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Pro gradu -tutkielmani tarkoituksena oli selvittéiéiten Sarah Watersin romaaripping the Velvet
(1998) kuvaa lesboutta. Teos sijoittuu 1800-luvumgl&ntiin, vaikka onkin ilmestynyt 1990-
luvulla, mikd antaa Watersille mahdollisuuden kagtt postmodernille aikakaudellemme
ajankohtaista seksuaalivdhemmistoihin liittyvaa itkkg&istoa lesbokuvauksissaan ja samalla
uudelleenkirjoittaa lesbohistoriaa. Lahestyn adn&thdesta eri ndkdkulmasta: tarkastelen lesboutta
yhtaalta esimerkkina naismaskuliinisuudesta jaatta romaanin erilaisten lesbosuhteiden kautta.

Tutkimukseni teoreettinen viitekehys pohjautuu gtteeriaan, joka kritisoi ajatusta sukupuolesta
ja seksuaalisuudesta pysyvanad ja muuttumattomamakagittelee ilmidita, kuten drag ja
ristinpukeutuminen, jotka korostavat sukupuolenrfgenatiivista luonnetta. Lisdksi erittelen
tutkimukseni teoriaosassa viktoriaanisen ajan Wési& naisista, avioliitosta ja seksuaalisuudesta.
Nama aiheet ovat oleellisia tutkittaessa Watersmaania, koska tapahtumien edetessa teoksen
padhenkil6 Nan loytda seksuaali-identiteettinsd kodasisena lesbonaisena nimenomaan
performatiivisuuden kautta. Viktoriaanisen ajan skasitykset taas ovat erityisen oleellisia
analysoitaessa teoksen lesbosuhteita.

Ensimmainen analyysilukuni keskittyy naismaskusitniteen lahinna teoksen paahenkilon Nanin
kautta. Tassd luvussa naismaskuliinisuutta ja setynlistd tietynlaiseen lesboidentiteettiin
kasitelladn kolmesta eri néakdkulmasta. Ensinndkaismaskuliinisuus kuvataan romaanissa
teatteriesityksend, jossa maskuliinisuutta on mbistlo tehdé rooliasujen, hiusten, eleiden ja
kaytoksen avulla. Toisekseen paahenkild kavelegdornkaduilla taysin mieheksi naamioituneena
valttadkseen naissukupuoleen liittyvan hairinnanojaistuu tassa uskottavasti. Lopulta Nan
omaksuu maskuliinisuuden osaksi itsedan, ja rodeeémaamioitumisen sijaan hanesta vahitellen
tulee maskuliininen lesbonainen. Kaksi ensimmars#émaskuliinisuuden vaihetta ovat Nanille
tarkeitd mahdollisuuksia tutustua omaan seksudahtiteettiinsa yhteiskunnassa, jossa naisen tuli
olla naisellinen, eika lesboutta hyvaksytty.

Toinen analyysilukuni kasittelee romaanin kolmeasivaerilaista lesbosuhdetta. Nanin ja Kittyn
suhde on esitetty naistenvalisen& romanttisenarygena; Nanin ja Diana suhde aggressiivisena
seksisuhteena; ja Nanin ja Florencen suhde esinmérklesboperheestd. Romaanin suhteiden
valityksella Waters kasittelee niin viktoriaanisajan stereotyyppisia kasityksia lesboudesta kuin
nykyajan seksuaalivahemmistdille tyypillisia taamkohtaisia ilmidita kuten kaapissa elamista ja
sateenkaariperheita.

Asiasanat: Waters, lesbous, seksuaali-identitgettfprmatiivisuus, naismaskuliinisuus
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1. Introduction

Lesbianism has not been openly visible in litemtfor very long. In the century, it was not
acceptable to write about the topic, and later esbianism in literature has often been either
ignored altogether or interpreted as somethingrath@n lesbianism. Lesbian literature has also
been censored, even by the writers of it themsetvesder to be able to release their works at all.
For example, the lesbian clas3ice Well of Lonelinedsy Radclyffe Hall andrlando by Virginia
Woolf, both published in 1928, were censored bexadfigheir supposedly indecent queer themes.
From the 1970s onwards one of the many aims ofdagbeorists has been to develop a canon for
lesbian literature (Kekki 17). As a result of thes well as changes in society in general, both
publishing and reading lesbian literature has ethitb become more acceptable. Nowadays for
example the British writer Jeanette Winterson, ibcuses on lesbian themes in her novels, has
secured her place in the British literary canornsdillesbian crime fiction has become relatively
popular, especially in the USA.

In this study | will discuss the representatad lesbianism in Sarah Waters’s noV¥gbping the
Velvet(1998). What differentiates Waters from the fewtevs mentioned above is the fact that,
even though published at the end of the 1990s lamdbeginning of the 2000s, most of her novels
are set in the i’gcentury. Through her many lesbian characters, Waken offers views of what
19" century lesbianism might have been like, thus gestilling some gaps left by the absence or
invisibility of lesbianism in authentic i’gcentury fiction. As Wilson (286) points out, “emnpag
the Victorians through fiction allows for a reintigation of particular elements of Victorian
culture”. Wilson (286) also argues that sinidpping the Velvets a postmodern Victorian text, it
“reveals Waters’s awareness of twentieth-centulatimnships between performance and sexuality
for women”. Hence, Waters is able to employ curtesbian and queer theories in her writing in

order to create a suggested version df déntury lesbianism.



Sarah Waters (1966-) is a Welsh writer cutydinting in London. She has published five novels
so far: Tipping the Velve(1998),Affinity (1999),Fingersmith(2002), The Night Watcl{2006) and
The Little Strange2009). Out of these, the first three are sethi i century whileThe Night
WatchandThe Little Strangetake place in the 1940s. In addition, all five Ideih lesbian themes.
Waters has won several awards for her work, and lBiogersmithandThe Night Watclhave been
shortlisted for the Man Booker and Orange Prizé® Bas also been named Author of the Year
three times, and bofhipping the VelveandFingersmithhave been adapted for BBC TV.

Tipping the Velvets Waters’s first novel and its main characteNency, or Nan, Astley, an
oyster girl from Whitstable, England. AccordingXeremiah (135), the novel can be considered a
combination of a picaresque novel andildungsromanA picaresque novel refers to “en episodic
text” that “describes the adventures of a livelyd aesourceful hero on a journey” whereas a
bildungsromanis “a novel in which the chief character, aftenamber of false starts or wrong
choices, is led to follow the right path” and tovdl®p into a mature and well-balanced person
(Jeremiah 135). The story is told from Nan’s pahtiew as opposed to authentic Victorian texts
that usually use third person narration.

Tipping the Velvets divided into three parts, all describing diffiet phases in Nan’s life in
chronological order. In the first part Nan, who dgvthe music halls, falls in love with a male
impersonator called Kitty Butler. The two eventyathove to London together, become secret
sweethearts, and Nan joins Kitty’'s male impersaggaéict as Nan King. In the second part Nan and
Kitty's relationship ends and Nan briefly worksasnale prostitute in the streets of London before
beginning another relationship with a wealthy upgess widow called Diana Lethaby. In this
rather sexual relationship, Nan is referred to asn®s “boy” and she dresses up in various
masculine outfits to please Diana and her circleesibian friends. In the final part of the novegrN
comes to terms with her sexual identity as whatweald now perceive as a masculine lesbian and

forms a possibly lasting and mature relationshighWiorence, a socialist with a child. Both female



masculinity and Nan'’s different lesbian relatiopshare crucial in Nan’s search for her lesbian
identity, and these are also the two themes lagificentrate on in this thesis.

My intention, hence, is to look at the reprgation of lesbianism ifiipping the Velvefrom
two different viewpoints. In the first analysis gher | will examine how Nan’s sexual identity
develops through different female masculinitiethie course of the novel. Since female masculinity
in the novel is most closely connected with therabti@r of Nan, it makes sense to concentrate on
her although the character of Kitty will also beasxned to an extent in relation to female
masculinity as theatrical performance. The threangles of female masculinity present in the
novel are theatrical performance, passing and gassmman, and finally masculine lesbian identity.
These will be analysed and their connection toiggsbm will be examined. In the second analysis
chapter the focus will shift to lesbian relationshi|l have divided the main relationships in the
novel into three different groups: romantic friehgs sexual relationship and lesbian family. I,
then, intend to extend my analysis to how lesbransdescribed through the different relationships
in the novel. Thus, the first analysis chapter wahcentrate on the individual while the second wil
deal with relationships.

The reason why | think it is relevant to stutlg representation of lesbianismTipping the
Velvetis threefold. First of allTipping the Velvehas not been studied closely before, there so far
only being a few relatively short articles on ihdatherefore | hope to be able to bring some new
insight into the topic with my thesis. Secondlye thovel is about the life of lesbians, and | think
is both interesting and important to examine arstuBs the representation of sexual minority
groups as opposed to always focusing on for exammglerosexual women, the representation of
whom in literature has already been studied moen tthat of lesbian women. Finally, as |
mentioned earlier, even though published in 1998ping the Velveis set in the 19 century - the
late 1880s and the 1890s, to be more precise tharsdt perhaps offers a new angle to the study of

lesbianism in literature. As Halberstam (1998, H0jnts out, the description of T9century



lesbianism has often been limited to either ronearitiendship or mannish identification.
Zimmerman (1986, 18), furthermore, argues thati#esbneed to be provided with a tradition, even
if it is a retrospective ond.ipping the Velvetewrites lesbian history, or even writes lesbisrs
history, and in so doing provides interesting sstjgas as to what lesbianism at the end of tHe 19
century could have been like. At the same timexands the possibilities of expressing lesbianism
in the 19" century compared to more traditional or stereaipiiews.

Tipping the Velvetontains rather fierce descriptions of sex betw&en women and it also
deals openly with romantic love between two womennell as female masculinity as a sign of
same-sex desire. Considering these facts, it ishyhigrobable that this novel would have been too
daring to actually have been published in th8 déntury. In the Victorian era, and even laterigex
like this would most likely have been censored anred. However, the style and language of
Tipping the Velveare typical of Victorian novels and thligoping the Velvetas well as Waters’s
other novels set in the tj‘.&entury, could well pass as a Victorian novel.

Because the aim of this thesis is to analgsbianism inTipping the Velvetl will be using
gueer theory as the theoretical framework for nugyt It is important to point out that some of the
terms | use in my analysis, for exammay, lesbian and butch were not part of Victorian
vocabulary because they were either not inventedryeot used in their contemporary sense. | will,
however, be using these terms because they areamauable for usTipping the Velveis a
postmodern Victorian text and therefore my intemti® to analyse it using contemporary theories
on homosexuality and/or queer instead of only disitiy same-sex identities, love and desire the
way they were perceived in the"™8entury. Moreover, because the novel takes pladae 18
century, it is important to shed some light on ¥ia@n values concerning women, marriage and
sexuality. In the following theory chapter the kegncepts of this study will be introduced. | will
begin by providing general information on what igant by queer theory and how and when it

emerged, and will then go on to discuss the notafngender performativity, cross-dressing and



female masculinity in further detail. The final parf the theory chapter will focus on Victorian

values.



2. Theoretical Framework

In this chapter | will present the theoretical feaork for my thesis. Because my intention is to
focus on the themes of lesbianism, cross-dressidgeanale masculinity ifipping the Velvetthis
study needs to be placed within the field of qubepry. | will begin with an introduction into the
background and definitions of queer theory and thiih move on to present the key concepts of the
study. SinceTipping the Velveis set in the Victorian era, it is also esserdrad useful to provide a
historical framework for further analysis of thevebd Therefore, the last section of this chapter

focuses on discussing Victorian women, marriagesaxdiality.

2.1 Queer Theory: Background and Definitions

This study falls under the field of queer theoryowver, in order to be able to understand why
gueer theory emerged and what the issues it detidsave, we need to go back to its roots, namely
feminist theory and criticism, as well as lesbiad gay studies.

According to Abrams and Greenblatt (23), festincriticism “seeks to rectify sexist
discrimination and inequalities”. Historically, wem have been oppressed by the patriarchy in
multiple ways — some examples are the division prteate and public spheres whereupon women
have been forced to stay at home taking care ofaimdy and the home while men have worked
outside the home and provided for the family; thdarestimating of women in all branches of the
public sphere when they have indeed been allowedter it; and the invisibility of women in areas
such as politics and literature. As a result of ifesh theory and criticism ever since the 1960s,
some revolutionary changes within for example ditgrand cultural studies have taken place — the
literary canon has extended through more thoroungttyais of literature written by women; sexist
representations and values have come to be cedicthe importance of gender and sexuality has

been emphasised; and institutional and social mefdrave been proposed (Leitch et al. 23).



What has been problematic with mainstream riesnitheory, however, is the fact that the
spokespeople for it have often come from a cerkama of background, thus representing only
certain kind of women with certain kinds of expades. As a result, until relatively recently, white
middle-class heterosexual woman has been the narrferninist theory, and all other groups of
women have then been defined in relation to thatr(®lorris 165). However, it is obvious that not
all women share the same experiences: women coone @ifferent racial, cultural and social
backgrounds and they have different sexual idest@ind different political opinions. These women
have felt “silenced and unrepresented in mainstreaaial agendas”, which have not considered
their needs and issues (Abrams and GreenblattA4a result, women of different backgrounds
and experiences developed their own theories imrotd give a voice to women who do not
consider themselves represented within the framlewbmainstream feminism.

Kimberlé Crenshaw has coined the tértarsectionalityto refer to the “the complex interaction
between a range of discourses, institutions, itlestiand forms of exploitation” (Sullivan 72). In
other words, intersectionality means that, instehdacting independently, different modes of
oppression such as race, class, gender and sgximditsect, and thus the same person can be
oppressed on multiple levels at the same time.

Lesbian feminism emerged as one subgrougrofrism in the late 1960s and early 1970s to
challenge mainstream feminism. Its aims were mastety connected with identity as lesbian
feminists were concerned with “fear of and hostitiwards lesbianism” and, as a response to this,
wanted to “project a positive lesbian identity” (Mes 167). Lesbian feminism critiques the concept
of heterosexism as “the set of values and strustthrat assumes heterosexuality to be the only
natural form of sexual and emotional expressioninfderman, 1986, 201). After all, women have
not “searched for emotional and sexual fulfilmentyathrough men” but through other women as
well (Zimmerman, 1986, 202). Furthermore, lesbiatictsm intended to define what is meant by

lesbianism and how it can be recognized (Morris)1&Y other words, as Morris (167) puts it,



“claiming and proclaiming a lesbian identity” haselm an essential goal for lesbian feminism. With
regard to literature in particular, lesbian worles/é often been excluded from both the traditional
and the feminist canon. According to Zimmerman @,9817), “it is a matter of serious concern
that lesbian literature is omitted from anthologa@sincluded in mere token amounts”. Lesbian
critics, therefore, aim “to develop a lesbian cgnand then to establish a lesbian critical
perspective” (Zimmerman, 1986, 203). However, lasbcritics have faced many challenges,
possibly the biggest of which has been their neetptovide lesbians with a tradition, even if a
retrospective one” (Zimmerman, 1986, 208). Leslmiatics have therefore for example re-read old
texts in order to reveal their lesbian aspectss Tias not been an easy task because writers of
lesbian literature have been “silenced by a hombjghand misogynist society” and “forced to
adopt coded and obscure language and internal rsdmgbin order to be able to write about lesbian
topics at all (Zimmerman, 1986, 207). In conclusithe most important goals for lesbian feminism
have been challenging heterosexism, defining lesta, creating a positive image of lesbians and,
especially in literature, constructing a lesbiaition.

Similarly to lesbian feminism, the gay libéoat movement of the 1960s and 1970s was
concerned with gay identity and pride (Jagose 4W)s kind of distinctly gay identity was
revolutionary in that its goal was to “overthrowetlsocial institutions which marginalised and
pathologised homosexuality” as both a psychiatckress and, prior to that, also a crime (Jagose
37). Thus, more than seeking social recognitiory, I[geerationists wanted to enable “a new and
unmediated sexuality for all people” (Jagose 37).

According to Zimmerman (1997, 156), howevewas not until the 1980s that gay and lesbian
studies united and found its place in the acadamithe USA and Britain. Munt (1997, xiv)
explains that lesbian studies was originally a soilbpg within women’s studies and, similarly, gay
studies a subgroup within critical and culturalds#s. This common experience of being in the

minority within a larger theoretical field eventlyalead to lesbians and gay men teaming up in



order to create a common theory for these two sexirority groups. Lesbian and gay studies
“concentrates on the ideological analysis of sexuality, and sexual identity” and it aims to
“disclose the mechanisms of sexual oppression” (MLE97, Xiv). It also aims to make sexual
minority groups more visible, to create a more pesimage of homosexuality, and as Jagose (84)
adds, to naturalise homosexuality.

Some theorists see queer theory only as tiestl&ransformation of lesbian and gay studies
(Jagose 2). However, when lesbian and gay studi@slynconcentrates on two categories of
sexuality, queer theory expands its field into pcatly any kind of sexuality or sexual identity,
whether somehow “deviant” or normative. The termegr came into use in its most recent sense
at the beginning of the 1990s and it is, accordindagose (76) “a product of specific cultural and
theoretical pressures which increasingly structudedates about questions of lesbian and gay
identity”. Similarly to lesbian and gay studiesgmdity is also important for queer theory. However,
even though both lesbian and gay studies and dbeery are concerned with identity, there is a
difference between how they perceive it. As Jad@6¢ puts it, the “non-specificity” of the term
‘queer’ “guarantees it against recent criticismslenaf the exclusionist tendencies of ‘lesbian’ and
‘gay’ as identity categories”. In other words, bkelilesbian and gay, queer is not a fixed category
and it does not have or seek to have one permamamchanging definition. Rather, queer is a
mobile and flexible concept that changes all theetiwhich is also why | see it fit to talk about
definitions of queer, in plural.

Queer theory is not merely a product of lesbémd gay politics and theory but has been
influenced by other schools of thought as welis important to note the poststructuralist contaxt
qgueer, for example. According to Jagose (76-77,“thodels of identity, gender and sexuality
which in large part underwrite the queer agendalwnanged”. In relation to this, she (77) refers to
Bristow and Wilson, who argue, in distinguishing tBay Liberation Front from Queer Nation, that

the politics of identity has been replaced by atiesl of difference. Duggan, also referred to in
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Jagose (77), furthermore, notes that, in queer fpdenilarity to other groups has been replaced
by “the rhetoric of difference”. The identifying difference as crucial for queer is “not specibc t
gueer but characteristic of post-structuralismeneayal’ (Jagose 77). When lesbian and gay studies
considered identity politics necessary for politicdgervention, queer instead shifts its attention
both “post-structuralist theorisation of identity provisional and contingent” and “the limitations
of identity categories in terms of political repgagation” (Jagose 77). This, Jagose (77-78) claims,
has “enabled queer to emerge as a new form of parsdentification and political organisation”.
Theorists such as Althusser, Lacan, Freud, Sauasgr&oucault have been influential in providing
the poststructuralist context for queer. Especigiycault’s view of sexuality as a cultural catggor
that is the effect of power as opposed to beinghject has been significant for queer scholarship
(Jagose 79).

Finally, queer theory can be considered aipally postmodern approach to sexuality studies.
According to Beasley (125-126), “in the 1990s Paxtern positions influenced by interpretations
of the work of Michel Foucault were strongly advadtand these positions “resisted identity terms
like gay and lesbian in favour of perspective-ameeinanalyses described as poststructuralist,
postmodern or Queer”. Similarly, Walters (8) poiotg that the rise of postmodernism in social
theory resulted in critique of “identity politicsds constructing a potential hegemony around the
identity ‘gay’ or ‘lesbian’ as if that necessargypposed a unified and coherent subjectivity: gay
person”. In other words, “postmodern theory chaksithe idea of gay identity as expressing ‘true’
— not constructed — gay sexuality” (Walters 9). 8ew (126), furthermore, argues that there is “a
strong awareness of sexuality as a part of poweastmodern approaches to sexuality because
when sexuality is “no longer confined to one hetexual path defined by a gendered binary
opposition of men and women, then sexualised pma&erbe produced in many places and can

disrupt any simple ‘othering’ of marginalised sexgiaups”.
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According to queer theory, then, identities aot fixed — instead, they are an ongoing process
and therefore cannot be labelled or categoriset. i§lone of the reasons why | want to use queer
theory as the theoretical framework for this studgueer is a more open category than lesbian
studies because it does not permanently deternmats gexual identity. Instead, it recognises the
fact that sexual identities can change, which ig wis not necessary to determine and label people
permanently as belonging to one category. Evengthdwvill use the word ‘lesbian’ when referring
to the characters imipping the Velvetl want to use the broader framework availableaioalysing
them instead of determining them as representihgare kind of or one aspect of sexuality.

Queer theory bases itself on elements takam fieminist criticism, gender studies, women'’s
studies, and lesbian and gay studies. Accordingeitch et al. (25), queer theory criticises “the
dominant heterosexual binary, masculine/feminineictv enthrones ‘the’ two sexes and casts other
sexualities as abnormal, illicit or criminal”. Is imost closely associated with lesbian and gay
sexualities but it also aims to study other sexigslithat can be defined as deviant, perverse or
alternative. According to Jagose (3), “queer fosuse the mismatches between sex, gender and
desire”. Queer theorists emphasise the sociallgtcocted character of different sexualities (Leitch
et al 25), and some topics that are included iregtleeory’s analytical framework are for example
“hermaphroditism, gender ambiguity and gender-ative surgery”. Even the seemingly
unproblematic categories of ‘man’ and ‘woman’ anesfioned in queer theory. (Jagose 3)

With regard to this thesis in particular siimportant to note that queer theorists have fedus
for example drag, cross-dressing and transsexuaditthese are phenomena which “highlight the
nonbiological, performative aspects of gender aocbn” (Leitch et al 25). ITipping the Velvet
these performative aspects of gender constructierciaucial as through cross-dressing, the main
character is trying to find her sexual identity.uShin addition to being a more flexible theoryrtha
lesbian and gay studies, queer theory is relevanthis study because of the wide range of topics

related to sexuality it covers. In the followingbshapter | will elaborate on how gender can be
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gueered and present the key terms of this studyielyagender performativity, cross-dressing and
female masculinity. As in this thesis the focusl w# on these phenomena in connection with the

main character ofipping the Velvett is essential to understand what is meant bynth

2.2 Queering Gender: Performativity, Cross-DressingFemale Masculinity

Sex and gender are generally understood to haverehit meanings. While sex refers to one’s
biological sex, gender, on the other hand, is awmred culturally constructed. Together these two
concepts form a binary relation where sex and gerglmesent nature and culture, respectively.
One of the first theorists to discuss the distorctbetween sex and gender was radical feminist
Gayle Rubin. In her two articles ‘The Traffic in Wien’ and ‘Thinking Sex’, both published in
1975, she points out that while sexual differenue gender difference are related, “they are not the
same thing” (Kekki 15). While sex as a biologicategory might seem rather fixed and
unproblematic since it is, after all, seen as tlaeknof one’s physical body, gender is a more open
category that is affected by culture. Since gemderbe considered culturally constructed and thus
acquired separately from sex, it cannot be constléwy be caused by sex or to somehow reflect it
(Butler, 1999, 142). Instead, Judith Butler (1999) argues that “taken to its logical limit, the
sex/gender distinction suggests a radical discoityinbetween sexed bodies and culturally
constructed genders”. Because of this discontinttitig possible to theorize gender independently
of sex. This means that any sexed body, whethez ordlemale, can be signified by the wondan
masculineas well asvomanand femininebecause sex does not limit gender in any way éButl
1999, 10). Butler (1999, 10) also questions théilya of sex but she explains that even if one
assumes that the sexes are unproblematic and fikeste is no reason to assume that genders
ought also to remain as two”. In addition, it isspibble for one sexed body to have several different
genders at the same time (Butler, 1999, 142-148jcH, for Butler, gender is a ground for endless

opportunities and different identities.
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Butler is indeed a crucial theorist with reyao my study. According to Jagose (83), for
example, Butler is “the theorist who has done nmsinpack the risks and limits of identity” within
lesbian and gay studies. Especially her boGender Trouble(1990) andBodies That Matter
(1993) have been influential for queer theory, entielg and discussing the concept of gender
performativity.

According to Butler and many other queer tister heterosexuality in our society has been
naturalized. In other words, “heterosexuality iswmsed to be a neutral or unmarked form of
sexuality” (Jagose 17) — the norm of which othexusé identities are considered deviations.
However, Butler (1999, 161) explains that neither institution of naturalized heterosexuality nor
the category of sex is in fact natural — instelhdytare socially instituted political categoriebe$e
categories are then used to serve “the purposespadductive sexuality” (Butler 1999, 143). This
kind of division of bodies into male and female eeserves “the economic needs of heterosexuality
and lends a naturalistic gloss to the institutidnheterosexuality” (Butler 1999, 143). In other
words, in order for this compulsory heterosexudiitype able to exist, there needs to be a division
into male and female subjects to support it.

In Butler's (1999, 30) view, in addition toethtwo sexes, the institution of naturalized
heterosexuality also requires gender as a bindayior where the masculine and the feminine are
differentiated from one another. This, Butler (1990) argues, is achieved “through the practices
of heterosexual desire”. Jagose (85) explains thihat naturalises heterosexuality is “the
performative repetition of normative gender ideest, that is to say female femininity and male
masculinity. When heterosexuality is the norm, tbsult of this is that identities where gender is
not the result of sex and “those in which the pcast of desire do not ‘follow’ from either sex or
gender” cannot exist (Butler 1999, 24). To be nyecise, normative heterosexuality negates the

existence of genders and desires that are nobtieequence of the corresponding sex.
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However, as mentioned earlier, because gesdet as fixed a category as sex presumably is, it
should be possible to create or express genderdlega of one’s biological sex. According to
Butler, then, the system of naturalized heterodéyuahereby sex and gender are made to signify
heterosexual values can indeed be deconstructed(1989, 172-173) points out that when gender
is falsely stabilised to suit the purposes of thetetosexual institution, various gender
discontinuities within gay and lesbian, bisexualwaell as heterosexual contexts remain concealed.
Heterosexual coherence needs to be exposed “asna ara a fiction that disguises itself as a
developmental law regulating the sexual field thaurports to describe” (Butler 1999, 173). This,
according to Butler, can be achieved through shguhe performative nature of gender.

