masses give themselves to “the 

uncanny rush of emotion” and are “filled with naked, insatiable desire”. Subsequently, 

they set their desires free and are drawn to the sea of lust without rules.  

Respectable women ripped open their blouses, bared their breasts, cried out 

hysterically, threw themselves on the ground with skirts hitched high. The men’s 

gazes stumbled madly over this landscape of straddling flesh; with quivering 

fingers they tugged to pull from their trousers their members frozen stiff by some 

invisible frost; they fell down anywhere with a groan and copulated in the most 

impossible positions and combinations: grandfather with virgin, odd-jobber with 

lawyer’s spouse, apprentice with nun, Jesuit with Freemason’s wife—all topsy-

turvy, just as opportunity presented. The air was heavy with the sweet odor of 

sweating lust and filled with loud cries, grunts, and moans from ten thousand 

human beasts. It was infernal. (Süskind 228) 

 

Above all, there appears a close link between the features attributed to Dionysus and the 

depiction of Grenouille. The “three principal forms of Nietzsche's concept of the 
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Dionysian as the ecstatic, the heroic, and—using Nietzsche's own terminology—the 

‘monstrous,’ respectively” (Luyster 2).   

These aspects coincide with those of Grenouille. He “appeared to be the Savior in person” 

and became the “ideal image” (227) for men, later drawing them to such ecstasy that they 

forget the rules. Grenouille has already been considered “Grenouille the Monster” (181). 

 

Another point connecting them is the last scene when Grenouille is dismembered with a 

barbaric tendency. “Dionysus is characterised as the helpless child whose dismemberment 

is the figure for all human pain” (Luyster 4).  As “in the concluding Dionysian sparagmos 

[–sacrificing animals], the god meets his inevitable end by being dismembered and 

destroyed” (Luyster 25), Grenouille was “dismembered”, torn apart, “driven by 

voluptuous lust;” “every animal in the pack snatched a piece for itself”. The cannibals, as 

Süskind writes, “were uncommonly proud. For the first time they had done something out 

of love” (240). Love is the God, logos. Thus, “suffering [is] associated with the 

dismemberment of the primal Dionysus” (Luyster 5). Parts and parcels of which reign in 

the human being, the secret of which has been tried to be resolved by many psychoanalysts 

and philosophers throughout the centuries; and theorised in different words as ‘objet petit 

a’, ‘double’, ‘uncanny’, ‘abject’, ‘grotesque’ and ‘Dionysian’, indicating the same image 

indeed. This is the lost, repressed part of the human being; the link with the mother, 

primordial unity. There are more manifestations regarding the affinity between the 

features attributed to Dionysus and women; the close relation between “the threatening 

aspects of Dionysus and the threatening aspect of women. Both are associated with the 

release of emotional energies which are usually controlled and channelled for the benefit 

of the order of the polis” (Segal 186).  Moreover, “[b]oth occupy an ambiguous place 

between the human and the bestial realms and between civic order and the potential chaos 

of the natural world beyond the limits of the polis. Both too are connected with the 

processes of nature in its vital and hence uncontrollable, mysterious aspect” (Segal 186).  

 

Therefore, considering all as argued above and in chapter two, in Perfume, the character 

Grenouille is drawn close to the feminine sphere embodying “the characteristic relation 

of the mother- image to the earth, darkness, the abysmal side of the bodily a man with his 
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animal passions and instinctual nature, and to ‘matter’”  (Jung, Four 41). Likewise, 

Süskind draws parallels between Grenouille and some symbols, metaphors and notions 

that have been associated with the feminine. Blessing the character with olfaction is the 

primary implication, as women are judged by their senses and incapacity to use their 

minds and reason. The olfaction belongs to the inferior side in the binarised western 

philosophy as the reverse of reason. The other firm reference is the Earth. In many 

respects, the earth means feminine, spreading from fertility to the grand narratives telling 

of men being moulded out of the mud. The main character has a ‘hunched back’ that brings 

him close to earth alongside the seven long years spent inside the earth, ending the 

proximity between him and the feminine. In a way, he becomes a part of the earth. The 

last notion is the water, fluidity. As widely known, in feminist theory, the female is 

associated with the amniotic fluid; the primary water. The protagonist is depicted in an in-

between situation corresponding to the women’s situation as a void, a hole in the texture 

of the language in the Irigarayan terms presented in the introduction. Along the same lines, 

Slavoj Žižek’s argument on authenticity in The Parallax View adds to the previous 

arguments concerning women and their genital organs as nothingness, lack or void. Zizek 

argues that this gap is the only way to reach reality, which corresponds to Kristeva's 

‘thetic’ situation. Zizek situates the authentic subject in-between states of the Symbolic 

and Real Orders. He states that the void that human beings find themselves in is where 

they manifest their authentic self. As he says: “ [t]he subject is, in other words, a 

void”  (qtd. in Myers 27).  He explains that by entering the symbolic realm, the subjects 

lose their authenticity and try to remember it all the time. That’s this mode of recovery 

that enables the subject’s position. 

 The subject, in this sense, is always a nostalgic subject, forever trying to recover 

its loss. However, this Ground must remain outside of the subject for the subject 

to retain its consistency as a subject. The subject, in other words, must externalize 

itself in order to be a subject at all. What this means is that the subject is no longer 

opposed to the object, as it is in the other two models of subjectivity we have 

looked at; rather, subject and object are implicated in each other-the subject is the 

object outside of itself.  (Myers 41) 

To clarify, paralleling Lacan's argument that the subject loses their connection to their 

authenticity by adopting the outer image as ideal, Zizek “calls a relation of extimacy 

towards itself”. The term “'[e]xtimacy' is a mixture of the two words 'external' and 
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'intimacy'. This external intimacy or extimacy designates the way in which the core of the 

subject's being is outside itself” (Myers 41). Therefore, “the subject is precisely this void 

or nothingness that precedes its inscription within the Symbolic Order…the void of 

subjectivity itself, the absolute negativity of the 'night of the world' which forms the 

subject. Woman, in other words, is the subject par excellence” (Myers 83). Moreover, 

according to Zizek, the real “status of the subject is inherently hysterical” because of  “our 

failure to integrate fully in the Symbolic”. Hence, the woman who has been defined “as 

the hysterical being[,] is the authentic subject” (Myers 90). Therefore, situated outside the 

proper representation, the feminine aspect corresponds to Süskind’s most abominable 

character. Grenouille is depicted as a character possessing traces of both pre-linguistic and 

symbolic stages within the frame of psychoanalysis.  As evaluated in detail in Chapter 

Two, Süskind 's paradoxical narration, “the anatomy of the text exhibits a captivating 

interplay of Kristeva’s two inseparable core modalities that she calls the Symbolic and the 

Semiotic” (Krause 349). This corresponds to Zizek’s in-between depiction. He represents 

the authentic subject in that he is thoroughly unconscious about the world around him 

while trying to situate himself inside it trying to figure it out.  As expressed through his 

inability to use language, Grenouille confused the words “with one another, and even as 

an adult used them unwillingly and often incorrectly” (Süskind 34). He asks 

 why should smoke possess only the name “smoke,” when from minute to minute, 

second to second, the amalgam of hundreds of odours mixed iridescently into ever 

new and changing unities as the smoke rose from the fire … or why should earth, 

landscape, air—each filled at every step and every breath with yet another odour 

and thus animated with another identity—still be designated by just those three 

coarse words. (Süskind 35) 

The author questioned the diminishing process from diversities to a single form as a kind 

of unity reigning in the world of symbols and suggested looking beyond appearance. 

That’s why “[a]ll these grotesque incongruities between the richness of the world 

perceivable by smell and the poverty of language were enough for the lad Grenouille to 

doubt if language made any sense at all” (35). On the contrary, “everyday language soon 

would prove inadequate for designating all the olfactory notions he had accumulated 

within himself” (34).  This shows him as an example of primitive beings. Jung explains 

as such: 
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The Primitive man's perception of objects is conditioned only partly by the 

objective behaviour of the things themselves, whereas a much greater part is often 

played by intrapsychic facts which are not related to the external objects except by 

way of projection.This is due to the simple fact that the primitive has not yet 

experienced that ascetic discipline of mind known to us as the critique of 

knowledge. To him the world is a more or less fluid phenomenon within the stream 

of his own fantasy, where subject and object are undifferentiated and in a state of 

mutual interpenetration. (Jung, Four 187) 

This brings to the surface the fact that Grenouille lives in a polyphonic and heterogeneous 

realm which connects him to the feminine sphere.    