Butler (1999, 173) points out that when thimkiof gender identification as something that can
be enacted, it is obvious and understandable titagrence is still both desired and idealized. To
provide an example, if a woman wants to performaukisity, she will probably strive to reproduce
those elements of masculinity that are typicalh&f heterosexually coherent masculinity. In other
words, it is desirable to reproduce as convincimgr@ion as possible of that which is enacted. For
example gestures, acts and desires usually assdeudth male or female behaviour can be used as
signs of certain kinds of identities to “produce #ffect of an internal core” of some kind (1999,
173). Hence, it is possible, then, to reveal thdopeative nature of these signs of gender through
imitating them “on the surface of the body” (ButlE999, 173). At the same time it becomes clear
that because it is indeed possible to reproducgetsgns, the gendered body cannot have a fixed
original or an ontological status. Instead, itslitgas constituted by the different acts that are
reproducible. These acts are “fabrications manufadt and sustained through corporeal signs and
other discursive means” (Butler 1999, 173). Thusndgr loses its supposed status as a fixed
heterosexual category and reappears as a repréepeitbormance.

What concrete example could then be usedusatdhe performative nature of gender? Butler

(1999, 174) argues that gender parody within dedfgttively mocks both the expressive model of
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gender and the notion of a true gender identity’other words, in drag a person can look feminine
on the outside because of the way they are dremsgatherwise styled, and be masculine on the
inside at the same time because their sexed boaals. In addition to this, that same person can
have a masculine body on the outside and feel femion the inside on the level of gender identity.
Hence, drag reveals the multiple levels of genldat & person can have or express at the same time.
The performance of drag then enables the anatorthegierformer to differ from the gender that is
performed, which shows that because gender caerswalised through performance, it cannot in
fact be natural but instead appears as fabricéBedler 1999, 175, 186). As Butler (1999, 175) puts
it, drag “reveals the distinctness of those aspeftggendered experience which are falsely
naturalized as a unity through the regulatory dictof heterosexual coherente.imitating gender,
drag implicitly reveals the imitative structure génder itself — as well as its contingehtalics in

the original). Moreover, it needs to be mentiorteat for Butler (1999, 175), “parody of the very
notion of an original”. Therefore, there is no amgg that parody can imitate but rather that whgh
assumed to be the original is in fact “an imitatwithout an origin” as well (Butler 1999, 175). In
conclusion, compulsory heterosexuality can be deicocted by showing that gender is in fact
performative by nature. What is then achieved ésidea of gender identity as fluid, flexible and, a
a result, attachable to any sexuality or sex.

The connection between drag and performativéy often been misunderstood, andaodies
That Matter a follow-up forGender TroubleButler clarifies what she means when linking thes
two. Based orGender Troubledrag has often been mistaken “toédemplaryof performativity”
when Butler has merely meant to cite itos® example of performativity (Butler, 1993, 230, i¢al
in the original). According to her (1993, 230-231j drag is performative, that does not mean that
all performativity is to be understood as drag’.rtRarmore, she (1993, 95) adds that
“performativity is neither free play nor theatricsglf-presentation; nor can it be simply equated

with performance”. Instead, Butleib{d.) argues, performativity is “a regularized and ¢oaeed
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repetition of norms” — “not a singular ‘act’ or ent& but “a ritual reiterated under and through
constraint, under and through the force of protubitand taboo”. Hence, as Jagose (87) points out,
gender performativity “is not something a subjgges but a process through which that subject is
constituted (italics in the original).

Another way of constructing and therefore alsmonstructing gender is cross-dressing. The
term cross-dresser refers to someone who dresses thp clothes of the opposite sex. In other
words, then, there is both male-to-female and fer@male cross-dressing. The cultural
fascination of cross-dressing has been visible amyraspects of popular culture, for example film
(e.g. Tootsie, The Rocky Horror Picture SHowV (e.g.Monty Python Little Britain) and music
(e.g. Madonna, David Bowie). Cross-dressing is &lequently present in media, and academic
studies have been interested in it as well. (Gabber

Marjorie Garber has examined cross-dressirfgeinbookVested Interests: Cross-Dressing and
Cultural Anxiety(1992). According to Garber (4), cross-dressinglasely associated with gay
identity. In fact, she (4) claims that cross-dnegsand gay identity are so closely related that “no
analysis of ‘cross-dressing’ that wants to inteategthe phenomenon seriously from a cultural,
political, or even aesthetic vantage point can tfaitake into account the foundational role of gay
identity and gay style”. To exemplify her claim,esimentions fashion and stage design, female
impersonating as well as the phenomena of dragvagading, a campy dance style imitating
runway modelling that was especially popular amgag men in the 1990s. However, it should be
mentioned that Garber’s book is from the early X0&0d it is quite possible that some of her views
are somewhat outdated by now. Nevertheless, itbeasaid that gay identity and cross-dressing
have intertwined to an extent. Despite this, howeiteis also important not to restrict cross-
dressing to the context of homosexuality — aftéribhlso has other meanings “of self-definition
and political and cultural display” (Garber 5). Téere, while cross-dressing and homosexuality

“constantly intersect and intertwine, both williggind unwillingly”, it is still clear that neithes “a
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sign for the other” (Garber 130). Some cross-dngsbehaviours are homosexual while others are
not.

In Garber’s (10) view, cross-dressing is ac@uway of challenging certain notions of binarity
as, like Butler’'s notion of performativity, it shewthe constructed nature of gender. Garber (132)
refers to Money who points out that because “dngsss traditionally gender-coded almost
everywhere on earth, cross dressing is one higtigic art of gender crosscoding”. The cross-
dresser, then, becomes “the third” that disrupts hlarmony of the binaries of male/female,
gay/straight and sex/gender (Garber 133). Garl®rdfdgues that “this disruptive act of putting in
qguestion” is “precisely the place, and the rolethaf transvestite”. In other words, the cross-dness
indicates the place of what Garber (16) calls “gatg crisis” — through cross-dressing the notions
of “the ‘original’ and of stable identity” can beugstioned. If a man can dress up as a woman and
woman as a man, and if the supposed original cas lie constructed and reconstructed, there
cannot in fact be an original.

There are differences between cross-dressersvhat their cross-dressing aims at. First of all,
there is a difference between transvestites amdsexuals. Many transsexuals want to change their
physical bodies while transvestites have no intaredoing so (Garber 129). Both transsexualism
and transvestism can be associated with both tsebenality and homosexuality. Furthermore,
according to Garber (132), there is both transgdstishism (transvestophilia) and non-fetishistic
cross-dressing. Some cross-dressers want to pdke apposite sex while others are interested in
female or male impersonating (Garber 14). Findtlymany gay men and lesbian women, dressing
up in the clothes of the opposite sex is an imporpart of expressing their sexual identity. For
example, the lesbian roles of butch and femme, lwhiidl be discussed in further detail later on,
often play with masculinity and femininity througlness. InTipping the Velvetfor example, Nan
explores her sexual identity through cross-dressexgressing her masculinity by dressing up in

men’s clothing.
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Garber (132) mentions that non-fetishisticssrdressing “is commonly known as transvestism”.
However, | disagree with her in that people in gaheould assume transvestism to be non-
fetishistic. On the contrary, the word transvestigs certain cultural connotations that often tesul
in it being understood to refer to someone whowsrsexual pleasure from wearing the clothes of
the opposite sex. Therefore, it is important to keagise the distinction between fetishistic and non-
fetishistic cross-dressing. In my view, cross-dresdor a fetishistic transvestite is serious and
always sexually pleasing — in other words, it isracial part of their personality, sexuality and
sexual behaviour. However, while non-fetishistioss-dressing can also stem from sexuality or the
cross-dresser’s sexual identity, it does not haveot so. As a result, this kind of cross-dresssg |
also often used in theatre to create a humoroestefCross-dressing and theatre have indeed quite
a few things in common: both involve disguise, aos and role playing (Garber 29). However,
non-fetishistic cross-dressing in theatrical cotgeand non-fetishistic cross-dressing stemming
from sexual identity perhaps differ from each otimethat while in theatre cross-dressing is often
role playing, for example a masculine lesbian doasnecessarily play a part but on the contrary
often does what feels natural for her (Garber 14¥).the other hand, sometimes it might be
difficult to distinguish between role-playing andxsal identity as for example drag queens and
kings can indeed portray both at the same time.

Passing in connection to cross-dressingsdtethe fact that when cross-dressed as the dpposi
sex, the person in question may also be able t® g@she opposite sex and go unnoticed in certain
situations. For example, a woman dressed up in sndathes might be able to pass as a man and
vice versa. Whittle (126) asserts that for a cidigsser, then, dress is a sort of disguise thaishid
the passing cross-dresser. Similarly, Sullivan @@hpares passing with the idea of masquerade, “a
performance in and through which one ‘passes’™. @06), furthermore, goes on to equate passing
with “becoming invisible”. Hence, passing has to with disguise, masquerade and, in a way,

becoming invisible — in other words, it could als® seen as a sort of performance that plays with
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traditional gender roles. The passing cross-drelsglas themselves and observes the world and
moves in it disguised as someone else, experiemsiag/thing from the perspective of the opposite
sex.

Like with cross-dressing, there are diffeneggisons as to why a person might want to pass, and
in relation toTipping the Velvein particular, why a woman might want to pass amnan. As
Halberstam (1998, 168) points out, the most commasons for female-to-male passing have often
been “transition and mobility”. She (1998, 168) mems that over the last three hundred years,
women have “donned men’s clothing, very often mit uniforms, and made their way in the
world passing back and forth between places andlegeh In the 18 and 18 centuries, for
example, some passing women lived as pirates atsse@ joined the army as men, and some
entered male professions and took female lovergudied as men (Halberstam 1998, 168).
Furthermore, Epstein Nord (118; 241) mentions sd\eathentic cases of women passing as male
in the 19" century: George Sand walked the streets of Padsattended the theatre successfully in
men’s clothes, and, similarly, Vita Sackville-Wegalked down Piccadilly in London as a man
without anyone suspecting her of actually beingoaman. InTipping the VelveNan is in a similar
situation when she walks the streets of Londonsgetsip in men’s uniforms and other costumes,
and passes as a male prostitute for men. Passimglashas thus granted women more public space
and the chance to escape being treated as objebting shut out of men’s affairs to the private
sphere assigned for women. In other words, passsgffered a chance for women to step beyond
the supposed limits of femaleness.

Since this thesis is concerned with lesbranig is especially important to understand how
cross-dressing and lesbian masculinity are related, furthermore, what is meant by female
masculinity. Traditionally, masculinity has, af@t, been seen as an exclusive element of the male

body and maleness. Masculinity studies as a fiektualy emerged in the 1970s. However, Judith
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Halberstam is the first theorist to expand masdaylistudies into women. Her bookemale
Masculinity(1998) is the first full-length study on masculimemen, lesbians in particular.

According to Halberstam (1998, 16), white mh&terosexual masculinity “has obscured all
other masculinities”. However, it is important toipt out that despite this, “masculinity does not
belong to men, has not been produced only by meh does not properly express male
heterosexuality” (Halberstam 1998, 241). On thetraoy, masculinity has also been produced by
“masculine women, gender deviants, and often lesbigHalberstam 1998, 241). Therefore, to
claim that masculinity could only be linked with I®&exed bodies and behaviour would be
inaccurate (Halberstam 1998, 241). Halberstam (19PBoints out that through female masculinity
we can better understand the constructed naturenasfculinity. Because masculinity can be
extended to female-sexed bodies as well, it cabeat sign of maleness only. Halberstam (1998, 2-
3) in fact argues that since masculinity “beconegghle as masculinity where and when it leaves
the white male middle-class body”, its many forme actually best exposed within female
masculinity.

Halberstam (1998, 41) explains that “the mobvious forms of female masculinity” are
tomboyism and butchness. Tomboyism refers to guding and looking masculine in their
childhood (Halberstam 1998, 5). This kind of femalasculinity is often tolerated until the girls
reach a certain age. If tomboyism “threatens temckieyond childhood and into adolescence”, it is
often punished because, eventually, girls are dgdeto conform to feminine gender ideals
(Halberstam 1998, 6).

According to Halberstam (1998, 119-120), mésity has always played a crucial role within
lesbianism and, as a result, we even have a spéeifn for lesbian masculinity: butch. Halberstam
(1998, 28) points out that “female masculinity seeim be at its most threatening when coupled
with lesbian desire” and, furthermore, that lesbraasculinity is often not met with approval.

Halberstam (1998, 120) refers to Gayle Rubin whplars that butches express masculinity in
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various different ways: “some butches are investadasculine accoutrements such as clothing and
hairstyle, and others actually experience themsehgemale; some are gender dysphoric, some are
transvestites, some pass as men”. Thus, the bujmérience is not uniform but rather there are
differences within butches. Furthermore, becauséhefmasculine appearance of butch women,
cross-dressing can be linked with lesbian masaulim Halberstam’s (1998, 241) view, “a popular
misunderstanding of lesbian butchness depicts ieitkger an appropriation of dominant male
masculinity or an instance of false consciousnesshich the butch simply lacks strong models of
lesbian identity”. However, since Halberstam (1928,) argues that masculinity can also be
produced by women, it can be said that butchesadlonmtate male masculinity but rather create
their own version of masculinity altogether. Simya Beasley (237) adds that instead of being
simply “a minority version of masculinity”, “femalenasculinity represents the opportunity to
escape from and/or reconfigure gender and sexymdityer arrangements”.

Sally R. Munt has edited a book callBdtch/Femme: Inside Lesbian Gend&®98), which
contains various descriptions and analyses of e and femmeness from poems and short
stories to essays, memoirs and photographs. M@38(11) argues that there are at least two ways
of understanding butch/femme: epistemologicallgaih be considered a gender characteristic — “a
style of knowing, interpreting, and doing lesbiaander” — and ontologically, a way of being and
having an identity. Munt (1998, 2) sees butch/fenase visual, tactile and oral way “of looking
and being looked at” as well as a “practice of gday life”. Moreover, butch and femme are the
most public lesbian genders and are therefore aptigtthere to remind us of the fact that
“sex/gender norms are anything but stable andmatlke service of patriarchy”. This might be one
reason why butch women are often considered threa@te“both by mainstream culture and by
feminists who still see such expressions of gemd@nplementarity as regressive and politically

problematic”. (Roof 35) The butch is, then, oftemsidered a “failed woman (too little woman)”
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and the femme “a hyper-woman (too much a womamgthaps in order to make these lesbian
genders less threatening to hegemonic gender viMias 1998, 3).

Because a butch woman might not be easilyaldacas woman, she can pass as man in various
situations, whether it is her intention or not. Bétalberstam and Garber mention public bathrooms
as a typical place for this kind of passing. lofsen the case that a masculine woman in a women'’s
bathroom has to prove her femaleness in orderitotga right to enter it (Halberstam 1998, 21).
However, in most other situations there is no reds@rove one’s femaleness and, as a result, it is
often possible for a masculine woman to pass safulbs

Halberstam (1998, 119) mentions that masaylifoften defines the stereotypical version of
lesbianism”. However, it is important to bear innehithat lesbianism refers to various “kinds of
sexual desires and acts” (Halberstam 1998, 5&)tHer words, there are differences within lesbians
and how they express their sexual identity. Theegfthe lesbian experience cannot be summarized
and, instead, it has many different meanings angsvaed expression. Butchness is therefore only
one way of expressing lesbianism.

If butch refers to lesbian masculinity, itsuoterpart femme is used accordingly to refer to
lesbian femininity. Halberstam (1998, 121) explathat in the 1970s many lesbian feminists
“rejected butch/femme and its forms of sexual plgying as a gross mimicry of heterosexuality”.
However, as Butler (1999, 157) points out, the idehutch and femme as copies of heterosexual
roles underestimates their erotic significance faternally dissonant and complex in their
resignification of the hegemonic categories by Wwhibey are enabled”. In other words, it is
important to remember that the existence of butath mme identities actually questions the
notion of “an original or natural identity” (Butld999, 157).

It needs to be remembered that not all femradsculinities are connected to lesbianism. In this
study, however, the focus will be on lesbian masaylbecause nearly all the character3ipping

the Velvetare lesbians. It is also important to bear in ntimat the point of female masculinity is
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not to “create another binary in which masculiratways signifies power” (Halberstam 1998, 29).
In other words, female masculinity and female famig are not each other’s opposites, and female
masculinity is not “a female version of male mastty” (Halberstam 1998, 29). Rather, female
masculinity is a phenomenon that stands on its gwassibly producing “unpredictable results”

(Halberstam 1998, 29).

2.3 Victorian Values: Women, Marriage and Sexuality
BecauseTipping the Velveis set in the late f9century, it is important to place it in its hidta
context and shed some light on Victorian valueseamnng women, marriage and sexuality. In this
subchapter | will therefore provide a historicatkground for further analysis of the novel.
According to Abrams and Greenblatt, the Vieorera can be said to cover the period between
the years 1830 and 1901. However, it is impossibleise such exact dates because in reality
Victorian values were already present before thar 830 and continued to be after 1901. In
Victorian times, marriage was considered very ingotr According to Vicinus (x), the family was
“the cornerstone of Victorian society” and womearfdy “function was marriage and procreation”.
However, women’s rights, in marriage and otherwisere extremely limited. When Victoria
became Queen in 1837, women were not allowed to owbe in charge of their property. In
addition, women had no vote, they could not holditipal office, nor had they the rights to the
custody of their children (Abrams and Greenblaftt&8ellamy 131). Furthermore, it was difficult,
if not impossible, for a woman to divorce her hushawhile men could divorce their wives for
adultery, women could do so only if their husban@se guilty of bigamy, cruelty, incest, rape or
bestiality as well (Hoppen 320). Despite all thiswever, marriage also had positive connotations
to it. It “conferred status, sanctioned legitimaex” and “provided companionship, children,

perhaps even love” (Hoppen 318). Also, even thdangharriage a woman transferred from father
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to husband and thus remained under the protecfiannoan, many women still saw marriage as a
chance to become independent (Hoppen 318).

Changes in women'’s rights began to arise tdsvéine end of the ¥9century, which is also
when Tipping the Velvetakes place, and some extensions were made tétawse concerning
women and marriage. Abrams and Greenblatt (187 Ijtiore for example changes in mother’'s
rights to access to her children with The Custody @ 1839; the Divorce and Matrimonial Causes
Act of 1857; and the Married Women'’s Property At870-1908. Thus, some improvements were
eventually made to better women'’s position. Howgitehas to be remembered that despite these
changes women still did not have the same rightaegs and in most cases it was still the man who
could decide over his wife and children. Women wagéned in relation to men — in other words,
through their roles as mother, wife and daughteraN28).

According to Vicinus (ix), something referreal as “the perfect lady” was the Victorian ideal
woman, even though this ideal developed mostihéupper middle class only. Despite this, it was
what women of all classes should strive for thet ltesy could. The perfect lady represented
respectable femininity, in other words chastity gnaity, and as a result was to be brought up
“innocent and sexually ignorant” (Vicinus ix). Fdyniaffection and the desire for motherhood,
however, were considered natural and even desirahke perfect lady was kept in the home under
her parents’ supervision until she was marriedaAdgfe, she did not work but instead had servants
to do the housework and nannies and governessedkeocare of the children. The perfect lady
socialized only with her family and close friendder status depended first on the economic
position of her father and then on that of her lansb (Vicinus ix) However, as mentioned, this was
only an ideal and in reality few women, even in thieldle classes, could afford to live like perfect
ladies should.

According to Nead (24), “particular femininges and functions were allocated a special status

and importance and in this way the feminine ideas wepresented as a desirable and unsurpassable
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goal to which all women would naturally aspire”.dther words, women were raised to want to be
respectably feminine by attaching positive connotetto their position and duties in marriage. The
significance of the roles of the ideal woman asesiand mothers was twofold: moral on one hand,
medical on the other. As Nead (24) points out, asogal “guardian of the private sphere, woman
was believed to play an essential part in the coosbn and perpetuation of domestic and social
order”. This way, respectable femininity was defires both personally gratifying and socially
significant. In the discourse of medicine, on tlieeo hand, respectable femininity was seen as
healthy and normal. This view was taken seriouglgaoise medicine as a science was associated
with truth and objectivity. (Nead 25) Also, marrgggregnancy and breast-feeding were thought to
ensure female health (Nead 26). Hence, Naifipping the Velveteviates from the Victorian
femininity ideals quite dramatically because of hmesculinity.

Motherhood was considered to be the most itapbfeminine role. In fact, Victorians went as
far as to claim that motherhood was why women egisind that it was the main source of pleasure
and happiness for women. Motherhood signified femeimpurity and it was “an unattainable model
for all other human relationships” (Nead 26). Timsdel of course had its roots deep in Christianity
and in the image of the Madonna and Child as “agigm of maternal devotion and purity” (Nead
26). Motherhood was something that all women shaadt to aspire for - not having or wanting to
have children was considered deviant.

Class differences are essential when discgisgiotorian marriage as the experiences of the
middle classes and the working class were notentgimilar. According to Nead (5), the middle
class felt the need to create a class identity woatld define the middle class as distinct from the
other social and economic classes. This identitg aehieved “through the formation of shared
notions of morality and respectability — domestiealogy and the production of clearly demarcated
gender roles were central figures in this processlass definition”. For middle-class women,

marriage was often the only option as they coult earn an independent living on their own
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“without losing their social status as ‘ladies” ifligton 120). Also, some middle-class women
married because their families could not afforgupport them if they had stayed at home (Thane
191). Whatever the reasons for their marriage, haidthss wives were supposed to stay in the
private and natural sphere of home and family aradept their husbands from domestic affairs
(Hoppen 316). Their role “was to create a placeedce where man could take refuge from the
difficulties of modern life” (Abrams and Greenbldi873). The husbands were also supposed to
protect their wives from something, namely publiaias. According to Nead (29), female
dependency on men “was believed to be a natural gratifying component of respectable
femininity” and, instead of constraining women, englotection was thought to “shield them from
the harsh vicissitudes of public life”. It is cletimat middle-class women and men functioned in
completely separate spheres and had completebreliff tasks and duties.

Also, since family and marriage were importemtVictorians, women were seen to have more
moral authority than their husbands through theles as wives and mothers. It was women'’s
responsibility “to instil moral values into childreparticularly male ones” (Billington 120). Thus,
mothers were supposed to set a good example for ¢hiéddren so that when growing up they
would learn their place in society. In referencehis, middle-class women’s public behaviour was
to be ladylike and respectable (Billington 122).

Respectable middle-class women were not s@gptis work and get paid for it, so in order to
keep themselves busy and useful outside the homelsaw, they often engaged in charity work
(Vicinus xi). They did church work, went into therhes of the poor and into gaols and brothels.
Also, even though women were not supposed to eagn money of their own, they were
nevertheless often the ones to take care of faimiéyce. (Hoppen 333)

For working-class women, it was impossibleb&zome the perfect lady because of economic
and social reasons. The perfect lady was not s@ojpmswork but working-class women had to do

just that from an early age to help provide for fidnmily. They also lived in cramped houses where
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sexual innocence was hard to maintain. (VicinugRegardless of the bad housing situation, moral
purity was still important for the working classas well — mainly because bad reputation could
result in a family member losing their job and tbgs of a source of income (Vicinus xiii). Thus, in
the working classes, women often had a job, fongla in a factory or in the mines, before they
got married, and some continued to work when mérae well. According to Stearns (113),
however, the working-class wife was not supposedddk outside the home because that would
“offend her husband’s manhood, for it would demaatst his inability to provide for her”. Most
working-class women who worked after marriage dod work from choice. There were various
reasons why they had to work, including unemployedderemployed or low-paid husbands
(Thane, 189). To earn extra money, working-clases/bften took in lodgers, cooked food for sale
or kept small shops. However, many working-classmen saw housewifery as a job and,
furthermore, thought that by giving up their jobdagetting married they for the first time became
“free of the control of either parents or employarid were “in possession of their own lives and
homes. Control by the husband was not necessarilyit@lly comparable” (Thane 195). From a
middle-class point of view, the fact that workinigss women often had jobs was a sign of moral
degradation, which could lead to the destructiomaafily life. Because these women were not as
dependent on men as they should have been, thaynkez threat to the middle-class values. (Nead
31)

Most of the characters fipping the Velveare members of the working class so the fact that
Nan and Kitty work the music halls in London, oatthiNan visits the music halls and walks the
streets of London on her own, or goes to a pub hathfemale friends, is easier to account for than
it would be if the characters belonged to the neddass, for example. After all, the rules as t@atvh
working-class women were allowed to do were nostast as those of the middle class women.
Diana Lethaby, on the other hand, is an upper-dedg which also allows her to do what she

wants rather freely despite her sex because sheakhy and thus in a prestigious position. In othe
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words, the rules were the strictest for the midddesses — a class that is not so visibl€ipping the
Velvet

Also, there was a certain kind of interdepergebetween the roles of husband and wife within a
working-class household although this interdependemas not the same thing as equality (Thane
196). Working-class men often wanted to get marbedause a practical housewife made their
lives much easier (Thane 182). After all, “seasitypalperiodic depression, disputes or other
hazards” made their work situation rather inse@md stressful (Thane 195). The working-class
wife could help her husband and often had a latesponsibility — like the middle-class wife, she
controlled the family’s finances, whether she edraeything herself or not (Stearns 104). This task
was essential for the working-class wife becauseefiected her place in the family and determined
how well she could carry out her responsibiliti¢Stearns 108). Because women were supposed to
please their husbands, they often hid the famibgserty from the husband and initially fed and
clothed the husband well and after that saw tornbeds of themselves and the many children
(Stearns 106).