When it comes to the symbolic, Kristeva defines the “symbolic denominator . . . as the 

cultural and religious memory forged by the interweaving of history and geography” (Moi, 

The Kristeva Reader 188). Likewise, Süskind alludes to historical events when he talks 

about war and uses the geography of Paris; the cradle of civilizations, metaphorically. The 

protagonist's name has different connotations when it comes to religious memory. Jean 

Baptiste Grenouille is an allusion to the Gospel’s John the Baptist. In The Severed Head, 

Kristeva looks at the story of John the Baptist from a distaff side. As she writes, “[i]t is 

useful to remember that this glory originated with the Elizabeth and Mary, John the 

Baptist, and Jesus duets” (67). In the Gospel, he is a “witness (martyr) for Christ” and “the 

before illuminating the after, the after giving meaning to the before” (Kristeva 67). Later 

he is beheaded when the authorities begin to suspect his power over people. His birth is 

also divine, like Jesus, sent from God, even though his hereditary father exists. Süskind 

metaphorically occupies this biblical character in Perfume. Jean is the French version of 

John descending from the “Jean (Yehohanan) means ‘Yahweh made grace,’”. 

Notwithstanding, the first connotation of Grenouille’s first name has a double bind. While 

it “connotes the orbit of power of all paternal ordering” (Krause 350), it is through “Mary’s 

greeting that Elizabeth is filled with the Holy Spirit”: “Blessed are you among women, 

and blessed is the fruit of your womb” (Kristeva, The Severed 67). Then he is being 

emerged with another woman, Elizabeth. Hence, the name Jean also reflects the power of 

the womb and the women taking part in his creation.   

St John the Baptist “baptises with water”. Thus, the middle name “Baptiste,” is an allusion 

to “the natural element of water and appertains to the womb and the uterine waters of the 
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mother” (Krause 350). In Perfume, Süskind also refers to the relation between the 

character and water. As Grenouille sat on a bank, the sea “smelled immense and unique” 

to him, and he “hesitated to dissect the odours” (43) as opposed to his general approach 

to knowing things. “He preferred to leave the smell of the sea blended together, preserving 

it as a unit in his memory, relishing it whole” (44). The narrator tells what the smell of sea 

evokes in Grenouille as follows: 

The smell of the sea pleased him so much that he wanted one day to take it in, pure 

and unadulterated, in such quantities that he could get drunk on it. And later, when 

he learned from stories how large the sea is and that you can sail upon it in ships 

for days on end without ever seeing land, nothing pleased him more than the image 

of himself sitting high up in the crow’s nest of the foremost mast on such a ship, 

gliding on through the endless smell of the sea—which really was no smell, but a 

breath, an exhalation of breath, the end of all smells—dissolving with pleasure in 

that breath. (Süskind 44) 

The depiction in the excerpt here connects with the mother’s womb. The ship can be read 

as a reference to the amniotic sac, while the sea is the amniotic fluid in which the foetus 

is in bliss. Moreover, the female sexual odour is evaluated in reference to the sea in general 

as being fishy. Grenouille is united with the mother in her womb. Continuing onwards 

from the womb reference, the protagonist's last name is among the key factors connecting 

him to the maternal sphere. Grenouille means frog in French, and the frog represents 

fertility, “as a masculine image in general mythology finds its counterpart in its relative, 

the toad, an amphibian that, according to folkloric myth and Freudian psychoanalysis, 

bears a symbolic relation to the uterus, the mother within the mother”. In addition, frog’s 

“viscous skin, is connected with the heap of slippery fish” as his mother gives birth to him 

in the fish market, the fish appears as a symbol too (Krause 350).   

When the fish is taken as a symbol, it can connote the maternel sphere. For 

instance,  “[t]hroughout the prehistory the fish was homologated with the Goddess’s 

uterus. This peculiar association is obvious when the fish is placed within the womb of 

the Goddess as in the case of the Artemis painted on a Boeotian vase around 700-675 

B.C.” (Gimbutas 258). The fish heads remind us of the pubic triangle, as Gimbutas 

includes the “anthropomorphised Fish Goddess” carved on “[f]ifty-four red sandstone 

sculptures” which “were placed in the reddish lime-plaster triangle floors at the head of 
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vulva/uterus-shaped altars” found “in the Iron Gate region of northern Yugoslavia, dated 

between the middle of the 7th and early part of the 6th millennium B.C.”  In Perfume, 

Grenouille was born at a “fish booth”, “under the gutting table” into the “fish 

heads”  whose mother “cut the newborn thing’s umbilical cord with her butcher knife” 

(Süskind 16). Furthermore, the Fish Goddess is indicated to be “the Mistress of Life and 

Death, a generative womb” (Gimbutas 260). Likewise, “[b]orn in the overlapping space 

of a cemetery turned market square, Grenouille’s entrance into being instantly evokes the 

poles of life and death associated with the feminine” (Krause 349). The fish metaphor in 

the novel appears by the end of the story again as the protagonist returns to where he was 

born.         

Freud also states in Beyond Pleasure Principle that particular fish and migratory birds 

return to “locations where their species formerly resided”. Then he concludes that “all 

instincts tend towards the restoration of an earlier state of being” (31). Along the same 

lines, at the end of the novel, Grenouille headed back to the fish market on a “hot day”, 

which “was a day like the one on which Grenouille was born” (303). And there, he 

sacrifices himself for humanity. His life ends where it begins. Therefore, the fish functions 

as a symbol for the renewal power of the womb, being both the source of life and death 

(which refers to the inanimate state just before becoming animate). This connects with the 

womb/tomb argument concerning “the archaic mother” who “is closely associated with 

death in its negative aspects”. Thus, when death is associated with archaic wholeness, 

“death [is] seen as a desire for continuity and the loss of boundaries”. That’s why “both 

the mother and death signif[ies] a monstrous obliteration of the self and both are linked to 

the demonic” in western metaphysics (Creed 31). That’s to say, Grenouille becomes a 

monster because of his proximity to femininity, nature, to archaic wholeness drawn near 

to femininity. However, the human being is a unified part of nature.  

Overall, in nature, all creatures are equal; there is no distinction, no difference depending 

on the category they belong to. Dionysos represents the law of nature, the great mother, 

ancient origins, chaos, the very beginning, and everything and nothing simultaneously. 

Subsequently, Grenouille represents the double; therein unleashes the double at the end of 

the story as his role dictates. He never existed in bond and flesh; instead, he embodied that 
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part of the human being which was subverted first to the father's law/ the logos which 

killed the most beautiful part in them; the mother,  and distilled the magic of pseudo-

salvation. At the end of the story, he unites with holistic oneness as a lost part, referring 

to the cannibalistic times.                                                                           

3.1.3. Monsters as Feminine in The Passion of the New Eve 

Fear of the archaic mother turns out to be essentially fear of her generative power.  

Kristeva, Powers of Horror 

 

The monsters appear as mediators of the feeling of fear. Whatever the human being is 

afraid of is turned into a beast. As the leading cause of anxiety, the woman becomes one 

of the most dangerous monsters in the phallocentric world. Guided and governed under 

the service of their magical stick, the female genitals, as black holes, are thundery. 

Because they can castrate, cause the loss of the most precious, and bring them to the edge 

of the ‘nothingness’ unbearable for them. Governed by the ideology of sameness, the 

patriarchal view considers women as castrated, turning female sexuality into a taboo. 

However, the ultimate reason beyond their awe is neither the castrated view of the vulva 

nor the thought of castration. The fear emerges from being attracted to this black hole. 

The repression of this reality contributes to the scary definitions attached to her 

reproductive organs. It is the allure, pleasure, encapsulating delight, and dependence; the 

truth is that the woman is the facilitator of life and the primary anxiety they try to eliminate 

through logos. In The Passion of New Eve, Angela Carter directs an ironic gaze at the 

subverted malignant feminine figure whose monstrosity emerges from her abject female 

body by creating a confusing game of castration in which hunters and hunted cannot be 

easily identified.     

 

In Powers of Horror, Kristeva argues that the woman is abject. The abjection is the main 

reason for her monstrosity. Because she “disturbs identity, system, order” and “does not 

respect borders, positions, rules”. She is “in-between, the ambiguous, the composite” (4). 

She “resists any representation” (155). As she is undefinable, she threatens the male’s 

economy, becoming a danger.  Furthermore, she is the cause of filth because of the 

“corporeal waste, menstrual blood and excrement, or everything assimilated to them, from 
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nail-parings to decay” (70). The “defilement is an objective evil under-gone by the 

subject” (60). In the same lines, Irigaray states, “her envelope is always slightly open, " 

representing “an evil infinite”, according to Spinoza. She is evil as her “body falls on one 

side, language on the other” (Sexual Difference 87). As Barbara Creed also argues in The 

Monstrous Feminine, “[w]oman’s reproductive functions place her on the side of nature 

rather than the symbolic order. In this way, a woman is … linked to the abject through her 

body”(47-8).          

 

Thereby, the leading cause of female monstrosity originates from her reproductive organs. 

Freud hypothesised that the encounter with the mother’s genitals first is the cause of the 

castration complex in early childhood.  Being exposed to the genitals of the mother with 

pubic hair invokes a sight of the father’s genitals but without a penis, “is most likely to 

lead to a fear of woman as castrated” (Creed 114). On the other hand, Creed suggests that 

what if the child first sees “a young girl’s genital lips”, as there is no pubic hair, the lips 

are open to view, then this “seems most likely to lead to a fear of woman as 

incorporator/castrator” (114). Therefore, she concludes that the passive and the active 

threat cause castration complex in men. Then there comes the thought of castrating vagina 

imagery; the vagina dentata. Reminding Freud’s remarks; “the devil took flight when the 

woman showed him her vulva” (Creed 2), Creed argues that “[t]he myth about woman as 

castrator points to male fears and phantasies about the female genitals as a trap, a black 

hole which threatens to swallow them up and cut them into pieces. The vagina dentata is 

the mouth of hell – a terrifying symbol of woman as the ‘devil’s gateway’(106). A 

castrating black hole where everything vanishes and originates from. Creed puts it as “the 

cannibalising black hole from which all life comes and to which all life returns” (25). 

 

Kristeva also writes about the monstrous Mother in Powers of Horror. As argued before, 

the mother is the first female figure in the child’s life from whom they need to be separated 

to gain their subjectivity. However, their first narcissistic attempts are threatened by the 

other's existence, which turns her into a monstrous maternal. Kristeva states that 

“repression yields symbolisation, hence a signifiable object,” the mother “on the contrary, 

blocks the way toward symbolisation” (33). As Creed states, “[s]eparating out the mother 
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and her universe from the symbolic order is not an easy task” because “it both repels and 

attracts” (Creed 15-4). Subsequently, the mother becomes abject, a threatening object in 

an ambiguous position. “The possessed female subject refuses to take up her proper place 

in the symbolic order. Her protest is represented as a return to the pre- Oedipal, to the 

period of the semiotic chora”. Thus “the dyadic relationship is distinguished not by 

marking out the child’s ‘clean and proper body’ but by returning the unclean, untrained, 

unsymbolised body. Abjection is constructed as a rebellion of filthy, lustful, carnal, female 

flesh” (Creed 38). It is “the gestating, all-devouring womb of the archaic mother which 

generates the horror” (Creed 27). This coincides with one approach of vagina dentata 

which “interprets the vagina dentata as a symbolic expression of the oral sadistic mother. 

This is the mother feared by both female and male infants who imagine that, just as they 

derive pleasure from feeding/eating at the mother’s breast, the mother might in turn desire 

to feed on them” (Creed 109).  Overall, women become the representation of monsters 

derived from their reproductive and mothering functions. Kristeva writes that “We are no 

doubt permanent subjects of a language that holds us in its power. But we are subjects in 

the process, ceaselessly losing our identity, destabilised by fluctuations in our relations to 

the other, to whom we nevertheless remain bound by a kind of homeostasis” (In the 

Beginning 9). Again, this is evident in the symbolic games of language, as the words 

matter and mother; monster and menstruate invoke one another.    

 

In The New Eve, the Mother character possesses the aspects of monstrous maternal whose 

abject body rebels, but nourishment attracts. The grotesque display of the Mother’s body 

makes her the abject first. Michail Bakhtin discribes gratosque in Rabelais and His World 

as such: 

The grotesque body … is a body in the act of becoming. It is never finished; it is 

continually built, created, and builds and creates another body. Moreover, the body 

swallows the world and is swallowed by the world …grotesque image ignores the 

closed, smooth. The impenetrable surface of the body retains only its excrescences 

(sprouts, buds) and orifices; only that leads beyond the body’s limited space or 

into the body’s depths … Grotesque images … present other members, organs and 

parts of the body …  it never presents an individual body … This body can merge 

with various natural phenomena, with mountains, rivers, seas, islands, and 

continents. It can fulfil the entire universe. (317-8) 
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Likewise, the mother character is described as the “sacred monster” with her “gigantic … 

limbs” and “self-fulfilling fertility” as “she was breasted like a sow – she possessed two 

tiers of nipples,” could enable “suckl[ing] four babies at one time”. With her “ponderous 

feet”, “her hands, the shape of giant fig leaves,” and wrinkled skin Carter draws the 

possible picture of a grown man’s abjection from the maternal body (Carter 59). She “was 

personified and self-fulfilling fertility” (59). Evelyn describes her as if she “looked as rich 

as though it might contain within itself the source of a marvellous, dark, revivifying river 

as if she herself were the only oasis in this desert and her crack the source of all the life-

giving water in the world” (59). As Evelyn says, “when I saw her, I knew I had come 

home” (60). On the other hand, she is depicted as the "darkest one" (59), "pestilence 

bringer" (61), "the darkness that glides" (59), whose room is "the focus of darkness" (58) 

corresponding the features of nigredo. “The great, black, self-anointed, self-appointed 

prophetess, the self-created god-head that had assumed the flesh of its own prophecy was 

the destination to which her unknowing acolyte had no option but to lead me; one woman 

is all women” (Carter 60). 

 

For an infant, the mother’s breasts or body parts appear in a partial perception, not as parts 

of a unitary being. Thus, this perception creates a monstrous figure for the baby as the 

mother’s body parts stay gigantic compared to theirs. The mother is a giant for them in 

that the Mother figure appears to Evelyn within this scope. As Evelyn further explains, 

“her arms were the paradigm of mothering, they offered me no refuge; that women are 

consolation is a man’s dream. Her fringe of breasts allowed me no place where I could lay 

my head – they were not meant for comfort, only for nourishment” (60). As Mother “took 

me to her breasts and suckled me”, he adds “my relation to the zone of the mother had not 

changed and could never change for Little Oedipus had lived in a land of milk and 

kindness before his father taught him how to stab with his phallus and baby’s relation to 

the breasts bears no relation to his or hers.” This refers to the cannibalistic tendency 

towards devouring the mother’s breasts which causes the fear of being devoured by the 

mother in return. Likewise, the mother copulates with Evelyn first and later literally 

castrates him. The fear of women as a castrator comes true in the novel. “Mother becomes 

the Archaic, Devouring, Engulfing Mother of male imagination” (Ferreira 290).  
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The subterranean city of Beulah relates to the womb, and “[t]he erect broken phallus 

makes Beulah's opening cleft in the desert sands a symbol of the vagina dentata” (Perez-

Gil 224). Evelyn also defines this place in the same manner; “the voice of a vast choir 

with an organ and a brazen dissension of trumpets burst apart this archetypal hole in which 

I was lying”. And the Mother defines herself as “the Castratrix of the Phallocentric 

Universe” (67). When the earth is taken as the woman and subterranean as reproductive 

organs, Beulah becomes Mother’s genitals and castrates Evelyn. Furthermore, blindness, 

as it is well known, refers to castration in western symbolism. Likewise, Evelyn “dreamed 

continually of women with knives and, for some reason, of blindness; [he] woke, 

screaming” (68). His dream symbolises his castration by a woman. After that, “[t]he 

monstrous being brandished an obsidian knife,” (70) Evelyn says, and “[s]he cut off all 

my genital appendages with a single blow” that creates “Eve, the shortened form of 

Evelyn” (71). Thanks to Carter’s talent for weaving the story, the reader witnesses the 

phallus of which men “made a weapon” (66) is “castrated with a phallic symbol!” (70). In 

the same lines as Laura Mulvey’s reference to the patriarchal definition of women in the 

scope of castration as “bearer of the bleeding wound” (2182), Evelyn says “if you cut me, 

I will bleed”. Moreover, Mother had left him “with a wound that would, in future, bleed 

once a month,”; the “grievous internal wounds that would never heal” (71). This clearly 

illustrates that the anxieties associated with women’s reproductive organs contribute to 

the myths showing women as monsters. As Creed also argues, “some people believed that 

woman bleeds periodically because of the presence in her vagina of a biting spirit animal; 

hence the vagina is a dangerous place: ‘Menstruation, especially its first appearance, is 

interpreted as the bite of some spirit- animal’”. Moreover “[m]any cultures believe it is a 

snake that lives in the vagina” (Creed 119). In addition, “[t]he long narrow form of the 

snake and its ability to rise stiffly upward is decidedly phallic, while its capacity to 

dislocate its jaws and swallow whole live creatures links the snake with vagina dentata” 

(Marler 19).  