Even though marriage was the norm, not altdfian women married or had children. First of
all, there was an “imbalance in numbers betweerséxes” as there was a surplus of women over
men. Emigration was one way of solving this problaut not enough women emigrated to balance
the situation. (Abrams and Greenblatt 1872) In t@alii some middle-class women possibly chose
to remain unmarried because of the constraints rtieatriage and family caused (Thane 179).
Towards the end of the $%entury, divorce also increased and “public dismrsand criticism of
marriage and the family” emerged (Thane 179 & 18W)rthermore, for the more well-to-do
classes, widowhood was a favourable position agae the woman “a legal and actual
independence, for example over the control of knar property” (Thane 182).

Another interesting point that concerns thigly is the fact that many unmarried women had

instead long and passionate friendships, whichdcbal interpreted as lesbian relationships. These
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friendships could seem innocent but could in redtiidve been much more because they were
“unsupervised by a legal system which made no camongon lesbianism”. (Thane 187) However,
even though not all women wanted to get marriedarfrage and the family were produced as the
norm and all other categories were defined in tesfribeir deviation from this norm” (Nead 35).

For Victorians, it was important to differexte between “active, aggressive and spontaneous”
male sexuality and “weak, passive and responsieaiale sexuality, which can be seen in the
double standards that existed in connection taatfseimed different sexualities (Nead 6). As Nead
(6) explains, the concept of double standard “seter a code of sexual mores which condones
sexual activity in men as a sign of ‘masculinityhvgt condemning it in women as a sign of deviant
or pathological behaviour”. For men, it was acckj@ao be unfaithful while at the same time
“female chastity and fidelity constituted acclaimgablic truths” (Hoppen 322). Female chastity
was especially important for the middle classes iamehs closely associated with the ideology of
home and marriage. The family for the middle clasgpresented order, and female sexual purity
and moral ensured that the home remained “a soofrccial stability” (Nead 34). Deviant
feminine behaviour was defined in relation to thakeals of a stable and respectable family. The
prostitute, then, with her unfeminine and disorgesexual behaviour, posed a threat to the
traditional domestic order (Nead 34). The sexwudlaviour of the lesbian women Tnpping the
Velvet does not correspond with the Victorian views omdée sexuality as very passive and
restrained. Instead, the characters have ratheeamhd even ferocious sex lives, and completely
without men.

Prostitution was common in the Victorian eespecially because of poverty. For many
otherwise respectable women, prostitution was sintpe only way of earning a living and
surviving. After all, the working-class women whanked as prostitutes often had many children

that they had to feed and clothe and there simptyewnot ways of earning enough money
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otherwise. Hoppen (322) points out that for mamgsptution was only “a passing phase which in
no permanent way separated them from the bulkeoiibrking-class community”.

Arguments were made by medical experts, gfahat “whereas men had strong sexual drives,
‘normal’ women did not” (Hoppen 322). In other wergrostitutes were not considered ‘normal’
but rather abnormal and deviant compared to how evoshmould behave sexually. Also, attempts to
control prostitution did not concentrate on thesoea why women were forced into selling
themselves in the streets, namely poverty. Instdas main concern was venereal diseases that
were commonly associated with prostitution (Thab)1In other words, prostitutes were thought
to be able to contaminate both the minds and tinerete bodies of respectable people with their
supposedly abnormal behaviour. It is interestingt taven though prostitution threatened the
middle-class ideals of female sexuality and fartfly, it was the middle-class men that at the same
time kept it alive with their frequent visits togstitutes and brothels.

In conclusion, female sexuality of the Victori era was based on the dichotomy
madonna/whore, and a woman’s sexual identity deteanif she could be considered respectable
or not. As Nead (6) puts it, “throughout the nimeti century the differences between the
‘respectable’ and the ‘fallen’ were defined and efated in an attempt to create clear moral
boundaries and to prevent any possibility of coioiti's Women'’s roles were limited to those of
mother and prostitute and these two extreme ends the only female identities there could be
from a patriarchal point of view.

When it comes to homosexuality in the Victarera, it is important to note the emergence of
sexology and its effect on views on homosexualitythie late 19 century. Before sexology
emerged to define sexuality and its acceptable $presbian and gay identities had not been
acknowledged. Kekki (21) points out that Michel Eault has argued in hidistory of Sexuality
that, instead of being considered part of a pessaféntity, same-sex sexual practices were seen

merely as pathological acts. Now, however, sexstadiexplained homosexuality as the incurable
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characteristic of a fixed minority” (Gowing 60). Iother words, there was a shift from
criminological discourse to medical discourse, amkual acts were transformed “into stable
notions of identity” (Halberstam 1998, 75).

This brought changes in punishments for malendsexuality. Earlier, the punishment for
sodomy was death penalty, which was lifted in 1861be replaced by lengthy imprisonment
(Hughes 40). However, with the Criminal Law Amenain@Act of 1885, not only public but also
private male homosexual activity was penalised (Ehd86). The penalty for “acts of gross
indecency between men” was now “two years’ har@fafHughes 40). For example Oscar Wilde
was prosecuted under this law (Thane 186). Lesliamen, on the other hand, “were exempted
from prosecution” because they were not consid&edsocially dangerous as male homosexuals”
and because they were relatively invisible (Hugh®&s

As | mentioned in the introduction, lesbiarh@arship has usually defined }@entury and
early 20"-century same-sex desire in terms of either rorndrigndship or mannish identification
(Halberstam 1998, 50). However, as Halberstam (199Bexplains, it is probable that “many other
models existed beyond the either-or propositioarofasexual friendship or a butch-femme sexual
dynamic”. Also, even though today we often usewloed “lesbian” to refer to any same-sex desire
between women, in the t’i‘gcentury there were several different terms thahdaad their own
connotations. By using “lesbian” as an umbrellantdor all sexual activities between women,
Halberstam (1998, 51) argues, we erase “the spigifof tribadism, hermaphroditism, and
transvestism”, to name some examples, and “makeal@sm into the history of so-called women-
identified women”, ignoring the history of mascéiwomen.

In Female MasculinityHalberstam (1998, 51) presents some terms the¢ used to refer to
different kinds of lesbian identities in the”l@entury. Most importantly, the word “tommy”, or
“tom”, was used of the masculine female. “Tom” Isoaethe term that the protagonist uses of herself

and those like her ifipping the VelvetHalberstam (1998, 51) quotes Emma Donoghue, wihe
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book Passions between Womeates: “By the mid nineteenth century, ‘tom’ me&animasculine
woman of the town’ or prostitute; by the 1880’saferred to a woman ‘who does not care for the
society of other than her own sex’. Thus, theresvedso a certain connection between the
masculine woman and the prostitute, probably havingdo with their supposedly bad
marriagebility. Both were seen as socially thremigriecause of their queer desires and ways of
living. By the end of the I®century, however, “tomness” came to refer excllgito lesbians or
inverts (Halberstam 1998, 52). The wandert was often used of masculine lesbians and it was
defined by Havelock Ellis at the end of thé"i@ntury as a “genetically anomalous” woman who
supposedly suffered from an anomaly of the geni@ans, which then led to her outward
masculinity as well (Garber 139).

Furthermore, the words tribade, hermaphrodui®antic friend, Sapphist and female husband all
had their separate connotations (Halberstam 198&2%. Thus, it can be said that™8entury
lesbianism was not a uniform phenomenon but ratheded into different ways of expressing and
living out same-sex desire. In the following chagteill further examine female masculinity and

lesbianism inTipping the Velveand see in what ways they have been depictecindiael.
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3. Towards Lesbian Identity: Female Masculinity

The aim of this chapter is to examine female masityland its many dimensions ifipping the
Velvet Because female masculinity in the novel is mdssedy connected with the character of
Nan, she will be the main focus of this chaptenalgh the character of Kitty will also be analysed
in relation to female masculinity and theatricatfpamance. This chapter will be divided into three
subchapters, all discussing female masculinity filrdifferent perspective. The first subchapter
will concentrate on female masculinity as a theatriperformance; the second will deal with
passing and posing as man; and, finally, femalecalasty as a certain kind of lesbian identity will
be discussed. All of the female masculinities pnegethe novel will, furthermore, be connected to

lesbianism and Nan'’s search for her lesbian idemtiparticular.

3.1 Theatrical Performance
In the Victorian era, masculinity was not a dedeatr acceptable feature in a woman. Instead, as
noted in the theory chapter, women were supposéee tespectably feminine, chaste and pure, and
stay in the private sphere of the home taking cérée family. However, in 19century theatre,
theatrical female masculinity was a common and @agular phenomenon. As Halberstam (1998,
233) points out, women typically played young bayglays on the Victorian stage. Because of
their size and feminine voice, women were consiiéedter suited for these roles than grown men.
Furthermore, male impersonating was a popuiar in 19"-century music halls. Music halls
emerged in England in the 1850s when regular teeatarted to become more respectable and thus
not affordable enough for the lower classes. Thesieihall audiences, then, consisted
predominantly of people from working and lower maldlass. (Hoppen 365) According to
Halberstam (1998, 232), male impersonation as atrikbal genre has existed for two hundred years
or more, and the main idea of the impersonatingisatb “produce a plausible performance of

maleness”. As opposed to this, the more recentgrhenon of the drag king aims to expose “the
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theatricality of masculinity” through performancébid.). BecauseTipping the Velvetis a
postmodern Victorian novel, the reader needs to ineaind that the descriptions of impersonating
acts in it are not authentic. Instead, it is likéwt Waters has combined elements of botft 19
century impersonating acts as well as the morentedeag king performances in describing Nan
and Kitty’s male impersonating. Nevertheless, tive terms are not completely synonymous
although they do have much in common. However, iteegpe definition of male impersonating
Halberstam offers, the meaning of male impersogatinthe 18' century was not to produce too
plausible a mimicry of maleness. Instead, boyisimen were often assigned with so called “boy”
roles where they “represented an immature mascuduigect” (Halberstam 1998, 233). Overt
mannishness was not encouraged — in fact “the érawde” was often used to actually emphasize
femininity. Mature masculinity, then, remained ‘amhentic property of adult male bodie#Jid.).

In Tipping the VelvetNan and Kitty work as male impersonators, or reeshn the music halls
of 19"-century London. In this subchapter | intend toetakcloser look at how female masculinity
as theatrical performance is presented in the nawd| furthermore, how it can be connected to
lesbianism. | will do this by analysing the diffateaspects of Nan and Kitty’s impersonating acts
and see in what ways masculinity is produced amfbpeed in the novel.

One of the most important things when creainqauthentic masculine impression for a masher
performance is of course appearance. As | alreadyqr out in my theory, role-playing, disguise
and costume are essential elements within the xbateéheatre (Garber 29). Therefore, the clothes
and hair on the male impersonator have to corraspoth the gender being impersonated as well.
In Tipping the Velvegreat attention is paid to all these differenteasp of Nan and Kitty's stage
looks. At the beginning of the novel, Nan is in tioée of the spectator and the focus is on Kitty,
who is the one with the male impersonating acthat €anterbury Palace where Nan goes every
week. The Canterbury Palace is, in Nan’s wordssrifell and, | suspect, a rather shabby theatre”

that has “the scent of wood and grease-paint ailthggbeer, or gas and of tobacco and of hair-oll,
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all combined” (Waters 6) and it is very significhna place of relaxation and fun for the working-
class people of the small towns and villages neant&bury. Kitty’s solo performance at the Palace
is relatively simple and she only has one suit ¢iat wears throughout her act every night. Despite
this, the one suit is very detailed to create ahextic air:

Kitty Butler did not wear tights or spangles. Shaswas Tricky had billed her, a kind of

perfect West-End swell. She wore a suit — a handsgemtleman’s suit, cut to her size, and

lined at the cuffs and the flaps with flashing silhere was a rose in her lapel, and lavender

gloves at her pocket. From beneath her waistcaatesha stiff-fronted shirt of snowy white,

with a stand up collar two inches high. Around ¢b#ar was a white bow-tie; and on her head

there was a topper. (Waters 12)
Furthermore, when Nan goes to see Kitty’s perforweafor the second time, she pays more
attention to “all the lovely details of her costuméhe watch-chain, looped across the buttons iof he
waistcoat, the silver links that fastened her cufWgaters 17). As can be seen in the extract above
as well as the quote following it, Kitty’s costungeextremely stylised from the suit itself to her
gloves, tie, hat, watch-chain and the rose attathiéer coat. It is obvious that the kind of mae sh
is impersonating is an upper-class gentleman idstéaa working-class or a middle-class man.
Perhaps the reason for this is the need for th&ingiclasses to ridicule the rich and extravagant
upper classes and their idle and perhaps evenwayrof life. This also reflects the power relations
between different classes in™@entury England. Furthermore, Kitty's suit is taifit a woman as
opposed to being in men’s size to avoid creatingpm@ical impression. Instead, the idea is that
when Kitty enters the stage, the audience will tefuused and forced to observe the act closely in
order to be able to decide whether the person ontfof them is actually male or female.
Furthermore, because of the feminine aspects ¢y'Kitostume, it could also be argued that she is
impersonating an upper-class dandy, an effeminare m

Later on Kitty’'s act is moved to London andnNfollows her there as her dresser. Kitty's

repertoire is also broadened and now her plannstuc®s include “a policeman’s jacket”, “a

sailor’s blouse”, “peg-top trousers” and “a pearbat” (Waters 83). Thus, the masculine roles she
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performs are suddenly quite many. However, desthte efforts, the act is not particularly
successful in the London halls as “male impersonati once as specialised as plate-spinning — had
suddenly, inexplicably, become a cruelly overworkedtine” (Waters 87). Kitty’'s manager,
Walter, then comes up with the idea of a doubld@atake both Kitty and Nan famous:

“How long have we been looking for someghthat will lift the act above the ordinary, and
make it really memorable? This is it! doubleact! A soldier — and his comrade! A swell —
together with his chum! Above aliwo lovely girls in trousers instead of one! When gal
ever see the like of it before? It will be a seiwsdt (Waters 112, italics in the original)

Thus, it is agreed that two mashers are betterdhanand Nan joins Kitty's act. On stage they sing
songs, dance and flirt with the women in the auckejust as Kitty did in her solo performance. As
a result of Nan joining the act, new matching cosds are tailored for both Nan and Kitty. When in
her solo performance Kitty initially impersonated\&est-End gentleman, Nan and Kitty’'s double
act sees different masculine roles performed ogest@hey dress, for example, in guardsmen’s
uniforms including “red jackets and caps, whitetdfehnd “black trousers” (Waters 139), as well as
“Oxford bags and boaters” (Waters 140). In this widne take on masculinity is developed and
taken on another level. Through these differerdgdan and Kitty’s performance presents a wide-
ranging view on masculinity. The new roles strebgyond upper-class masculinities and bring
working-class masculinities on stage as well. #n3g that, at least in this postmodern Victorian
text, it is acceptable to mock both the upper dadiower classes while middle-class masculinities
remain untouched. Perhaps this is because it wasispty the middle-class values that were
dominant in the 19 century and thus mocking these values might haesed trouble for the
impersonators.

In addition to actual clothes, hair can alsocbnsidered part of a theatrical costume. Hemce, i
the novel, Nan and Kitty's hair is cropped shoraimasculine style. Kitty’s hair “fitted her head
like a little cap that had been sewn, just for Hmlr,some nimble-fingered milliner” (Waters 13).

When Nan joins the act, her hair, too, is cut sHeven though short hair was not acceptable or at
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least desirable on women in the Victorian era,ntfasher performance is considered so important
that even the hair has to be masculine in ordethi@act to seem convincing enough.

In addition to Nan and Kitty's appearancesgirthgestures and manners need to be as
authentically masculine as possible for the pertoroe. As | mentioned in the theory part, Butler
(1999, 173) argues that when gender identificatooonsidered enactable, it is still important to
achieve coherence; in other words, to reproducerwiecing version of that which is enacted.
Butler (bid.) mentions that when performing for example masdy| certain gestures, acts and
desires typically associated with masculinity canused to achieve this kind of coherence. This is
the case imMipping the Velvetas Jeremiah (137) also points out. When Kitty Wad have moved
to London, Kitty’s manager Walter makes the gig® “about the city andtudy the mén(Waters
83, italics in the original):

‘Scrutinise’'em!” said Mr Bliss, sawing at a piece of cutl&atch their characters, their little
habits, their mannerisms and gaits. What are thigiories? What are their secrets? Have they
ambitions? Have they hopes and dreams? Have thestlsearts they have lost? Or have they
only aching feet, and empty bellies?’ He wavedfar&. ‘“You must know it; and you must
copy them, and make your audience know it in thein.” (Waters 83, italics in the original)
As can be seen from the extract above, the noggesis that it is possible to study masculinity in
the streets and then transfer it into a theatacal(Jeremiah 137). Because it is possible to tidkes
masculinity from men and have a woman reprodudhét,novel seems to reinforce Butler's views
on gender being performative instead of being adixategory that can only be attached to the
corresponding sex. Iipping the Velvetthe male impersonating act is based on elemakent
from the typical behaviour of male sexed bodies thid the impression of masculinity can also be
created by a woman.

Finally, to complete the male impersonating &atty and Nan need stage names to suit their

performance. Kitty goes by the name of Kitty Butid Nan’s name is changed to Nan King when

she joins Kitty on stage. The names are ratherdasting as they seem to refer quite literally to

Judith Butler who introduced the notion of genderfgrmativity into queer studies. Kitty carries
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Judith Butler's last name while Nan’s last name banconsidered to refer tirag kings — drag
being one example of gender performativity preskie Judith Butler (my italics). On another
level, the last names refer to professions or rotaditionally reserved for men — butler and king,
representing lower classes and upper classes,ctesbg. Furthermore, in slang, according to
Green, the word “kitty” has the meaning of “the w&j while, according to Ayto and Simpson, the
word “nancy” refers to “an effeminate man or bog \aell as “a male homosexual”. In their part,
then, these names further reinforce the complefitgitty and Nan’s gender portrayal.

In the performance itself, Kitty and Nan ssangs that are meant to be sung either by men to
women or by a group of men when, for example, dngkor otherwise having a good time in
exclusively male company. Some of the songs anmegxample, called ‘Drink Up, Boys! and
‘Sweethearts and Wives’, which clearly reinforce thasculine role played by Kitty and Nan as the
song lyrics either exclude women completely ortbeen as the object of a man’s love and desire.
The songs are taken even further in Kitty’s soldgrenance when Kitty, accordingly to the lyrics,
throws a rose to the prettiest girl in the audieagery night. The gesture further reinforces the
maleness of the act because supposedly in therm@emind only men can give women flowers.
At the same time, the performance allows Nan anty ko openly flirt with their female audience
when such behaviour between two women would cédytdiave been frowned upon outside the
theatre.

Kitty and Nan’s audience consists of male famdale working-class music hall goers. However,
this does not mean that the audience is homogenbwisad, several different kinds of audiences
can be pointed out among the many spectators ofrtphersonating act. First of all, it seems that
two women in masculine outfits arouse the inteogéshe straight male audience. As Nan explains,
“the sight of gpair of girls in gentlemen’s suits was somehow moremag, more thrilling, more
indefinably saucy than that of a single girl in trousers and topped spats” (Waters 125-126,

italics in the original). Because in the™®entury women were not allowed to show their sexua
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interest in other women in public, if at all, itetear that this sauciness refers to the straigilem
audience’s feelings. If the straight men in theelare indeed sexually excited by two mashers in
one performance, then it is possible to make a enisgn between the novel and the contemporary
phenomenon of “lesbian” pornography meant for ntdi#ation. Similarly to the “lesbians” of
contemporary pornographic material, Nan and Kitg/the objects of male desire. In fact, Nan and
Kitty evenneedto maintain the interest of straight men in ordehide their own sexual interest in
women. Furthermore, towards the end of the novag revealed that Nan and Kitty have been
certain kind of icons among their lesbian audiesnen though they have never been openly lesbian
or “tommish” during their music hall career. In ettwords, their masculinity interests other “toms”
and, as a result, they have a keen lesbian foligwiraddition to their straight audience. They also
receive letters from their female fans, some of miidan suspects of being toms as well:
But for every ten or twenty of such girls, thereulkbbe one or two more desperate and more
pushing, or more shy and awkward, than the red; ianthem, | recognised a certain —
something. | could not put a name to it, only knénat it was there, and that it made their
interest in me rather special. These girls semeret letters, like their stage door manners,
full of curious excesses or ellipses; letters dvaed, repelled and drew me, all at once. ‘| hope
you will forgive my writing to say that you are yenandsome,” wrote one girl; another wrote:
‘Miss King, | am in love with you!” Someone namedl® King wrote to ask if we were
cousins. She said: ‘I do so admire you and MisdeBubut especially you. Could you |
wonder send a photographwaould like to have a picture of you, beside my bed...” (&/a
128-129, italics in the original)
It seems that these girls are interested in NarKaityglas more than just idols. Nan wonders if #hes
girls know why they look at other girls and if, whéhey look at Nan on stage, they see “that —
something — that | saw in them?” (Waters 129). Mawdl Kitty’'s secret lesbian audience also
resembles a contemporary phenomenon as nowadigysotmon for certain TV shows to have a
lesbian following even if the TV shows in questiare not necessarily aimed for lesbians in
particular. One such TV show ¥eng and different crime series, such @sld Caseand all the
versions ofCSl are another typical example. The lesbian watcread lesbianism into the female

characters of these series, and it seems the teabidience ifTipping the Velvetioes the same

with Nan and Kitty. Finally, a third audience ftretperformances imipping the Velveis provided
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by us, the contemporary readers of the novel. Weread the performances as manifestations of
gender ambiguity and analyse them from a contemp@exrspective with the help of queer theory.
Moreover, the male impersonating act in th& t@ntury was not supposed to be overtly
mannish, as Halberstam (1998, 233) pointed outinstetad, it was perhaps even recommendable to
emphasise femininity in the performance. After albmen behaving in a masculine or at least
untypically feminine way, like prostitutes or tonesj were considered threatening in the Victorian
age. InTipping the Velvetthe typical masher acts of the late 1880s areridbesl as being very
feminine indeed. Nan for example remembers Nellywétowho performed ‘The Last of the
Dandies’ in “tights and bullion fringe, just likeballet-girl — only carried a cane and a billycdwk
to make her boyish” (Waters 12). Compared to thisn, Nan and Kitty's act is quite revolutionary
because when they perform, it is much harder tatel first glance whether they are young boys or
young women. For example, on stage, Kitty “strakle & boy, and stood like one, with her feet far
apart and her hands thrust carelessly into hesémpockets, and her head at an arrogant angle, at
the very front of the stage; and when she sangytiee was a boy’s voice” (Waters 13). In short,
masculinity is taken quite far in Nan and Kitty'sipersonation. Despite this, the audience’s
reactions to the performance are excited and pesittor example, after Nan and Kitty's first
performance together, “there were claps, and ftyeadouts; there was a rising hum of expectant
pleasure as we worked towards our chorus; there fivedly, a bubbling cascade of cheers and
laughter from gallery to pit” (Waters 122). It i$ course difficult to know what real T%entury
music hall audiences would have thought of Nan latiy’s performances but judging from what
we know about Victorian values concerning women dhdir place and preferred gender
expression, they might have been too daring. Thgaina music hall audiences consisted of
working-class people whose values were slightljed#int from the dominant middle-class values.

Therefore, the reactions might also have been &iogep
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However, despite the fact that the performreaiscquite daring, even Nan and Kitty’s act is not
supposed to be too authentic. Maleness is exaggeoat stage to produce a somewhat humorous
effect rather than to pass as man altogether. Aftethe purpose of the music hall was to entertai
people, and the entertainment in male impersonateone from the fact that it was considered
funny to see women clad as men and in so doingapsrhlso mock masculinity in a light-hearted
way. In other words, the masculinity in women was supposed to be too hard. Hence, Kitty and
Nan’s lips are carmined, their lashes are blackeviddspit-black and they wear high-heeled shoes.
Furthermore, even though for example Kitty’s figigéboy-like and slender”, at the same time it is
“rounded, vaguely but unmistakably, at the bosdma,stomach, and the hips, in a way no real boy’s
ever was” (Waters 13). The hints towards femininrtyKitty and Nan’s performance are made
subtle — the performance is supposed to conveyutiaiyg in a plausible way but at the same time
it has to be possible to point out the impersorgat@maleness. Too real a performance would be
unacceptable because Victorian women were not Sgoptm be masculine. As Halberstam (1998,
233) pointed out, mature masculinity was only tatiached to adult male bodies.

What causes problems with regard to overt olesty being unacceptable in male
impersonating in the novel is Nan’s apparent masityl When Kitty was “born to play the boy”,
Nan clad as a boy “looks like r@al boy”, which “ain’t quite the idea now, is it?”, &an and
Kitty's landlady Mrs Dendy points out (Waters 11tJics in the original). When Nan’s hair is cut
short and she is dressed up in men’s clothingpfdiler femininity disappears and her masculinity
becomes apparent. “Her face and her figure ancdbéaring on her feet” are all too real (Waters
118). This is problematic in the novel as becauaridlmasculine, it is difficult for her tperform
masculinity. Her appearance seems too masculinghadfore it is also considered unappealing
and unsuitable for the performance. After all, fhgpose is not to convey female masculinity or
lesbianism but instead parody male masculinity.rétoee, Nan's costume and looks need to be

altered in order for her appearance not to behosatening. Walter changes her shoes, shortens her
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trousers, tightens her jacket to draw attentiothéfact that Nan has hips and a bosom, and he also
applies make-up on her. As a result, Nan’'s looksobee softer and more feminine and she is
evaluated to look perfect for the act (Waters 120)1Hence, the purpose is not to make men out
of women but to entertain and create a comicatcefte the audience at the show.

Yet another thing that emphasises the faat tiasculinity is only acceptable in a woman on
stage as a performance is the fact that Nan artg Hiess up exclusively in women’s clothing
when off stage. Even the cropped hair needs tadgeiided with a false plait. This contrast between
the performance and every-day life draws furthesraion to the fact that masculinity is indeed just
a performance not to be mixed with reality. On thleer hand, it proves that gender can also be
produced the other way round — when masculinitylmacreated for the performance with the help
of clothes, hair and gestures, similarly dressalsefplaits and feminine gestures can be used to
create femininity. Because it is possible to thisate both genders and juggle back and forth with
them like Nan and Kitty do, the importance of anigmal” gender is questioned. Indeed, gender in
itself does not seem to have limitsTiipping the Velvet it is society that reinforces the fact that
gender has to result from the corresponding seausec society does not accept masculinity in
women, or, similarly, effeminacy in men. This isagreement with what Butler (1999, 24) says
about normative heterosexuality: it is the instdntrequiring that gender and desire be the regult
the corresponding sex in order to reinforce the oflheterosexuality as the societal norm.

Furthermore, while masculinity is a perforro@amon stage in the first part dfpping the Velvet
it also has another role. Theatrical female masitylis a way of allowing Nan to acquaint herself
with her awakening sexual identity as what we waudev perceive as a lesbian. Nan can identify
with the exaggerated masculinity of the masherqgoerénce, and the masher performance also
opens her eyes to the existence of female mastulmithe first place, even though in her mind

Nan does not yet necessarily connect female mastyulvith tommishness.
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When Nan first sees Kitty's solo performant€anterbury, she falls in love with Kitty because
Kitty's masculinity arouses new feelings in herpgsially Kitty’s short hair draws Nan’s attention
and makes her interested: “When she turned her &digtte to put her hat back on, | saw a strip of
pale flesh at the nape of her neck where the ceflded and the hairline began that — for all thee fi
of the hot, hot hall — made me shiver” (Waters 13ter on Nan becomes Kitty's friend and
dresser, and whenever she sees Kitty in her dgessaom, in women’s clothing, she is
disappointed: “Every time she stepped from behival dcreen, clad as a girl, small and slim and
shapely, a false plait smothering the lovely, ralygdges of her crop, | had the same sensation: a
pang of disappointment and regret” (Waters 12-$8jilarly, when Kitty visits Nan and her family
in Whitstable, Nan is not pleased to see her ddegpdan feminine clothes: “I had hardly expected
Kitty to swagger to Whitstable in her suit and tegper and her lavender gloves; but even so, when
she stepped from the train and | saw that she ladsas a girl, and walked like a girl, with heripla
fastened to the back of her head and a parasollmrearm, | felt a little pang of disappointment”
(Waters 45-46). Even though the feeling of disapiment always turns into “pleasure and to
aching love; a desire to touch, to embrace andssas® strong | had to turn aside or fold my arms
for fear that they would fly about her and pressdiese” (Waters 37), it is the masculine features,
not the femininity in Kitty that makes Nan want hé&itty is the first person Nan sees female
masculinity in and it opens her eyes to whole nemedsions of gender and sexuality. She is
extremely intrigued by Kitty’s hair and masculinage look, and it is indeed the masculinity in
Kitty's performance that first awakens Nan’s lesbidentity and interest in women.

Furthermore, theatre allows Nan to explore dexuality. In the 19 century the urban space
was essentially male, and therefore there weresiewalled lesbian spaces where it was possible
for lesbian women, or tommies, to spend time witheo tommies. IMMipping the Velvetthe artsy
world of the theatre provides one such lesbianesplaicaddition to Nan and Kitty, there are other

lesbians among the performing artists, too — “aicamger and her dresser”, for example (Waters
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129). This couple also seems to be openly leshidnhas a circle of lesbian friends, also from the
theatre but not referred to in detail. However, Nawal Kitty are not in further contact with this
lesbian couple because Kitty wants to hide her a&exdentity for fear of losing her job.
Nevertheless, it seems that, in the novel, Nan Kittgt are not the only lesbians working in the
theatre.

Ciocia points out that in real life Nan hashide her lesbian identity as unacceptable but on
stage it is possible for her to express it. As no@etd earlier, female masculinity and lesbianism
were not particularly desirable in the Victoriaredgecause they were seen as socially threatening.
Within the context of the music hall and in the hesperformance, however, Nan can acceptably
be masculine and at the same time slowly get ioshtauith her masculine lesbian identity. Hence,
the masculine costume functions as a theatricgludie but also as a way for Nan to experiment
with her sexual identity in a public space in frofian audience. Paradoxically, and ironicallynthe
the theatricallisguiseallows Nan to actually reveal who steally is to an audience consisting of
people most of whom would probably not accept fenmahsculinity and lesbianism outside the
theatre and the light-hearted performance.

Nan comes to terms with her sexual identibyerand more with every little detail having to do
with the masher performance. Most importantly, Nards wearing men’s clothing sexually
exciting. When she first tries Kitty’s trousers aihe feels “as though | had never had legs before —
or, rather, that | had never known, quite, whaedlly felt like to havawo legs, joined at the top”
(Waters 114, italics in the original). This is whaany women in the 9century might have felt
like had they suddenly dressed up in trousers afteays wearing dresses. However, what adds
more to Nan’s experience in trousers is that whiad en men’s clothing, Nan’'s sexual needs
towards Kitty grow stronger. To Nan, “there was stimng rather thrilling about embracing her
[Kitty], in such a costume, with Walter so near amknowing”, and she wonders how Kitty can

perform in such clothes every evening without fegliqueer” (Waters 114). Nan feels that if she
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was beside Kitty in trousers, “oh Kitty, | don’tittk | should be able to keep from kissing you!”
(Waters 114). Therefore, there is a clear connedietween masculine clothing and Nan’s lesbian
desires — when at first she was interested in Kiggause of Kitty’'s masculine appearances, now
she is turning more masculine herself, and her @shian identity and desires become even more
obvious to her. Similarly, when Nan has her hair shwort for the double act with Kitty and the
hairdresser warns her not to be shocked at herloag, Nan, rather than being shocked, is happy
about the transformation in her. When Nan seeslieshe blushes and the hairdresser thinks it is
because she is indeed shocked. Nan does not styrenut it is revealed that she “had blushed
because my new, shorn head, my naked neck, faty/sand “just as | had done when | first pulled
on a pair of trousers — | had felt myself stir, grdw warm, and want Kitty. Indeed, | seemed to
want her more and more, the further into boyishhesntured” (Waters 124). Therefore, it can be
said that the masculine outfits and hair that Neans for her stage performance are connected with
her sexual identity as the deeper into female niastyushe goes, the better she feels about her
desires towards another woman.

Furthermore, Nan becomes more confident @erson the better she acquaints herself with her
masculinity. As mentioned earlier, at first Nanldah love with the masculinity in Kitty and, as a
result, with Kitty herself as well, but now thateshoo, wears masculine clothes and has short hair,
she starts to like herself more as well: “I coutnt help it: | had fallen in love with Kitty; now,
becomingKitty, | fell in love a little with myself. | admed my hair, so neat and so sleek. | adored
my legs — my legs which, while they had had slafisut them, | had scarcely had a thought for; but
which were, | discovered, rather long and lean stmpely” (Waters 126, italics in the original). In
addition, when Nan starts performing on stage Wiitly, she quickly finds out something about
herself that leaves her transformed forever: “Tiuhtwas this: that whatever successes | might
achieve as a girl, they would be nothing compacethé triumphs | should enjoy clad, however

girlishly, as a boy. | had, in short, found my voea” (Waters 123). In other words, Nan feels like
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being boyish comes naturally to her, and it isrtiesher performance that enables her to find this
out about herself since female masculinity wasotio¢rwise acceptable in the Victorian era.

Also, the music hall offers Nan a relativelgfe environment to explore her sexual identity.
Because women were supposed to be feminine in @fiecdntury, Nan's masculinity would not
necessarily receive a welcoming reaction in rdal I\s opposed to this, in the music hall people
actually want to see male impersonating. Thereftbre,male impersonating act guarantees Nan a
safe way to first explore her sexual identity thgbyerforming masculinity instead of having to
actually be masculine or come out as a masculimaamowvhen she has only just started to come to
terms with her sexual identity in the first pladde performance functions as Nan’s veil that allows
her to feel satisfied and complete in front of aliance full of people that otherwise might not
accept Nan the way she is.

However, when Nan and Kitty are exposed gg;ather, insinuated to be, toms, they are not as
safe anymore. There is an incident where a mahanatidience actually calls Nan and Kitty “a
couple oftoms” when Nan and Kitty are late and the audienciustrated after having to wait for
them to arrive (Waters 140, italics in the orig)n@t the man’s remark, the audience gives “a great
collective flinch” and grows “self-conscious andpafled” (Waters 141). Therefore, it seems that,
for the Victorian music hall audience, the maleteos®e and male impersonating performance
“signifies a lesbian identity” after all (Wilson 89 at least to an extent, because even if theiman
the audience most likely does not mean what he aagything more than an insult because he is
annoyed after having to wait so long for the tuenhlas wanted to see, it still seems easy for him to
come up with this particular insult to upset thesgiAlso, when the man voices his opinion, the res
of the audience see Nan and Kitty in a differeghtieven though most of them have obviously
never connected male impersonating acts with tommmeiss before. Hence, Nan and Kitty are
completely safe in their theatrical performancemasculinity only as long as their audience does

not connect their act with what we now would defiag lesbianism. Since lesbianism, or
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tommishness, in the Victorian era is not acceptablis important to keep any same-sex desire a
secret in order to avoid reactions like this.

According to Halberstam (1998, 233), som8-&éntury male impersonators actually did carry
over “their cross-dressing practices into theirrggay lives”, which suggests that “their relatian t
masculinity extended far beyond theatricality”,tjlike Nan's even though in the first part of the
novel she is still hesitant to actually do thattHa next subchapter | will take a closer look ahi¥
passing and posing as man in the second part aidhel and see how those two phenomena are

connected to her lesbian identity.

3.2 Passing and Posing as Man

As | pointed out in my theory section, cross-dnegsefers to the phenomenon of dressing up in the
clothes of the opposite sex, whether male-to-fenoaléemale-to-male. As Garber (14) explains,
people can cross-dress for various reasons. Somss-dressers are interested in either female or
male impersonating while others want to pass aofposite sex. Also, especially in relation to
lesbianism, the roles of butch and femme often pldly masculinity and femininity through dress.
The phenomenon of passing is closely related tesedoessing, and it is also present throughout the
second part oTipping the Velvetvhen Nan walks the streets of London disguised asan. The
purpose of this subchapter, then, is to furthemera female-to-male passing, its functions, and its
connection to Nan’s sexual identity.

In the second part dfipping the VelvetKitty has betrayed Nan by agreeing to marry Walte
thus crushing Nan’s hopes of them being a coupyenare. The reason why Kitty wants to marry
Walter has to do with her fear of otherwise evelhyuaeing exposed as a tom. Her intention is to
marry Walter but at the same time continue hetrticelahip to Nan. However, Nan is shocked by
this idea and, as a result, she escapes, leavingdker women'’s clothes and wages, but taking her

favourite male costumes with her. She finds a rémnherself with a landlady called Mrs Best and
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stays alone in her room for a long time, depresswihopeless about her future. When she finally
ventures out, she quickly notices what it is likentalk the streets of London alone as a woman: “I
was stared at and called after — and twice or éhsieized and stroked and pinched — by men”
(Waters 191). Nan is shocked, and concludes that stares and the strokings affected me like the
curses: they made me shake” (Waters 191). In sth@rtstreets frighten her. It becomes obvious to
her that the urban space is reserved for men aidttis difficult and almost impossible for heg a

a woman, to gain space in the public sphere becafuttgs. She finds it ironic that “I, who had
swaggered so many times in a gentleman’s suit a¢hesstages of London, should now be afraid to
walk upon its streets, because of my own girliseh@&/aters 191). It is this thought that leads Nan
to think of actually dressing up as a boy again #ne trying to walk the streets of London,
unnoticed and in peace. Eventually she also becamester, selling sexual favours to men in
Leicester Square, disguised as a man herself.

Hence, the first reason for Nan’s passing asn stems from the fact that walking the strekts
Victorian London is not suitable for a solitary Yodan woman. Because Nan regardless of this
unspoken rule feels the need to go out and exphareity on her own, the male disguise grants her
more space and freedom of mobility than she woeldltle to experience as a woman. The urban
space is thus quite clearly gendered, shutting woouside men’s affairs, and a woman wanting to
be included in this space needs to masqueradeltherseder to be able to move freely in the
streets. As Whittle (126) mentions, the crosssfedecomes hidden in passing, and in this case
hiding her femaleness is of use to Nan as whersddesp as a man, she is accordingly treated as a
man and, as a result, with respect instead of beimched and grabbed all the time. Walking the
streets alone as a woman was considered impropgaeia$" century - after all, the only women
moving freely in the streets were prostitutes nd adressing up and passing as male makes Nan
more accepted because when everyone thinks shemigna it is much easier for her to access

certain places, and she is no longer laughed ha@ssed when walking around on her own. Thus,
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it can be said that one reason for Nan’s passisgitha@o with surviving in the public sphere that
was quite clearly reserved for men in thé” X@ntury. According to Epstein Nord (241), in the
Victorian age “gender disguise might provide anikxating sense of invisibility, interrupt the

circuit of objectification, and deflect the attemtihabitually attracted by a lone female in a publi
place”. All of this is true of Nan’s cross-dressing

There is a similar character in another ndyeWaters,The Night Watct{2006), which takes
place in London in the 1940s. The Night Watchhere is a lesbian called Kay, who also wanders
the streets of London alone at night, dressed umasculine outfits and sporting a cropped
hairstyle. While her intention is not to pass — ks worked as an ambulance driver on the night
watch during the London bombings and now, aftervtlag, enjoys the quiet nights — she is often
mistaken for a man.

In addition to disguising herself in orderi® able to move around more freely, another reason
for Nan’s passing becomes obvious in the followindgen dressed up as a man to pass, Nan is
happy because now “anyone — even Kitty herselflightbimeet me on the streets of London, and
never know me for a girl, at all” (Waters 192).dther words, in addition to wanting to hide her
femaleness from men to be able to move around rneedy, it is important to Nan to also hide
herself from Kitty. She is extremely hurt by Kitsytecision to marry Walter and leave her behind
and so she wants to protect herself by making Kittg does not recognize her if they happen to
come across each other in London. Nan also dredmaking Kitty suffer the way she has made
her suffer: “If only | could meet Kitty once agairthought, and woo her as a man — and then reveal
myself, to break her heart, as she had broken niMgters 195). Nan’s passing, then, is also her
way of protecting herself from the hurt caused bty At the same time, again, the theme of
disguise or masquerade becomes obvious.

Again, it is easy for Nan to make the transfation from woman to man — after all, it became

clear already in the first part of the novel thia¢ $s ‘too much like a bdyand “too real (Waters
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191-192, italics in the original). When in her laug room, depressed about Kitty’'s betrayal, Nan
stops wearing her false plait and lets her “haargjle greasily about my ears” (Waters 185). She
also becomes “so thin that the trousers sagged alnpwaist; my hips were narrower, my breasts
even shallower, than before” (Waters 192). She drng conclusion that the only thing spoiling
the illusion of her actually being male is the jeckhat has been made more feminine to hide her
obvious masculinity on stage. She fixes the jableek to “its old, masculine self” and is sure that
once she has trimmed her hair again “anyone — Kitgnherself! — might meet me on the streets of
London, and never know me for a girl, at all” (Wat&92). Indeed, when Nan then goes out in her
masculine attire, all the time expecting someonerto“A girl! There is a girl, here, in boy’s
clothing!”, no one even suspects her of being srdiessed as a man (Waters 194):

But the glances did not settle on me: they onltheted past me, to the girls behind. There

was no cry, and | began to walk a little straighfer St Luke’s church, on the corner, a man

brushed by me with a barrow, calling, ‘All rightjisre!” Then a woman with a frizzed fringe

put her hand upon my arm, and tilted her head artd $Vell now, pretty boy, you look like a

lively one. Fancy payin’ a visit, to a nice lit{dace | know...?’ (Waters 194)
Nan manages to successfully pass as a man, a® caeb in the extract above. A man greets her as
a fellow man and a prostitute sees her as a pessiieint. Thus, Nan’s cross-dressing and passing
also bring out the performative nature of gendecdise through dress and behaviour it is possible
to, in a way, produce different genders, it becoamsarent that gender cannot be a fixed category.
As Garber (133) argues, the cross-dresser candmease“the third” that disrupts the harmony of
certain seemingly fixed categories, such as matelle, gay/straight and sex/genderTlpping the
Velvet Nan’s cross-dressing is an example of challengmegnotion of “the ‘original™”, as Garber
(16) would put it, because she succeeds in passimgnember of the opposite sex among both men
and women.

Hence, also as a passing female-to-male ch@sser Nan continues to perform. Instead of

going about as herself, a masculine lesbian, Nam®al sexual identity is hidden behind her

performance as a boy, an act which keeps on attgageople’s attention even as it deceives them”



51

(Ciocia). Similarly, Wilson (299) points out thataN “continues to play to an audience as she
struggles to negotiate her sexuality”, only thimdithe audience consists of regular Londoners in
the streets as opposed to the audience in the malsiaVilson (299), furthermore, adds that as Nan
works as a rent boy in the streets, wearing henaldic hall outfits and pleasing men sexually, “she
assumes a variety of roles, each suited to th@mestat hand” and thus learns “the role of the rent
boy™:
For a week or two | continued to wander, and toctvaand to learn the ways and gestures of
the world into which | had stumbled. Walking andteténg, indeed, are that world’'s
keynotes: you walk, and let yourself be lookedyaty watch, until you find a face or a figure
that you fancy; there is a nod, a wink, a shakihefhead, a purposeful stepping to an alley or
a rooming-house...(Waters 201)
As Wilson (299) mentions, in this extract it bec@mabvious that “these performances are as
carefully scripted and choreographed as any ofttines Nan had performed on the music hall
stage”. This emphasises the fact that Nan is ing#aging yet another role instead of acting
naturally and being herself.

Moreover, what further reinforces the idea NM&n’'s cross-dressing and passing as a
performance is the fact that Nan indeed cravesate lan actual audience for her renting to admire
her acting skills:

My one regret was that, though | was daily givinglts marvellous performances, they had no
audience. | would gaze about me at the dim andrglfgace in which my gentleman and |
leaned panting, and wish the cobbles were a sthgdyricks a curtain, the scuttling rats a set
of blazing footlights. 1 would long for just one ey just one! — to be fixed upon our
couplings: a bold and knowing eye that saw how wellayed my part, how gulled and
humbled was my foolish, trustful partner. (Wated§ @
Nan thinks that she is a remarkable actress beaafuser successful passing and feels that her
performances are going to waste because no onsegathem. In a way, then, to Nan, her passing
as man is quite similar to her male impersonatiegigpmances in the music halls, the only
difference being that since now no one knows she fact female, she does not receive applause

and praise for her performances. As Ciocia pointswhen Nan starts to pass as man in the streets,

the result is that “the objectifying, threateninglengaze directed at a vulnerable girl has been
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neutralised, leaving room to the obvious narcigsigteasure of the actor, the undetected male
impersonator”. In other words, as an actor, Nahsesthat she is talented and takes pleasure in it
at the same time also craving recognition from ihe
Later on when Nan has started to cross-anessregular basis, she betters her “impersonation”

with “some new trick” every time she goes out:

| called at a barber’'s shop, and had my old effateifocks quite clipped away. | bought

shoes and socks, singlets and drawers and condreali experimented with bandages in an

effort to get the subtle curves of my bosom morbtlsustill, and at my groin | wore a

handkerchief or a glove, neatly folded, to simuliie bulges of a modest little cock. (Waters

195)
This extract presents quite a few ways of perfogminasculinity through appearances: like in
theatre, Nan’s hair is cut short and she wears snelothes, but in addition to that she now uses
bandages to make her chest seem flat like a mad'slgo creates the impression of having a penis
by rolling up a handkerchief or a glove inside hederwear. This description matches with
Garber’s (120) observation about “rolled-up sodksthe “inside crotch of you underwear” being a
typical way for cross-dressing women to pass fangple in the men’s room. Thus, creating an
illusion of a kind of masculine body is importao fa passing female-to-male cross-dresser. This
also leads to the so called bathroom problem désziig the theory section, public bathrooms often
being considered the ultimate test for a crossseéreand their successful passing. Because Nan’s
landlady Mrs Best would not accept Nan’s queerssahessing habits, Nan has to think of a place
where she can change her clothes before starting/éking in the streets. She mentions that the
prostitutes of the Hay Market “transformed themesslin the public lavatories of Piccadilly” but
concludes that even though this seems like “a BEnscheme”, she could not copy it “since it
would blue my project, rather, to be seen emerfiiogn a ladies’ lavatory in a suit of serge and
velvet and a boater” (Waters 193). In other woNi cannot go in the ladies’ lavatory as a woman

and then come out as a man. This is a typical proldbr cross-dressers because public bathrooms

are almost always divided to men’s bathrooms anth&os bathrooms, according to sex. Hence,
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one should be either clearly a woman or clearlyaa mo be allowed to enter. Cross-dressers pose a
problem because regardless of their biological #exy can portray whatever gender they please.
To be more exact, cross-dressing has more to dogeihder than sex when public bathrooms are
based on sex instead of gender. Thus, Nan caneodiadees’ lavatories because her sex does not
correspond with the gender she is portraying asssedresser. In the end the problem is solved
when Nan finds out she change her clothes in aehtligt lets beds by the hour, meant for
prostitutes to bring their clients to.

Moreover, the fear of getting caught and gerposed as a cross-dresser is constantly present
for Nan. Garber (47) identifies this as “the cudlyparanoia of being caught in the ultimately wrong
place”. First of all, there is the dressing-roonolgem discussed above, then the fear of being
exposed by the men Nan satisfies, and the feaettihg caught by her landlady Mrs Best. Indeed,
Nan does get caught by Mrs Best in the end andethdt is that when she goes back to her room in
her masculine attire, Mrs Best starts to thinkishagainst her rules, bringing men to her room and
kicks her out. Hence, getting caught means troabl@, as a result, a cross-dresser needs to be
careful not to expose themselves to the wrong geiopthe wrong place.

Interestingly, as | already mentioned, Ngrassing as man attracts other men, and because she
does not have much money left, she becomes a ma#titpte, or a renter, that offers sexual
favours to men, who never suspect her of actuatiyd female. This, yet again, confirms her
successful passing because even men do not nbateshe is not male. Of course, it should be
mentioned that Nan only offers handjobs and oralteghese men so they never actually have the
chance to see Nan’s body and notice that she umlctfemale. Nan’s renting provides the third
reason for her passing: the men Nan chooses teelsexually as a man all resemble Kitty's
husband Walter. In her mind, then, Nan is in sorag taking revenge on Walter because the men

she satisfies want men, but Nan is in fact a woaraththe men will never know that. Hence, she
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imagines that the men she satisfies are actuallitewaand by pleasing the imaginary Walter
disguised as a man she manages to insult and atertilim on some level.

Also, being a renter and at the same timesipgsas what we would now perceive as a
homosexual man opens Nan’s eyes to the existenbermbsexuality in London. As no name is
used in the novel to refer to the men Nan satisgat from expressions like men who “were like
the gentleman whose parts | had just fingered” enrlike that (Waters 201, italics in the
original), 1 will use the contemporary term homasaixto refer to them. When Nan realises how
difficult it is to be a homosexual man, similarty how difficult it is to be a lesbian, and have to
keep one’s sexual identity a secret, she actualysfcompassion towards the men she satisfies,
even though as a lesbian she is disgusted by thiésalf. In other words, she identifies with the
men she encounters as a renter:

But he was not like Walter, who might take his ple@ where he chose it. His pleasure had
turned, at the last, to a kind of grief; and higdlavas a love so fierce and so secret it must be
satisfied, with a stranger, in a reeking court likes. | knew about that kind of love. | knew
how it was to bare your palpitating heart, and em&rflll as you did so that the beats should
come too loudly, and betray you. (Waters 200)
Nan suddenly realises that the homosexual peopl®mdon “out of fear, kept themselves hidden,
and only exposed themselves to those upon whoseatkias they could be sure” and she begins to
wonder how many of the men she sees in the stagetactually homosexual (Waters 201). After
all, she could never know since they would havadioin secret, just like she has to hide her sexual
identity and now even her femaleness. She also £dmehe conclusion that even though she
originally started cross-dressing to avoid men’gega she does not mind being gazed by “these
men who thought | was like therfike that (Waters 201, italics in the original). Hence, rigia
renter widens Nan’s view of men because she nolisesathat some men are like her and want
their own sex instead of the opposite sex.

However, it is important to note that Nan slo®@t want to be a man despite her cross-dressing

and passing. Instead, passing for her is only géeany solution — she does not intend to live as a
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man for the rest of her life unlike some of theld#a cross-dressers that Halberstam and Garber,
for example, mention in their studies. It is velgar that Nan’s motives for passing have to do with
her need to not be found by Kitty or any of theentheople from her past in the music halls, and
also her need to avoid men’s gazes when walkingttieets of London on her own. As Nan herself
explains, “I could not say that | was happy — yousinot think that | was evdrappy now”
(Waters 195, italics in the original). She furthem concludes that “London, for all my weeping,
could never wash dim; and to walk freely about taat — to walk as a boy, as a handsome boy in a
well-sewn suit, whom the people stared only to emeyver to mock — well, it had a brittle kind of
glamour to it, that was all I knew, just then, afisfaction” (Waters 195). Hence, in Nan’s case, th
male attire functions most importantly as a disguiBhere is a difference between Nan and those
women who have married women and joined the armynas and only upon their death been
discovered to be women. Nan does not want to deseomen apart from Kitty after her betrayal —
she only wants to be left alone and be free to gerevshe wants. As Epstein Nord (119) points out,
this kind of invisibility “was attainable for womeon the streets only by altering their external
identity”.