 

Concerning the vagina and snakes, a prominent figure that is closely related to castration 

is Medusa’s head. First, as Creed says “[t]o decapitate = to castrate. The terror of Medusa 

is thus a terror of castration that is linked to the sight of something”; mother’s genitals 



 
 

97  

(110). It draws a sight of castrated genitals because of the resemblance between her snaky 

hair and pubic hair. This is one of Carter's significant points with the Mother character in 

The New Eve. She is referred to as Medusa as “an old woman with hair like a nest of 

petrified snakes” (190). The theme here connects with Jung’s archetypes as she is implied 

as "the Minotaur at the heart of the maze" (Carter 58).  The mother becomes the dragon, 

a scary creature in the labyrinth that the hero must defeat to complete his journey. In other 

terms, the dragon is the unconsciousness that represents the primordial unity with the 

mother. Likewise, the mother’s “emasculation of Evelyn in Beulah shows the deadly 

power that the dark, unfriendly unconscious she represents holds for the male ego”. 

Therefore, drawn as the evil part of the male ego, the mother cannot escape from negative 

connotations again and becomes monstrous, which is necessary to exist in a logocentric 

society.   

 

Leilah is another character in the novel that is associated with evil and monstrous 

“link[ing] the reflecting, marginal, shadowy quality of the anima with the darkness of the 

nigredo (Perez-Gil 223). As Neumann divides “the Archetypal Feminine: the negative 

anima or "young witch," whose defining traits are seduction, sexuality, ecstasy, madness, 

impotence, and stupor” (Perez-Gil 222). In the same lines, Leilah, as Evelyn describes her 

“a girl all softly black in colour—nigredo, the stage of darkness when the material in the 

vessel has broken down to dead matter. Then the matter putrefies. Dissolution” seduces 

Evelyn (Carter 14). Furthermore, Leilah is Lilith; as the representation of the primordial 

and nature, she is also associated with the animals. Her legs are “like the legs of 

racehorses” (19); she is a girl “black in colour” (12); "a fully furred creature, a little fox 

pretending to be a siren, a witching fox in a dark wood" (20); a strange, bird-like creature, 

plumed with furs" (20-21); she emits animal perfume" (21); she is "like a mermaid,...the 

lorelei of the gleaming river of traffic" (22); she is "subtle as a fish" (24). Moreover, her 

depiction as an erotic sexual woman meshes with the fin de siècle female character of the 

femme fatale. She seduces Evelyn with her “witchery”, “voodoo threats against [his] 

manhood” offends Evelyn’s “European sensibility” (27). Because she reminds primordial 

that is a treat to Logos, symbolic, subject. She “lured me”, Evelyn says with “her openly 
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welcoming smile” (22).  She embodies the Dionysian side, which the Apollonian order 

keeps out of sight. Evelyn crashes the borders as he narrates in the novel as follows: 

[J]ust as I crossed the filthy threshold of that gaunt, lightless, vertical, extinguished 

apartment block, all tenanted by strangers, my senses were eclipsed in an absolute 

panic. This panic bore no relation to any of the titillating fears I had, up to that 

moment, experienced in the city; it was an archaic, atavistic panic before original 

darkness and silence, before the mystery of herself she unequivocally offered me. 

(Carter 25) 

 

He defines it as “such savage desire” against which he “was unable to sustain fear as fear” 

(24). But “only felt it as an intensification of the desire that ravaged [him]” (24). He “felt 

all the ghastly attraction of the fall”. Furthermore, Evelyn defines Leilah by using fruits 

which symbolise her sexuality. “Her mouth had a strange flavour, like that of those 

mysterious fruits, such as the medlar, that are not fit to eat until they are rotten” refers to 

Leilah’s excessive sexuality (25). She is naked, which again incorporates her into the 

sphere of nature, unconscious, the primordial chaos. Carter writes, "curvilinear galleries 

of the brain towards the core of the labyrinth within us…the source we have forgotten...the 

darkroom, the mirror, the woman" (Carter 39). Evelyn talks about Leilah throughout the 

novel after the moment he meets her as for the mother. Because Leilah is Lilith, the Mother 

as Mother Goddess, they represent the forgotten and suppressed part of the psyche; 

primordial nature, the Dionysian side. As Eve realises by the end of the novel. “Leilah, 

Lilith: now I see you are your mother's daughter, that immobility, that vast and sentient 

repose—what's become of the slut of Harlem, my girl of bile and ebony. She can never 

have objectively existed, all the time mostly the projection of the lusts and greed and self-

loathing of a young man called Evelyn, who does not exist, either” (175).  

 

As  Creed states, “[t]he image of woman as castrator and castrated is represented 

repeatedly in the mythology of all patriarchal cultures. She is either the tamed, 

domesticated, passive woman or else the savage, destructive, aggressive woman” (116). 

Therefore, to prevent castration, the female genitals must be tamed and softened. Since 

vagina dentata imagery connotes early childhood oral impulses, a direct reference between 

the teeth and danger appears in literary adaptations. Freud also argues that “tooth dreams 

usually have a sexual meaning. This dream could represent the dreamer’s fears of 

castration during either oral or vaginal sex” (Creed 117). In New Eve, the character Zero 
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is “Masculinity incarnate” (104), whose “word was [the] law” (97) with his seven wives. 

As an “a phallic God” (Gersdorf 52), he is oppressed with his penis, and to prevent any 

harm, he did not let “one of those girls had any of their own front teeth left” (Carter 88). 

Zero “had sent them all to the dentist after Betty Louella once nicked his foreskin too 

painfully in her ecstasy whilst performing fellatio on his sacred member” (Carter 88). 

Notwithstanding, Evelyn’s narrator voice informs us that “the one-eyed, one-legged”, 

“Zero the poet adored the desert” (85); “gigantic metaphor for sterility” (148). “The desert 

bears no fruit” (Gersdorf 49). Thus, dessert connotes infertility, while losing an eye 

connotes castration, having a penis without a function with “his holy if sterile fluid” (100). 

After the day, by “[u]tilising various cabbalistic devices, Tristessa had magicked away his 

reproductive capacity via the medium of the cinema screen” (104), and she became “the 

prime focus of his hatred of the sex” (91). “Tristessa’s eyes, eyes of a stag about to be 

gralloched, had fixed directly upon his and held them. He’d been on mescaline; she’d 

grown, grown to giant size, and her eyes consumed him in a ghastly epiphany” (104). The 

depiction here connotes the Medusa “with a shaggy face, wide-eyed devastating glare” 

(Marler 16). Likewise, “He’d felt a sudden, sharp, searing pain in his balls” (Carter 

104).  As Medusa’s snaky hair is a phallic symbol, Tristessa has a penis. He is “the Queen 

of Dykes” (101) thanks to what she “bewitched him", “dried up the desert, made it all 

sand” and “magicked the genius out of [his] jissom” (91).  Tristessa “eats souls” (91) as a 

“’ jamjar of infertility’” (127), an “evil bitch” (93); a true monster.   

 

Thereby, “blaming [Tristessa] for the failure of his reproductive efforts provides the 

psychological space for an unholy union of misogyny and homophobia” (Gersdorf 52). 

“His hatred of female homosexuality was inflexible; it was obsessional” (Carter 101). 

Furthermore, being exited by the noises of Zero and his selected wife’s coitus, the other 

wives behind the wall “with such erotic envy their hands would creep helplessly to their 

slits and sometimes to one another’s”. However, as Eve narrates, “if Zero found out, he 

would have lined them up against the saloon wall and shot them” (106). Furthermore, “to 

find out where [Tristessa’s] nest of dykes might be”, Zero and his wives “went out dyke-

hunting … on moony nights” (104). The moon represents the woman and her fertility, and 

this form of sexuality is the cause of fear again, turning its subjects into monsters or 



 
 

100  

witches. From another perspective, as a dyke, the definition of women as castrated men is 

embodied in Tristessa. Irigaray states that women’s genitals are depicted as  “simply 

absent, masked, sewn back up inside their ‘crack’’ in the phallocentric societies (This Sex 

352). Likewise, Tristessa “hide herself within himself, to swallow his cock within her 

thighs” ( Carter 128). “[H]is cock stuck in his asshole so that he himself formed the 

Uroboros, the perfect circle, the vicious circle, the dead-end” (Carter 173). This symbol 

in the shape of a coiled snake biting its tail represents the vagina and is associated with 

the Mother Goddess figure in ancient times.  It also represents the cycle of life and death 

regarding women's reproductive organs. It also refers to self-contained fertile power- the 

androgyny. In the novel, Lilith says Eve, meaning the fruit of her intercourse with 

Tristessa as such: “Your baby will have two fathers and two mothers” (Carter 187). 