Moreover, Nan’s performance as a boy is smessful that it confuses Nan occasionally. She
suspects that the woman who keeps the place wherehgnges her clothes does not know whether
she is “a girl come to her house to pull on a péitrousers, or a boy arrived to change out of his
frock” and concludes that sometimes she was netaiuthat herself, either (Waters 195). Similarly,
when she needs to find a new place to live aftes Best has kicked her out, she sees an
advertisement that says a lady is seekipgrMale LodgerWaters 211, italics in the original). Nan
finds the advertisement intriguing because of tleedwchoice Fe-Mal€ and sees herself in it, “in
the hyphen” (Waters 211). In other words, becabseperforms two different genders on a daily
basis, Nan is not sure how she should define hetlegeanymore as she spends time both as a girl

and a boy and, as a result, is a combination otwlee From a queer perspective, we could then
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note that defining one’s identity becomes diffichicause gender and sexual identities are seen as
flexible instead of being somehow fixed. Also, Haktam (1998, 21) argues that in passing “there
is a self that masquerades as another kind ofselfdoes so successfully; at various moments, the
successful pass may cohere into something akidetatity” and “at such a moment, the passer has
become (italics in the original). Nan’s confusion abober gender seems to correspond with
Halberstam’s views as it seems to be difficult kan to separate her masculine self from her
feminine self after starting to pass as man rebuléiso, this confusion is linked to Nan’s past as
an oyster girl as earlier on in the novel Nan’héatexplains to Kitty that “an oyster, you see, is
what you might call a real queer fish — now a h®mwra she, as quite takes its fancy. A regular
morphodite, in fact!” (Waters 49). As Wilson (3Q8)ints out, Nan has now quite literally become
an “oyster girl”, hovering between femininity andasculinity and occasionally being confused as
to how she would explain her gender.

However, eventually Nan is exposed as a pgssoss-dresser by an upper-class lesbian called
Diana Lethaby. Diana sees Nan strolling in theessren her masculine attire, starts following hrer i
her carriage, stops her and wants her to get ina Assbian, she recognises Nan as a masculine
woman instead of taking her for a man. In otherdspiNan’s passing fails to succeed in front of a
lesbian who is familiar with female masculinity. IN&®ecomes Diana’s kept woman, lover, or
“boy”, as she prefers to refer to Nan. This refierghe fact that Diana wants to dress Nan up in
different male outfits to please both her and hmpen-class lesbian friends and also shock people
who are not accustomed to female masculinity. THas’s passing as man is slowly mixed with
posing as man among people who know she is inféatéle — similarly to her male impersonating
act in the music halls. In Ciocia’s view, Nan’'sga@s a kept woman with Diana is “configured as a
combination of her previous two” roles as a musilt &rtist and a rent boy because with Diana Nan

both continues to perform and, to an extent, passraan.
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Diana orders expensive outfits for Nan sd #ie looks different and more intriguing every
time she makes an appearance. As Wilson (300)ifpuiBiana exploits Nan”, by putting Nan and
her costumes on display for her friends:

| had posed for Maria and Dickie and Evelyn in myusers with the scorch-mark and my
underthings of silk. When they came a second timiiy, another lady, Diana had me pose for
them again in a different suit. After that, it bemaa kind of sport with her, to put me in a new
costume and have me walk before her guests, or gntloem, filling glasses, lighting
cigarettes. (Waters 280)
Later on the posing becomes more serious and plaand the outfits more theatrical: Diana “grew
tired of gentlemen’s suits; she took to displaying in masquerade — had me set up, behind a little
velvet curtain in the drawing-room” (Waters 280)arNthen stands behind the curtain, striking a
pose, and when the right moment comes, Diana dreaiigtuncovers her:
I might be Perseus, with a curved sword and a loédde medusa, and sandals with straps
that were buckled at the knee. | might be Cupidhwiings and a bow. | was once St
Sebastian tied to a stump — | remember what atjolas to fasten the arrows so they would
not droop. (Waters 281)
Thus, as becomes clear from these examples, ewvagthn the private sphere of Diana’s Sapphic
household Nan’s “real sexual orientation is allovedcome out in the open” because everyone
living in or visiting the mansion is lesbian, Nanlontinues to perform (Ciocia). In other words,
Nan is again in the role of the performer as opgdsebeing herself in front of other lesbians.
Wilson (300) points out that with Diana, Nan intfékves in a state of constant performance” in
order to please Diana. Ciocia, similarly, adds thigh Diana Nan “is little more than a commodity,
a peacock strutting in a golden cage for her nsstsepleasure”. Thus, even though Nan’s sexual
orientation is now clearer, “she is still wearinglifferent kind of mask” (Ciocia). Nothing much
has changed — when her audience consisted of ¢hgadrs in the music hall and of homosexual
men in the streets of London, it now consists oféstricted, privileged, semi-clandestine circle of

aristocratic lesbians” (Ciocia). As Ciocia concladéhere is always an element of theatricality in

what Nancy does”.
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Also, when earlier it was stated that theatlfeeworked as a certain kind of lesbian space, ihow
is Diana’s upper-class home that serves this perpBscause of her upper-class status and her
wealth, Diana is able to turn her home into a plEceupper-class lesbians to assemble and be
entertained by things such as Nan’s posing. Heagen though this novel was written by a
contemporary writer and thus it is not an authewtatorian text, it can nevertheless be argued that
it is likely that not all lesbians in the #@entury gathered in the same places. Insteads wlas an
important factor that defined the kind of experiendifferent lesbians had of a lesbian community.

Furthermore, even though Nan’s sexual ortesrtas now exposed in front of Diana’s friends,
Nan nevertheless does not live completely as Hensdl Diana. In addition to posing as man in
front of Diana’s friends, whenever Nan goes somewlmitside Diana’s mansion with Diana,
Diana presents Nan as “Hawy’ (Waters 278, italics in the original):

For it was always as a boy that | travelled witli hew, even when we ventured into the
public world, the ordinary world beyond the circieCavendish Sapphists, the world of shops
and supper-rooms and drives in the park. To anydme asked after me, she would boldly
introduce me as ‘my ward, Neville King’; she hademl requests for introductions, | believe,
from ladies with eligible daughters. (Waters 27&R7
In other words, again, Nan plays the boy-role imdtef being herself, and outside the leshian
circles she as a result often passes as man. ifries lhowever, her passing is not her own choice
and it is not her intention to pass, but becausmevoin the Victorian age were not supposed to be
masculine, people in the streets or other publcgd do not suspect her of actually being a woman.
Even the woman working as a receptionist at thee@digh Club that Diana and her lesbian friends
frequently visit mistakes Nan for a man when thiest fvisit the club even though she is perhaps
used to seeing masculine women. Similarly, Nan®@ folend Bill from the theatre does not
recognise her and calls her “Sir” before Nan revéarself (Waters 287). Nan is also able to go to
the men’s lavatory and pass successfully — she eds “a gent look me over” just like when she

was still a renter (Waters 279). Hence, again, Blamasculine attire can be seen as a disguise. Nan

certainly sees it as one as she wonders whethewdineen at the club have seen through her
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“disguise at once” or not (Waters 272). In otherds even though Nan is now part of a lesbian
community, she is still not living as herself buea admits to Bill that, instead, she is “living as
boy just now” (Waters 287).

For Diana as an upper-class lady, it is irtgrdrto look impressive and handsome and perhaps
even show off in front of her friends. At the satimee, her intention is to shock other people, which
her wealth and status enable her to do. Moreoweg, way, Diana’s behaviour resembles that of
19"-century dandies, for example Oscar Wilde. Oscdd&vhad a young lover called Lord Alfred
Douglas, and Diana, similarly, has her own youngy*tNan. Perhaps, then, one reason why Diana
enjoys making Nan pretend to be her ward Nevillegks that she derives pleasure from being able
to act as some of the upper-class men of the tiche d

When living with Diana, Nan for the first tewealises that there are other women out there who
are like her that are interested in and attracegldmen. This realisation is crucial when it cortees
Nan coming to terms with and accepting her lesbraniAll of Diana’s servants are lesbians, which
amazes Nan because she has never been part dfianlesmmunity of any kind before. In the
following extract, Nan is discussing Diana’s setganmith Diana over supper:

‘Didn’t you catch Mrs Hooper, gazing through hesHas at you as she served you your soup?
Why, she was practically drooling into your plate!’
‘You don’t mean — you can’t mean — that she is lgte us”’
She [Diana] nodded: ‘Of course. And as for littlalg — why, | plucked her, poor child, from
a reformatory cell. They had sent her there forugating a house-maid...” (Waters 261, italics
in the original)
It is difficult for Nan to actually believe thatlahe women living with Diana, whether as her cooks
and servants like Mrs Hooper and Blake or as hegrltike Nan, are lesbians. Up until now Nan
has thought that she might be the only lesbianh@ world since even Kitty betrayed her by
marrying a man. Through Diana Nan becomes one ofyrfesbians instead of continuing to think
she is the only woman who is attracted to other aimm

Similarly, Nan, dressed up as a boy, startsccasionally accompany Diana to the Cavendish

Ladies’ Club to meet her lesbian friends. The CaisinLadies’ Club provides yet another upper-
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class lesbian space in addition to upper-class boniteis there that Nan for the first time readise
that not only are there other lesbians out thetealso both other masculine lesbians and lesbians
who are attracted to female masculinity. Even tloogne of the other masculine lesbians at the
club are quite as masculine as Nan, and some ofvtdmen are even bothered by Nan’s overt
masculinity, it is still clear that a certain kimd interest in female masculinity connects at least
some of the Cavendish Club women:
They wore skirts — but the kind of skirts a taioight design if he were set, for dare, to sew a
bustle for a gent. Many seemed clad in walkingssait riding-habits. Many wore pince-nez,
or carried monocles on ribbons. There were onevorrather startling coiffures; and there
were more neckties than | had ever before seenghtawgether at an exclusively female
ensemble. (Waters 272)
The masculine women at the club are dressed upheresuits or skirts that have a certain kind of
masculine air to them, and, furthermore, compléteirtoutfit with different kinds of men’s
accessories like monocles and ties. Thus, it iardleat masculinity or butchness is connected to
lesbianism, and through Diana’s friends Nan theso ddecomes one of many at least partly
masculine lesbians instead of having to continugihg that she is different from everyone else. In
other words, through the many women she meets ghr@iana, Nan slowly develops a sense of
belonging in a group of lesbians, and, as a restdf{s to come into terms with her identity in
particular as a masculine lesbian.

While Nan has always enjoyed wearing meroshohg, it now becomes clearer that it might be
because of her (what we would now define as) bigkehtity as dressing up as a boy makes her feel
more confident about herself and, furthermore, ishexcited about the fact that her masculine
appearance pleases other lesbians. When Diana ligves new costume, she is delighted because
“it looked, | knew, very well on me” (Waters 260)Y.hen she recalls all the men’s costumes she has
ever worn, she seems proud and concludes thatd‘m@an them all, and worn them wisely and

rather well” (Waters 268). When Diana takes Narth® Cavendish Club for the first time, she

orders a handsome dress for Nan, who thinks shengettlingly attractive” in it and looks “like
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some living picture, a blond lord or angel whonealgus artist has captured transfixed behind the
glass” (Waters 270). From these examples, it iardleat looking masculine indeed boosts Nan'’s
self-confidence and makes her feel better abowgelferAt the same time, she sees herself as the
possible object of lesbian desire. She takes pndeer masculinity and her ability to wear men’s
costumes “wisely”, as she puts it, thus slowly emsbrg her identity as a masculine lesbian (Waters
268). The next subchapter will, accordingly, coricae on Nan finally coming to terms with her

sexual identity and giving up performing to be leéits

3.3 Masculine Lesbian Identity

In the third part of the novel, Diana has kickechat of her mansion in St John’s Wood after Nan
has rebelled against Diana’s rules, opened herafasex toys without her permission and had sex
with one of her female servants. Nan then meets2Ré®, a devoted social worker, and moves in
with her, her brother Ralph and Cyril, the babyythee taking care of. Eventually Nan and Florence
become a couple as well. It is with Florence thanhNinally gains the final courage to show her
sexual identity as a masculine lesbian in public.tHis subchapter | will, then, discuss Nan’s
abandoning of masculinity as a role and embracinggas a part of her identity.

When Nan has moved in with Florence, shes tigereturn to femininity one more time as she
feels that she wants to have an ordinary life agauhthat through femininity she might perhaps be
able to get her old self back: “I had been a raggld once; | could be regular again — being
regular, indeed, might prove a kind of holiday” (s 373). Thus, she lets her hair, “which had
already lost its military sharpness”, grow and ebegins to “curl it at the ends” (Waters 381). She
also gives up her old clothes for “a pair of shewéh bows on” and “a hat with a wired flower and a
dress with a ribbon at the neck” (Waters 381). Hemvethe switch from masculinity back into
femininity does not go as smoothly as Nan has hojpstead of making Nan look and feel nice and

clean, the new clothes have quite the oppositeteffe
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The truth was, | had looked awful ever since legyat John’'s Wood; and now, in a flowery
frock, | only looked extraordinarily awful. The ¢hes | had bought, they were the kind I'd
used to wear in Whitstable and with Kitty; and ésed to remember that | had been known
then as a handsome enough girl. But it was as #riwg gentlemen’s suits had magically
unfitted me for girlishness, for ever — as if mwjaad grown firmer, my brows heavier, my
hips slimmer and my hands extra large, to matckckbines Diana had put me in. The bruise
at my eye faded quickly enough, but the brawl vidibkie’s book had left me with a scar at
my cheek — | have it there still; and this, comhbimgth the new firmness at my shoulders and
thighs, got from carrying buckets and whiteningpstegave me something of the air of a
rough. (Waters 381)
In other words, through the years, Nan has becammasculine that she cannot shake it off or
make it go away anymore, even if she wanted tordseno returning to femininity for Nan the
way she used to know it; instead, masculinity hesoine a crucial and permanent part of who she
is. She concludes that she now “looked like a yontthe back-room of some boys’ club, rinsing
himself down after a boxing match”, which describes obvious masculinity quite clearly (Waters
381). Also, the difference between Nan’'s appeamam®v compared to her sophisticated look
when alongside Diana is remarkable. When with Digin@ resembled an upper-class youth, now
her looks are those of a rough working-class baytHermore, because Nan is now so obviously
masculine, dressing up in women’s clothes agaily amikes her look and feel silly and unlike
herself. She dreams of walking in Leicester Squar&er guardsman’s uniform and her hair
“clipped military-style” and when she wakes up $imgers “my drab little curls and my flowery
frock in a kind of disgust” (Waters 404). Furthemmowhen she goes to the market, she finds
herself “lingering at the window of a gentlemenigfidters, with my fingertips pressing smears of
sweat and longing against the glass” (Waters 40#us, Nan does not feel comfortable in
femininity anymore and instead longs to be maseusigain. Her butch identity becomes clear to
her when she realises that going back to feminigitgot an option for her anymore because she
feels disgusted by it in herself. As a result, shderstands that she cannot hide from her identity
anymore and decides to give up trying to be feneinmmbecome a masculine woman in public for

the first time. As mentioned in the theory parteai Munt’'s (1998, 1) definitions for butch/femme

is concerned with having a certain kind of identityseems clear that Nan indeed has the identity o
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what we would now call a butch lesbian because ro#tied of identities make her feel
uncomfortable or even disgusted.

Embracing masculinity all over again givesnNasense of relief and freedom. She buys herself
new men’s clothes such as “moleskin trousers, aset af drawers and a shirt, and a pair of braces
and some lace-up boots” and has her hair cut sigaih (Waters 404):

I knocked on the door of a girl who was known foird haircuts for a penny and said: ‘Cut it
off, cut it all off, quick, before | change my min&he scissored the curls away, and — toms
grow easily sentimental over their haircuts, brgrhember this sensation very vividly — it was
not like she was cutting hair, it was as if | hagar of wings beneath my shoulder-blades,
that the flesh had all grown over, and she wasglime free...(Waters 404-405)
Hair has always played a crucial role in Nan’s cledor lesbian identity. At first, it was Kitty's
shorn hair that caught her attention and made het another woman sexually, and later, when she
had her own hair cut short for the impersonating slee felt saucy and, again, started wanting
Kitty. Long hair has traditionally symbolised fermity, and by having her hair cut short one more
time Nan is freeing herself from her past as a memei girl and embracing life as a butch.
Femininity feels like a burden for Nan and the reircut lifts that burden off her shoulders. With
masculinity Nan is free to be herself without havto play the role of the feminine woman. At the
same time Nan is leaving her masculine roles belamthis haircut is the first masculine haircut
that she is going to carry as a woman, not as a mgdersonator or a female-to-male cross-dresser.

Nan’s transformation from femininity back measculinity happens gradually, from private to
public. The reason for this is probably the faett thince this is the first time Nan leaves masdawlin
as a boy-role behind and comes out as herself,sautiae lesbian, she is afraid of how people are
going to react to her sexual identity. Hence, rat iNan only wears her trousers at home, “to do the
housework in — at least, for a month or so | daters 406). After that, since the neighbours have
already caught glimpses of her in her trousers,atb@ starts wearing them when she goes to the

market or has to do something outside but stilk nlea house: “since | had become known in the

district as something of a trouser-wearer, it sekna¢her a fuss to take the trousers off at nighit a
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put a frock on” (Waters 407). However, when Nan &hatence go out to an East End pub with
their friends, Nan considers her outfit more cdbgfas she thinks trousers “must be rather too bold
for an East End audience” (Waters 411). Insteael,dsbsses up in a skirt but nevertheless holds on
to her masculinity by wearing “a gentleman’s shimt collar, and a tie” (Waters 411). Hence, when
Nan is not dressing up to perform or pass as mambiead goes out in public as herself, she needs
to be more careful in how masculine her clotheslmams mentioned earlier, after all, masculinity
was not a desirable quality in a woman in th& &éntury. However, even though Nan thinks that
she has to wear a skirt when she goes out ancc#nmot be as masculine as she would want to be,
she nevertheless manages to feel comfortable iolb#res: “For all that it was skirts and stays and
petticoats that | pulled on, | felt as | thoughtyaung man must feel when dressing for his
sweetheart” (Waters 411). Hence, despite the fettsome of her clothes are feminine, Nan still
feels masculine and good about herself. She iswuhilisg to compromise her level of masculinity
as long as she still can portray masculinity inlguln the first place.

Another point about Nan being her masculgéia public is the fact that when previously she
has been rather bold and proud of her masculineaappce, for example when passing as man in
the streets of London and when accompanying Diaeasdd up as a boy, now she is not as
confident anymore. When she goes to the pub wibheRte, people stare at her and suddenly she
feels “strangely shy of them and their opinion” (fa 415). Hence, now that she is not performing
a role anymore or masquerading herself as a mams&tetad goes out as herself, she feels nervous
of what people might think of her and is unsure thbe they are going to judge her for her
masculinity or not. In short, being her masculie# & front of other people makes Nan feel more
vulnerable than she was when she was disguisedn@anaBecause she is now for the first time
showing her sexual identity to people, their opmam her matters to her more than before.

It is surprisingly easy for Nan to be bothsedine and a lesbian in public because the people

around her seem to be quite tolerant and open-mintle Wilson (302) points out, when Nan and
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Florence become lovers, “their sexuality is quiettgepted by their friends and acquaintances”. As
a result, “Nan does not have to hide her feeliagsshe did with Kitty, or live in a state of comdta
performance, as she did with Diana” (Wilson 302)tHAthe help of this accepting atmosphere,
Wilson (302) concludes, Nan can begin “the pairdeparation of her sexual identity from her
music hall performances and the memories of Kht thave pursued her”. It is also important to
note that all of Florence’s friends are lesbianstterefore it might seem obvious that they are
accepting of Nan and Florence’s relationship. Stkn is strikingly masculine compared to many
other 19-century leshians and her masculinity could pogsiause some commotion even among
lesbians, as it did when Nan visited the Caven@isio with Diana. However, Florence’s friends do
not judge her. In fact, they merely joke light-hHedly about Nan’s appearance as Florence’s friend
Annie does when she meets Nan for the first time:

‘Then you, | suppose, must be the fairy king hirhg@r is it, the fairy queen? | cannot tell if

your hair is at odds with your costume, or the otkay around. If that’ — she laughed again —

‘means anything.’” (Waters 368)
It is easier for Nan to give up playing a role dadherself when the people around her accept her as
she is.

It is also important to note that Nan nowesvin Bethnal Green, a then working-class area of
London, which also makes it easier for her to berhasculine self in public. After all, “in some
houses in Bethnal Green” “it was a luxury to hamg sort of clothes at all, and you regularly saw
women in their husbands’ jackets, and sometimesua ima shawl” (Waters 407). The rules as to
how feminine a woman should be in the Victoriangsmwere not quite as strict in working classes
as they were in middle and upper classes becaudengelass families were poor, and the women
could often not choose the clothes they wore. Worwmrd wear men’s clothes and men could
wear women'’s clothes — the main thing was to staynwand healthy. As a result, Nan does not
stand out where she lives despite her masculineasppces. Even though her hair is shorn and thus

looks rather rough, no one seems unfriendly towdnels (Waters 364). Hence, at least among
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working-class women and men, a woman could be sdmaewnasculine without seeming
threatening or strange. As | mentioned in my thedifferent classes had different values in the
Victorian era, and the middle-class ideal of th&fqu lady was impossible to achieve for working-
class women because of economic and social reabmme, the working-class neighbourhood
where Nan and Florence live allows Nan to be masellecause femininity is not demanded of
working-class women as strictly as it is of middlass or upper-class women because of poverty.
Yet another thing that makes it easier fon @ be herself in public is the fact that when she
goes out as her masculine self, she is noticedaandpted by other lesbians. This becomes clear
when Nan and Florence go to the aforementioned Eadtpub and meet a group of lesbians who
used to idolise Nan when she was still workingrhesic halls with Kitty. In fact, it turns out that
Nan has been quite the butch icon among other riasdesbians, and many women have also
been interested in her:
‘Fancy us still having that [a picture of Nan andtKas mashers] pinned up’, she said. ‘|
remember the gal what put it there: she was rdtben on you — indeed, you was always
something of a favourite, at the Boy [the pub]. SJu it from a lady in the Burlington
Arcade. Did you know there was a lady there, sgllctures such as yours, to interested
gals?’ (Waters 420)
Furthermore, the lesbians at the pub are excitetheéet Nan and it turns out they have also
suspected her of being a lesbian: a woman conchhdéshe “cannot say | never wondered”, and it
also turns out that during a performance, Nan kasa géhrown a chocolate coin to Florence’s friend
Annie, who “thought I should die!” because she wdnian so much (Waters 421). At the end of
the evening, all the lesbians at the pub are feemith Nan and they want to know if they will see
her again at the pub some time. Thus, Nan is firallly bonding with other lesbians and making
real lesbian friends of her own, which is quitefetiént compared to her performing different boy-
roles to entertain Diana and her friends, for eXamphe also begins to realise that she has hidden

her sexual identity in vain in the past becauserlisbians have known about or at least guessed

her butchness all along and accepted it. When @b&eple accept Nan as she is, it is easier for her
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to accept herself as well. Becoming part of a Eslmommunity is hence important for Nan because
she finally fits in and belongs somewhere.

The pub, the Boy in the Boat, introducesaratther kind of lesbian space in the novel. The pub
is actually a small room that is situated nearfthames and thus quite far from the better areas of
London. The entrance to the room is at the bacthefbuilding and the room itself is quite well
hidden as well:

Here a set of rather steep and treacherous-loaitegs took us downwards, to what must

once have been a cellar; at the bottom there veasothm — the Boy in the Boat, | remembered

to call it — that we had come for. (Waters 414)
Hence, the pub is out of sight and only the peagie know where it is can find it. It is frequented
by prostitutes and toms and it is quite obviouslyaking-class space. It also makes sense that the
clientele of the Boy consists of these two groupsvomen in particular. As | mentioned in my
theory, there was a certain connection between,tomsasculine women, and prostitutes — both
were considered socially threatening by the midthss because they, at least supposedly, “exhibit
extramarital desires and have aggressive sexudémeres” (Halberstam 1998, 51). Tiipping the
Velvet the working-class lesbian bar functions as aephat differs from the upper-class lesbian
space of Diana’s mansion or the likewise upperscfaavendish Ladies’ Club. At the same time,
the working-class women at the Boy introduce aaterkind of lesbian subculture as they spend
time in their own place that is not meant for every. Hence, in the novel, and probably in real life
as well, different classes have different spacesran all lesbians go to the same places. Through
her many different acquaintances, Nan managesperiexce several different lesbian spaces in the
course of the novel but that does not mean that@MHcentury lesbians could do that. Victorian
people were confined to their own class and theraatg rules and values. Thus, Victorian London
was not only a gendered space but a class spaeellas

The lesbian pub ifipping the Velvetesembles the more recent phenomenon of lesbian ba

culture in the USA in the 1940s and 1950s. Sulli@id) refers to this as “the bar dyke
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community”, which refers to the fact that lesbianmen assembled in lesbian bars, thus forming
their own subculture in the USA. The lesbians wheqfiented these bars were, according to
Sullivan (27), often masculine butch lesbians wtd ‘hot see themselves as women who passed as
men, but as butches; that is, ‘masculine’ women miaole explicit the existence of lesbianism, and
who overtly resisted what they saw as heterosexigsnhs”. The women at the Boy Fipping the
Velvetseem to be similar to the butch lesbians desciilye8ullivan although some of the women
in the novel are said to pass. Nevertheless, Wateespostmodern Victorian writer is aware of the
bar dyke culture and perhaps even intends to tefat with the description of the masculine
lesbians at the Boy. Furthermore, Waters descimabsisnilar lesbian community in her novehe
Night Watchwhere the masculine lesbian Kay, her female anmioelariver friend Mickey and
some other masculine women often meet in the bbatevMickey lives to have tea or beer and talk
about different things. This novel, as mentionefbise takes place in the 1940s and thus probably
echoes the bar dyke culture of the USA even movéably thanTipping the Velvet
Some of the lesbians Nan meets at the Boyasrmasculine as her. Up until now Nan has

always been the only overtly masculine woman, as tha case when she was at the Cavendish
Club among Diana’s friends and now with Florendgends, but at the pub Nan is certainly not the
only butch. In fact, some of the women are so maseithat even Nan mistakes them for men at
first:

| said to Florence, ‘I thought you said it was ®dll toms here? There are blokes over there.’