Therefore, s/he became both castrator, castrated and both at the same time, as a dyke; as 

a masquerade  Tristessa embodies a triple motif to be called a monster.  

 

Consequently, the monstrosity attached to the feminine arises from the fear of its 

reproductive organs. It is clear that “man has erected a series of taboos against woman, all 

of which relate to her sexual functions: menstruation, pregnancy, childbirth, lying-in and, 

most importantly, sexual intercourse itself” (Creed 120). In this way, “the subject of man’s 

fear of the vagina” appears “as an agent of castration” (The Monstrous 120). Furthermore, 

“[t]he man is afraid of being weakened by the woman, infected with her femininity and of 

then showing himself incapable” (Complete Works 2354 ), as observed in the defloration 

rituals. In this patriarchal tradition, because of the fear of the unknown and uncanny arise 

from virginity, before the groom, another person outside the marriage deflorate girls “to 

ward off any unexpected dangers” physically and psychologically (Creed 119). As a 

result, this analysis indicates that the deep-rooted taboos concerning female sexuality 

prevailing in patriarchal societies are beyond the whole edifice of monstrosity. 

Nevertheless, quoting Mother’s remarks, “the garden in which Adam was born lies 

between [women’s] thighs," which Tristessa also comments as the cause of undefinable 

pleasure (Carter 63).  

She is the destination of all men, the inaccessible silence, the darkness that glides, 

at the last moment, always out of reach; the door called orgasm slams in his face, 

closes fast on the Nirvana of non-being, which is gone as soon as it is glimpsed. 
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She, this darkest one, this fleshly extinction, beyond time, beyond imagination, 

always just beyond, a little way beyond the fingertips of the spirit, the eternally 

elusive quietus who will free me from being, transform my I into the other and, in 

doing so, annihilate it. (Carter 59) 

 

The female body is the real force beyond existence, awe, excitation, life, death, and 

beginning, end, powerful and thundery, referring to the definition of pleasure, and delight, 

resulting in a deathly attraction. 
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PART IV: CONCLUSION 

The female genitals have not recovered from the negative connotation ascribed to them in 

various ways for centuries. They are considered inferior to male genitals, losing their 

primordial association with fertility. Many prehistoric studies illustrate today that the 

female power of giving birth was the reason lying behind the female deification.  As 

confirmed by the Palaeolithic art, the power of governing life and death was attributed to 

women. The carefully designed cowrie shells around the corpses, found in France in 1868 

belonging to Upper Paleolithic, remind “the portal through which a child enters the world” 

(James qtd. in Eisler 23). This ritualised design of cowrie shells accompanied with red 

ocher pigments, referring to the menstrual blood, is regarded as an explicit reference to 

the vagina. The ancestral Paleolithic people intended to facilitate the deceased's rebirth in 

this way as the cowries were considered life-giving agents in ancient times. The goddess 

figurines, connected to death and life, represent the regeneration of nature. Female deities 

are drawn together with natural symbols such as water, animals, and trees, as well as being 

marked with part animal and part human features connoting the human being’s lost 

psychic heritage. This psychic heritage also carries the archaic woman figure governing 

the prehistoric belief systems. The archaic people thought of the goddesses as self-

contained and non-binary figures caring for humans, animals, and the rest of nature. This 

powerful representation of women has been subjected to change by the agents of 

patriarchy as it threatens their power dynamics.  

 

The powerful creatrix image attributed to Goddesses has been transformed into Gods.  The 

creativity as a function is thus assigned to men, installing women to the secondary position 

as carriers of the men’s seeds and caretakers of their heirs.  The features of Goddesses 

signifying their reproductive bodies are classified as merely male sex objects or beauty 

images, as in the obese erotic Venus figurines and its successors in the Christian 

iconography of the pregnant Mary (Eisler, The Chalice 24). After all, a goddess figure 

creating the world by dancing is substituted by a God with high principles of reason and 

logos. Thus, binarised and hierarchised understanding sacrifices the primordial non-binary 
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egalitarian understanding giving way to developing western cultural history under the 

influence of patriarchy. Monotheistic and Abrahamic belief systems also put women and 

nature in a secondary position, as shown in Genesis, directing to both andro- and anthropo-

centrism. Indeed, as Joseph Campbell suggests, the god figure in Genesis 1 directs to an 

androgynous creator possessing both sexes and creates the first generic man in the same 

shape. This figure was exemplified by the Greek myth of Hermaphrodite, the child of 

Hermes and Aphrodite, and Eros. They were both male and female. However, “[t]he 

removal of the feminine into another form symbolises the beginning of the fall from 

perfection into duality; and it was naturally followed by the discovery of the duality of 

good and evil, exile from the garden where God walks on earth, and thereupon the building 

of the wall of Paradise,” giving way to opposites. “Man (now man and woman) is cut oft' 

from not only the vision but even the recollection of the image of God” (141). Thus, the 

image of an androgynous god is lost, and a male god figure as the creator of life appears. 

 

In this way, founded upon the dualistic concept of Greek tradition, as also illustrated in 

Pythagoras’ “Table of Opposites”, western philosophy associated women with negation. 

The time women and nature were placed on the opposite side of men coincides with the 

beginning of the written literary tradition. Mythos was transferred to Logos. Logos means 

the word of God, signifying word, law, order, rule, and stability; the father's law in western 

philosophy, while mythos is associated with the feminine in chaotic, holistic, dynamic 

implications.  These very features again connect women with nature. The female body is 

inscribed in the way nature is inscribed to culture in the patriarchal western tradition. They 

both pose an active threat to the male economy by reminding us of dynamism, chaos, 

change, and danger. To dismiss the threat, they must be controlled by patriarchal 

disciplines such as religion, philosophy, psychology, history, archaeology and more. 

 

This analysis aims to restore the egalitarian nonbinary powerful primordial understanding 

in reconstructing the image of the female genitals, revising the overall representation of 

women. For this aim, the patriarchal connotations and the positive affinities attributed to 

women are evaluated regarding female sexuality in Charles Burns’ Black Hole, Angela 

Carter’s The Passion of New Eve, and Patrick Süskind’s Perfume. All these writers employ 
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symbols, images and notions related to women's representation and genitals. Written in 

the second half of the 20th century, they reflect the features of post-modernism explicit in 

their attitude of questioning grand narratives, the implication of the multiplicity of 

meaning and being critical of reason/logos. This analysis approaches these works within 

their context by taking the primary concern as the representation of the feminine. The self-

examination groups of the 60s and 70s focus on the vaginal or vulval power as central, 

core imagery by means of which women evaluate and contemplate their existence in the 

world. In the same respect, Black Hole and The Passion of New Eve scrutinise the 

expression of female sexuality by applying common symbols of female genitals. At the 

same time, criticism of Enlightenment sets the preliminary information for Perfume. 

Evaluating the novel in their contexts by focusing on female sexuality, contribute to 

reconstructing their representation since the novels also problematise logocentrism, 

stereotypes, dichotomies, hierarchies, phallocentrism and patriarchy prevailing in western 

cultural history for hundreds of years.  

 

After initial remarks regarding the content and purpose of this study, the first part includes 

a wide range of theoretical works from philosophy, mythology, psychology and religion 

concerning the representation of women with a short review of women’s writing. Feminist 

Literary Criticism with interdisciplinary theories of Feminist-Posthumanities, 

Archeomyhology, and Eco-feminism supply a firm ground to approach the novels by 

combining with the given literature review. Following a short introduction and a summary 

of (her)story in western cultural history, the first part continues with an attempt to 

deconstruct the negative connotations of female sexuality and representation. By the 

beginning of deconstructive philosophical and literary analysis proposed by Jacques 

Derrida in the 20th century, the grand narratives of western philosophy and the literary 

tradition began to be questioned by the theorists of the time. Known for their advocacy of 

écriture feminine, French Feminists Luce Irigaray, Hélène Cixous and Julia Kristeva 

applied deconstructive criticism to western philosophy by rereading the texts of Plato, 

Freud, and Lacan. They reevaluated the secondary position of women in patriarchal 

societies and invited women to write with their bodies. In this study, in the process of 
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dissolving the negative connotations ascribed to female genitals and body, the theoretical 

works of French Feminists are applied. 

 

In 1.2. referring to Irigaray’s theories, the study discusses the representation of female 

genitals in the works of Freud and Lacan. Irigaray argues in Speculum that Freud is wrong 

about his assumptions regarding female sexuality because he tries to define it within the 

scope of male sexuality. In This Sex, Irigaray focuses on pleasure, arguing that it arises 

from touching rather than seeing. Drawing attention to the two lips imagery of female 

genitals, she states that they constantly touch each other.  She argues that female sexuality 

is not one because it is plural and can be found everywhere on women’s bodies. Irigaray 

argues that this aspect of FGTs points to multiplicity and fluidity, which benefits both 

sexes by freeing their boundaries and stereotypical roles. In the following part, the study 

focuses on Gilbert and Gubar’s monumental work for women’s writing, The Madwoman 

in the Attic.  Gilbert and Gubar attempt to dissolve the mirror signification and invite 

women writers to look for motherly precursors. Touching upon the major examples of 

women’s writing, this study illustrated that the common themes of ‘eye problems’ and 

‘diseases’ are employed intentionally by writers, accounted as the mothers of women’s 

writing. The last heading in this part concentrates on the effect of the mirror image and 

concludes that the primary image that the child idealises and looks for throughout their 

lives belongs to their mothers. 

 

The first idealisation happens between mother and child, but in the symbolic order 

governed by the Law of the Father, they lose their connection and need to strive for it. 

Kristeva also connects cannibalistic skull-eating rituals with searching for the mother in 

The Severed Head.  According to Freud, reminding the repressed link with the mother 

causes a feeling of uncanniness in men as he observes the reactions of the male patients 

in front of the female genitals. Cixous’s The Laugh of Medusa is also included in the study 

as a criticism of the western binary understanding. It invites women writers to use their 

bodies as a power: to write with their white ink and from their wombs. Quoting the 

reference to Freud’s definition of the ‘dark continent’ for female sexuality, Cixous calls 

women to discover their homes(bodies) which connects this analysis to the following part. 
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In 1.3. the study incorporates Freud's definition of female sexuality as Black Continent. 

The study engages Freud’s use of the Medusa’s Head, ravaged and archaic temples, and 

the Gradiva figure to display his nostalgia for the mother. This also intends to reveal that 

women are repressed to the unconscious in patriarchal societies. The following title delves 

into nature, culture and women's relationships. Bringing forth Irigaray’s argument in 

Sexual Difference that concerns men’s attempt to forget their link with their original home 

—the mother/womb- by destructive culture, the analysis argues that men’s problem with 

nature is that it reminds them of their link with their maternal origin. To forget this link, 

men destroy both nature and women. This tendency results in a dominion of human beings 

over other living beings directed to anthropocentrism. As women are also considered non-

human or other in patriarchal systems, they are also excluded. 

 

In the last part of the introduction, the study combines several Feminist Literary Criticism 

with their methodologies. Beginning with Irigaray’s two lips imagery and continuing with 

the unfolding shape of the female genitals, the study gives information about 

Archeomythology from the aspect that it explains the gulf between religious information 

and archaeological evidence.  In its use of mythology, psychology also contributes to 

understanding the images inscribed in the human unconscious. Feminist Posthumanities 

focusing on the others of western philosophy, connects with the nonbinary aspect of eco-

feminism. The work asserts that as women and nature are inscribed in the same way in the 

patriarchal system, the nonbinary focus, together with the emphasis given to prehistorical 

goddesses concerning their deification in relation to their genitals, assists the analysis of 

the novels within this framework.  

 

In the second part, unearthing the primordial fertility goddess figurines in Riane Eisler’s 

The Chalice and Blade, the definitions of the black hole as a natural phenomenon are 

supplied to contrast and contemplate the representations of female genitals. Judy 

Chicago’s The Dinner Party suggests a glance at history from the side of the one who 

does the cooking throughout the centuries. Eve Ensler's The Vagina Monologues enables 

female subjects to see themselves through their vaginas. These works, published between 
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the 60s and 80s, exemplify the self-examination groups of the same period in which 

women tried to understand themselves not as but through their vaginas. Similarly, the 

works of Chicago and Ensler that present a vulval power as central, core imagery are 

included as they contribute to the contextual framework of this analysis. Likewise, in his 

graphic novel Black Hole, set in 70s Seattle, Burns applies the female genitals as central 

imagery in his drawings. The implication of vaginal imagery in connection with the womb 

is addressed to reveal both writer’s and protagonist’s repressed psyche concerning female 

sexuality. The vaginal wound, while referring to the misogynistic depiction of women, 

turns out to be a means of unveiling secrets as a messenger, foreshadowing the future 

events in the novel.  The vagina functions as a gazing organ subverting western ocular 

centrism’s focus on I and the eye.  It also appeals to Irigaray’s concept of pleasure as an 

expression of female sexuality, referring to touching rather than seeing. Moreover, the 

graphics of vaginal wounds drawn on different parts of the characters also literally 

employs Irigaray’s saying that women have sex organs almost everywhere on their bodies. 

 

Carter’s The Passion of New Eve is taken under scrutiny in the implication of the egg 

motif and deconstructing the patriarchally inscribed gender roles by setting an example of 

female writing. Carter applies the free play of myths encapsulating male imagination in 

patriarchal societies by extending its frame to the prehistoric Mother Goddess figure. She 

delves into age-old myths and intends to free the boundaries restricting female sexuality. 

By implication of the egg symbols, this study analyses Carter’s utilisation of 

hermaphroditism in relation to parthenogenesis. The egg symbol connotes the womb and 

its power of metamorphosis, accompanied by the alchemist's use of a crucible to produce 

gold. The analysis supplies a fruitful reading highlighting ancient symbols referring to 

female procreative power. Interestingly, this work suggests that Carter (un)consciously 

exchanges the metaphorical pen with that of the box in the head, the analogy of the womb, 

while setting an example of writing from the womb.      

 

The last heading in the second part includes Süskind’s Perfume, which displays the 

feminine as repressed to the unconscious, exemplifying nostalgia for the mother, the 

original home. Written by a male writer with a male protagonist, the novel reveals the 
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consequences of western philosophy’s obsession with reason, order and high principles. 

The primary focus is on the part where the main character spends seven years in a cave. 

The caves are considered metaphorical wombs. They are similar to the womb in shape 

and are hard to reach, partly closed, dark and humid places inside the earth.  This part is 

evaluated as a return to the mother’s womb. The analysis provides a reading in relation to 

Kristeva’s Chora and Bracha Ettinger’s Matrixial to conclude that what is called insatiable 

desire is the lack of the mother, the woman. Suggesting a double reading of the notion of 

death, the analysis suggests that, on the one hand, death is regarded as a return to the 

original home, the holistic oneness, meeting with the mother.  On the other hand, the 

analysis indicates that the erasure of female existence from the cultural domain results in 

destruction as patriarchal societies manifest through ongoing wars every passing day. 

Freud and Lacan represent the patriarchal understanding decoding of social images. 

Thereby, they suggest that women are absent in history. As a result, male history hosts 

ecological disasters and historical violence. The massacres and homicides happened in the 

middle of Europe, the cradle of civilisation, followed by two World Wars, the wars in 

Palestine, Syria, Iraq, Pakistan, and today in the Ukraine.  

 

All three novels apply the symbols concerning the female reproductive organs. In the first 

novel, Black Hole, the frog with a wide gash apparently refers to the vagina and the womb. 

The circular panel, which foreshadows the coming events, functions as the womb of the 

story. The Passion of New Eve also refers to the womb by employing a cave. In Perfume, 

the cave where the protagonist spends seven long years also appears as a clear implication 

of the womb. And all the male protagonists pass through these caves as if in a rebirth. In 

the last sequence of Black Hole, Keith falls inside the womb passing through the vaginal 

wound on the frog’s specimen. As a result of this journey, Keith realises his genuine 

feelings. The vaginal journey connotes rebirth. Keith returns to the womb and walks along 

the mountainous way symbolising the birth canal. Similarly, by the end of The Passion, 

the protagonist Eve has to pass from a cave to reach the character Mother. The narration 

in this part of the novel has direct connotations to the womb: “the entry into earth’s 

entrails” (180), “this cave was filled with a familiar, dim red light” (181), and “Walls 

expelled me” (186). In this novel, the passage from the cave also signifies a rebirth because 
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the character sets on a journey to discover her genuine sexuality. In Perfume, the character 

feeds only on what he finds in nature, plants, small animals like lizards and mice, and 

moss, licking the water drops from the cave’s wall. These all refer to the connection 

between earth and mother. The narration also explicitly recalls birth: “he gave a scream” 

and “the mountain itself [was] screaming” (134). While exemplifying the nostalgia for 

mothers, these novels also illustrate a powerful representation of women and their genitals.  