‘Blokes? Are you sure?’ She turned to where | paintand gazed with me at the billiard

players. They were rather rowdy, and half of theemeaclad in trousers and waistcoasts, and

sported prison crops. But as Florence studied thata,laughed. ‘Blokes?’ she said again.

‘Those are not blokes! Nancy, how could you thit¥ i

| blinked, and looked again. | began to see...Thegew®t men, but girls; they were girls —

and they were rather like myself(Waters 416-417)
When Nan finally realises that the people at thigald table are masculine women instead of men,

she sees herself in them. In other words, sheifgEntvith these women because for the first time

she is not the only very masculine woman presdmg. r8alises that because there are other women
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just like her out there, she is not somehow dewargbnormal after all. This becomes apparent in
the following extract:

| swallowed. | said, ‘Do they live as men, thosesg’

Florence shrugged, not noticing the thickness invoige. ‘Some do, | believe. Most dress as

they please, and live as others care to find th&ne caught my gaze. ‘I had rather thought,

you know, that you must’'ve done the same sortiofgthyourself...’

‘Would you think me very foolish,” | answered, fifsaid that | had thought | was the only

one...?" (Waters 417)
Nan has considered herself a freak of nature ofeskimd because she has never seen anyone else
like her before. With Kitty she had to hide her s&ixidentity and thus could not bond with other
lesbians, and Diana’s upper-class lesbian frienete wever as masculine as Nan, probably because
their class would not allow it. When she now sdwsdroup of very masculine women at the pub,
her eyes are opened to the fact that female maggudixists in the real world, too, and so it id no
only limited to the world of theatre and performanm short, Nan finally finds her place and feels
like she fits in with these women. Therefore, thetfthat Nan is now able to identify with other, in
contemporary terms, butch women helps her in acwepier own butchness and being open about
it.

It is also interesting that even though eartine of the reasons why Nan disguised hersedf as
man was the fact that as a man she was grantetbfreef movement in London, she does not lose
that freedom despite the fact that she now goestasoa masculine woman. As mentioned earlier,
Florence is a social worker, and through her Nan Becomes one in the end. According to Ciocia,
the role of the social worker was open to both raed women and hence in this role the urban
space was available to Victorian women from theOk8&wards. As a result, the fact that Nan now
embraces her sexual identity as opposed to congniai hide herself behind the boy-role does not
mean that she loses the space and freedom grankest as a man — as opposed to this, as a social
worker she continues to be an active member o$beety despite her femaleness.

According to Ciocia, with Florence “comingtoeventually becomes a public, as well as a

private, act” for Nan. This refers to the fact thN&tn’s coming out in public is symbolically linked
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with her stepping out and giving a speech at tr@alist Demonstration in Victoria Park, in front of

a huge audience like in theatre, but now for th& fime as herself, without a disguise of any kind
Her speech is a success and when it ends, “thesewacond’s silence, then a burst of thunderous
applause” (Waters 459). The speech symbolicallyitetes Nan’s theatrical career as for the first
time she steps on the stage as herself and recanmause for what she does as herself, not in a
role behind a disguise. While it is true that Naveg the speech only to help Florence’s brother
Ralph who is too nervous to do it himself, and thalivering a speech in an inspiring way can also
be considered acting, it is nevertheless clear Maat is now standing in front of an audience as
herself and being cheered for it. She is finallgMer enough to show her identity without being
afraid of what people might think of her. Therefmbe is also ready to leave different roles behind
and embrace life as a masculine lesbian.

The final symbolical gesture on Nan’s partdave her past roles behind is the fact that when
she meets Kitty at the Socialist Demonstration, sdjects her, as well as her old stage name
(Ciocia). For Nan, Kitty represents hiding and tyiabout her sexual identity because Kitty never
wanted anyone to find out that she and Nan werergoWNow Kitty comes back, still married to
Walter, but wanting to start a new relationshiphvwtan:

‘Come back to you?’ | said. ‘With you, still Waltemwife?’

‘All that means nothing,” she said quickly. ‘Thesaiothing — like that — between him and me

now. If we were only a little careful...’

‘Careful!’” | said: the word had made me flinch. 1€al! Careful! That's all | ever had from

you. We were so careful, we might as well have baead!’ | shook myself free of her. ‘I

have a new girl now, who'’s not ashamed to be myetheart.’” (Waters 466)
While Kitty still wants to be in a secret lesbiaglationship, Nan is ready to leave hiding behind.
She is not interested in covering her identity aosem Furthermore, she rejects her old stage name
Nan when Kitty calls her by that name: “Don’t calle that,’ | said pettishly. ‘No one calls me that
now. It ain’t my name, and never was™ (Waters 4@y giving up her stage name, Nan also gives

up playing any more roles. Instead, she wantsvio tier life as herself and be called by her real

name Nancy Astley again. As Wilson (302-303) poiois, after the brief encounter with Kitty,
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“Nan has finally let Kitty — and the music hall #igcality associated with their relationship — go”
Ciocia sees Nan'’s journey in the novel as that thfeatrical apprenticeship where she goes through
the roles of the spectator, the actor and the wire§he concludes that “it is only after this fina
role, which symbolically takes her to the heart.ohdon, that Nancy can successfully terminate her
‘theatrical’ career, repudiate her stage name andncile herself with a newfound authentic sense
of personal identity”.

Finally, then, Nan finds a way to balance peevious roles: in the end, she is not the
traditionally feminine woman that she was in Wlalde nor does she play the part of a man like
she did in the music halls and with Diana. Instesd is a mixture of both genders and supposedly
continues her life as a masculine woman from nowlemy theory | pointed out that Butler has
guestioned the fixedness of gender and criticiseddct that in a heteronormative world gender is
supposed to originate from the corresponding $esedms that at least Nan is indeed an example of
someone whose gender identity is not limited toder but instead it is possible for her to be both

female and masculine at the same time; hence gydgmale masculinity.
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4. Lesbian Relationships

This chapter focuses on the representation of deskelationships iMipping the Velvetl have
grouped the relationships in the novel under tHBWong models: romantic friendship, sexual
relationship and lesbian family. My aim is to ars#ythe three relationships Nan is in during the
novel and point out the reasons why they can b&idered representative of the groups | have
placed them in. In the subchapter on romantic distip | will discuss Nan and Kitty's relationship,
the subchapter on sexual relationship will focudNam and Diana, and, finally, the subchapter on

lesbian family will deal with Nan and Florence.

4.1 In the Closet: Romantic Friendship

In Tipping the VelvetNan and Kitty's relationship appears as friengsbi the people outside the
relationship because they hide their romantic agdual feelings for each other in public. As |
mentioned earlier in both the introduction and theory chapter, lesbian scholarship has indeed
often defined 18-century same-sex desire in terms of romantic fiséip (Halberstam 1998, 50).
This refers to the fact that even though two womreght have had loving feelings towards each
other in the 19 century, their relationships were neverthelessrofteen mainly as asexual. In
other words, the romantic friendship model has tigdothe possible sexual aspect of these
relationships. Similarly, Thane (187) pointed chatt in the 19 century, many unmarried women
had long and passionate friendships that could nberpgreted as lesbian relationships. These
friendships might have seemed innocent but coulceality have been much more because they
were, as we remember, “unsupervised by a legadsysthich made no comment upon lesbianism”
(ibid.). As Hall (107-108) reminds us, even though homoakactivity between men was punished
by death for centuries in Britain, “homosexual atyi between women was never explicitly

criminalized”. Halberstam (1998, 65) asserts tha might be because it was far more comforting
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to interpret close relationships between two wonan asexual friendship as opposed to
acknowledging “the possibility of female sexual Eggion in the nineteenth century”.

According to Hall (107), historian Lillian Barman has “traced the ‘romantic’ friendships of
women across many centuries in Britain and Amerioaher bookSurpassing the Love of Men
(1985). As Jagose (13-14) puts it, in her bookafspng the sixteenth to the twentieth centuries,
Faderman reads a range of historical and literakgstin order to demonstrate the ubiquity in
western culture of sexual or intensely affectiomatations between women”. However, Faderman
acknowledges that “it is impossible to know wherd an what form sexual contact occurred
between women who cohabited or publicly expresked ardent feelings for each other” (Hall
107). After all, “patriarchal belief systems, sewyithe interests of men and male-dominated
institutions such as the church, expressly denieth@n the capacity or right to feel sexual desires
except as channelled into the structure of marraage reproduction”ifid.). Regardless of this, it
would be foolish to assume there was no sexualigchetween women “simply because it was not
written about or was rarely mentioned in the anmdiléegal activity” (bid.). In fact, it is quite
possible that, in many cases, what outsiders vieageadmantic friendship between two women was
actually lesbianism disguised as close friendshipis is how Nan and Kitty’'s relationship is
portrayed inTipping the Velvet

Faderman’s views have been criticised by nlaslgian and queer theorists. Halberstam (1998,
55) points out that, for example, Vicinus critiqubs romantic-friendship historians like Faderman
and Blanche Wiesen Cook “for ignoring gender vears among women and for assuming the
asexual nature of many relations between womenftthEtmore, Faderman and yet another
romantic-friendship historian, Carroll Smith-Roserdy have been criticised “for separating
lesbianism from overt sexual activity and for prouaig rather stereotypical notions of the moral

and pure nature of nineteenth-century true womadih@idalberstam 1997, 330). It is important to
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acknowledge the fact that ®@entury romantic friendship probably often did dhxe sexual
activity between two women — we just do not havelmevidence of it.

Because 19century romantic friendship often appeared as pefiendship and not (in
contemporary terms) homosexuality to the peopleidetthe relationship, it in a way resembles the
more current concept of the closet. As argued exanteal-life romantic friendship was probably
something more than just friendship and probably idvolve sex between the women in the
relationship as well; the possible sexual aspedhefrelationship was simply kept a secret and
hidden from view for fear of punishment or judgme®imilarly, the contemporary concept of the
closet refers to the fact that one keeps their @exientity a secret instead of being open about it
Eve Kosofsky Sedgwick, in her bodkpistemology of the Clos€1990), argues that “the closet,
representing a known secret, is a central tropetsiring contemporary Western thinking” (Taylor
15). The closet, then, maintains heterosexual nivityathrough keeping “the known secret of
homosexuality safely hidden awayibid.). Taylor (15) asserts that, “as sites of pasdimg
straight”, closets “allow us to be simultaneoustjuder) inside and (straight) outside, a highly
transgressive double position. The closet then lhesoa stage for the (tricky) performance of
sexuality.” When heterosexuality can thus be penéat, “all heterosexuality becomes open to
question” (Taylor 15). Similarly, then, romanticieindship in a way passes as heterosexual
friendship between two women instead of being op&omosexual. As Gowing (63) points out,
“invisibility is also always part of the lesbiandagay experience, and the secrecy and individualism
of sexual experiences is as crucial to the lesldaad gay past as publicity, visibility and
community”. Hence, it is important to realise tleaen if sexual experiences between two women
might have been hidden from view in théh]chntury, they probably still existed in secret.

InTipping the VelvetNan and Kitty's relationship begins as friendsiipere both of the girls
secretly have romantic feelings for each otheretan when they confess their feelings to one

another and become a couple, they keep their oakttip a secret and thus, in contemporary terms,
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live their love life in the closet, pretending thaye heterosexual in public. The purpose of this
subchapter is to examine Nan and Kitty’s relatigmsind see in what ways it can be said to be an
example of closeted romantic friendship. | willard9"-century romantic friendship and the more
contemporary concept of the closet as slightlyetdéht versions of the same phenomenon, namely
that of hiding one’s sexual identity and lesbialatienship to pass as straight for one reason or
another. Thus, Waters sheds some light on theriistowomen’s so called romantic friendships
and connects them with the contemporary phenomeholoseted relationships.

As this chapter deals with Nan’s many lesbiationships inTipping the Velveand as they
are always strongly influenced by the person Nan the relationship with, it is of use to introduc
the character of Kitty here more closely. Kittyasworking-class girl, who has been in lesbian
relationships even before falling in love with Natowever, her career as a music-hall artist is
important to her and so, in order to safeguardjbierand her reputation, she has always kept her
feelings towards other women a secret. Kitty iqidfithat if people, and especially her audience,
find out about her lesbianism, her career will bmed forever, and that is why it is crucial for he
to stay in the closet. This is something that reiman today’s world as well — many public figures,
for example, choose to keep their sexual oriemasiecret to keep it from possibly ruining their
career.

As mentioned earlier, Nan and Kitty’s relasbip begins as friendship when Nan goes to the
Canterbury Palace to see Kitty’s performance enagit and Kitty eventually asks Nan to meet her
backstage because, according to her, she has nadea fan before. The two become friends and
later on Nan also becomes Kitty’s dresser. Howeweraddition to the friendship, from the
beginning, Nan has both romantic and sexual feglfiog Kitty in secret. When Nan goes to see
Kitty's performance before they know each otherniajealous of a girl that Kitty throws her rose

at: “A lovely girl | had never seen before but fedady at that moment to despise!” (Waters 17).
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Moreover, more than anything, Nan wants Kitty tokat her in the audience and to recognise her
existence:
| looked back to Kitty Butler. She had her toppaised and was making her final, sweeping
salute. Notice me, | thought. Notice me! | spelled words in my head in scarlet letters, as
the husband of the mentalist had advised, and teemd burning into her forehead like a
brand.Notice mel(Waters 17, italics in the original)
In other words, Nan is desperate for Kitty’'s atitemt Furthermore, her love for Kitty becomes quite
obvious when she confides in her sister Alice:
‘When | see her’, | said, ‘it's like — | don’t knowhat it’s like. It's like | never saw anything
at all before. It's like 1 am filling up, like a we-glass when it's filled with wine. | watch the
acts before her and they are like nothing — theljkeedust. Then she walks on the stage and —
she is so pretty; and her suit is so nice; andvbeare is so sweet...She makes me want to
smile and weep, at once. She makes me sore, h@laced a hand upon my chest, upon the
breast-bone. ‘I never saw a girl like her beforagvVer knew that there were girls like her...’
(Waters 20)
However, Alice’s reaction is not what Nan has hopadbut, rather, she has “a look of mingled
shock, and nervousness, and embarrassment or sloaninet face (Waters 20). It is here that Nan
for the first times feels as though she should Heam her feelings a secret because it is obvious
from Alice’s reaction that her love for anotherl g&r not something people will find easy to accept.
Despite this, Nan continues to see Kitty backstagd,the more often she visits her, the closer thei
friendship becomes and, eventually, they startngptach other by their first names.

Nan’s secret sexual feelings for Kitty becomere obvious when she becomes Kitty’s dresser.
When Kitty is on stage, Nan arranges her outfitd bilushes “to handle them, for | couldn’t help
but think of all the soft and secret places theyi@oon enclose, or brush against, or warm and
make moist, once she had donned them” (WatersS3@jilarly, backstage, Nan does little things
for Kitty, like empties her ashtrays, wipes her¢adnd dusts her mirror. She considers these things
“acts of love, these humble little ministrationsdaof pleasure, even, perhaps, of a kindGelf
pleasure, for it made me feel strange and hot émdsh shameful to perform them” (Waters 38,

italics in the original)Also, when at home in her bed at night, Nan dreaf&tty in a very sexual

way:
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How Kitty would have blushed, to know thert she played in my fierce dreamings — to know
how shamelessly | took my memories of her, andadithem to my own improper advantage!
Each night at the Palace she kissed me farewethyirdreams her lips stayed at my cheek —
were hot, were tender — moved to my brow, my ear tlmoat, my mouth...I was used to
standing close to her, to fasten her collar-studsrash her lapels; now, in my reveries, | did
what | longed to do then — | leaned to place my lipon the edges of her hair; | slid my hands
beneath her coat, to where her breasts pressed agaimst her stiff gent’s shirt and rose to
meet my strokings...(Waters 41)
Thus, it is obvious that Nan is indeed sexuallyeiested in Kitty. This view of fBcentury
lesbianism seems to be Waters’s attempt to oppgusegexual romantic friendship model. Even
though at this point Nan and Kitty have not yetresged their feelings to each other and remain
friends, it is nevertheless clear that Nan dreaht®mg sexually exciting things with Kitty.

Similarly, Kitty clearly has feelings for Nam secret as well. When Nan visits her backstage f
the first time, Kitty kisses her hand and tells tteat she smells “like a mermaid” and insists she
come visit her again in the future (Waters 33).eAtheir first meeting, whenever Nan goes to see
Kitty's performance, when Kitty leaves the stageete was that sweep of her hat for the hall, and a
nod, or a wink, or the ghost of a smile, just fog fiNan]” (35). Hence, there are secret messages,
almost like flirting, between Kitty and Nan in froof the audience, who do not notice anything.
Also, Kitty wants to visit Nan’s family in Whitstéd because she thinks it will be “nice to see
where you live and work, and to catch your traimg &0 meet the people that love you, and have
you with them all day” (Waters 42). In other wordsseems that Kitty is eager to see what Nan’s
life in Whitstable is like so that she can betteagine where Nan is and what she is doing when
they are not together. Finally, Kitty wants Nanctume to London with her when she is offered a
job there because “I — like you. Because you amdgor me, and bring me luck. And because
London will be strange; and Mr Bliss [Walter, Kigynew manager] may not be all that he seems;
and | shall have no one...” (Waters 55). Hence, Kithgs not want to give Nan up but instead feels
safe with her and thus wants to both have her careeNan in her life.

Even after moving to London, Nan and Kittyntioue to keep their feelings for each other a

secret from each other and, instead of being loapear to be just friends on the surface level.
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Where they live in London, they have to share @ toom and a tiny bed, which was common for
working-class people, and which also often enabdstlian relationships in the 4 @entury. Nan
and Kitty are indeed intimate with each other, etreugh they do not confess their feelings to one
another. For example, when they sleep side byisidee same bed for the first time, Kitty comes
close to Nan, hugs her and confesses that she lwagsajealous of Nan and her sister Alice for
sleeping in the same bed in Whitstable and thaishappy that “we’re like sisters now, aren’'t we
Nan?” (Waters 78). Even though this is clearly K#tattempt to get closer to admitting her
feelings to Nan, Nan thinks that she must now l¢arfswallow my queer and inconvenient lusts,
and call her ‘sister’. For to be Kitty's sister wastter than to be Kitty’s nothing, Kitty’'s no oné...
must learn to love Kitty as Kitty loved me; or nevs able to love her at all. And that, | know,
would be terrible” (Waters 78). In other words, &#ese being sisters means doing nothing sexual,
Nan thinks that she has to abandon her lesbiamedesiwards Kitty and accept the fact that their
relationship will be asexual and remain on the ll@fefriendship. Hence, Nan does not interpret
Kitty’s caresses to be acts of tommish lust buteiad thinks that Kitty only loves her in a sisterly
way. Kitty does caress Nan a lot, which makes Ns&l €onfused at first: “Her touch made me
stiffen again: | was still not used to the easysaes, the hand-holdings and cheek-strokings,rof ou
friendship, and every one of them made me flinabhdly, and colour faintly, with desire and
confusion” (Waters 71). As time goes by, Nan, hosvegrows used to sleeping with Kitty by her
side and learns to “lean into her embraces, topdduer kisses, chastely, nonchalantly — and even,
sometimes, to return them” (Waters 88-89). Theatienship seems quite innocent and perhaps
like a typical example of romantic friendship. Thels clearly love each other but, innocent-
seeming kisses and hugs aside, their relationgmiains asexual. This description is quite similar
to the relationship between the characters of 8deMaud in Waters’s novélingersmith Sue and
Maud also share a room and, before admitting tieellings to one another, they also experience

closeness with each other through holding handsjrig and hugging in a friendly or sisterly way.
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Eventually Nan and Kitty admit their feelingsone another as Kitty grows jealous while Nan
dances with a boy at a ball. On their way home ftbe ball, Nan and Kitty stop to watch the
Thames freeze over and end up kissing and, latémairsame night, making love. Hence, once Nan
and Kitty begin a conscious lesbian relationshipalso includes sex and kissing in a sexually
exciting way. A similar thing occurs iingersmithas well — once Sue and Maud become a couple,
they start having sex on a regular basis. Thiediffjuite drastically from the view of 1@entury
relationships between women as asexual. As for plarHalberstam (1998, 55) pointed out,
romantic friendship historians have been critici$@dignoring the sexual aspect of”l@entury
lesbian relationships. Waters, on the other handbath Tipping the Velvetand Fingersmith
appears to be rewriting lesbian history so thastead of ignoring the sexual aspect of these
relationships, her characters have rich sexuas larad, in addition, being sexual is a natural part
their life.

However, even though Nan and Kitty are a tomow, the theme of secrecy continues. When
earlier they kept their feelings hidden from eatheg now they have to keep their relationship
hidden from everyone else. This is because Kittmalads they keep their relationship and feelings
in the closet for fear of her losing her job anthing her reputation. Because this is Nan’s first
lesbian relationship, she agrees to do anythinty Kvants her to do for fear of otherwise losing
Kitty. Hence, as Wilson (296) also points out, “Ndons a painful mask of heterosexuality” in
order to make Kitty happy. Even though Nan doesfeelt the need to hide her love for Kitty and
even though it is difficult for her, she nevertlssl@eloes what Kitty requests of her:

When Kitty and | had first become sweethearts,d imade her a promise. ‘I will be careful,’ |
had said — and | had said it very lightly, becaut®ught it would be easy. | had kept my
promise: | never kissed her, touched her, saidvandothing, when there was anyone to
glimpse or overhear us. But it was not easy, ndritddecome easier as the months passed by;
it became only a dreary kind of habit. Hoauld it be easy to stand cool and distant from her
in the day, when we had spent all night with outetalimbs pressed hot and close together?
How could it be easy to veil my glances when otheached, bite my tongue because others
listened, when | passed all our private hours gpainher till my eyes ached of it, calling her

every kind of sweet name until my throat was dry®irf§ beside her at supper at Mrs
Dendy’s, standing near her in the green-room dfeatre, walking with her through the city
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streets, | felt as though | was bound and fettev#ld iron bands, chained and muzzled and

blinkered. Kitty had given me leave to love he thorld, she said, would never let me be

anything to her except her friend. (Waters 12Ticgan the original)
Also, then, it becomes obvious that there is a hekween what has been perceived as romantic
friendship and being in the closet. As can be $ega, Nan and Kitty keep their relationship safely
hidden from view and continue to act as if nothag changed between them and as if they are still
merely very close and affectionate friends. Hetee®utsiders, their relationship appears perhaps as
romantic friendship when in reality they are clasgttheir lesbian relationship that does have a
sexual side to it. As Taylor (15) pointed out of tloset, its purpose is to “maintain the illusadn
normative heterosexuality” and that is exactly wah and Kitty are doing.

Thus, when earlier Nan and Kitty’s relatioipsperhaps was romantic friendship where the girls
had sexual feelings towards each other but dichabtipon them, now their relationship becomes a
closet relationship where their relationship haseaual aspect that has to be kept hidden from
everyone outside the relationship. This secreais as long as Nan and Kitty continue to pretend
they are only close friends, and the pretendingdak great deal of effort, there being several
instances of Nan and Kitty keeping their relatiopsh the closet and maintaining the illusion of
heterosexuality when among other people. FirstlpfH the intimacy between Nan and Kitty has
to come to a stop whenever it seems like someoghtrbe coming. This can be seen, for example,
in the following extract where Nan and Kitty areoabto kiss in the changing room:

Then all at once there came a blast of noise fimenptassageway beyond, and the sound of
footsteps. Kitty started in my arms as if a pistatl been fired, and took a half-dozen steps,
very rapidly, away. (Waters 99)
A similar thing happens when Nan and Kitty get ofitheir carriage to watch the Thames freeze
over. They kiss in the shadow of the carriage “whee were hidden from sight” and then “the
carriage gave a creak as the driver shifted insbet, and Kitty stepped quickly away” (Waters

103). Furthermore, Nan describes her and Kitty mgkove as “a thing done in passion, but

always, too, in shadow and in silence, and witle@nhalf-cocked for the sound of footsteps on the
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stairs” (Waters 127). These examples show thatessential, especially to Kitty, that no one finds
out about their intimate moments and the sexuat@spf their relationship. Therefore, whenever
there even seems to be the risk of being caughingir making love, Nan and Kitty have to pull
away from each other in order not to be exposed.

Another way of keeping the relationship ie tfioset is staying away from other lesbian couples
in order not to be associated with lesbianism thhoacquaintances. In the theatre, there is another
pair of women — a comic singer and her dresser e Wan thinks “were rather like ourselves”
(Waters 129). This lesbian couple, although mostgntioned in passing, seems to be more open
about their relationship to each other and theyterMan and Kitty to a party with them. While Nan
would like to go, Kitty is quick to refuse. Latenahey discuss Kitty's reaction:

‘Nan!” she [Kitty] said. ‘They’re not like us! Thene not like us, at all. They'reoms’

‘Toms?’ | remember this moment very clearly forddhnever heard the word before. Later |

would think it marvellous that there had ever bad¢ime | hadn’t known it.

Now, when Kitty said it, she flinched. ‘Toms. Theake a — a&areer— out of kissing girls.

We're not like that!’

‘Aren’t we?’ | said. (Waters 131, italics in theiginal)
In other words, Kitty does not want to be assodiatéh lesbianism, or tommishness, and she even
completely denies her sexual identity in orderratgct her heterosexual facade. She thinks she and
Nan are “not like anything” but rather “just — oelges”, and she claims there is a difference
between her and Nan and the women she refersttorss Nan challenges her by asking “is there a
difference?” but the question does not receiveearchnswer (Waters 131). It is clear that Kitty is
afraid of admitting her own sexual identity to hefswhich then leads to wanting to keep the
relationship secret.

Moreover, when Nan and Kitty move to anothpartment in London, they have separate
bedrooms as a precaution even though no one ek With them and they always sleep in the

same bedroom. This is “for the sake of the girl wdame to clean for us, three days a week”

(Waters 146). Thus, Nan and Kitty continue to caweir relationship even in their own home. As
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Nan explains, “we found we couldn’t break ourselgésur old habits: we still whispered our love,
and kissed beneath the counterpane, noiseledsymiice” (Waters 146).

Finally, Kitty agrees to marry their manag#alter. Her intention is to thus secure her and
Nan’s relationship because if she is married tcaa,;mo one can ever guess she is actually in love
with Nan: “Can you not see, how this is for thestee With Walter as my husband, who would
think, who would say —” (Waters 172). Jeremiahq)L8rgues that “Kitty marries Walter in part so
that she may pass as straight, respectable, waNangonly as a covert source of pleasure”. At this
point, Nan finally breaks away from hiding in théoset and being in a seemingly romantic
friendship and leaves Kitty.

Of course, there are reasons why Kitty, adetimes even Nan, would think that it is better or
safer to keep a lesbian relationship in the claset maintain an illusion of heterosexuality. Kitty
feels like the world would never let Nan “be anwthito her except her friend” but Nan does not
want to believe this so she writes a letter to dister Alice and confesses that she is in love with
Kitty (Waters 127). The reply she receives is ramepting:

But you must know too that | can never be happyewour friendship with that woman is so
wrong and queer. | can never like what you have toé. You think you are happy, but you
are only misled — and that woman, your friend “atled”, is to blame for it --- Let me just
say at the last what you must | hope know. Fattdether and Davy know nothing of this, and
won't from my lips, since | would rather die of sha than tell themYou must never speak of
it to them unless you want to finish the job you started mvigeu first left us, and break their
hearts completely and for ever. (Waters 134, gdlicthe original)
Also, as mentioned earlier, once when Kitty and Helate for stage, a man in the audience starts
accusing them of being toms. Kitty’s reaction testis one of horror as she quickly draws away
from Nan and exits the stage, while people in the dtream ““Shame!™ after them. It is obvious
that people do not approve of lesbianism and thayrgy in the closet perhaps makes life seem
easier when Nan and Kitty do not have to deal witbple’s reactions. After Alice’s letter, Nan

does not stay in contact with her family as fredlyeas before, and she and Alice lose touch

completely, while after the episode at the theditty refuses to perform in the same show with
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acts like “a man called ‘Paul or Pauline?’, whas® twas to dance in and out of an ebony cabinet,
dressed now as a woman, now as a man, and singimgrn® and baritone by turns” (Waters 143).
Kitty considers the man a freak that “would makesaem freakish by association” (Waters 143).
Furthermore, Wilson (298) points out that “Kittysponds to the incident at Deacon’s Music Hall
by increasing the security around their relatiopshi is indeed after this incident that Kitty beg

a relationship with Walter, thus “compromising h@wn lesbian identity for the personal and
professional protection offered by a man” (Wils@82

Moreover, Wilson (297) points out that NandaKitty’s public performance and private
relationship mirror each other, which becomes olbwivhen the two are linked to each other
through descriptions of Nan dressing and undresKitty on different occasions. Wilson (297)
argues that costume is “significant to Nan’s relaship with Kitty because it is in the role of
Kitty’s dresser that Nan accompanies her to Londéw’first, Nan helps Kitty during her changes:
“I was her dresser in real earnest, helping har aeduttons and links while the orchestra played
between the songs, and the audience waited” (W&#4ysWilson (297), then, points out that
“Waters recalls these theatrical moments duringstteme in which Kitty and Nan first make love”:
“For a moment — my fingers tugging at hooks anthails, her own tearing at the pins which kept
her plait of hair in place — we might have beenhat side of a stage, making a lightning change
between numbers” (Waters 104). Thus, the performamal the sexual aspect of Nan and Kitty's
relationship are connected.

Similarly, the novel makes a connection betwehat Nan and Kitty do on stage and in bed.
Wilson (295) argues that Nan and Kitty actuallyt“aat their own sexual feelings” on stage. This is
interesting considering the fact that in privat@nNand Kitty have to hide their feelings for each
other but on stage they are able to portray thefromt of an audience. According to Nan, “the two
things — the act, our love — were not so very défifiie. They had been born together — or, as | liked

to think, the one had been born of the other, aad wmerely its public shape” (Waters 127).
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Similarly, she feels that “making love to Kitty,&aposing at her side in a shaft of limelight, befor
a thousand pairs of eyes, to a script | knew byth&a an attitude | had laboured for hours to
perfect — these things were not so very differéWaters 127-8). Wilson (295-6) goes on to assert
that while Nan and Kitty are performing, they “shar private language, which Nan likens to the
nonverbal communication of the bedroom”:
A double act is always twice the act the audiehoaks it: beyond our songs, our steps, our
bits of business with coins and canes and flowbese was a private language, in which we
held an endless, delicate exchange of which thedimew nothing. This was a language not
of the tongue but of the body, its vocabulary thespure of a finger or a palm, the nudging of
a hip, the holding or breaking of a gaze, that,sdml are too slow — you go too fast — not
there, but here — that's good — that’s bettitnlvas as if we walked before the crimson curtain,
lay down upon the boards, and kissed and fondledd-were clapped, and cheered, and paid
for it! (Waters 128, italics in the original)
Wilson (296) points out that the BBC adaptationm giping the Velvetiraws more emphasis on the
“connection between the act and ‘the act’ by ineawng scenes of Nan and Kitty’s sexual liaison
with clips from their various theatrical performast.

As mentioned earlier, the reason why Nan Hitty live in a closeted lesbian relationship
masqueraded as romantic friendship is the factKiiat is afraid of losing her job were people to
find out about her lesbian tendencies. After aik horms of the time were not accepting of what we
would now define as homosexual relationships. Assdvii (299) puts it, Kitty is “caught between
her love for Nan and her professional and econamlicinterest”. As it is, Kitty’s fear exceeds her
love for Nan and results in the need to hide heuakidentity and even deny it. According to Munt
(1998, 4), the leshian inside/outside structurechsracterised by “the binary opposition of
shame/pride”. By this shab(d.) refers to the fact that being inside has “carthesl connotations of
the closet, as a prison of shame” whereas being apeut one’s sexual identity and coming out has
been associated with pride in postmodern times.l&Mdan is not as concerned as Kitty about
people finding out about her being a tom and takkes some pride in who she is, Kitty struggles in

accepting herself and is ashamed of her lesbidim@sethroughout the novel. Thus, in Kitty’s case,

her shame prevents her from coming out of the tlasd being openly lesbian. Her shame stems
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from the fact that she is afraid people would reatept her tommishness and, as a result of that, she
is also afraid of losing her job and with that Imesome were her audiences to find out about her
relationships to other women.

Nan and Kitty’s relationship is quite femiaiand it can perhaps even be said to conform to the
Victorian ideals of femininity in some ways. Thdatenship is mostly tender and sweet and also
quite innocent and romantic. Nan and Kitty sharmaantic moments, exchange romantic gifts such
as a dress and a pearl at Christmas, and use mtnwoeds, or no words at all, to refer to making
love. When Nan comes home to find Kitty and Waltegether, she becomes furious and uses the
word “fuck” to refer to what she has been doingwiitty, to which the reaction is the following:
“He [Walter] flinched — and so did I, for the wosdunded terrible: | had never said it before, and
had not known | was about to use it now” (Water8)1This is quite drastically different from Nan
and Diana’s relationship. While Nan and Kitty'satgbnship is mainly characterised by love and
emotions, Nan and Diana’s relationship is basedenas opposed to love or a deep connection
between the two. The following subchapter will dise Nan and Diana as an example of a sexual

relationship between two women.

4.2 Sexual Relationship

As | pointed out in my theory, the ideal woman e Victorian age for the middle class was the
perfect lady, who represented respectable femyniaitd, as a result, was to be brought up
“innocent and sexually ignorant” (Vicinus ix). Theuble standard of the time saw “sexual activity
in men as a sign of ‘masculinity’” and, at the sammee, condemned it in women “as a sign of

deviant or pathological behaviour” (Nead 6). Inesthwords, there was to be a clear difference
between active male and passive female sexualgyNéad (6) asserts, in the nineteenth century,
“female sexuality was organized around the dichgteimgin/whore” and “the differences between

the ‘respectable’ and the ‘fallen’ were defined aedefined in an attempt to create clear moral
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boundaries and to prevent any possibility of coioitis Thus, a respectable woman would
correspond with the existing ideals of femininithile a woman who did not conform to these
ideals would be considered a threat to Victoridnes

The masculine woman and the prostitute gredy deviations from the norm of the respectable,
chaste and pure Victorian lady. In Halberstam’998,%1) view, the nineteenth-century connection
between the masculine woman and the prostitute tnhighhe something to do with marriagebility.
As opposed to succumbing to a husband, “the potstand the masculine and possibly predatory
woman both exhibit extramarital desires and hawygessive sexual tendencies” (Halberstam, 1998,
51). Hence, the masculine woman was likened to glestitute because of her supposedly
aggressive sexual behaviour. This kind active delzsehaviour in a woman posed a threat to the
dominant values of the Victorian society. Keepingnren passive and under the control of men was
a way of maintaining the ideology of home and nagyel As noted in the theory section, the family,
for the middle classes in particular, representel@ and female sexual purity and moral ensured
that the home remained “a source of social stgbiliiead 34).

Furthermore, Creed (88) points out that aupanpstereotype concerning the nature of lesbianism
has been, “in different historical periods” andc@cling to her, even today, that “the lesbian is
really a man trapped in a woman’s body”. This viexginates from the Renaissance when the
female body was seen “as a thwarted male bodylendlitoris and the labia as penis and foreskin”
(Creed 91). Creed (91), then, argues that, wheandahis into account, “it is no wonder that desire
was also thought of as masculine. Along this cantin of desire, where male desire is hot and
female cold, where the sexes are in danger of ¢hgrfgom one to the other, lesbian desire, the
active desire of one woman for another, was seaggessive and virile”.

Quite contrary to the Victorian ideals comseg passive female sexuality, and in accordance
with the perhaps stereotypical views of female mbsity and lesbianism as sexually active, the

relationship between Nan and Diana Tipping the Velvetsees aggressive sexual behaviour
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between two women. The purpose of this subchaphemn, is to take a closer look at this
relationship and its sexual aspects. Again, at, firss important to introduce the character o
more closely because this relationship is stromgiljpenced, and also made possible in the first
place, by her habits and class. As mentioned beliena is an upper-class widow who “can find
ways of expressing her homosexuality without fdancurring into public censure” because of “the
greater power and freedom attached to her privilespeial status” (Ciocia). Indeed, Diana has her
own mansion, servants and money. Thus, she isepg#ndlent on a man but rather is free to make
her own decisions and control those around herNAs also works as a kind of servant, albeit
perhaps an unconventional one, living as a boyfalfiling Diana’s sexual needs, Diana is entitled
to order her to do what she wants as well. As altieshen with Kitty Nan had to perform the role
of Kitty's friend, with Diana she “is denied all @ects of her identity beyond her sexuality; she
exists purely for Diana’s pleasure” (Wilson 300heTrelationship is thus that of a master, or a
mistress, and a servant.

Right from the start, Diana’s behaviour todsgaNan is quite masculine and, in a way, perhaps
typical of men in that she takes control and conmasadan to do as she says, as a husband could
perhaps have commanded his wife in the ninetearttucy, and even later. This kind of behaviour,
then, creates sexual tension between Diana andaiis the basis for their relationship. Hence, it
could be argued that Nan and Diana derive theinaepleasure from Nan succumbing to Diana,
which in a way resembles the phenomenon of sadarthessn. When Nan and Diana meet for the
first time, Diana tries to persuade Nan to rideéher carriage with her, and when Nan hesitates,
Diana’s reaction is as follows: “You little foolshe said. ‘Get in.” (Waters 234). Nan does what
Diana says because even though Diana is stillaamg#r to her, “her voice and manner were, as |
have said, compelling ones” (Waters 234). Hencenevhen Nan does not even know Diana yet
and could perhaps easily avoid obeying her, sheertigless is intrigued by Diana’s

determinedness and indeed climbs into the carri@geilarly, Diana stays in control when she and
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Nan are about to have sex for the first time: Diaradded to my trousers — now gaping whitely, of
course, at the buttons. ‘Take them off.” (Wate#®©R Moreover, after Nan has stripped herself of
her trousers, Diana orders her to go and get songetiom a trunk in her bedroom. Nan hesitates
again, which is when Diana “clapped her hands:stieshe said again, and this time, she did not
smile, and her voice was rather thick” (Waters 24Qirthermore, after sex, Diana asks Nan if she
is happy to have met Diana: “she [Diana] raisecaadhto my throat, and stoked me there until |
reddened and swallowed; and | could not help bsivan ‘Yes.” (Waters 248). As is clear from all
these examples, Diana orders and controls Nanttwlgat she wants sexually. On the other hand,
Nan agrees to do what Diana tells her to also lsecatisex: Nan wants sex with other women in a
world where it is, in her experience, unacceptdblée a lesbian and where one has to hide her
lesbian tendencies for fear of judgment, as shendlid Kitty. However, Diana can give her what
she wants and needs as long as she obeys her. M&ams this conclusion as well:
‘You're like me: you have shown it, you are showihgow! It is your own sex for which you
really hunger! You thought, perhaps, to stifle yown appetites: but you have only made
them swell the more! Anthat is why you won'’t raise a row — why you still stagd be my
tart, as | desire.” She gave my hair a cruel twisimit that it is as | say!” (Waters 249, italics
in the original)
Hence, Diana, in her behaviour, deviates from thetovian ideal of a passive and submissive
woman and, instead, takes on an active role idarticthat of a man who is in control of his wife
and household. It is Diana who decides everythimjidan and everyone else who obey.
Furthermore, sex between Diana and Nan igecqaggressive, and no romantic feelings are
allowed. When Victorian women were supposed to &eually ignorant, Waters’'s Diana, in
addition to using sex to control people, seems d@owell informed on all things sexual and,
moreover, is almost completely defined by sex. &dein the carriage when Nan and Diana have
just met, Diana’s hand “moved to my [Nan’s] kndeert crept to the top of my thigh, where she let

it rest” (Waters 235-236). This is quite daringdasan even feels the urge to brush Diana’s fingers

away at first. Once Nan and Diana start having $ee, descriptions of it are always without



89

romantic feeling and consist exclusively of sexe@itent. For example, Nan describes her feelings
when kissing Diana in the following way: “I feliniber and hot. If | had had a cock, it would have
been twitching” (Waters 259). Similarly, when wiity, the lovemaking was quite innocent and
not referred to by any particular words, with Digha unsentimental and rather harsh words used
are “fucking”, “cunt” and “quim”:
‘You're the boldest bitch in the city?
‘I am?l’
‘You're the boldest bitch, with the cleverest quilinfucking were a country — well, fuck me,
you'd be its queen...V’
These were the words, which, pricked on by my mssty | used now — lewd words which
shocked and stirred me even as | said them. | badrrthough to use them with Kitty. | had
not fuckedher, we had ndtigged we had only ever kissed and trembled. It wasargptim or
a cuntshe had between her legs — indeed, in all ourtsitgigether, | don’t believe we ever
gave a name to it all.(Waters 267, italics in the original)
As can be seen in the extract above, no romanttdsvare exchanged — rather, words referred to as
lewd by Nan are used to evoke even more desirellmtid Romantic feelings and love seem to
indeed be something that Diana is opposed to. Tikexanoment when the “love-making was more
leisurely than it had been before — almost, inddedder”, and Diana solves this problem
immediately (Waters 261):
‘You may go, Nancy,’ she [Diana] said, in exacthettone | had heard her use on her maid
and Mrs Hooper. ‘I wish to sleep alone tonights the first time she had spoken to me as
a servant, and her words drove the lingering warofitelumber quite from my limbs. Yet |
took my leave, uncomplaining, and made my way &ghle room along the hall, where my
own cold bed awaited. | liked her kisses, | likegt hifts still more; and if, to keep them, |
must obey her — well, so be it. | was used to sergi gents in Soho at a pound a suck;
obedience — to such a lady, and in such a settisgemed at that moment a very trifling
labour. (Waters 261)
In other words, when the sex becomes tender anosalioving, Diana takes control of the situation
again and sends Nan to sleep in a different rooorder to avoid any more closeness with her. It
has to be clear who is in charge all the while, #rarelationship has to stay as merely sexual.

Perhaps for Diana, being emotional is a sign ofkmeas because feelings were associated with

femininity while power and control were connectedntasculinity, and as Diana wants to stay in
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control, she wants to reject anything associateld femininity. Nevertheless, it is obvious thatéov
is far from this relationship and romantic feelirage not allowed in Diana’s household.

Moreover, opposing Diana causes the sex torbe even more daring. When Nan and Diana
are angry with each other, for example, their seadeiscribed as more exciting than usual, and even
monstrous or animalistic: “I [Nan] was occasionalylky, but, as on the night of our trip to the
opera, she [Diana] found ways of turning my sulkséo her own lewd advantage — in the end, |
hardly knew if | were really cross or only feigniegossness for the sake of her letches. Once or
twice | hoped she woulthakeme cross — fucking her in a rage, | found, coultha right moment
be more thrilling than fucking her in kindness” (i&& 301, italics in the original). Similarly, when
one time Nan refuses sex with Diana because sieeismg bad, Diana does not accept Nan's
refusal. Instead, she forces Nan to have sex vathripping her shirt and jacket, and acting in a
very threatening way towards Nan. Nan thinks Diatlahit her until she looks at Diana and sees
that “her features were livid, not in fury, butlust” and grows excited herself as well (Waters)297
While the depictions of Nan and Diana’s sex docwtespond with the Victorian idea of women
as passive and non-sexual, they, however, do rdsdh@rather stereotypical views of the lesbian
body as sexually insatiable and monstrous. As C{@e)] furthermore, points out, the lesbian body
as insatiable and “a monstrous quicksand of degralso a common view adopted in pornography,
even to date. Thus, through pornography, the lash&s been related to male fantasies. Nan and
Diana’s sexual relationship, then, while opposihg tdea that Victorian women were sexually
ignorant and passive, seems to in part enforcevign@s of lesbians as sexually aggressive and
insatiable.

In addition, it is important to note that D& also has a dildo, which Creed (94), again,
describes as “a popular male fantasy about lesieatices”. The dildo is referred to by words such
as “Monsieur Dildo”, “Monsieur”, “the device” andthe instrument” and it is kept hidden in

Diana’s trunk, which also contains other erotic enal such as “an album of photographs of big-
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buttocked girls with hairless parts, bearing feethelso a collection of erotic pamphlets and

novels, all hymning the delights of what | wouldlgammistry but what they, like Diana, called

Sapphic PassidnWaters 266, italics in the original). The dildodescribed in detail:
It was a kind of harness, made of leather: bed#;ldnd yet not quite a belt, for though it had
one wide strap with buckles on it, two narrowersér bands were fastened to this and they,
too, were buckled. For one alarming moment | thougmight be a horse’s bridle; then | saw
what the straps and the buckles supported. It wadireder of leather, rather longer than the
length of my hand and about as fat, in width, asuld grip. One end was rounded and
slightly enlarged, the other fixed firm to a flatezl base; to this, by hoops of brass, the belt
and the narrower bands were also fastened. (W2ddns

Also, the descriptions of Nan and Diana’s sex it dildo are very detailed, as can be seen, for

example, in the following extract:
With my hands still clasped in hers [Diana’s] seéeé ine to one of the straight-back chairs and
sat me on it, the dildo all the while strainingrfrany lap, rude and rigid as a skittle. | guessed
her purpose. With her hands close-pressed aboutaag and her legs straddling mine, she
gently lowered herself upon me; then proceededstoand sink, rise and sink, with and ever
speedier motion. At first | held her hips, to gutdem; then | returned a hand to her drawers,
and let the fingers of the other creep round hightto her buttocks. My mouth | fastened now
on one nipple, now on the other, sometimes findimg salt of her flesh, sometimes the
dampening cotton of her chemise. Soon her breabanbe moans, then cries; soon my own
voice joined hers, for the dildo that serviced akso pleasured me — her motions bringing it

with an ever faster, ever harder pressure agaissttihat part of me that cared for pressure
best. (Waters 243).

The overtly sexual content of this description iwvious and it perhaps comes close to resembling
pornography. This, again, clashes dramatically Wittorian ideals as women were supposed to be
innocent and submitting to men’s sexual desiregatsof having their own. This view also perhaps
relates to the dichotomy virgin/whore, whereuposeaually aggressive woman was considered a
deviation and a threat to Victorian values anddfme labelled a whore. Also, it would not have
been possible to have content as sexually aggeeasithis in authentic Victorian literature soaas
postmodern writer, Waters is obviously trying tdmaut what might have happened in thé"19
century even though it was not possible to disdusisthe time.

Furthermore, Nan admires the dildo becausbger experience from renting, men become tired

after sex and cannot perform it again straight awwever, the dildo “was as indecently rigid and
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ready as before that never happened with the gents in Soho” (Waters @dHlcs in the original).
This seems to suggest that lesbians do not neediongatisfy them sexually because that can be
done even without a male-sexed body with the hélp dildo, which is an even better option
because, unlike a man, a dildo will always be rdadgex. This could be considered a threat to the
patriarchy because a dildo results in some womémeeding a man at all. Martin (81) asserts that
Butler's concept of the lesbian phallus shows thetause of the dildo, the phallus can be taken
from male-sexed bodies and attached to anyone:t;"Wiach is supposed to organize the terms of
sexual difference becomes plastic, mobile, suligestubstitution, and attached to the figure of the
lesbian”. Thus, the phallus is not the exclusivepperty of male-sexed bodies anymore but, rather,
becomes mobile and attachable to a female-sexegdsodell. Furthermore, Creed (94) argues that
even if a lesbian’s, like any woman'’s, body “sigesf only castration and lack”, this lack “can be
overcome artificially by the use of a dildo”, andeg on to point out that “the phallic woman, who
straps on a dildo and sodomizes the male, is al@ofagure in pornography”.

It is interesting that, as Halberstam (1998) pointed out, it was the masculine woman in
particular that was considered threatening andaBxaggressive in the nineteenth century. It was
the masculine woman that was thought to have s@plhpsinnatural desires and the need to pursue
these desires. Halberstam (1997, 330) argues ahoeteenth-century relationships between
woman that “the mannish lesbian makes desire betwemmen visible and potent and rescues
lesbianism from the asexual pit of romantic frigm@s. It is true that Nan is the masculine-looking
woman in this relationship as well — she even ligesa boy with Diana — but it is actually Diana
who has the secret trunk containing the dildo d®&ddther erotic material, who knows what to do
with them, and who has the insatiable need for sexnuch so that she wants to hire a personal
“tart”, as she refers to Nan (Waters 248). Dianaasdescribed as masculine or butch-looking. She
wears dresses and jewellery and “was like a queitim her own queer court” (Waters 282). Hence,

despite being powerful like a ruler and having died that are perhaps often attached to men, her
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appearances are not mannish in any way. Waterssseebe suggesting that it is stereotypical to
only attach passion and desire to the masculinkidgovomen of the era while it is also possible
that other women and lesbians of the time were alxactive as well. On the other hand, it is
pointed out in the novel that Nan, because of hesaulinity, is the visible sign of her and Diana’s
desire:
We were a perfect kind of double act. She [Diana$ wewd, she was daring — but who made
that daring visible? Who could testify to the passof her; to the sympathetic power of her;
to the rare, enchanted atmosphere of her houseliait{ Place, where ordinary ways and
rules seemed all suspended, and wanton riot re®ghédo, but I? | was proof of all her
pleasures. | was the stain left by her lust. (Wa2&2)
Thus, even though it is Diana who fashions her [dad’s sex life, it is nevertheless Nan who is
considered the visible sign of it because of hesaubine looks that are quite different from any
other lesbians in Diana’s circle of friends.

Yet another instance of the roles being re@iis when Diana’s Sapphic friends treat Nan as a
sex object — in other words, they treat Nan likearperhaps would. They admire Nan as if she was
“a statue or a clock” instead of a woman (Waterg) 2All through Nan'’s relationship with Diana,
Nan is not considered one of Diana’s many friengisistead she is her “find” and her servant —
something to keep Diana’s friends and Diana hemdkrtained (Waters 277). This setting is quite
interesting because Nan is the only overtly masewwvoman among Diana’s acquaintances. The
novel presents the masculine Nan as merely thebbjesexual desire, who cannot herself decide
how and when she will have sex, and the group ah®s feminine friends as a mass of lusting and
insatiable lesbians. It is often the case that memty is likened with passivity and being reduded
an object while masculinity is portrayed as acthere, the situation is quite the contrary.

In conclusion, Nan and Diana’s sexual retatlop, in describing the two women’s sexual
desires as active and aggressive, seems to break &ram the view of nineteenth-century

lesbianism as asexual. At the same time, howewegenforces the views of contemporary

pornography of lesbianism as insatiable and thsiplesobject of male sexual fantasies. Nan and
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Diana’s relationship finally ends when Nan oppaseBiana by mocking her friends, telling her not
to talk to her in a controlling way, and finallyviag sex with one of Diana’s female servants. As a
result, Diana throws Nan out and thus maintains gexer over her until the very end. The
following subchapter discusses Nan’s final reladldp to a social worker called Florence. Florence

takes care of a baby, and thus this relationshildp@iexamined as an example of a lesbian family.

4.3 Lesbian Family
Traditionally, the ideal family type has been tleecalled monolithic or nuclear family that consists
of a breadwinner husband and his (house)wife andreh. As mentioned in the theory section, this
ideal was especially important in the™&entury when, furthermore, motherhood was consitler
the most important feminine role. However, as Tkafh) points out, from the 1970s onwards “the
family has emerged as a political issue”. Nowadhgsdivorce rates are high, there is an increase in
single-parent families as well as people livingtbeir own, and most married women and mothers
work (Thorne 1). Moreover, the number of so cat@dbow families that consist of two mothers or
two fathers and their children has increased, deasdt these kinds of families have become more
visible in the 21 century. Legislation concerning the family hasraed as well and same-sex
couples can now register their civil partnershipmany countries and in some countries also adopt
each other’s children. In some countries, sameeseyles can also adopt children outside their
own family. Hence, the concept of the family haarged drastically since the Victorian era, and
continues to do so. According to Thorne (2), “feistisi have challenged beliefs that any specific
family arrangement is natural, biological, or ‘feienal’ in a timeless way” and, perhaps as a result
alternative family arrangements have become madevare common.