 

The third part discusses the repression and outbreak of the repressed. Concerning the 

return of the repressed, Lacan, in an interview he gave to L’Express, states that “‘it’” 

speaks, “it continues to speak … continues to articulate itself, but “outside the subject. 

And this place …. is exactly what we call the unconscious” (3). Along the same lines, 

Jung defines the unconscious as the original home for women and women as a disturbing 

element of the psyche. Michael Bakhtin states concerning the grotesque body that “[e]arth 

is an element that devours, swallows up (the grave, the womb) and at the same time an 

element of birth, of renascence (the maternal breasts)” (21). This relation to the natural 

force of regeneration makes the woman and her genitals “a portion of strangeness” 

(Cixous, “Sorties” 67). Moreover, focusing on the fact that the female genitals are 

endowed with regenerative power in connection with nature reminds men of their link 

with the mother. This serves as a reminder of their archaic maternal and ancestral origins, 

threatening the male economy as an indicator of the fragility of the symbolic order.Thus, 

men repress their link with nature and women. However, the inerasable bond human being 

has with their archaic origins returns from repression in the form of abnormalities as 

applied in literature associating women with monstrosity.  In this way, what is kept 

repressed returns home by way of Abject, Double (Shadow), and Grotesque, the sum of 

all as Monsters. The notion behind the mask of monstrosity reveals itself as the deathly 

attraction men have toward the female genitals prevailing with the Medusa’s Head. In 

Black Hole, the monsters are depicted with abject characters. By employing Kristeva’s 

Abject in The Powers of Horror, the analysis indicates that the return of the primitive side, 

transgressing the liminal space between humans and animals, manifests itself in the shape 

of body mutations. Appearing on the characters’ skins, the symptoms of the disease invoke 

a sense of disgust. Ian Miller states in The Anatomy of Disgust that there is nothing worse 
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than a skin gone bad to evoke a sense of disgust activated by the cultural codes to preserve 

the body clean and uncontaminated. The exact implication of disgust is found in  Perfume. 

The Shadow of primitive origins reveals itself in the protagonist's grotesque body and his 

association with natural elements such as animals, earth and water, ending the proximity 

between him and the feminine. In The Birth of Tragedy, Nietzsche applies the Greek 

figures of Dionysos and Apollo to express western binary understanding. The Apollonian 

side represents the logos, western tradition, and men: the Dionysian side meshes with 

mythos, primordial goddesses, and women. The analysis displays that the protagonist of 

Perfume refers to both sides of the duality and results in the inevitable return of the 

Dionysian side, which encompasses dualities altogether. 

 

This study displays that the animalistic features of the characters remind us of the 

maternal, archaic, primitive, uncivilised, savage, unknown, and evil; the sum of all 

signifiers of women in western cultural history. Even though they are excluded from 

(his)story, they are kept in the unconscious, their original place. Otherwise, how could 

men divide the cosmos between “the analogy of day and night, summer, and winter, into 

a bright day-world and a dark night-world peopled with fabulous monsters unless he had 

the prototype of such division in himself, in the polarity between the conscious and the 

invisible and unknowable unconscious?” (Jung, Four 35). In The Passion, the monster 

appears as the feminine side posing a threat of castration in relation to the mother, as a 

castrator, considering the two lips imagery. The analysis indicates that whether a passive 

or an active threat, it is the fragility, the fear of being incapable during intercourse, as 

Freud writes about the defloration tradition in some patriarchal cultures, is the cause of 

malefic imagery associated with female genitals. Furthermore, it is understood by the end 

of the discussion that the tendency to show female genitals as monstrous is just another 

substitution men use not to reveal or acknowledge the awe and deathly attraction they 

have toward the female body. 

 

Evaluated in relation to Kristeva’s Abject, Bakhtin’s Grotesque and mostly with Creed’s 

The Monstrous Feminine, connecting with the theories of Nietzsche’s Dionysus, Miller’s 

Disgust, female sexuality appears as the true embodiment of monstrosity in patriarchal 
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societies. In these three works, the writers employ the body as a common method to 

remind human beings of their own material suppressed by the prevalence of the reason. 

They emphasise the matter over spirituality. In Black Hole, the wounds and mutations 

appear on the character's bodies. In Perfume, the protagonist is depicted as a primitive 

man by garnishing his body with grotesque features with his hunchback and crippled feet. 

In addition, the novel's ambiguous description of the protagonist’s facial features appears 

intentional.  In The Passion, Carter also plays with the body shapes of the characters. She 

cuts and sews them in a very grotesque way. The mother figure with many breasts and 

beards, Evelyn’s castration and the implication of female reproductive organs, and 

Tristessa’s transvestitism, as a dyke, connote a common point. 

 

These novels intend to voice the body, which refers to women, reminding the link with 

the mother and thus archaic and ancestral origins. The writers emphasise the body over 

the head, directing a critical gaze to the western glorification of the head over the body, 

reason over emotions, culture over nature, logos over mythos, restricting and torturing the 

body in order to become divine. However, the body represents nature. It refers to the 

barbaric feeling of sex and the instincts of women. It reminds us of the mother whose 

image is a priori to reason, as explained by the term “semiotic” in Greek word meaning 

“distinctive mark, trace, index, precursory sign, proof, engraved or written sign, imprint, 

trace, figuration” (Kristeva Revolution 25). The mother in whose belly they are united 

with her, in whose eyes they see their image and with whom they idealise first. As Jung 

claims, the mother from the outset sets “a symbolic significance for a man, which probably 

accounts for his strong tendency to idealise her. Idealisation is a hidden apotropaism; one 

idealises whenever there is a secret fear to be exorcised. What is feared is the unconscious 

and its magical influence”(Four 40). This natural anxiety lies beyond all stories, from 

‘castration’ to ‘mirror’, imposed upon men to eliminate feminine power. This is because 

all humanity does not include women but instead puts them in the category of other with 

animals, inanimate, situating her in an in-between state; fluidity, heterogeneity, chaos, 

where the time begins and end, and still, her procreational power stay infinite. Western 

logocentrism emphasised and verified the image that comes from outside moulded by the 

norms of the phallus and its rules, leaving no room for the female experience. This study 
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highlights what comes from inside and is verified by the mythos because “[m]yth is more 

instructive than history” (Carter, The Passion 68). It reveals whatever logos conceals like 

the archaic powerful image of the female subject. 

 

The present study lays the groundwork for future studies to activate reconstructive 

methodology taking the female genitals to the core. It opens a window for future gender 

studies aiming to restore the representation of the female body, sexuality, and experience. 

The analysis has delineated that focusing on the female power of giving birth would be a 

fruitful area for further work intending to free the female body. One issue the works of 

those above and more prominent female theorists have missed is that those natural 

phenomena contribute to the female body's representation, as in the case of black holes. 

On the distaff side, this imagery used to define female genitals has a significant detail; 

they carry the mystery of existence emerging at the heart of the universe. They are the 

formations that inspire the world of science, the secret of which cannot be quickly 

resolved—the mysterious splendid place where time and space are lost. It is the witness, 

in the beginning, as the cradle of existence. The time of leaving the struggle with gospel 

stories, the fictionality of which was proven, has already passed. It is time to reawaken 

the bond between nature and women, looking at the nature and universe to understand and 

find ways to interpret their actual experiences. 

 

In the end, what is the woman? She is a medium between inanimate and animate, animal 

and human as a mother. She is both dark and light, inside and outside, external and 

internal. She represents anteriority and interiority. She is the embodiment of nature 

associated with natural elements of water and earth as well as air and fire; as Cleopatra 

says, “I am fire and air; my other elements/I give to baser life” (Shakespeare, 5.3. 177). 

She carries the home in her belly. Her body is both Heimlich and unheimlich. She is 

reminiscent of Magna Mater. She is not either good or evil; an angel or a witch but 

beneficent AND terrifying, black AND beautiful, alluring with a deathly attraction. 
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Ogüt, Salim. “Hacerülesved.” Türk Diyanet Vakfi Islam Ansiklopedisi, 14. Cilt, Islam 

Arastirmalari Merkezi, 2016-2022. https://islamansiklopedisi.org.tr/hacerulesved. 

Accessed 1 June 2022. 

 

Oliver, Kelly. “Kristeva’s Imaginary Father and the Crisis in the Paternal 

Function.” Diacritics, vol. 21, no. 2/3, 1991, pp. 43–63. JSTOR, 

https://doi.org/10.2307/465190. Accessed 23 May 2022. 