Even though rainbow families as we understhedh now did not exist in the Victorian era, it is
still quite possible that there were families witlore than one mother and/or father, whether they

were in a relationship with each other or not. Asointed out in the theory section, in theé"19
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century working-class people often lived in crampedises with many men, women and children
in the same household, and thus their view of flawihs perhaps not so confined to biology. In
other words, it is quite possible that working-sla&ctorians thought of the people they lived with
as family, whether they were related or not. Thisdkof living arrangements are reflected in
Tipping the Velvetvhen Nan moves in with Florence, her brother Rapd the baby they are
taking care of as their own, Cyril. When Nan andr&hce eventually become a couple, the more
contemporary idea of rainbow families becomes appaand is discussed, although here placed in
the 19" century. It seems that Waters wants to point loatt éven though some of the ideas that she
deals with in the novel, such as the closet andlidbbian family, may seem like contemporary
phenomena, they are actually topics that have bedewmant for a long time. By placing these ideas
in the 19" century, Waters is arguing that it is possibleytaetually existed in the Victorian times
as well — it simply was not possible to discussitha the time because of the prevailing norms.
The purpose of this final subchapter is to examNaa and Florence’s relationship as an example of
a lesbian family.
According to Thorne (11), since thé™&@ntury, if not earlier, “motherhood has been ijkxt

as women’s chief vocation and central definitionddthe tie between mother and child has been
exalted, and traits of nurturance, selflessnessadtndism have been defined as the essence of the
maternal, and hence, of the womanly”. Motheringeedl becomes an important issue in Nan and
Florence’s relationship. It is not necessarily giled, but Florence does love baby Cyril very much
and would not consider giving him up even thoughidh@ot related to her. Cyril's biological
mother is a woman called Lilian that died givingtbito him. Florence was in love with Lilian but
since Lilian was not a lesbian, the two were omigrids until Lilian’s death. It is important for
Florence to take care of Cyril because he is &ltsds left of Lilian:

‘Cyril ain’t mine,” she [Florence] said quickly,iHbugh | call him mine. His mother used to

lodge with us, and we took him on when she — IsftHe is very dear to us, now...” (Waters
357)
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Furthermore, Florence is described as a kind ofamaa figure on several occasions - quite unlike
the whore-like depictions of Nan and Diana’s sexoahaviour, for example. In the following
extract, Nan knocks on Florence’s door and Florempens it:
It was Florence herself who stood there — lookielgarkably as she had when | had seen her
first, peering into the darkness, framed againstlight and with the same glorious halo of
burning hair. | gave a sigh that was also a shuddéen | saw a movement at her hip, and
saw what she carried there. It was a baby. (W8#&8s347)
In other words, Florence with her golden halo-rasiérg hair, holding a baby looks remarkably
like a madonna and child painting would. A simitescription, although without the baby, can be
found later in the novel when Florence takes a tdween her head and “her hair was spread out
over the bit of lace on the back of her chair, like halo on a Flemish madonna” (Waters 402).
Thus, it becomes obvious that Florence is likermethé image of the respectable woman as far as
the 19" century dichotomy madonna/whore goes. As mentidnete theory section, “throughout
the nineteenth century the differences betweenrrédspectable’ and the ‘fallen’ were defined and
redefined in an attempt to create clear moral batied and to prevent any possibility of confusion”
and, as a result, women’s roles were limited te¢hof mother and prostitute (Nead 6). Florence is
indeed the madonna-like mother figure who selfiedsskes on the baby of another woman.
However, Florence does work as well and while sheriavailable, neighbours and sometimes
Ralph mind baby Cyril. Thus, unlike a respectat®8 g¢entury woman, Florence does not commit
herself to motherhood only but instead has othiegtto keep her occupied as well.

Furthermore, Nan is also put in the role loé tmother in the final part of the novel. The
circumstances in which Nan moves in with FlorerRRalph and Cyril are such that Nan has been
thrown out of Diana’s mansion and does not haviaeepto go. She remembers Florence, who she
once met on the street, and decides to ask heitsuld live with her for a while. Florence is not

happy about this at first but finally agrees wheanMffers to do housework and take care of Cyril

while Florence and Ralph are at work. Hence, sugddan becomes the person who spends the
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most time with the baby. Nan is, furthermore, gabvtbking care of Cyril. In the following extract,
Nan is trying to convince Florence about letting $tay:
Florence struggled with Cyril for a moment: he w8gsirming and fractious and about to cry.
| went to her, and - with terrible boldness, foe flast baby | had held had been my cousin’s
child, four years before: and he had screamed irfang — | said, ‘Give him to me, babies
love me.” She handed him over and, through someextinary miracle — perhaps | was
holding him so inexpertly, the grip quite stunneidh - he fell against my shoulder, and
sighed, and grew calm. (Waters 372)
Nan also, for example, sings for Cyril and, wheithi@ park with him, carries him on her shoulders
and walks hand in hand with him. Thus, despitedutward masculinity, Nan is still described as a
woman with motherly feelings and abilities. The wdgn holds Cyril and manages to calm him
down, even to her own surprise, seems to come ailtuo her. In other words, Nan seems to
possess a mother’s instinctive ability to be natwith children even though her appearances might
suggest otherwise.

As Jeremiah (140) argues, the household forbyeNan, Florence, Cyril and Ralph “offers a
model of alternative kinship” that emphasises tloa-hiological aspect of family and that is
perhaps more of a postmodern phenomenon than arMictone when taking Nan and Florence’s
lesbian relationship into consideration. Moreovie, non-biological aspect of family is apparent in
the fact that Cyril now has two mothers, neithewbbm is actually related to him. It is clear from
the way Nan and Florence behave around the balbytiibg both consider themselves to be his
mothers. They automatically share their duties aghers: “There was an empty seat next to
Florence, and when | [Nan] had made my way acresgytass | sat in it and took the baby from
her” (Waters 452). They do not need to discuss wliom it is to look after Cyril but instead they
both know when he needs something and when the otiee needs help with the baby. Also, it
seems that Waters is arguing here that when it saimdamily, biology is not important. Even

though neither Nan nor Florence is related to theioy, they are nevertheless good and loving

mothers.
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Also, it is clear that Nan, Florence, CymidaRalph form a tight family and, furthermore, that
the Banner family (Florence and Ralph) give gredti® to family. First of all, the atmosphere in
their home is warm, loving and welcoming: they afvdave guests — both family and friends. At
first Nan does not like this because she is usdtledgpeace and quiet of Diana’s mansion and she
grows tired fast, but she does point out that ‘ ggown up in a street that was similar, in a house
where cousins thundered up and down the stairstrengarlour might be full, on any night of the
week, with people drinking beer and playing cardd aometimes quarrelling” (Waters 375). In
other words, for the first time since living at hewith her parents in Whitstable, Nan remembers
what it feels like to have an actual home, andtireda and friends around her. Later on Nan and
Florence discuss the fact that Nan has completderted her family in Whitstable and lost contact
with both her family and old friends on purposerEhce questions Nan’'s behaviour and makes her
see that family and friends are important and Naat’'s abandoning of everyone is unforgivable:

“To think of all the people you have known — and yeu have no friends.’

‘| left them all behind me.’

‘Your family. You said when you came here that ytamily had thrown you over. But it was

youthrewthemover! How they must wonder over you! Do you neienk of them?”’

‘Sometimes, sometimes.’

‘And the lady who was so fond of you, in Green 8tr®o you never think to call on her, and

her daughter?’

‘They have moved away; and | tried to find themdAamyway, | was ashamed, because | had

neglected them...” (Waters 430-431, italics in thigioal)
With Florence, Nan begins to understand the impedaof family and the cruelty of her past
actions. Perhaps it can be said that she is growpnand beginning to become mature as opposed to
her selfish behaviour of the past. In the end sh&es a commitment to Florence, telling her that
she loves her and that “you and Ralph and Cyrilmayefamily, that | could never leave — even
though | was so careless with my own kin” (Watef$)4 In a way, Nan and Florence’s relationship
is almost like marriage because, as Nan says, adlestruck a kind of bargain. We had fixed to kiss

for ever” (Waters 438). Hence, the novel does meeis to criticise the institution of family, but

instead attempts to redefine it. Waters seemsdgesi that family, in the i’gcentury and today,
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does not have to be exclusively reserved for heteal couples and their children, but instead is
something that homosexual couples are entitled toedl.

Moreover, Florence’s brother Ralph is alsmsidered a natural part of the family. This
probably has to do with the aforementioned fact ithaas common for working-class people in the
19" century to live with several people. Thus, evesutih Nan and Florence are in a relationship
with each other, it is possible for Ralph to livéhwthem as a natural part of the family. Another
reason why Ralph is present in this family mighténgo do with the fact that he provides a contrast
between Nan as a masculine woman, and a male-seaedthus drawing attention to the fact that
even though Nan looks masculine, she is still femahd even a mother now, while Ralph is
actually male.

In addition, the idea of family is furtheisdussed in the way Florence does not want to hede h
sexual identity, unlike Kitty who was afraid of hgiexposed all the time and made Nan hide her
sexual identity as well. Instead, Florence is protigvho she is and refuses to for example cover
her relationship to another woman to please hegrdtlhother Frank, who is not quite as accepting
of tommistry as is Ralph. When Frank is going tg pavisit and Nan hears that he does not accept
lesbianism, she has a suggestion:

‘We can pretend it's otherwise, if you like,” | dai'We can bring the truckle-bed back, and
pretend —
She [Florence] leaned away from me as if | had svairher. ‘Pretend? Pretend, and in my
own house? If Frank doesn't like my habits, he st@p visiting. Him, and anyone else with a
similar idea. Would you have people think we weskeaaned?’ (Waters 434)
Hence, the fact that Florence is out and not isteckin hiding her sexual identity makes it possibl
for Nan and Florence to have an out relationshgthas live as a family, just like everyone else. |
other words, Waters seems to argue that only winenhas accepted their sexual identity can one
form possibly lasting relationships and live asiaily in front of everyone.

Yet another thing concerning Nan and Floreasca family unit is the fact that they have adixe

circle of friends that mostly consists of other #dencouples. They go to the pub together or visit
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each other’s houses regularly and discuss deepsttas well as more light-hearted topics. This
gives the impression of family friends. InsteadNa@in and Florence each doing things on their own,
they share their life and friends.

Despite Nan’s masculine and Florence’s mersiriine appearances, there is no strict division
to butch and femme roles in this relationship whpozn Nan would act as the man of the house and
Florence take care of the chores traditionally cated to women. Instead, there seems to be a
certain kind of balance in this relationship ashbdian and Florence do things that might be
considered masculine or feminine by some. In a waan, this relationship deconstructs the idea of
strict butch/femme roles and gives way to a mdperél reading of lesbianism. First of all, as
mentioned earlier, Florence is a social worker sinel spends most of her time working, even till
late in the night. In the daytime she is at workNam, the masculine woman, takes on the role of
the housewife. She cooks for the family, cleans t@kés care of baby Cyril. The idea of being a
wife is even mentioned in passing when Nan is grymconvince Florence to let her stay:

‘I could clean and cook, like | did today. | coudd your washing.’ | was growing more rash
and desperate as | spoke. ‘Oh, how | longed tdhdset things, when | was in the house in St
John’s Wood! But that devil [Diana] | lived with idal must let the servants do it - that it
would spoil my hands. But if | stayed here - welgould look after your little boy while
you're at work. wouldn’t give him laudanum when he cried!
Now Florence’s eyes were wider than ever. ‘Cleath @m my washing? Look after Cyril? I'm
sure | couldn’t let you do all those things!
‘Why not? | met fifty women in your street today, @oing exactly those things! It's natural,
ain’t it? If | was your wife — or Ralph’s wife, | @an — | should certainly do them then.’
(Waters 371, italics in the original)
This extract presents a vision of Nan as anothenavos wife, doing the chores typically assigned
for a working-class housewife in the ™ @entury. Despite her apparent masculinity, Nastiis
willing to be a housewife instead of for examplend@ding to be the man of the house and refusing
to clean, cook and take care of a baby. In fa&,eslen thinks it is natural that a woman does these
chores. Similarly, Nan is described as motherlymwséige is home alone with Cyril: “I collected the

cups, and took Cyril into the kitchen with me; amldile | waited for the kettle to boil | sang him an

old song from the music hall, which made him kigk kegs and gurgle” (Waters 378). Nan also
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takes care of Florence and helps her with her @nldiunion work so that she does not wear herself
out by working too much, and she also makes sateRlorence eats well. However, Nan is perhaps
masculine in that she is not afraid to take theéiative when needed. For example, Ralph is

supposed to give a speech at the Workers’ Rallyvnan the time comes for the speech, he cannot
do it. This is when Nan steps on the stage with tarhelp him out. Hence, Nan looks masculine

but regardless is in the role of a housewife arfdllaeime mother. However, she also takes the

initiative when needed, like a man perhaps. Flageona the other hand, looks feminine but works

and is thus the breadwinner of the household intiaddo Ralph. At the same time, however, she is

perhaps typically feminine in that she is even ¢oascientious a worker, devoting all her time to

helping others. Hence, there is a certain kindad&ice present in this relationship. Neither of the

two women is radically feminine or radically masnelbut instead they both possess feminine and
masculine qualities. Moreover, they are not defibgdtheir appearances. This is very different

compared to Nan’s previous relationships where Nas always been in the even excessively
masculine role.

Similarly, Florence’s appearances emphadm fact that it is not always easy to read
lesbianism. At first, it is difficult for Nan to dele whether Florence is a tom or not because she
looks and acts unlike masculine lesbians:

‘She really can’t be a tom,’ | would say to myselfor, if she never flirted with me, then there
were plenty of other girls who passed through cantqur, and | never saw her flirt with a
single one of them, not once. But then, | never bawflirting with a fellow, either. At last, |
supposed she was too good to fall in love with aey@dWaters 380)
This extract further reinforces the idea that laebi can and often do balance femininity and
masculinity instead of limiting themselves to stgender roles.

Nan and Florence’s relationship seems morgeunmaand balanced than Nan’s previous

relationships in many ways. For the first time, Narreally settling down with one person and

learning to care about other people, even becoramgltruistic mother figure. There is also a

certain kind of balance between love and passidhigrelationship when for example with Diana
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Nan was only interested in the sexual aspect ofretaionship. When with Diana Nan only felt
something between her thighs, now she is alsonigslbmething in her heart, for the first time since
Kitty: | “felt a curious movement in my own breaatkind of squirming or turning, or flexing, that |
seemed not to have felt for a thousand years. # fohowed almost immediately by a similar
sensation, rather lower down...With every breathoktaway from her, the movement at my heart
and between my legs grew more defined” (Waters.48&thermore, with Florence, Nan feels that
she “might have been eighteen again, sweating aribas” even though she has been shameless
with Diana in the past and thus should have nooreds feel insecure about having sex with
someone (Waters 407). Hence, Nan and Florenceaiaeship is not just about sex but instead
they are in love and balancing their romantic aexlual feelings towards each other. Also, unlike
ever before, when Nan and Florence become a cotlg, move into the same bedroom as a
couple. Even though Nan did sleep in the same bdKitty, no one knew about their relationship
and even when they moved away alone, Nan had  lkeenightgown under the pillow in her own
bed so as not to make the maid suspicious. Withdian the other hand, Nan had no ordinary kind
of relationship and she was always sent to her baa after sex. Hence, the fact that Nan and
Florence now openly share a bedroom is a big steplén - it is, in a way, a sign of commitment.
Finally, Nan and Florence talk about each othavasl and share their thoughts and secrets in a
mature way, which is again something Nan has npemanced in her previous relationships.
Perhaps this has to do with the fact that oncersopehas accepted themselves, there is no need to
have secrets anymore and thus it is possible o ba honest and mature relationship. At the end
of the novel, Nan is finally ready to leave hertgashind and start anew in a balanced relationship
with Florence.

But is balance only to be found in a relasiop or family model that resembles
heterosexuality? After all, the novel ends in Namdihg balance and happiness in a steady

girlfriend, a baby and a permanent home — a vithah easily brings the heterosexual family model
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to mind. Is this a way of reinforcing Victorian faynideals? Or is it merely a way of indicating tha
there is not such a big difference between hetguadeand homosexual relationships after all? Do
we all aspire to settle down with a family? Regesdlof what the answers to these questions might
be, the end result ifipping the Velvets that Nan is now a masculine woman who acceets h

lesbian identity; a non-biological mother to a bddmy; and in a balanced and public relationship

with another woman.
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5. Conclusion

The aim of this study was to examine the represientaf lesbianism in Sarah Waters’s novel
Tipping the VelvetThe main reasons why | considered this topicveeie were that, on one hand,
this novel had not yet been analysed in detail andthe other, | consider it important to further
discuss the representation of sexual minority gsaopiterature as opposed to always concentrating
on heterosexuality. The theoretical framework fos tstudy was provided by both queer theory as
well as historical background concerning women,rrage and sexuality in the Victorian era.

In examining the representation of lesbianisrthe novel, | adopted two different viewpoints.
In the first analysis chapter, | concentrated andle masculinity and, in particular, the individual
growth of the main character Nan towards finding aocepting her identity as a masculine lesbian.
Female masculinity was discussed as theatricabpeénce, passing and posing as man, and finally
as a certain kind of lesbian identity. In the setanalysis chapter, the focus was then shifted to
lesbian relationships whereupon Nan’s three retatgs were discussed, respectively, as examples
of closeted romantic friendship, sexual relatiopsind lesbian family.

The theme of female masculinity is presentedugh theatrical performance at the beginning
on the novel. In the context of theatre, theresaneeral ways in which masculinity is produced and
performed by women in the novel. First of all, Namd Kitty dress up in men’s clothes and have
short hair in order to look masculine. They, furthere, create masculinity through their gestures
and manners on stage. They adopt these mannetsdyyng) men in the streets of London and then
imitating their behaviour in their performance. Namd Kitty also have masculine stage names to
complete their act, and they sing songs that ar@ntme be sung by men to women. Because it is
possible to thus reproduce masculinity through slrasd behaviour, the novel suggests that
masculinity cannot be the exclusive property ofersdxed bodies. Instead, it can be attached to
female-sexed bodies as well, and thus it can baedrghat gender is not a fixed category but

instead can be constructed, accordingly with qtiesory.
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Furthermore, when Nan walks the streets afdom disguised as a man, she is able to pass
without people noticing she is actually female.sltane her masculinity is even more obvious than
in the theatre and, in addition to the outfits &ad, she also wears a rolled handkerchief or sock
her trousers to create the impression of havingrasp and she uses bandages to make her chest
look flat. Nan manages to pass successfully aretetbre, the novel again seems to suggest that
masculinity cannot be attached exclusively to ns#eed bodies but instead can be created by
women as well.

The reasons for Nan’s passing are many. &irall, the masculine outfit grants Nan freedom of
movement in the streets of London at a time whé@amispace was essentially male. Furthermore,
Nan wants to hide herself from Kitty, who has bgtch her by marrying their manager Walter.
Finally, later, when Nan starts working as a malesfitute, her passing gains the meaning of
humiliating men through granting them sexual fagodisguised as a man when she is, in fact,
female.

Later on with Diana, Nan’s masculine roleghngget another meaning, namely that of pleasing
the lesbian desires of Diana and her lesbian faeBiana dresses her up in various boy roles and
then dramatically reveals her, leaving her lesliteands gasping and excited. Thus, Nan poses as
man because it excites the upper-class lesbiatie inovel. Also, being masculine makes Nan feel
good about herself as she likes the way she lodlehwlressed up in her many masculine outfits.

Through performance, Nan slowly comes intongewith her sexual identity as a masculine
lesbian. Female masculinity, in both Kitty and ledfisexcites her sexually, but in the Victorian age
women were not supposed to be masculine, and tesbiavas certainly undesirable. The theatrical
performance of masculinity, then, allows Nan torbasculine in front of other people but still
disguise her own sexual identity when she is oust peginning to come to terms with it. Also,

being masculine makes Nan like herself more asakes her feel good and confident. Hence, there
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is a clear connection between female masculinity lasbian identity in the novel. Nan’'s sexual
identity seems to go towards what we could nowegieecas butchness.

With Kitty, Nan has to keep her sexual idignéi secret and so she does not know any other
lesbians in addition to herself and Kitty. Howewsith Diana, Nan becomes a part of a certain kind
of upper-class lesbian community. While Nan remanperformer amidst Diana’s friends, she
nevertheless realises that there are other leslmanshere and thus she cannot be abnormal or
deviant because of her desires. This realisatickesa easier for Nan to accept her sexual identity
as it is important for her to know she is not tinéydesbian, or a masculine lesbian, there is.

In the final part of the novel, Nan triesrédurn to femininity once more but fails at it. teéad of
feeling comfortable in a feminine outfit, she fee@lsgusted and, as a result, decides to stop
pretending and embrace masculinity as part of Heedso in front of other people. This decision
grants Nan a sense of freedom and relief as stanger has to hide her identity. Hence, the idea of
coming out becomes relevant. However, it is noydéasNan to show her identity to everyone and
thus her transformation from femininity to mascitlirhnappens gradually. Furthermore, she is shy
and afraid of what people might think of her wheavously, when disguised as a man, she has
been rather bold and confident about her appeasarimvever, the fact that the people around Nan
— Florence’s lesbian friends and the working-classple of Bethnal Green - are accepting of her
masculinity makes it easier for her to be who shia ipublic. Also, with Florence, Nan starts going
to a lesbian pub where she meets other masculsi®ales. Realising that there are other very
masculine women out there again makes it easieNfmm to finally accept her identity as a
masculine lesbian because now, instead of beinggakhe can think of herself as a part of a certain
kind of lesbian community. Thus, in the end, Nard§ a way to balance her previous roles: she is
not the traditionally feminine woman that she wa¥\hitstable nor does she play the part of a man
like she did in the music halls and with Diana.téasl, she is a mixture of both genders — a

masculine lesbian woman.
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The question of lesbian relationships is ussed through three different relationships in the
novel: closeted romantic friendship, sexual refslop and lesbian family. Nan and Kitty's
relationship provides an example of closeted romdniendship where the two first hide their
feelings from each other and then from everyone.eRelationships between women in the
nineteenth century have often been labelled asexwtath has lead to the romantic friendship
model. However, because it has been argued tialikely these relationships actually contained
sex in secret, romantic friendship comes to resertii# more contemporary concept of the closet.
Nan and Kitty have a sex life, albeit in secret,dmecause of this, it seems that Waters is in fact
opposing the asexual model of ™&entury lesbianism and thus attempting to rewtétsbian
history from a postmodern point of view, grantighians visibility and giving them a history.
However, Nan and Kitty have to maintain the illusiaf heterosexuality and keep their relationship
in the closet for Kitty’s fear of losing her job cameputation. This is done in several ways: all
intimacy has to stop when it sounds like someoneoming; the girls have no contact with other
lesbian couples so as not to be exposed; andlyfitatty even agrees to marry Walter for cover.

Nan and Diana’s relationship is an exampleaokexual relationship in the novel. This
relationship is solely based on sex, and romam@tirigs are not allowed. Nan and Diana have
aggressive sex and even use a strap-on dildo Whalea has complete control over Nan and is able
to force her to do whatever she wants. The desmnipdf this relationship therefore differs
drastically from Victorian ideals whereupon womerrgy supposed to be passive as well as
innocent and sexually ignorant. On the contraryn Mad Diana do not succumb to any man’s
desires but, instead, have desires of their ownyelsas the means to fulfil them. This view of
lesbianism as sexually aggressive conforms to theatypical 18-century ideas of the lesbian
body as both sexually insatiable and even monstfeughermore, in the 19century, it was the
masculine woman that was often believed to haveesgye sexual tendencies. Nan is, at this

point, living as Diana’s “boy”, and looks overtly asculine, thus further conforming to the
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stereotypical views of leshianism in the™®&entury. Hence, this relationship, while opposing
views of 19-century lesbianism as merely asexual romanticndis@ip, also conforms to
stereotypical views of the lesbianism as insatialpleé sexually aggressive.

Finally, I discussed Nan and Florence’s reteghip as an example of a lesbian family. Nan and
Florence form a balanced relationship as the nological parents of a baby. Their relationship
emphasises the altruistic nature of motherhoodusecaven though neither of them is baby Cyril’s
biological mother, they nevertheless prioritise hewe and share their duties as mothers. As
mothers, Nan and Florence also adopt the respecias reserved for Victorian women, and also
the more contemporary issue of lesbian motherhsatiscussed: despite not being related to Cyril
and being a lesbian couple, Nan and Florence ar&aged as good and loving mothers.
Furthermore, this relationship sees Nan, the mascildsbian, as a mother. Thus, Waters seems to
argue that even a masculine woman can have femipiakties and a mother’s instincts. Also, Nan
and Florence’s relationship bears a strong resemblto a heterosexual family, consisting of two
parents and their child. This might either endditse heterosexual family model or argue that
heterosexual and homosexual families are not $erdift after all.

It should be pointed out that the charactédan is not completely defined by her lesbianism i
the novel. Towards the end, she comes to terms h@thdentity as a masculine lesbian and finds
herself in a balanced relationship with Florenad, ¢he also becomes politically conscious, taking
part in the socialist Workers’ Rally and being akke write more speeches for similar events.
Furthermore, Nan’s coming out as a lesbian is binkéh her political awareness when she steps
out as herself to give a speech for workers’ righiisnce, in the end, Nan finds her calling in more
than one way as she plans to devote her life teeRt® as well as social work and caring about

others.
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