 

Ortner, Sherry B. “Is Female to Male as Nature Is to Culture?” Feminist Studies, vol. 1, 

no. 2,  Feminist Studies, Inc., 1972, pp. 5–31, https://doi.org/10.2307/3177638. 

Accessed 23 Sept. 2021. 

 

Panaioli, Paolo. "Catholicism as an Obstacle, or Fostering Feminism in the Twenty-First 

Century." PhD Thesis, Aydin University, 2017. 

 

Penley, Constance, et al. “Cyborgs at Large: Interview with Donna Haraway.” Social Text, 

vol. 25, no. 26, Duke University Press, 1990, pp. 8–23, 

https://doi.org/10.2307/466237. Accessed 20 Oct. 2021. 

 

Perez-Gil, Maria Del Mar. “The Alchemy Of The Self In Angela Carter’s ‘The Passion 

Of New Eve.’” Studies in the Novel, vol. 39, no. 2, 2007, pp. 216–34, 

http://www.jstor.org/stable/20831916. Accessed 9 Apr. 2022. 

 

Pollock, Griselda, Bracha L. Ettinger: Matrixial Subjectivity, Aesthetics, Ethics. eBook, 

Vol I, 1990-200, Palgrave Macmillan, 2020. 

 

Princep, Tiffany. “Michel Foucault’s ‘Perverse Implantation.’” Desire, Literature, Culture 

Postgraduate Symposium, Malta, 29-30 March 2012. Conference Presentation. 

https://www.academia.edu/3067099. Accessed 14 Apr. 2022 

 

Quran: English Translation. Translated by Talal Itani, Clear Quran 2015. 

https://m.clearquran.com/downloads/quran-english-translation-clearquran-

edition-allah.pdf 

 

http://www.jstor.org/stable/3839937
https://doi.org/10.2307/3177638.%20Accessed%2023%20Sept.%202021
https://doi.org/10.2307/3177638.%20Accessed%2023%20Sept.%202021
https://doi.org/10.2307/466237
https://www.academia.edu/3067099.%20Accessed%2014%20Apr.%202022
https://m.clearquran.com/downloads/quran-english-translation-clearquran-edition-allah.pdf
https://m.clearquran.com/downloads/quran-english-translation-clearquran-edition-allah.pdf


 
 

122  

Rachel, Kranz. “Going Public.” The Women’s Review of Books, vol. 17, no. 10/11, Old 

City Publishing, Inc., 2000, pp. 26–27, https://doi.org/10.2307/4023482. Accessed 

11 Oct. 2021.  

 

Rose, Ellen Cronan. “The Good Mother: From Gaia to Gilead.” Frontiers: A Journal of 

Women Studies, vol. 12, no. 1, University of Nebraska Press, 1991, pp. 77–97, 

https://doi.org/10.2307/3346579. Accessed 30 Dec. 2021. 

 

Segal, Charles. “The Menace Of Dionysus: Sex Roles And Reversals In Euripides’ 

Bacchae.” Arethusa, vol. 11, no. 1/2, 1978, pp. 185–202, 

http://www.jstor.org/stable/26308159. Accessed 18 Apr. 2022. 

 

Schwartz, Margaret. “The Horror of Something to See: Celebrity "Vaginas" as 

Prostheses.” In the Limelight and Under the Microscope: Forms and Functions of 

Female Celebrity, edited by Su Holmes and Diane Negra, The Continuum 

International Publishing Group, 2011, pp 224-242. 

 

Shakespeare, William. Antony and Cleopatra. Webster’s Edition, ICON Group 

International, 2005. 

 

Slochower, Harry. “Freud’s Déjá Vu on the Acropolis.” The Psychoanalytic Quarterly, 

vol. 39, no. 1, 1970, pp 90–102. doi:10.1080/21674086.1970.1192.  Accessed 9 

Nov. 2021.  

 

———. “Philosophical Principles in Freudian Psychoanalytic Theory: Ontology and the 

Quest for ‘Matrem.’” American Imago, vol. 32, no. 1, The Johns Hopkins 

University Press, 1975, pp. 1–39, http://www.jstor.org/stable/26303090. Accessed 

10 Nov. 2021. 

 

Spivak, Gayatri C. “Three Women’s Texts and a Critique of Imperialism.” Critical 

Inquiry, vol. 12, no. 1, 1985, pp. 243–61. JSTOR, 

http://www.jstor.org/stable/1343469. Accessed 23 May 2022. 

  

Smith, Anne-Marie. “‘Gradiva’ and Freud: Breaking the Mould of Femininity.” 

Paragraph, vol. 15, no. 2, Edinburgh University Press, 1992, pp. 196–205, 

http://www.jstor.org/stable/43151745. Accessed 8 Dec. 2021.  

 

Smith, Cathy. “Inside-Out: Speculating on the Interior.” The Vagina as Autonomous Zone, 

E-Zine compiled and curated by Poopy Jackson, Blud Zero Collective, Issue 1, 

March 2013. Accessed 3 Nov. 2021. 

Spretnak, Charlene. "Ecofeminism: Our Roots and Flowering." Reweaving the World; The  

Emergence of Ecofeminism, edited by Irene Diamond and Gloria Feman 

Orenstein, Sierra Club Books, 1990. 

Sterling-Fausto, Anne. Sexing the Body. Basic Books, 2000.   

 

https://doi.org/10.2307/4023482
https://doi.org/10.2307/3346579
http://www.jstor.org/stable/26303090
http://www.jstor.org/stable/43151745


 
 

123  

Stone, Alison. Luce Irigaray and the Philosophy of Sexual Difference. Cambridge 

University Press, 2006. 

 

Süskind, Patrick. Perfume: The Story of a Murderer. Translated by John E. Woods, 

Vintage, 2001.  

 

Uparella Paola and Carlos A. Jáuregui. "The Vagina and the Eye of Power (Essay on 

Genitalia and Visual Sovereignty)". H-ART. Revista de historia, teoría y crítica de 

arte, no. 3, 2018, pp. 79-114. https://doi.org/10.25025/hart03.2018.04  

 

Uzunoğlu Erten, M. "Hesiod’s Theogony: Rise Of Rational Mind And Patriarchy In 

Ancient Greece." Pamukkale Üniversitesi Sosyal Bilimler Enstitüsü Dergisi, 2020, 

pp. 417-425 <https://dergipark.org.tr/tr/pub/pausbed/issue/55392/641690>. 

Accessed 30 Apr. 2022. 

 

Vrhovnik, Dimitrij Mlekuz. “Approaching Weird: Psychoanalysis and Archaeology of 

Caves.” Academia Letters, 2021, Article 190.  DOI: 10.20935/AL190. Accessed 

20 March 2022.  

Warner, Marina. Fantastic Metamorphoses, Other Worlds: Ways of Telling the Self. 

Oxford, 2004. 

Warren, Karen, and Nisvan Erkal. Ecofeminism : Women, Culture, Nature. Indiana 

University Press, 1997. 

 

Zižek, Slavoj. The Parallax View. The MIT Press, 2006.   

 

“Black Hole.” Cambridge Dictionary, Cambridge University Press,  2022, 

https://dictionary.cambridge.org/tr/s%C3%B6zl%C3%BCk/ingilizce/black-hole. 

Accessed 20 Jan. 2022. 

 

“Black Hole.” Oxford Learner’s Dictionary, Oxford University Press,  2022, 

https://www.oxfordlearnersdictionaries.com/definition/english/black-

hole?q=black+hole Accessed 20 Jan. 2022. 

 

“Charles Darwin And The Tree Of Life.” Documentary, directed and narrated by Sir 

David Attenborough, BBC Earth, 2016, Youtube, http://bit.ly/BBCEarthSubBBC. 

 

 

 

 

https://doi.org/10.25025/hart03.2018.04
https://search.crossref.org/?from_ui=&q=10.20935/AL190
https://www.youtube.com/redirect?event=video_description&redir_token=QUFFLUhqbmpNRUtyRkJHVUs4eTJjSVVRQndoQ0RDc2Q1UXxBQ3Jtc0ttMUY1TGU2MWJDSW04X3VHdTVDTUxUTjFvdldfZ1AxRGU3dWtra2JIOHJsN3dsWklmVVhVdTlLLUo5dmZRTkJ6TzE5WWdoMVVLcG9nTmNCYUc2SUM2Zm5pb2M0SWpXRG1XczI2WFktZkx0OGlJNE51RQ&q=http%3A%2F%2Fbit.ly%2FBBCEarthSubBBC

